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The point is that I'd like to have at least some
measure of control over the finished sound be-
fore it’s sent for replication to the plant.
This is contrary to the way most studios work.
The business, at least from my viewpoint, has
really become fragmented—more like the
movie industry. There are engineers who do
jazz recording who don’t own the studio and
don’t have anything to do with the mainte-
nance, ownershlp, or o f the studio.
ce engineer
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which tells your CD player to go to track
one when you put a CD in and press “play.”
The information that makes this possible
has to be incorporated on the CD. The DAT
must be transferred to another medium
that incorporates this information. This
studio uses a CD-R. Prior to the CD-R,
1630 was the de facto standard. I consider
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that now obsolete. Most recording studios
do not get involved in this process.

If most recording studios don’t get involved
in digital post-production, then how is it
commonly done?

The very fact that most recording studios

don’t care to do it has created the existence

of what are called mastering houses. They
don’t have studios. They don’t even have a
microphone. They just put the numbers on
there and then transfer from one medium
to another.

Why are you so concerned with accom-
plishing this process yourself? Isn’t the
equipment expensive?

Yes, it's very expensive, very difficult to ac-
quire and maintain. The problem is that
there can be processing at this stage, quite
extensive processing.

Intentionally changing the sound from
that of the DAT?

Intentionally changing the sound! Chang-
ing the loudness to softness, the highs to
lows. Yes, it's a very elaborate procedure; it
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is a part of the recording process that most
people don’t even know exists.

Who is responsible for making the decision
to alter the sound at this late a stage in the
recording process?

Whoever is following the course of the pro-
ject, usually whoever is paying for it or their
representative. 'm now defining why I in-
sist on doing everything myself. And you
can extend this into the reissue process too.
Reissuing is nothing but post-production.
The people who were originally involved in
the recording are no longer there, or they
no longer own it. These mastering decisions
on reissues are being made by someone
else, someone affiliated with the company
who now owns the material.

What are your feelings on issuing alternate
takes?

Now, to me that’s just a sad event which has
befallen the record industry. The rejected
outtakes have been renamed “alternate
takes” for marketing reasons. It’s a disser-
vice to the artist. It’s a disservice to the mu-
sic. It’s also rampant throughout the land,
and I'm just telling you how [ feel about it. [
would recommend to all musicians: Don’t
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let the outtakes get out of your hands, Of
course, that may be easier said than done.
You must be disappointed by much of what
has been released as alternate takes.

Yes, when [ hear some of this stuff, I'm re-
minded of all the problems I had, particu-
larly on these outtakes. It’s like reliving all
of the difficulties of my life again. So I don’t
take a lot of pleasure in that because I know
I can do a lot better now, and all that does is
reinforce my uneasiness. Of course, when it
was a recording problem, the music was
usually still so good that it was worth it to
me. And the fact that it’s still being heard—
in many cases being heard better than ever
before—is an incredible experience. And
it’s clean, with no noise. I don’t like to com-
plain too much.

I feel that way very often myself, the way
you described, being able to hear the music
better than ever. I'm not a person who
locks into the sound as closely as I do the
music. The music is all-important to me,
but sometimes I become distracted by how
bad the sound is. It seems that a big prob-
lem in translating those old recordings
onto CD is the sound of the bass. It be-
comes very boomy.

Well, you can’t blame that entirely on the
people who are doing the mastering. That
particular quality is inherent in the record-
ing techniques of the time—the way bass
players played, the way they sounded, the
way their instruments sounded. They don’t
sound like that now. The music has
changed the way the artists play. Now
everything has got to be loud. A loud drum-
mer today is a lot louder than a loud
drummer of 30 or even 20 years ago. It’s all
relative. But as far as that certain quality
you're talking about, some of it is very
good, by the way. There were some excellent
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bass recordings made at that time because
the bass player and I got together on what
we were trying to do.

Considering the reverence given to the his-
torical Blue Note recordings and the fact
that they were accomplished direct to two-
track, do you get many requests nowadays
to record direct to two-track?

