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Actually, with the powerful reverb algorithms in the
Alesis Q2", you can go to any room you want.

Q2 has the power to take your music to shimmering
halls, bright chambers, dark caverns, or anywhere

yocur creativity leads you. There’s 300 carefully-designed
reverbs, delays, EQ, pitch and special effects that
provide the high-end professional processing you need
without breaking the bank.

But the best reason to use a Q2 is the incredible filexibility
it gives you to create your own space. Because the place
where the music sounds the best - the room to be in -
might be the room you call your own.

<))

“I love the Q2. I'm using it in the show every night.”
— Robert Scovill, 3 Time TEC Award Winner (Sound Reinforcement Engineer)

"1 love that Q2. We're using the hell out of it.”
— Ray Banson (Asleep At The Wheel), Multiple Grammy® Winner

Q2 is the presetter’s fantasy and the tweaker’s dream.”
— Francis Buckley, Top Independent Dance/Pop Engineer
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- ALESIS DUAL CHANNEL OCTA: SR RIING

" ASTER EPFECTS W/DIGITAL 1/0

BYPAS, -

VLY P =
Stereo or Independent
Dual-Channel Operation

100 Preset And 200 User-
Editable Programs

Octal Processing™—Up to
Eight Effects At Once, In
Any Order

24-Bit Internal Processing;
18-Bit D/A Converters;
48kHz Sampling Rate

+4dBu Balanced and -10dBV
Unbalanced Operation

ADAT® Optical Digital 70

Custom LCD Graphic User
interface with Virtual
Patch Cables

NEW! version 2.0 Ssoftware
Now Features Up To 5
Seconds Of Sampling,

Plus Overdrive, Surround
Encoding, Triggered Pan
with Doppler and More!

e, Lezdie, Pitch Shit,

%, 2-Bend Sweep, 3&4-Band
s, sepavate L/R inputlevels
stuff. For more Q2 infa, see
trademark of NARAS.

Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 30016 310-841-2272 1leco p@al JEYRIERRIN

USE READER SERVICE GARI). FOR MORE INFO




THE COMPRESSOR LIMITER EXPANDER/GATE
THAT WILL TURN THE WORLD ON ITS EAR.

AGAIN.
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Limviler Gate

Flexibie expanderigate : : Newly dzveloped

works over 3 70 8B range. Prevents low- ‘ Zsj*i:;?and FeakStopPlus™
frequency 1ated 9’" obs : circuit mtelligently
eneray from N ) ies Signal peaks.
- . Add make- ames signal peaks
Monitor sideckain holes in the sl up gain or
processing when 5 A. match levels
X over a 40
. . dB range. Heavy-duty
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to oo:f limiting. cis will take!
Internal power supply ‘ years of
ith eacily replace ; road use
with easily replaceable Add cptiona custom dbx
and abuse.
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the standard against which all compressor/limiter/gates are
judged. State of the technology VCA’s, meticulous component
selection, and scrupulous testing procedures are just a few
reasons the new dbx 1066 is the latest in a long line of
pedigreed signal processors.
x So head on down to your local dbx dealer and audi-
tion this box. We’re sure you’ll see why the dbx 1066 is
destined to turn the world on its ear.

You’ve seen and heard dbx signal processors for as long as you'’ve
been involved with audio. After all, our boxes are in daily use all
over the world, with major touring companies, world class re-
cording facilities, radio and television broadcast facilities
and anywhere eise audio professionais ply their trade.

Now, after over twenty years of pleasing the most
fimely tuned ears in the business, dbx has done it again
with the new 1066. The dbx 1066 witl, of course, be H-

Swe The Masel @ 15 The Oaly Market We've Cot

For more: infrmation contact us ac (801) 568-7666) Fax (801) 568-7652 dbx 8760 3. Sandy Parkway, Sanay, UT 84070 USA
or if you prefer surfing to snailing send e-mail te zussomer@dbxpro.com
s jernie ANGR ECT T o e R ]
USE READER SERVICE CARI) FOUR MORE INFO
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Every once in a while a product comes along which not only meets
the ever increasing demands of the market, but one whose smooth
commercial styling, ergonomics, durability and outstanding perfor-
mance demands respect. Introducing MR. LIMPET. B The LIMPET

is a unique, compact design that combines a very high current toroidal
power supply, fully discrete amplification stages, and ultra wide
(10 Hz to 80 kHz) bandwidth capabilities in a very affordable system.

B Built using a one piece high pressure die-cast metal housmng, 1" 2 K 1\

the LIMPET is not only very rugged electrically and mechani-
cally, its internal construction takes advantage of the industry's
most advanced assembly techniques. B The LIMPET amplifica- _
tion system can be used with a wide range of TANNOY ’
professional reference monitor systems, and provides the user
with a number of improvements in both the performance of the »_':q;'
loudspeaker system, and its flexibility. B Each single channet
LIMPET system delivers an enhanced stereo image because the
channels are fully separated - no power supply sagging due to
inter-channel coupling, no crosstalk, no interference. Almost
any kind of input level and connector can be used, since the
LIMPET offers a balanced or unbalanced "combi” connector that can
utilize exther 1/4" or 3 pin jacks. B The ultra-low noise input section

BEL

TANNOY /161 NORTH AMERICA INC. » 300 GAGE AVE. UNIT F,

o ‘:.‘,./,‘ - P
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can accommodate either 0.775, 1., or 1.5 volt drive levels with no
performance sacrifice. # The LIMPET's universal power supply,
equipped with an industry standard IEC connector easily deals with
almost any voltage, making the LIMPET a true global traveler. Finally,
you can take your monitors wherever your work takes you, and not have
to worry about cumbersome and troublesome adaptors, power convert-
ers, or strange electrical systems. B In addition, the unique and propri-
- etary soft-clip cxrcultxy and the significant reserves in the power
supply ensure that no damage will occur to the drive units
while providing the headroom needed for even the most
demanding requirements. # The LIMPET is ideal for
professional recording, broadcast/ post productxon facilities,
remote and live recording reinforcement
applications, and finally gives the
private/home recordiy
truly reference g /
performance
unequaled at 4
— twice theprice.
B Instead of settling for the ordmarv
geta LIMPET and get a real grip on your reference monitor performance.

* KITCHENER, ONHRIiJ, CANADA o N2M 20B o (5199 745-1158 » FAX (Tl?) 745-2364

USE READERSERVICE-CARD'FOR MORE INF(}



POST:TRIO

Editech’s new POsTTRIO digital
audio workstation delivers
cverything vou need to buikd a
world-class post production

studio in vour facility. ..

... Recording
..Mixing

Editing

...at & fraction of the price of

those expensive British systems.
Scalable architecture: ) (0 2/ disk
chaniwels — 48 assiguable mixer stvifs

— 72 miputs and oulpuls

Complete digital mixer it/

parametric equalizer: ('()'11/1"('.\'.\'0"/li -

itev/expander: aux sends and returns:

insert points: talkback & monitoving

i-track recording and editing on

e o

& magnelo-optical media

Bynamically automated mixing it/

moving faders
Non-linear video option
High speed network server option

Native OMF operation

PoOsTTRIO is designed 10 grow
when vour business grows — and it
will! ...and since POST:TRIO is fullv
compatible with the Dyaxis 11
familv. there is always a solution to

: ‘ mect vour needs and budget.

To find out more about POST:TRIO
or Dvaxis 11, please call todey.

Studer Editech 415.326.7020

Atlania 404.257.8829
Los Angeles  818.703.1160
STUDER NewYork  212.626.6734
PROFESSIONAL AUDIO EQUIPMENT Tercnlo 416.510.1347

H A Harman Interational Company

a :
1sr READER SIWORD Racko Highomwore 1810 © 19394 STUDER ED! IFCO:COR RATION. Allirights reserved.
. . i .
M r— | T TR ) —
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The Fast Lane: NerfWare
by Stephben St.Croix

Insider Audio: A House Divided—
Audiophile Meets Pro
hy Barry Diament

Lunching With Bonzai:
Alan Parsons by Mr. Bonzai

The 100-Yard Universe: The Pro
Football Hall of Fame’s Special-
Venue Theater by Tom Kenny

A Report From the 99th AES PAGE 24
Convention by George Petersen

e MASTERING AND RESTORATION

Project View: That Was the Phenomenon That Is

by Dan Daley 44 Remastering the Elton John Catalog
by Zenon Schoepe
International Update
» Canadian Snapshots by Tim Moshansky 52 In the Acetate Groove: The World
* Facility Spotlight: The Factory by Barbara Schultz of Transcription Disc Restoration by Gabe Wiener

A Buyer’s Guide to CD Recorders by Sarab Jones 88 Audio & Multimedia: Waves Adds Flexibility
to Plug-In Processing by Philip De Lancie
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* Brian Wilson and Van Dyke Parks—Art History 157 Tour Profile: Santana and Jeff Beck by Chris Michie
hy Adam Beyda

¢ Classic Tracks: The Beach Boys’ 164 New Sound Reinforcement Products
“God Only Knows” by Blair Jackson
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FEATURES!
A DOZEN NEW

4 mono mic/line chs.

WE JUST MADE

Studic-grade mic preamps

WHAT IS VL.Z? . ALL INPUTS & OUTPUTS ‘ Global AUX 1 PRE/POST

VLZ stands for Very Low BALANCED (except switch. Aux Send 1on
Impedance. Originally devel- RCA-type tape inputs). each channel can be pre-fader/
oped for our 8¢Bus consoles, Balanced lines let you run long  pre-EQ (great for stage

4 stereo line chs.

its a unique Mackie approach cable distances (longer than monitor mixes), or post-fader/
to circuit design that reduces 15 ft.) with minimal hum and post EQ (foreffects in the
thermal noise and seriously buzz. For short cable runs you studio).