Usually they say, “I want to go direct to two-
track like the old days.” And I say, “Sure, I'll
do that.” [ can still do it, or we can record to
the 24-track digital machine. As far as the
musicians are concerned, regarding their
performance out in the studio, that’s trans-
parent to them. There’s no difference in the
setup. I sort of think two-track while I'm
recording and actually run a two-track
recording of the session, which very often
serves as the finished mix. But this is the
real world now. The musicians will listen to
the playback, and the bass player will say,
“Gee, 1 played two bad notes going into the
bridge of the out-melody. Can you fix that,
Rudy?” Now, it used to be that when a client
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asked for a two-track session, I would never
run a multitrack backup. They didn’t want
to get involved in it, for money reasons.
They didn’t want to spend the money for
the tape or didn’t want to have to mix it af-
ter the session. I went along with that for a
long time. But the bass player would still
come in, hoping to fix wrong notes, and I'd
sit there like a fool and say, “Well, I can’t do
anything about it. The producer didn’t
want to spend the money for multitrack-
ing.” So I decided I wasn't going to do that
anymore. I think of it as a two-track date—
we're talking about a small acoustic jazz
band now, not any kind of heavy produc-
tion thing—and I run a multitrack backup.
Then when the bass player asks to fix a cou-
ple of notes, I look at the producer or who-
ever is paying for the session, and that be-
comes his decision, not mine. He now has
to answer the bass player.

So the final product may consist of both
multitrack and two-track recordings?

That happens. Right. And my life is a lot
happier. And the producers have come
around a little bit too.

How did you first become affiliated with
Alfred Lion of Blue Note Records?

There was a saxophone player and arranger
by the name of Gil Mellé. He had a little
band and a concept of writing, and I
recorded him. This was before I met Alfred.
I recorded it in my Hackensack studio in

my parents’ home. So somehow—and I was
not a party to it—he sold that to Alfred to
be released on Blue Note. And Alfred want-
ed to make another one. So he took that
recording to the place he was going. It hap-
pened to be in New York at the WOR
recording studios. He played it for the engi-
neer, who Alfred had been using up until
that time, and the engineer said, “I can’t get
that sound, I can’t record that here. You’d
better go to whoever did it.” Remember, I
wasn't there; this is how it was related to
me. And that’s what brought Alfred to me.
He came to me, and he was there forever.

Those Blue Note records, they’re just so
beautiful. . ..

Masterpieces.

Did Alfred and you work at producing
those jazz masterpieces? Did he have you
splice solos?

Yes, he did. He was tough to work for com-
pared to anyone else. He knew what he
wanted. He knew what that album should
sound like before he even came into the stu-
dio. He made it tough for me. It was defi-
nitely headache time and never easy. On the
other hand, I knew it was important, and he
had a quality that gave me confi-

dence in him. The whole burden

of creating for him—what he

had in mind—that was mine.

And he knew how to extract the
maximum effort from the musi-

cians and from me too. He was a master at
that. I think one of the reasons our relation-
ship lasted so long was because he listened
to what other people were doing parallel to
our product. I don’t believe he ever heard
anything that was better than what we were
doing. I have no doubt that if he had heard
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someone doing it better than what I was
doing, he would have gone there. But he
never did, and that made it possible for me
to build this studio. T knew he was always
there.

Once you developed that sound, you knew
exactly what to do initially. When the mu-
sicians walked in, you knew right where
everything should be regarding micro-
phone placement and all of that. And you
went from there. From that point, it was
just minor alterations according to that
sessiott.

That’s very well put, and do you know why
that was? Because Alfred used to come here
often. He used to bring the same people out
in various combinations. They all knew
what I was like. Everybody would come in
and know exactly where their stand was,
where they would play. It was home. There
were no strangers. They knew the results of
what they were going to do. There was nev-
er any question about it, so they could focus
on the music.

Then when Bob Weinstock of Prestige
Records started with you, there was that
whole crowd of musicians, sometime cross-
. ing over personnel.

: Well, Weinstock would very often follow Al-
: fred around, but with a different kind of
: project in mind. And you know, when I ex-
. perimented, [ would experiment on Bob
Weinstock’s projects. Bob didn’t think
much of sound; he still doesn’t. He doesn’t
care. So if I got a new microphone and I
wanted to try it on a saxophone player, I
would never try it on Alfred’s date. Wein-
stock didn’t give a damn, and if it worked
out, great. Alfred would benefit from that.
I’ve always thought of the Prestige dates as
a more accurate indication of what was
happening in the clubs. Although I know
. that after a Blue Note session wound
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down, the musicians could go out into the
clubs and play original tunes, with Pres-
tige it was mostly standards. That’s what
they went out and jammed on. And that
deserves documentation as well.