2 aux sends per ch.

cuts down on crosstalk. The can also use unbalanced lines,
2 stereo aux returns . CONTROL ROOM/

end result is that V1.Z design ifyagot em.
PHONES SECTION with

cuts circuit thermal noise in

half! VLZ demands high ‘ EFX TO MONITOR level control. A mini-version of
current — which requires a switch and level control  a popular 8¢Bus feature, that
beefy power supply. So we give on Aux Return 1. When you're adds boocoo monitoring,
youone—and it's internal, too. using the output of Aux Send mixdown and metering

(No clumsywall-warts!) 1to feed stage monitors, you flexibility. Separate switches

Aux 1 master level

Efx return to monitor can now blend reverb or other let you 5el¢ct any combingtion
. 60dB GAIN on first effects back into the Aux of Main Mix, Tape In and Ait 3-4
4 chs. via balanced Send 1 monitor mix, just like signals for routing to the

Phones and Control Room
outputs and meters. Ferfect
for creating custom headphone
mixes, monitoring tape levels,
ete. Plus, an
b~ ] o extra button
c“‘“”“swﬁ’ﬁ’“‘:ﬁ lets you re-
route this
multi-source
signal back to
the main mix!

XLR mic inputs. with our SR Series.

Aux 1 pre/post switch

3-band EQ w/Low Cut filter

Mutes on every channet

4 huses via Mute/ALT 3-4

A ’ | 7 ww (M LEVEL SET
Easy metering via PFL Solo : - e o ) | MARKER

When used with
PFL/SOLO, the
level set
procedure gives
Youlow noise,
maximum
headroom and
best dynamic
range every
time! No more
quessing about
how to set your
gaintrims, no
more worrying
about internal
clipping!

Control Room monitoring

Headphone output

te00cececenae

4 channel inserts

XLR & 4" outputs

Mutti-way metering
PFL SOLO makes level

Seaied rotary controls

Built-in power supply

setting easy. Just
push a solo button, watch the
famous Rude Solo LED start

blinking, and adjust the trim
control (ch. 1-4j for OdB on

the meters. Solo also replaces
your source selection, feeding
the control room and phones
(see 6). It's great for preview-
ing or cueing a signal prior to

adding it into the mix. And
remember, this solo is non-
destructive. It doesn't
interrupt the main left/right,
'/4" TRS or XLR outputs.




12x2 MIC/LINE MIXER

FEATURES AND 8+BUS VLZ CIRCUITRY.  ~ =~
THE CLASSIC MS1202 MIXER EVEN BETTER.

3-BAND EQ on all chs.

You asked for it.
Musical EQ at 12kHz,
2.5kHz and &0Hz, like on
our CR-1604 & ¢

\

owr N

FILTER .

(Chs.1-4).

Withthe

exception of

bass guitar, low

frequency synth

sounds and kick

drums, almost all sound

is inthe audio range above
75Hz. Cur Lo Cut Filter
reduces or eliminates
unwanted frequencies below
7BHz. It's great for cleaning up
the “mud’ inrecording and live
sound work, and also lets you
boost tower vocal ranges
without

increasing

stage

rumble,

bass guitar,

ete. It’s like

having a

second Lo

EQcontrol

centered at

ahigher
frequency. I__L SR b
20w

. BALANCED XLR MAIN
OUTPUTS (aiong with
balanced /4" TRS output
jacks). XLR outputs have a
switchable 3048 Fad to match
theinput sensitivity of
camcorders and other mic level
inputs.

|

RAGHT

LM-3204 .A% .
S NNy

Low EQ Boost with Low Gut

Low frequency boam and rumble recuced!

100,

RCA TAPE LOOP
INTEREACE provides
convenient hookup to tape
decks and other devices.

] - 'cr— p.
MACKIE.

s et
1202-VLZ
e oo

e

PSE READER SERVICE CARIY FOR MOR PSS

L=

' A MUTE ON EVERY
CHANNEL PLUS AN

EXTRA STEREO BUS! As on
our CR-1604, pressiiig a MUTE
switch UNassigns the channel
from the main L/R bus and
reassigns it to the Alt 3-4
output. You can create two
stereo pairs for output to a
4-track, bounce muttiple
tracks onto 2 more tracks, or
preview a scurce that's not in
the main rx yet.

' VIRTUMAL PAD on first 4
channels” line inputs.

104B atteruation wvith trim all
the way dowry; Unity at 9:00

instead of 12:00 so you can add

even more equalization to
already-hot signals,

For 5 years, our Micro Semies

1202 12-ch. mixer has toured

with superstars, gathered

network news, pinch-hit
nmext to mega-

consoles. ..

4;‘: ~

and has
been the ultra-
reliable main mixer in a lot of
home studios.

Alf that time, we’ve been
reading warranty cards for
suggestions or: how we could
improve the MS$1202.

Tais is the zesult. Same great
vaiue. Same rack-mountable.
built-like-a~tank sonsiruction.
But with some exquisitely handy
new goodies that make it an even
more effective tool for bath
recording and live performance.

Yisit your Mackie cealer (the
MS1202 VLZs in stock rigat now)
or call us toll-free for detailed
infermation.

. Mn.‘.’l‘.:

8 16220 Wood-Red Road NE e Woodinville » WA e 78072  800/898-3211
1@ 206:487-4337 Esales@mackie.com © Dutsioe the US. <, 206/4637-4333
epreserted in Canada by S.F. Marketirg $,800/343-8855




FROM THE EDITOR

AUDIO RESTORATION: THE REAL PROBLEM

During the past century, humans have amassed a marvelous legacy of the record
ed arts. Keeping up with mastering and playback formats has become a specialty
in and of itself. What's the preferred stylus for Edison cylinder playback? Should a
Victor “Orthophonic” disc be played at 76.59 or 78.26 rpm? Is there a recom-
mended equalization curve for pre-RIAA releases? Should PCM-FI tapes be played
with or without emphasis—and at 44.1 or 44.056 kHz? Such technical matters are
not trivial issues to the audio archivist. Unfortunately, the hardware playback con-
siderations and the attendant concerns about the aesthetics of faithfully re<creating

the original project (equalization, ambience enhancement, stereo synthesis, etc.)
pale in significance to the real problem.

Today, we have all kinds of tricks for repairing audio glitches, dropouts, clicks,
hiss and pops, yet there is little we can do if the original master recording cannot
be found. In a large tape vault or archive, a misfiled master tape or acetate stored
in the wrong box is just as gone as if it had been destroyed in a fire, In some ways,
the situation was worse in the days of analog 2-track tapes: Stored tails out, such
masters would have to be rewound off the original reels before playback. Unless
the tape was wound back onto the original recl after the session, the master could
be separated from the identifying info on the tape reel label. In any case, slipshod
handling by an engineer can spell disaster to any master.

With DAT masters, the problem is both better and worse: Self-contained DATs
aren’t subject to the reel swapping of analog tapes, but there is not much room on
a DAT to label an entire project. And as DATS are relatively easy to clone, the need
to properly mark the tape is paramount in order to determine later whether the
tape is an original master, clone, safety copy or a production master from various
stages down the line.

Ten years ago, the British studio organization APRS adopted a standardized,
colorcoded means of labeling and identifying master tapes. Five years ago, SPARS
adopted the same system for use in the States. If a master tape is worth creating
and saving, then it's certainly worth spending a couple of minutes to properly
mark, ID and label the tape. And for the past two years, NARAS, with the support
of major and independent record labels, has been seeking a National Endowment
for the Humanities grant to develop the “Directory of Recorded Holdings,” a cen-
tralized database containing the physical location, format, release number, release
date, producer, studio and other information on the roughly 1.5 million record-
ings rcleased in the U.S over the past century. Additionally, NARAS is developing a
list of musically significant recordings that—generally due to the corrosion of
metal parts—are considered “at risk” and should be archived before being lost for-
ever. A similar program for motion pictures has succeeded at the American Film
Institute, and the time has come for audio,

Our priceless musical heritage deserves no less.

George Petersen
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Turn Iron Oxide Into Gold.

Ampex 499. Unsurpassed dynamic range, lowest distortion.
No wonder more artists go gold on Ampex than on all other tapes combined.

Until you add the magic. tape is just iron and plastic.
Make sure that magic comes across with Ampex 499
Grand Master” Gold tape. It delivers unsurpassed
dynamic range and the lowest distortion of any analog
mastering tape. Period.

In fact. every element of Ampex 499 Grand Master
Gold is engineered to deliver the richest sound possible
for audio. video and film.

Our unique continuous-flow manufacturing process
ensures the greatest consistency reel-to-reel. Our Total
Surface Cleaning system wipes and vacuums every

square inch of tape for the highest signal AM pEx

stability. Each roll is fully tested end-to-end to ensure
unparalleled uniformity. Even our flanges are the sturdiest
you'll find.

With Ampex you also get the largest distribution net-
work in the business backed with customer service that has
long been the industry standard. .

Such attention to detail might seem a bit excessive,
until you realize that more records go gold on Ampex tape
than on all other tapes combined.

For more information, or the name of your nearest
distributor. call 800 227-8443. Ampex 499 Grand Master
Gold. The gold standard.

Ampex Recording Media Corporation, 401 Broadway, M.S. 22-02, Redwood City. California 94063
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He listens. Half the year in the
studio. The other half on the

road as a live sound mixer. For
Gregg Rubin the challenge is to
capture the immediacy of music.
After hundreds of live perfor-
mances and countless hours in the
studio, he knows what music really
sounds like. What goes in his ear
is what gets laid down on Sony
Digital Audio Recording Media.

“It doesn’t matter if a perfor-
mance is great if the tape
you're recording it on, isn’t. That's
why | trust Sony DAT tape for my
live and 2-track masters. In the
studio, | prefer Sony DASH tape.
It's so precise, and | can punch
as many times as | want without
compromising the quality of the
recording. And for live multi-
track recording, I've discovered
the DARS series for 8mm MDMS
— it's performed flawlessly. The
bottom line is that | know every-
thing ¥'m putting down is safe —
so the sound | hear the day of the
recording is exactly the sound

| hear the day of the mix.”

Whether you’re working in the
control room, on location or in
your basement, make the most
of every note. Sony Digital
Audio. After all, sound that
inspires is not a luxury, it's a
necessity. For a brochure call
1-800-955-SONY.

SONY

Converting the industry bit by bit.™

1995 Sony Electronics Inc All rights reserved Reproduction in whale or in part without Sony's written permission is prohibited Sony and Converting e industry bit by bit * ase trademarks of Soty
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JOHN MOSLEY REMEMBERED
Noted classical recording engineer
and audio technology developer
John Mosley died in a plane crash
October 7, 1995, at the age of 63.
For his significant contributions to
the music and film industries, Mosley
was honored with a Scientific and
Engineering Award by the Academy
of Motion Picture Arts & Sciences in
1984, and an AES Lifetime Achieve-
ment Award in 1995. Morc recently,
Mosley completed his lifelong dream
of recording and producing a de-
finitive CD set of Handel’s Messiah,
featuring the Mormon Tabernacle
Choir with a full orchestra. The
recordings were completed using
the Night Technologies Inc. (NTT)
EQ3 Air Band EQs and preamps.
which he co-developed. Mosley is
survived by his wife. Mirah, and
four daughters.

—Gveorge Petersen

TEC AWARDS SHOLARSHIP
WINNERS ANNOUNCED

The Mix Foundation for Excellence
in Audio announced the names of
the first-cver TEC Awards Scholar-
ship recipients at the eleventh an-
nual Technical Excellence & Cre-
ativity Awards held in October in
New York City.

Grants were awarded to William
Carpenter, a graduate student at San
Francisco State University, studving
Broadcast Audio Production/Multi-
media; and to Alexandra Loubeau,
a sophomore in the Music Engi-
necring Technology program at the
University of Miami.

Applications for 1996 will be
available in January. For more in-
formation, call the TEC Awurds of-
fice at 510/939-6149.

JOHN FRY NEW SPARS PRESIDENT
The Society of Professional Audio
Recording Services elected new of-
ficers and board of directors at the

general membership meeting held
at the New York AES convention in
October. John Fry, president of Ar-
dent Studios in Memphis. Tenn.,
was elected president.

“We've got big plans for SPARS
this year” savs Fry. “"One of my main
goals is to promote growth in our re-
gional chapters and to further in-
crease membership through our
new independent producer and en-
gineer category”

S. N. SHURE, IN MEMORIAM

S.N. Shure. chairman and founder
of Shure Brothers (Evanston. 1ll.),
passed away on October 17. at the
age of 93, Shure began his career
as an amateur radio hobbvist and
established the Shure Radio Com-
pany in 1925. He is survived by his
wife, Rose, his son, Bob, and a
daughter, Myrna.

APT AND AT&T FORM
DEVELOPMENT PARTNERSHIP
Audio Processing Technology (APT)
joined AT&T in a strategic partner-
ship to develop new technologies
for the acquisition and distribution
of high-quality audio over direct-
dial digital networks. The first joint-
venture product, an audio com-
pression system known as apt-Q,
was unveiled at the AES convention
in New York.

NORTHEAST BROADCASTING
RENAMED, OFFERS DEGREES

The Northeast Broadcasting School
in Boston received permission from
the Commonwealth of Massachu-
setts” Higher Education Coordinating
Council (HECC) to award associate
degrees in broadcasting and in the
recording arts. The college will con-
tinue to offer certificates as well as
degreces in these programs. In addi-
tion. the school won approval to
change its name to Northeast Col-
lege of Communications.

INDUSTRY EXECS FORM

EVENT ELECTRONICS

A new company, Event Electronics.
formed to scrve the MI and pro
audio industries, focusing on both
product distribution and develop-
ment. The company was cstablished
carlier this year in Santa Barbara,
Calif.,, and was founded by Russell
Palmer, Frank Kelly and Ted Keffalo.
The three are audio industry veter-
ans and are all most recently from
Alesis Corp.. where Palmer served as
president and COO, Keffalo as mar-
keting manager and Kelly as sound
reinforcement division manager.

WALTERS-STORYK/BERKOW &
SIA JOINT VENTURE
Studio architect John Storyk of the
Walters-Storvk Design Group (High-
land. N.Y.) and acoustical consultant
Sam Berkow announced a joint ven-
ture to provide critical acoustical
analysis and evaluation for commer-
cial and home systems and venues.
Storyk is enthusiastic about the
collaboration. “We have been friends
for over ten years and have con-
stantly sought the equation that
would enable us to work together;,’
he says. The pair’s first commission
is the design of a $15-million Inter-
national Performing Arts Center and
music school in Kuala Lumpur,
Malaysia.

SPECTRAL FORGES OEM

| ALLIANCES, NAMES NEW

U. S. DEALERS
Spectral Inc. of Woodinvale, Wash.,
formed a strategic alliance with
Broadcast Electronics that will allow
Prisma editing systems to produce
sound files for Broadcast Electronics’
AudioVAULT digital audio system.
Spectral also formed a relationship
with Soundstar, manufacturer of the
Soundstar Digital Machine-Room
System, a digital dubber for play-
—CONTINUED ON PAGE 16
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No matter where you are on earth, or what you do, there is one thing you can count on: Sennheiser Wireless. It delivers the most natural and transparent
sound ever transmitted. Phase-locked loop (PLL) frequency synthesis provides frequency agility and stability, so that you can easily adjust your equipment
to local RF conditions. Advanced transmitter battery managementsystems even allow renrote status indication. And, our HiDynplus  noise reduction system

yields'tremendous signal-to-noise ratios. Only Sennheiser offers real-time computer monitoring and remote control of all receiver functions.
Only Sennheiser provides service facilities worldwide. Free yourself with confidence. Count on Sennheiser.

oo o}

SENNHEISER ELECTRONIC CORPORATION

6 VISTA DRIVE, P.0. BOX 987, OLD LYME, (T 06371 - TEL: 203-434-9190 FAX: 203 434-175%

CALIFORNIA:. 4116 WEST MAGNOLIA BLVD., SUITE 100, BURBANK, CA 91505 - TEL: 818 845-7366 FAX: 818 845-7140
MEXICO: RALENQUE NO. 663, COL. NARVARTE, 03600 MEXICO, D.F. MEXICO - TEL: (5)-605-7686 FAX: (5) 605-6473
CANADA: 221 LABROSSE AVE., PTE-CLAIRE, PQ HIR 1A3 - TEL: 514 426-3013 FAX: 514 426 3953

Manufacturing Plant: Am Labor 1, 30900 Wedemark, Germany
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Sure, you could record, edit, process,
mix and master your next platinum
record without 16 to 48 tracks of
record and play. You may not need 64
channels of input and output. Or
every sound-perfecting extra from
our 100 Development Partners.
But the reason more top music pro-
fessionals use a Pro Tools Ill system
than all other digital
audio workstations

TOOLS

combined, is that it
opens up more creative possibilities.
Pro Tools Ill provides more options
to manipulate vocals, drums and
other instrumentation, in a random-
access, non-destructive format. And,

thanks to our TDM digital mixing

and DSP Plug-In environment, you

©1995 Digidesign, Inc. Digidesign is an Avid company.

digital format.
You can even

burn a CD the
Jerry Harrison

moment you've

completed your

e o 4 e i e )

masterpiece. Low -

“Pro Tools is my Swiss

army knife for recording.”

LIVE, Crash Test Dummies

In short, Pro Tools Ill is all about
making music better, not just faster.
Which is exactly how you've wanted
to work, all along.

To learn more, just call us at
1(800)333.2137,x174. We’ll send
you a free information kit.

/N

digidesign S

San Francisco * Paris * Seattie « Munich
New York * Chicago * Nashville » Los Angeles

London * Melbourne * Eindhoven * Milan

Digidesign is a registered trademark and Pro Tools

is a trademark of Digidesign, Inc. All features and specifications are subject to change without notice.
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INDUSTRY NOTES

TimeLine (San Diego, CA) appoint-
ed Robert A. McDonald to the posi-
tion of president and CEO and pro-
moted Michael MacDonald to vice
president of sales and market-
ing...Lynn Martin was promoted to
vice president of sales and market-
ing at the Harman dbx Group in
Sandy, UT...Audio-Technica U.S.
Inc. of Stow, OH, promoted Peter
Sabin to the position of manager,
market development and Michael
Edwards to the new position of
manager, sales engineering.. . Mike
O’Neil joined Mark IV (Buchanan,
MD) as director of research and de-
velopment. In other Mark IV news,
Don Keele returned after a 20 year
hiatus, as senior engineer, loud-
speaker products...Paul Freuden-
berg was named national product
manager for Harman Pro North
America’s (Northridge, CA) BSS
Audio product line...Tracer Tech-
nologies announced an exclusive
distribution agreement with AdB Per-
fect Sound, for its MultiWave Digit-
al Pro digital interface card. Call
717/747-0200 for information. .. KH
America (Holliston, MA), distributor
of Celestion. KEF and NAD prod-
ucts, announced that Robert Heib-
lim, president, left the company. Se-
nior vice president Peter Wellikoff
will replace him...New hires at EAW
(Whitinsville, MA) include William
Durfee as vice president, Murray
Embree as purchasing/planning
manager, Gary Hardesty as director
of engineering, David Gunness as

senior engineer/custom and new ‘
| board NVus Enterprises, QTI Sales

products team leader, Andrew
Lewis as senior engineer/standard
products team leader, David Swalek
as mechanical engineer, Jim Buz-
zotta as associate design engineer
and Kathy Lucer as document con-
trol team leader. In other EAW
news, Pro-Tech marketing was ap-
pointed as the company’s newest
sales representative firm.. Farming-
dale, NY-based beyerdynamic U.S.
brought on board new sales rep
firms HP Marketing in Arizona, New
Times Marketing in Irvine, CA, and
W3 Marketing in Tampa, FL...Tra-

coman Inc. (Hollywood, FL) brought
on board Randy Wade as director of
performance sales; he will be based
in Dallas...Aphex Systems of Sun
Valley, CA recently celebrated 20
years of business...In a recent
growth move, The Young Chang
Research and Development Insti-
tute, responsible for research and
development of Kurzweil Music Sys-
tems technology, bought an engi-
neering facility in Bedford, MA.