Absolutely. 1 agree with that, and I've said
so, though not as well as you did. I wouldn’t

BEsssssRRERBEINS AR AR AR R R A




want the world to be without them. There
are people who say that the difference be-
tween Blue Note and Prestige is rehearsal.
That's just glib. That's bullshit. That’s not
even a fair way to put it. It resulted in a lot
of my favorite recordings. You know, those
Miles [Davis] Prestige things . . . they can’t
hurt those things. It's really one of the most
gratifying things I've done, the fact that
people can hear those. It’s really good.
When you were in the control booth listen-
ing to the sessions, were you ever aware
that those sides would end up as classics?
Well, you can’t see into the future. I had no
way of knowing that. But I knew every ses-
sion was important, particularly the Blue

more toward trying to commercialize jazz

music, You're familiar with his CTT label?
That’s another world altogether. That’s
when we started to be conscious of the
charts. [ love the sound of strings, particu-
larly the way Creed Taylor handled them
with Don Sebesky. And T love an exciting
brass sound too. Creed is a genius as far
as combining these things that we're talk-
ing about. I'm not at all isolated in the
world of a five-piece be-bop band. As a
matter of fact, sonically, this other thing is
more rewarding.
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Note stuff. The Blue Note sessions seemed
more important at the time because the
procedure was more demanding. But in ret-
rospect, the Prestige recordings of Miles
Davis, the Red Garland with Philly Joe
Jones, the Jackie McLean and Art Taylor, the
early Coltrane—sessions like that—turned
out to be equally if not more important. I
always felt the activity we were engaged in
was more significant than the politics of the
time, to the extent that everything else that
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was happening was unimportant. And I still
feel that way. [ treat every session . . . every
session is important to me.

Have you done any classical or pop?

There was a long period of time parallel to
those years when I was working for Vox, a
classical company. 1 would get tapes from
all over Europe and master those tapes for
release in this country. I did that for 10
years or more, So I had three things going:
Blue Note, Prestige, and Vox. Each of them
was very active, And I did some classical
recordings: Classical artists, solo piano
recordings, a couple of quartets.

How about pop?

A lot of that popular stuff came with Creed
Taylor later in the *70s, He was oriented

What are your feelings on digital versus
analog?

The linear storage of digital information is :

idealized. It can be perfect. It can never be
perfect in analog because you cannot repro-
duce the varying voltages through the dif-
ferent translations from one medium to an-
other. You go from sound to a microphone
to a stylus cutting a groove. Then you have
to play that back from another stylus wig-
gling in a groove, and then translate it back

has 1o be loud.

to voltage. The biggest distorter is the LP it-
self. 've made thousands of LP masters. |
used to make 17 a day, with two lathes go-
ing simultaneously, and I'm glad to see the
LP go. As far as 'm concerned, good rid-
dance. It was a constant battle to try to
make that music sound the way it should. It
was never any good. And if people don’t
like what they hear in digital, they should
blame the engineer who did it. Blame the
mastering house. Blame the mixing engi-
neer. That’s why some digital recordings
sound terrible, and I'm not denying that
they do, but don’t blame the medium,

A lot of people argue that digital is a cold-
er, sterile sound. Where do you think that
comes from?
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Where does it come from? The engineers.
You've noticed they’ve attributed the sound
to the medium. They say digital is cold, so
they’ve given it an attribute, but linear digi-
tal has no attributes. It’s just a medium for
storage. It's what you do with it. A lot of this
has to do with the writing in consumer
magazines. Théy’ve got to talk about some-
thing. What should be discussed is the way
CDs are being marketed as 20-bit CDs, but
there is no such thing as a 20-bit CD. Every
CD sold to the public is a 16-bit CD. You
can record 20-bit and it is better than 16-
bit, but it has to be reduced to 16-bit before
you can get it onto the CD. History is re-
peating itself. It reminds me of when they

the artists play.

marketed mono recordings as “remastered
in stereo.” All they did was put the highs on
one side, put the lows on the other, and add
a lot of reverb to make it believable. Then
they'd sell it as a stereo record.

Do you feel today’s jazz musicians stack up
to the players of the 1950s and ’60s, Blue
Note’s heyday?

Well, there are a lot of great kids around.
You know, technically they’re great. 1 feel
they’re suffering from a disadvantage of not
being able to play in the kind of environ-
ment that existed then. You don’t want me
to make a broad statement saying, “Gee
whiz, it was better 20 years ago than it is
now.” First of all, I don’t believe that. |
don’t even think of it that way.

Do you see yourself as a technician and an
artist?

Absolutely. When you mention the techni-
cal end, the first thing I think of is making
sure all the tools are working right. The
artistic part is what you do with them. The
artistic part involves everything in this
place. There’s nothing here that isn’t here
for an artistic reason. That applies to the
studio. The whole environment is created to
be artistic. It's my studio and it’s been this
way for a long, long time, and people like it.
It’s even mellowed through the years, and
people are aware of that. Musicians are sen-
sitive to that, Someone came in here only
yesterday and said, “If the walls could re-
peat what has happened here. ...” A