Charles M. Salter Associates of San
Francisco celebrated 20 years of
service in audio/visual system de-
sign and acoustical consulting, .. Gar-
wood Communications named Don
Holloway as president, and Hanoud
Associates as its sales rep for the
Northeastern U. S. Garwood's new
headquarters are at The Atrium, Ste
10H, 4 Terry Drive, Newtown, PA
18940. Phone 215/860-6866: fax
215/968-2430.. . Minneapolis-based
illbruck inc. expanded its construc-
tion products division into two new
groups, illbruck Industrial Acoustics
and illbruck Architectural Prod-
ucts...RAXXESS Metalsmiths, based
in Prospect Park. NJ, opened a new
distribution center, in Chesterton,
IN. Call 800/398-1917 for more in-
formation... The Carlsbad, CA-based
American Music Conference (AMC)
elected its new board and officers:
Tom Burzycki was appointed presi-
dent...Berkeley, CA-based Pacific
Microsonics hired J.B. Stanton as its
public relations agency for the pro
audio market...Celestion Industries
Inc. of Holliston, MA, brought on

and Marketing and Highway Mar-
keting as independent rep firms.

Crystal Semiconductor expanded
for the second time in 1995. The
new facility is adjacent to the com-
pany headquarters, in Austin, TX. ..
The Recording Workshop (Chilli-
cothe, OH) is the newest member
of ART’s product advisory board. ..
Audio Visual America opened a new
sales office in Las Vegas. The ad-
dress is 5130 E. Charleston Blvd. #5-
114, Las Vegas, NV 89122. Phone
702/641-7740 ]

—FROM PAGE 12. CURRENT
back/record applications in film
and television.

In addition, Spectral appoint-
ed the following new U. S. deal-
ers: West L.A. Music (Los Ange-
tes), Sam Ash Professional (New
York City), Sam Ash Music (New
York City), Sam Ash (Edison,
N.J.), Brook Ways Music (Dallas)
and Washington Professional
(Wheaton, Md.).

MACKENZIE AND SUPERSCOPE
FORM AGREEMENT

Glendora, Calif.-based Macken-
zie Laboratories, U. S. master dis-
tributor for Philips Professional
audio products, signed an ex-
clusive agreement with Super-
scope Technologies Inc. (Auro-
ra, Il1.) to co-market the Philips
line of advanced digital signal
processing products. Known as
the IS 5021 and IS 5022 Sound
Enhancers, the products are tar-
geted for the semiprofessional
and professional audio markets
in North America, South Ameri-
ca and the Caribbean.

AT&T EVALUATING OFFER

FOR DIGITAL STUDIO SYSTEMS
AT&T is evaluating an offer
from Russ Hamm to form a new
company to take over its Digit-
al Studio Systems division. “We
feel it’s best for the product to
bring it to market through a
company more traditionally in-
volved in this industry; says Bill
Gendron of AT&T.

Russ Hamm has been in-
volved with the development,
manufacture and marketing of
AT&T's DISQ™ system since its
introcluction in 1992,

EVENT UPDATE

Winter CES will be held from
January 5-8, 1996, in Las Vegas.
Call the Consumer Electronics
Group at 202/457-8700.

The West Coast MACWORLD
expo will be in San Francisco,
from January 9-12. For details,
call 617/361-8000.

The Winter NAMM show will
be in Anaheim, CA, from Janu-
ary 18-21, and is expected to
draw even more than last year's
48,000 attendees. Call 800/767-
6266 for more information. M

16

MIX. DECEMBER 1995




’EH. I ,’ii

=

"ADA-2 Converter Card with|20 bit A to D
20 bit D'to'A conversation |

From S@ﬁwaris— Ver. 2.0 =
Outstanding proprietary C.O.R.E. Reverb™

 MASTER EDITOR™ for Macintosh™ |

00
i) W the
ﬁ}at;e effects

* futu re

Reverbs

Pitch shifters

Multiband Dynamics (MD 2)
Digital Toolbox

Delays

Ambience

Tap Fac

Nonlin

Chorus

Flanger

Revpitch

Sampling

SMPTZ

ﬁtl T
nm,x\

Mr. Q Junior accepts only the best

The M5000 Digital Audio Mainframe is unlike any other effects processor
you have ever seen. The unit is continuously updated software as well as
hardware-wise, and only the best is accepted by TC's vast but strict

panel of testers.

Although there is the finest array of reverb-algorithms
available already, TC has gone back to the drawing board and has
through two years of intense research created a whole new
concept for reverberation - the ‘Co-efficient Optimized Room
Emuiator’, o, in short, the TC C.O.R.E. Reverb™. The smooihness,
intensity, and dens:ty is beyond anything heard to date.

©n the hardware side, the ADA-2 20 bit in, 20 bit out converter card is now

available. Ad to this the recently released ATAC Remote Controller, and you
nave a set-up that is simply unbeatable. Still, TC will continve to
improve the M5000 in the future, making it a unit that will ovtlast
and outperform any other in the market today.

To some it may look like any other effects processor - but you know
better. Call your dealer today for a full demonstration.

Call 1-800-738-4546 Ext 395

t.c. electronic

ULTIMATE SQUMNMD MACHINES
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Roland Corporation U. S » 7200 Dominion Zircle+ Los Angeles. CA 90040 (213) EB85-51Y45 Ext \75[:
Roland Canada Music Ltd.~ 5480 Parkuood Way. Richmond. B.C. VbV 24 (b04)270-bb2k
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by Stephen St.Croix

NERFWARE

am on my way back from AES Version
0.99ny, and I thought I would take this
opportunity to write my column. Ver-
sion 0.99 got off to a warm, rainy,
windy, miserable start and ended with
a beautiful, sunny, low-humidity day.
Everybody inside must have known
that the bad weather would be gone
by the time setup was over, because
they all had an attitude that T haven't
seen at an AES convention in five
years: They were all happy. In fact,
that happiness was matched by a gen-
eral level of interest and involvement
that reminded me of the old days
when it used to all be fin. Wait a
minute, the whole show was actually
fun. Everybody, exhibitors and poten-
tial victims alike, was having a good
time. Crowds upon crowds, toys upon
toys, crowds upon toys. It was great.
There was some new stuff, but I think
it was the amount of evolution that set
the tone. Almost everybody’s rev one-
more-than-last-time was a huge leap
ahead: problems solved, features
added, speed increased, same prices.

I was there as an exhibitor (not
with Marshall but with one of my
newer companies, Intelligent Devices),
introducing a new high-res metering
package that runs on Digidesign hard-
ware and on Power Macs with no
hardware at all. What an education for
me, and what a landmark for the plan-
et! No, my ego isn’t big enough to
imagine that My Showing a New
Product was a significant event for hu-
mankind, but what made the product
possible certainly is. [ will explain.

This product has five 140-element
real-time meters and a phase scope; it
animates waveform history and has
tiro simultaneous 30-band real-time
spectrum analyzers, each with 140 ele-
ments per band. You can imagine the
demands placed on the host comput-
er to deliver the extremely fast screen
draws needed for the task. The tight,
well-optimized code that Metroworks
Code Warrior produces is a huge help
in that direction, and of course, there
is no substitute for outlaw speed cod-
ing by an alien from some distant part
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& IN 4 OUT MULTI-EFFECTS PROCESS

Multi-Effects Redefi

What does multi-effects mean to you? Plugging in multiple signal processors
to achieve the perfect blend of effects? That isn't DigiTech's idea of multi-
effects and it shouldn't be yours. How many times have you only imagined the
ease of a single rack unit capable of true multi-effects? Check out the Studio
Quad. With its ingenious user interface, large custom display, and potent
S-DISC™ technology at its heart, the Studio Quad is capable of not just replac-
ing, but thoroughly eliminating the need for multiple, expensive, single-pur-
pose processing units.

The Studio Quad features 4 completely independent inputs and outputs that
gives you the power of two true stereo processors or 4 independent mono
processors. But true stereo is only the beginning. Imagine a quad drum gate
where each signalipath is optimized specifically to achieve the best audio per-
formance from each drum. Imagine the power to process two true stereo
sources simuitaneously without sacrificing control. Imagine a processor that
gives you the power to create an endless combination of effects. And then
multiply by four.

Is the Studio Quad complex to operate? Not at all! The front panel of the
Studio Quad is ergonimically designed, and features a simple yet remarkably
powerful intertace that gives you effortless control over this vast array of sonic
textures.

Finally, a product that is everything a Multi-Effects Processor should be.

B e Sandey g

==

-

New, large, custom display with easy-to-use interface.

o 4 independent ins and outs

o Multiple input/output signal
path

® 5-DISC™ powered

® The equivalent of 4 signal

processors in 1}

2 Digilech

B A Harman International Company

8760 South Sendy Parkwoy, Sandy, Utah

84070

e (801) 566-8919

o Automatic input leveling

* Dynamic parameter modifers
* Full MIDI implementation

o Multi-function effect modules
* Full bandwidth effects

e True stereo effects

Fax (800) 333-7363



of the galaxy. But all that still won't cut
it if the host platform isn't fast enough.
The “tandmark for the ptanet” is that
this is the year that Power Macs ar-
rived. Independent tests show that
they blow the doors off Pentium ma-
chines, so now IBM and the other
Pentium folks are retooling faster Pen-
tiums to beat up the PowerPC chips.
Isn't capitalism wonderful?

I just got a Power Mac 8300. and it

renders 3-) ray tracing six times faster

than my previous monster top-of-the-
line-speced-demon-accelerated-clock
Mac, and it cost me 3.600 bucks to
boot (and it did boot, right out of the
box). The internal SCSI-2 bus is as fast
as the ATTO card on my last Mac, Eth-
ernet is faster, and as soon as | in-
stalled Connectix’s Speed Doubler, the
desktop got so fast that I can't even
see the windows zoom anymore.
Anyway, back to the connection.
We originally wrote this metering
package to run on the 56000 in Digi-
design hardware. It runs great on all
their various hardware cards, but as
we finished the product, PowerPCs
began to appear in machines with

prices all the way down to slightly
over one kilobuck. In the words of
the much revered Gomer Pyle: “Sur-
prise, surprise.” We took a few days
and added native PPC code, and now
the package runs all by itself on any
Power Mac (remember, these Macs
have 16-bit Crystal A/DD converters
onboard). So the internal engines in
the new Macs essentiallty match the
de facto DSP chip in real-world situ-
ations—the Motorola 56000. A lot of
this is because when you do the
crunching on the main engine, there
is no data shuffling through that old
NuBus (now known, of course, as
the OldBus), but a ot of it is because
the PPC chips are very fast. And on
the other hand, or is it the third or
fourth hand by now, Digidesign will
have its PCI card out by the time you
read this, and the argument I just
made about data bottlenecking on
the NuBus may go right out the win-
dow. And speaking of windows, Dig-
ital Audio Labs has a card with up to
eight Motorola 56002s glued to it.
With that kind of horsepower, we
should see some evil programs pret-
ty soon...they are courting third-party
developers; no waiting.

But back to the Mac. Rumors fly
that within a month or so there will be
24-bit DIO adapters for the Geoport
bus on any Power Mac, which will
allow real-time DIO of AES/EBU or
S/PDIF for the stunning price of under
$100. Many solutions from many peo-
ple, all because speed has reached
critical mass. On this planet we now
have enough digital horsepower, at
low enough prices, to make it impos-
sible for manufacturers and develop-
ers to ignore the potential. You can
now do cooler stuff in software than
in hardware. Let's do that one more
time: You can now do cooler stuff in
software than in hardware. Really. Fi-
nally. This is a very important day, but
in a way that might not be obvious.
Until now, you needed a certain
amount of money to get the piece of
gear you wanted. If you didn't have
the bucks, you had to pass, or get an
inferior machine and live in frustration
and embarrassment. Sad.

But that was the bad old days.
Now, you can get that monster DAW
or DSP package you want—you
know, the one on that ragged, dog-
eared brochure you took to bed with
you the last three nights—for a rea-
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DPC 1000

“he only true “State of the Art” digital
switching power amplifier. Peavey’s DPC
1000 uses “Phase Modulation” (US Pat

4,992,751) an advanced, second generation,

ulse Width Modulation digital switching tech-

ology. Unparalleled power to weight, power to
ze, power to cost and efficiency with no com-
romises. Praised for its sound quality, the DPC’s

Phase Modulation” PWM technology has none

f the signal glitches common to high efficiency

ulti-rail designs. Only true PWM Digital ampli- INPUT POWER

ers and esoteric Class “A” audiophile amplifiers VS,

OUTPUT POWER

|
|

re completely free of crossover distortion.
erhaps this is why the DPC is the first choice of
many critical professionals...they sound great.

POWER

50W RMS. @ 8 Ohms (each channel)
00W RMS. @ 4 Ohms (each channel)
000W RMS. @ 8 Ohms bridged

SIZE
EIA Rack space (1.75”x19”x14")

WEIGHT
2 Ibs. (83.3 watts RMS/Pound)

EFFICIENT
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sonable price. Then, the variable isn’t
whether you can have the toy you
covet, but how fast the toy you just
bought actually runs. You can now get
exactly the software you want, and
only the speed at which it operates (or
maybe the number of tracks) is deter-
mined by how much money you can
afford to throw at the host computer
(or the drives). Now that’s something
to think about, a new axis of econo-
my. I, of course, believe that you
should always buy the fastest com-
puter made and save your money by
buying the smallest stripped configu-
ration of that fastest computer. Then
you buy drives and memory at Casa
Ubetcha or some other mail-order
house or Mexican restaurant and save
enough to pay for the interface card to
run the new soft toys of your dreams.
Remember, ladies and gentlemen,
one-gig drives sell for $289, and four-
gigs for $1k these days. Add ten bucks
for A/V versions so they won't t-cal in
the middle of recording, and you are
good to go.

Isn’t it interesting that shortly after
we were born we began playing with
soft toys, and then we grew older and
got into hard toys like baseball bats

DPC " 1000

DIGITAL POWER CONVERTOR

and small block Chevys. (Oh, yes,
there was that horrible period when
the toys became tanks and flame
throwers, but [ won't mention that, be-
cause this is not the proper forum to
air my political and moral beliefs.)
Then the world got a little older, and
now we all find ourselves playing
with soft toys once again: software. [
said it before, and I'll say it again: Ana-
log is that temporary bidirectional state
between humans and digital. Still, it is
interesting that the cold, hard, unfor-
giving exact world of ones and zeroes
is sold in packages called software.

It’s all gathering momentum, too
much to ever be stopped now, so you
might as well climb aboard. I have.

I wonder what the first real AES,
Version 1.00, will have to show us
pext year. With 99 betas behind it, it
should be pretty impressive.

MAIL FROM SOME FLOUNDERS
I have received some letters that [ felt
I should respond to, so here goes:
Daniel, Langley, B.C.: Pin 2 hot, un-
less it's not. And, yes, I could hear
wire when I was younger, but now [
can only hear if there’s wire.
Timmy, Hollywood, Calif.: I know

LIGHT WEIGHT 12 Ibs.

it's confusing, Timmy; because your
dog's name is Lassie, but...

Joseph, Dalton, Pa.: Of course it’s
the damned James Gang! I have no
clue how it morphed into what was
printed. It was not the magazine’s
fault—I checked the file I uploaded,
and it actually did say that Grand
Funk was the perp. Maybe I shouldn’t
write while driving, or at least I should
set the suspension to “Tour” And as
for my letting the manufacturers get
away with the statement that decou-
pling isn’t a problem when separating
subwoofers in my August column,
“Dueling Subs, it just didn’t matter.
Losing 6 dB to decoupling is nothing
compared to the effects of standing
wwaves and room resonances. Mov-
ing subs around to flatten out these
hot peaks is absolutely necessary, so
there is no real choice.

TDK, Everywhere: Thanks for
writing back. Don’t be a stranger.

Kai Krause, Calif.: KPT3 takes first
place for shocking use and abuse of
horsepower. I thank you. L]

SSC stands bebind what be says. He
says so much so that there's plenty to
stand bebind.

FEDMNEY

Don’t

be confused

by designs that

use switching power

supplies to replace bulky

power transformers. The

most efficient switcher can’t

match the efficiency of the

transformer it replaces, resulting in

increased heat and more wasted power.
Even the variable or regulated class “G”
designs, although somewhat better, don't
come near the efficiency of DPC technology
(not to mention weighing several times more).

LEMNEY

For the True technology leader in professional power —I/ A[J \J
amplification check out a Peavey DPC today. Sound
quality that won't break your back or your pocketbook .
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INSIDER AUDIO

by Barry Diament

A House DiviDeD

AUDIOPHILE MEETS PRO

rom my very first moment on the job
as a professional engineer, I was faced
with the rift that divides the audio uni-
verse into two warring camps: Audio-
phile and Pro. The discovery of this
rift came as something of a shock.
Webster defines audiophile as “one
who is enthusiastic about sound re-
production and especially music from
high-fidelity broadcasts and record-
ings” Why, then, is the house of music
a divided one, with the pros on one
side and the audiophiles on the other?
It would seem that both have a com-
mon goal.

As a music lover, amateur musician
and “hi-fi” hobbyist, I'd spent years
reading all the popular journals (Audio,
High Fidelity and Stereo Review) and
experimenting with recording my
friends and myself. The journals taught
me the basics about how the various
audio components (speakers, ampli-

fiers, tape recorders, etc.) worked and
how they were evaluated. Evaluation
was performed in a laboratory using
very expensive and complex measur-
ing devices to determine things like
frequency response, signal-to-noise
ratio and total harmonic distortion.
The resulting specifications ¢the “spec
sheets”) were commonly used to com-
pare the performance of, for example,
two amplifiers. The assumption was
that the amplifier with the best specs
would sound better.

As time went by, I discovered other
audio journals (Stereopbile, The Ab-
solute Sound) that offered a contrast to
the writings in the “standards” These
magazines used verbal descriptions of
the sound instead of numbers and
graphs to describe a component’s per-
formance. The writers employed a de-
veloping vocabulary (initiated by J.
Gordon Holt of Stereophile and devel-
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How to Succeed with a Sonic

_—
Edit and mix a @7 ’

Analog or digital in—Grammy out! It's no coincidence
that the majority of the 300 plus recordings nominated
for 1995 Grammys were edited on Sonic systems.

¢ Grammy winner
0w predision editing, high-resolution recording (all Sonic

systems support 24-bit data), and superb sound quality
yield stunning results and kudos all around.

h o g Do
by Sheryl Crow:edited and mastered by Just Cause: Sonic System dialog and background editing
Da supervised by Michael Kirchberger; 20-bit music
editing by Tom Drescher, Wonder Dog Music

Create big sound for the big screen

Bullets Over Broadway, Hoop Dreams, Just Cause, Pret-a-Porter, The Jungle Book, Apollo 13—what do they have in common? The
Sonic System—of coursel—because it delivers power and speed for dialog, music, and effects editing for film and video. Our new
UltraSonic Processor provides up to 16 channels with full DSP on a single board making multitrack work streamfined and affordable.

Beatles Live at the BBC
editing NoNOISE, and premastening
by Peter Mew, Abbey Road

| RS
\

Restore priceless recordings for a release

NoNOISE® is used around the world to tackle the problems of tape hiss and ambient noise, clicks and pops, and
distortion and crackle. Engineers, artists, and producers wouldn’t trust their masters with anything less.

Cut radio programs
without a reel to reel

“I haven't touched a reel to reel in months,” says Bob Carlson from KCRW in L.A. That's
because building radio programs with his Sonic System is fast, easy, and affordable.
Stay tuned around the globe for promos and features prepared on the Sonic.

Tune ireto ABC Radio, the BBC, the (BC.(BS, Danish Radio,
Dutch Kadio, KCRW, KIIS, NPR, Premierr Radio, WDR (Germany),
WETA, NGBH, and dozens of others

effects for multimedia

Star Jrek (D-ROM: editing by Mark Waldrep,
Pacfic (oast Sound Works

Blast out music and

The biggest explosions, the clearest narration, the richest music—
the Sonic brings life to audio for (D-ROMs. For multimedia pioneers,
handling hundreds of soundfiles is all in a day’s work for the Sonic. And
with a native AIFF file format and OMFI compatibility, the Sonic is the
(D-ROM producer’s choice.

Men are om Mars,

N ——
the New YO Thmm Women ire from Venus

EN AR
FROM AARS

preparec at Harper Audio

Put the next best-seller on tape

[twas a dark and stormy night. . .the project deadline was approaching. . .the talent was restless. With my Sonic,
I recorded readings directly to hard disk, edited alternate takes, layed up effects, and slapped down a multi-track '
music bed.“No sweat,” 1 said handing over the finished tape.“My Sonic always delivers a happy ending.”

The Ultimate in Power: USP

The USP (UltraSonic Processor) delivers more digital
signal processing power than any other workstation—
a single USP card includes up to 16 channels of digital
1/0, 32 channels of playback, 32 EQ sections. No kludgy
expansion chassis or multi-board cabling required.
The Ultimate in Affordability: SSP

Starting at $2995, the SSP-3 (Sonic Signal Processor)
card is the best DAW value around! Each SSP card

dddddddddadaadad

sesenenenenenene

SONIC SOLUTIONS

Trademarks and registered trademarks are the property of their respective owners.
©1995 Sonic Solutions

USE READER SERVICE CARD FOR MORE INFO

offers 2-4 channels of /0, 8-12 channels of playback,
and 16 EQ sections.

MediaNet: The Digital Media Workgroup’s Data-Bahn
MediaNet, our high-speed FDDI/CDDI network, links
Sonic systems (or any standard Macintosh or NFS
application) in a seamless network. MediaNet is the
only network that allows multiple users to share
processing resources and hard disks (even the same
soundfiles!) at the same time.

101 Rowland Way, Suite 110 Novato CA 94945
Telephone 415.893.8000 Fax 415.893.8008



Walter
Afanasieff

DEMVIANDS

DoLsy SR

Gary Laufman

Walter Afanasieff
W olby SR is a must in the

Mariah Carey, Michael Bolton, Kenny G,
Barbra Streisand, Celine Dion, Luther
Vandross and Peabo Bryson.

“It’s been amazing to work with some of the
best singers and musicians on earth. To be
able to write a song like “Hero” with Mariah
Carey or to hear Barbra Streisand sing one of
my compositions is fulfillment beyond my
wildest dreams.”

“I plan to continue writing and producing,

as well as Scorihg films.”

WS “For mastering I like the warm, quiet analog
softness that Dolby SR provides. It keeps the
elegance in all of my mixes.”

Mavriah Carey “Music Box” (Columbia)

Michael Bolton “Time, Love & Tenderness”
(Columina)

Kenny G “Breathiess” (Arista Records)

Peabo Byyson & Regina Belle/“A Whole New World”
(Aladdin's Theme), Walt Disney Records

Peabo Bryson and Celine Dion/"Beauty and the Beast”,
Walt Dismey Records

Dolby SR: now over 95,000 tracks worldwide

® USE READER SERVICE
D OI by CARD FOR MORE INFO

100 Potrero Avenue, San Francisco, CA 941034813 Telephone 415-558-0200 Fax 415-863+1373
Wootlon Bassett Witshire SN4 804 England Telephone 01793-842100 Fax 01793-842101

INSIDER AUDIO

oped and enhanced by Harry Pearson
of The Absolute Sound) to communi-
cate their experience with a given
piece of audio gear.

What a wondrously novel idea! To
find out what a component sounds
like by sitting down and listening to
it. You don’t measure the flavor of a
fine meal, you taste it! In food tasting,
there is no substitute for an educated
palate. In audio, there is no substitute
for an educated aural palate. Though
the standard audio magazines mea-
sured and made lists of numbers, ul-
timately declaring everything to be
worthy of consideration, the so-called
underground publications were bold-
ly pointing out cases of the “Emper-
or’s New Clothes”

hy is the
house of music
a divided one,
with the pros on one side
and the audiophiles
on the other?
It would seem that both

have a common goal.

Among the early casualties was the
usefulness of the standard specifica-
tions for describing anything other
than negative qualities. In other
words, you can measure speed error
in a tape drive or harmonic distortion
in an amplifier, but once the numbers
get below a certain threshold (as most
have in recent years), what audible
meaning will the measurements have?
The answer is “none” Two pieces of
gear with seemingly identical specs
often sound quite different. For exam-
ple, 100-watt tube amplifiers sound
subjectively louder than 100-watt am-
plifiers using transistors, yet on the test
bench, both measure as delivering 100
watts. This suggests that either there is
a flaw in the logic of the measurers, or
we don't yet know how to measure as
well as we can hear. My conclusion is
that there is a flaw in the measurers’
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THE PRODUCTION STATIBN - Kurzweil introduces its most
powerful sampling synthesizers ever: the K2S00R and K2500RS.
So powerful and flexible, they let you take a project from conception
to completion without leaving the instrument. So advanced, they
interface with a myriad of analng and digital formats.

The K2500 racks combine Kurzweil's proprietary VAS.T® syn-
thesis, 48-note polyphony, a new soundset, effects processor,
sequencer, and Advanced File Management System (AFMS).
VAST PDWER Variable Amhztecture Synthesis Technology

60 DsPp

functions arrange-

offers

able in 31 algo-

The DMTi option for direct digital connection
to the Alesis ADAT® and Tascam® DASS.

rithms, allowing
you to use different
methods of synthesis within the same program.

UPGRADABILITY - Optional upgrades for the K2500R virtually

eliminate the need for outside gear. The KOFX Digital Effects Uption

provides four stereo buses and state-of-the-art DSP. The IMTi

Digital Multitrack Irterface offers four stereo channels of digital

format and sample rate conversion in real time. The Orchestral
ROM, Contemporary ROM or Stereo Digital Piano SoundBlocks

KURZWEIL
‘WM%-_S‘WG"“"‘

Kurzweil s a product line cf Young Chang

PURE INSPIRATION

Get a Free Copy of the "Players of the World”
poster at your Authorized Kurzweil Dealer.

Trademarks and registered trademarks are the property ol theiwr respective owners

KUR’ZWEII. $ POWERFUL NEW K2500R/$

offer a total of 28 MB of
Kurzweil's finast sounds.
SAMPLE WHILE PLAY -
The SMP-2 Sampling
Option has digital and
optical 1/0; its sample-while-play feature lets
you record samples while continuing other operations.
SOFTWARE UPGRADES IN A FLASH — With Flash ROM, you
can upgrade your operating system from floppy disk or via SCSI.
STUNNING ON-BOARD SOUNDS — For the K2500R, Kurzweil
unveils a stunning new soundset of 200 programs and 100 setaps,
plus a separate disk containing 1,000 vseful programs.

You can akso load samples from most formats ‘DOS, AIFF WAV,
Roland®, Akai®, Ensoniq®) and process them with VAST
THE REVOLUTION BEGINS — Want to gear up for the next

revolution? What are

§ 48-note polyphony
# Up to 128 MB sample RAM

8 Up to 28 MB internal ROM sounds
# Up to 1.26 MB program memory

¥ 32-track sequencer

§ 28 on-board effects algorithms

§ Flexible analog & digital interfacing
5 Dual 5CS1ports

5 Easy upgradability

you waiting for? Visit
your local authorized
Kurzweil dealer today,
and try the K2580R for

yourself.

13336 Alondra Bivd. Cerritas, CA 9D703 Tel: 310/926-3200 Fax: 311:/404-0748 E-Mail: kurzweil@aal.com Web: mMitp://www.musicpro.cam/kurzweii/
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logic, that if you can hear it, they can
measure it (and conversely, if they
can't measure it, it doesn’t exist). Ex-
perience tells a different story. Where,
to cite only one example, is the mea-
surement to gauge a component’s
ability to reproduce depth informa-
tion? Remember, “stereo” is not simply
about a left-right spread; it is, by defi-
nition, about three-dimensional sound
space pth
and height, too.

The audiophile journals began tak-
ing an entirely different tack in their

approach to equipment evaluations,
and they were reviewing equipment
the “established” magazines never
mentioned, dozens of brand names I'd
never heard of (much less heard) be-
fore. They were talking about how to
get the best out of your playback sys-
tem and explaining what to listen for
and how to listen. I read and learned
and listened and questioned and read
some more and listened some more.
These folks were onto something
wonderful.

Around this time, 1 got my first job
in the professional recording industry
as an assistant engineer. In order to

WAYES

* Indispensable for CD and
Multimedia mastering 1

LI-HLTRANAXIMIZER
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TEC award nominee

1995

Li-Uliramamimizer

S

* TDM, Sound Designer Il, and
Premiere plugin

* Maximize your CD/DAT levels
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* Industry-standard 8-bit audio tool

"you couldn't ask for a more powerful tool..."" - Electronic Musician July '95

WAYES

Get optimal sound quality for your multimedia

into a powerful one-step program. Just select your
files, start the process, and take a break.

plus:

« WAV file support

* level maximization
» file auto-naming

* tone enhancement
* low truncation noise

Requirements:
* 386 PC or higher with 8Mb
* Windows 3.1, sound board recommended

List: $299

Waveconvert Macintosh is coming this fall!

WAVECONVERT

Multimedia batch audio processor
Sample-rate conversion * Peak limiter ¢« 16-10-8 bit *+ Multifile processor

production. Waveconvert combines the technology of
the L1-Ultramaximizer with other Waves processors
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help gain familiarity with the pro
audio world, 1 added all the pro jour-
nals 1 could find to my regular reading
diet. 1 read Recording Engineer/Pro-
ducer, dB, Studio Sound and occa-
sional copies of the Audio Engineer-
ing Society Journal. 1 later added Pro
Sound News, Mix, EQ and One to One.
Reading these publications and ob-
serving the standard operations in the
studio made me aware that I was
straddling a rift. All of the pro writings
were measurement-oriented. Listen-
ing, if it was mentioned at all, was rel-
egated 1o a line or two at the end of
pages of numbers and graphs.
Among the first things 1 noticed in
the studio was that the monitors, the
loudspeakers we listened to and used
to judge our work, were imposing a
sonic fingerprint on everything that
played through them. Bass instru-
ments sounded “thumpy” and heavy,
with a one-note, juke-boxy quality.
Middle frequencies, where most music
and vocal sounds occur, were repro-
duced with a harshness I did not hear
on the musicians’ side of the glass.

)
T;le division between
pro and audiophile
is bad for music, and

it's bad for our industry.

It became clear to me that what
we were listening to was a set of col-
orations that had little to do with the
music signal being fed into the sys-
tem. I started to wonder, “How can
you hear what you're doing?" and
asked the engineer in charge about
this. His response was, “This is how
it's done in the pro world” The pro-
fessional magazines confirmed his
statement with photographs of vari-
ous studios and control rooms. All
appeared to use the same style of
monitor speaker, one designed for
high speech intelligibility and high
volume levels. “It looks to me that
they're optimized for being heard
from a quarter-mile away,” I thought.
So 1 asked my supervisor, “What
about using a speaker designed to re-
produce its input accurately so we'd
know what we really had on tape?”

That's when he told me, with
snideness in his voice, “This is the pro

—CONTINUED ON PAGE 190
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Onboard Digital Editor

Onboard Autolocator
ADAI-XT

How do you ‘mprove on the most successful
professional multitrack tape recorder of all time? Listen to

your customers. Do some heavy thinking, and...

it a think tank for your creativity. See your Alesis dealer. Don’t think twice.



LAuthorized Alesis Dealer ovcall 31084 .-2272.
dds largest digital multitrack user base a2 well @
Weaears in The JLUAT Group.
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8 Alesis and ADAT are registe
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LUNCHING WITH BONZAI

by Mr. Bonzai

ALAN PARSONS

PARSONICS REVEALED

Clarity and definition; depth and dy-
namics; power and subtlety. This
year's TEC Les Paul Award-winner,
Alan Parsons, is the living embodi-
ment of what engineers strive for:
musical creativity coupled with fine-
tuned technology.

1 had the good fortune to be in Vi-
enna at AES '91 during the year-long
run of Freudiana, a surreal musical
conceived by Parsons and his Project-
partner Eric Woolfson. After Sigmund
finished romping and the erect cacti
had flown away, Parsons invited me
up to the booth to survey the opera
hall from the engineer's point-of-view.
After the show we met with the actors
and crew in the convenient beer hall
in the basement. (Ah, Vienna!)

Parsons’ career stretches from
Abbey Road Studios in the '60s to
such milestones as Pink Floyd's Dark
Side of the Moon and Al Stewart’s Year
of the Cat and includes 16 years of the
Alan Parsons Project. He's still stretch-
ing, with his first tour ever and 1995’s
record of it, The Very Best Live.

Alan Parsons is a witty chap, a gen-
tleman in the best sense, and at 6-feet
5-inches, stands tall, both physically
and professionally.

Bonzai: Why did you wait so long to
tour?

Parsons: Well, when I was with Eric
Woolfson, the other half of the Alan
Parsons Project, we often approached
the subject of touring but felt we had
rather different goals. We wanted to
do multimedia shows and one-offs
rather than a road show. Touring just
never came about while we were
working together. The only thing
vaguely like it was Freudiana, which
played in Vienna for a year. After
that, the kind of show that I had al-
ways intended to do came about in
Holland at the World Liberty Concert.
[See Mix, October 1995, for more on
this event.]

Bonzai: Did the waiting have any-
thing to do with the technology?
Parsons: Certainly it had to do with
musical instrument technology, such
as sampling and multivoice key-
boards. The other way of doing it is
to take a full-sized symphony or-
chestra on the road with you, but
that's just not economical. And tech-
nically, it's very difficult to pull off.
Bonzai: What's the greatest recording
advance of the last ten years?
Parsons: | would say 8-track modu-
lar digital recorders are probably the
most significant thing to happen in
the last ten years. Ten years ago we
already had 24-track digital recording,
digital effects boxes coming out of
our ears, etc. [ think ADAT, DA-88
and others are still in the process of
revolutionizing the industry. I think
you will see a lot of major studios
shutting down as a result of that tech-
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The final mix breathes life into the body of the visua)/ The Euphonix CS2000P provides the ultimate sound quality

medium. From the subtlest foley effect to the roar of
jet engines, the audio must create a convincing experi-
ence for the audience. Each actor's voice must be treat-
ed like that of a skilled vocalist. The orchestral score
must be combined with dialog and effects without los-
ing detail and dynamic range. This final stage is the cul-
mination of all the time, talent and investment that has
gone into the production.

cCS2000°P
Audio Post

LA (West US & internat’l)
(818) 766-1666
Fax (818) 766-3401

New York (East US)
(212) 302-0696
Fax (212) 302-0797

Nashville (Central US)
(615) 327- 2933
Fax61,5:327-3306

and digital manipulation capabilities for the final mix. Its EQ
and dynamics perform well beyond other analog designs. The
audio isn't digitized so it retains maximum resolution, dynam-
ic range, frequency response, and timing accuracy. Version
2.5 software takes the complexity out of multi-format mixing.
Instant reconfiguration of every control is done with the press
of a button or triggered to code. Sophisticated signal process-
ing, film panning and stemming is provided for every input.

Fuphanix

iLondon (Europe)
{171) 602-4575
IFax (171) 603-6775

Palo Alto Headquarters
(415) 855-0400
Fax (415) 855-0410
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nology and its price, and people
making more and more records in
their homes.

Bonzai: Do you sec that as a sad
change in the industry?

Parsons: It is a sad change, but it's
one of these things—I'm afraid |
blame the record companies for not
sinking enough money into sound
recording. They're only too happy to
spend hundreds of millions for mak-
ing pictures, but they won't spend
the money making sound.

Bonzai: Let's go back to your begin-
nings. How did you get your first gig.
at Abbey Road?

Parsons: Well, T didn't actually start
there—I had a job at EMI leading up
to the job at Abbey Road. I worked at
a tape duplication facility making 3%
ips mono commercial albums by
copying from master tapes recorded
at 7% ips with the master and slave
machines running at four times nor-
mal speed, recording both sides at
once. It was kind of primitive tech-
nology—these huge green BTR-2
recorders, about 24 of them as I re-
member. [ did that and maintenance

and mastering for about a year, and
then |worked in EMEs rescarch de-
partment, studying vinyl record sur-
faces and cutting technologies. Then
I got the job at Abbey Road.

O ne day

I was making tea
at Abbey Road,
and the next day
I was working with
The Beatles

at their studio.

Bonzai: What was your first role
there—making tea?

Parsons: Muaking tea and fetching
and carrying tapes around the build-
ing. that type of stuff. Bug, in a funny
sort of way, that first two weeks
working in the tape library was a

valuable picce of training that 1 think
is missing from most first jobs in the
industry. In fact, it’s that two-wecek
period that motivated me to write 7he
Master Tape Book.

Bonzai: Who was your mentor at
Abbey Road?

Parsons: Geoff Emerick. Not only
was he The Beatles™ engineer., but he
engineered for a large number of
other acts and consistently got a great
sound. I learned a lot from him.
Bonzai: Can you recall any specific
pointers he gave you?

Parsons: | especially remember his
ability to set up a board before a ses-
sion, before anybody had arrived,
and then to push up the faders on
the downbeat and everything would
be there. That was a remarkable abil-
ity. I always feel that to be a true pro
engineer, you should be able to
achieve that, to anticipate and know
what levels to expect out of what
mics and how to record them and
what EQ they are going to need. He
used to do all the EQ in advance and
just push the faders up. and off we
went. Amazing.

Bonzai: When was your first solo
flight as an engineer?

money back guarantee.

the choice of RCA TVDirect,
LucasFilm, top recording studios and

more than 10,000 codec users worldwide. We
guarantee compatibility. Prima will even make
your other brand decoder sound great!

The REST Digital Audio Over ISDN

cpQPrima™ with CCS MUSICAM® makes your ISDN
audio sound the best—money back quaranteed!

MUSICAM? is today ’s digital audio standard. Only CCS MUSICAM®
has enhancements designed to sound best over ISDN
phone lines. Only CCS gives you a 30-day

[E]cC

Don’t rely on five year old

Layer III or Layer 11

MUSICAM" is technology for the
audio you send. § ANi=
Call CCS for the facts. MUSICAM.

Audlio Prooducts

Crystal Clear Digital Audio

670 N. Beers St., Bidg. 4, Holmdel, NJ 07733 USA
Tel: (908)739-5600 Fax: (908)739-1818
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DYNAMIC
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--just got affordable
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X And that's not just our opinion.

LY Why do 70% of world tours

N specify the M 88 TG in their

- v equipment schedules?

] “ Ppure quality of sound and
dependable performance.

The M 88 TG's stunning
performance together with a
construction tough enough to
cope with the road make it a
favourite with artists
and sound engineers.

On vocals, the M 88 TG's
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For instrument use on stage,
check out the M 69 TG. Its low
proximity effect, high sensitivity, and
extended frequency response give excellent
results in almast every environment.
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FREE HEADPHONE! S
Buy an M 88 TG or M 69 TG mic between il =1 L<{=X<
Nov. 1 and Jan. 31, 1996 and get a FREE SRV,YA 5 4 aY1 3]
pair of DT 211 stereo headphones— a everyone’s
$49.00 value. See your dealer for details.
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For more information or a brochure, call 1-800-293-4463
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The SADIE MASTR™System on the Pe

A new standard for mastering

SADIE Disk Editor

MASTR™PQ software with interfaces to all
professional CD mastering formats

o Fxabyte Smm DDP

o Sony 1630

o SCSICD-R (full Red and Orange book) ”
Pentium PC Tower i

o [7 inch color monitor M
6 Hours 45 minutes stereo in 2 g |

removable drives

Exabvte XI. 8585 tape drive

® Real-time audio playback of DDP master tapes
and quality monitoring

o Full verification of DDP audio data

o FEdit or append ISRC data without re-loading
DDP tape

e Printed DDP error reporting

$15,995.00
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LUNCHING WITH BONZAI

Parsons: The very first thing 1 did as
a fully fledged engineer was the fol-
low-up single to The Hollies’ “He
Ain’t Heavy le's My Brother.” The
song was “1 Can't Tell the Bottom
From the Top." This took place about
two years after I joined Abbey Road.
Bonzai: Any stories about your first
session with The Beatles?

Parsons: Well, it was literaltly just
thrown at me. They were making
their Let Jt Be film in their own studios
at Apple and had commissioned a
gentleman known as “Magic Alex” to

“K\

build a console and install all their
studio equipment for them. It became
apparent, after about a day and a half,
that it simply wasn't going to work.
So, the Beatles cried “Help” in a
loud voice to Abbey Road, and lo
and, behold, they produced two 4-
track mixers and a whole bunch of
equipment, a 3M 8-track, and me.
Down we went, and installed all the
gear, and 1 tape-op'd for the Let It Be
album, including the rooftop session.
I couldn’t believe it—there 1 was.
One day 1 was making tea at Abbey
Road, and the next day I was work-
ing with The Beatles at their studio.

200 kHz DDS
Function Generator

0.001% THD
(100 dB)

DS360...$2395 us. et
* 25 ppm freq. accuracy
1 mHz to 200 kHz

Sine, square, two-tone,
burst
Pink and white noise

[.OO) (
SWEEpS

35 pv pp to 40 Vpp

JF’DIHLV

make
dwidth
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Bonzai: 1 was lucky to be invited to
some sessions in '67 and '68—maybe
we ran into each other in the halls?
Parsons: Quite possibly, but I was
unbearded and wearing a tie in those
days. That was what one had to do at
Abbey Road.

Bonzai: What was the next big teap
in your career?

Parsons: Well, I started to get work as
an engineer, but the only big act I had
was The Hollies, which was very
good for me. We had a great time and
had a really good friendship. The next
big step was getting the Pink Floyd
gig. 1 mixed the Atom Heart Mother
album, so that's what got me started
with them. I had been second engi-
neer on that, and most of the record-
ing had been done by Peter Bown,
another Abbey Road engineer. That
paved the way for Dark Side of the
Moon and the first big-name rock artist

Eight—track modular

digital recorders are
probably the most
significant thing to happen
in the last ten years. I think
you will see a lot of major
studios shutting down
as a result of that

technology and its price.

album project T got involved with. Tt
was quite a good way to start, really.
Bonzai: Isn’t it amazing how well
that album has held up?

Parsons: Yes, it's extraordinary.
Bonzai: What's your secret?
Parsons: [laughs] Well, it was proba-
bly youth. I was only 23 then.
Bonzai: How long did it take to
make that album?

Parsons: About a year, on and off. It
wasn’t an intensive recording period.
We were out on the road as well dur-
ing the recording. That was good ex-
perience, too. A lot of people don't
realize I was their live sound engi-
neer for the early days of Dark Side
of the Moon. That's what brought me
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ProMix Ol parametric eq gives you dozens of frequency centers in
three overlapping bands, from a very low 32 Hz to a sparkling 18 kHz
Q is adjustable in 1/6th octave steps with low and high frequency shelf.
A graphic LCD display shows the details of every move you make

ixing is something like
M painting. Whether it's for

a live audience or in the
studio, equalization, or eq, is like
the "palette and brushes” that let
you adjust the shade and tint of
each sound in your mix.

In the eq world, true para-
metric eq is the most precise of
all. But it can be very expensive
1t's normally available only as an
integral part of a large console.
Or as a separate add-on unit that
can cost thousands.

So why would someone pay
big bucks for parametric eq? With
ProMix 0l you can afford to find
out—because ProMix Ol is the only
mixer in its class with true para-
metric eq on every input channel.

Fundamentals and harmonics:
the hues and tints of music.

Each sound in your mix is
made up of many “colors” or fre-
quencies. If you look closely at
a shiny object, you notice it's not
simply gold or silver—it
displays a complex array
of colors that let you
know it's reflective
When you listen
to a sound
by itself, you
mostly hear
its predominant
frequency~the fund-
amental. But like the
shiny object, if you listen
closely you'll hear subtle fre-
quencies called harmonics that
give the sound its character.

Eq lets you control these
subtleties. Making an acoustic
guitar seem larger than life—
more out-front—by simply
boosting the high-frequency
harmonics from the strings.

So the guitar becomes more
noticeable in your r ix, without

actually raising its volume.

You can also use eq to solve
problems in a mix. Such as
removing feedback in a live
concert; removing hum or noise
from an electric instrument; or
taking the "edge” off an instru-
ment that's stealing attention
from a lead vocal. With eq, you
can make sounds stand out or
blend in. In short, it's the accent
that can turn a group of sounds
into a great mix.

A different shade of blue?

Most equalizers give you a
pre-determined choice of two
or three frequency locations at
which you can boost or cut
That can be really limiting—like
having only two or three colors
to paint with. You'll quickly dis-
cover this when you want to add
presence to your vocal track,
solve a feedback problem, or
remove electronic "hum,” and
need frequencies that fixed-band
equalizers don't provide
Parametric eq, as provided by
ProMix 01, gives you a spectrum
of frequency choices. Like having
all the colors of a color wheel
available to paint with

What size brush?

In addition to frequency
and gain controls, the true para:
metric eq on ProMix Ol includes
a Quality Factor or "Q" control
Going back to our painting anal-
ogy, @ is like the width of your
paintbrush. It lets you determine
how wide or fine an effect you
want the eq to have. Unlike the
pseudo-parametric or 'sweep” eq
some mixers provide, true para-
metric eq lets you boost and cut
subtleties in your mix with the
precision of a Renaissance artist

ProMix 01 gives you three bands of true parametric eq
As well as a library of 30 time-tested eq curves, plu

Ext.
1-800-937-7171

550

EQ LOW

room for 20 more custom curves of your own
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MiD HIGH
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LIBRARY

Call the 800 number below for
your free ProMix 01 Video and
Application Guide

The ProMix "Paint Box.”

Now that you know why
parametric eq is so highly
regarded, just imagine applying
that artistic freedom to your
next project. What could you do
with more colors and more con-
trol over them? With 3-band
parametric eqon every channel
and the main stereo output,
ProMix QI gives you dozens of
frequency centers to choose
from. 1t's like enhancing your
mix with a paintbox that includes
every color in the rainbow.

A memory for the details.

ProMix Ol also saves you
time by remembering all your
eq settings in memory. So once
you've found that magic eq
curve, you can instantly call it
up weeks later, along with all
the other settings in your mix.
ProMix QI even includes a built-
in eq library which holds 30
time-tested eq curves for you to
use. You can call these up as
starting points, modify them
according to taste, and store
your own custom settings in the
library for use at any time. The
large, backlit LCD display gives
you visual as well as precise
numeric representation of your
eq on each channel-making
eq'ing with ProMix 0Ol an illumi-
nating experience indeed.

We could go on and on
about ProMix Ol's other advan-
tages. But that's another ad.

In the meantime, get the book
and see the movie. Just call
1-800-937-7171, ext. 550 for
your free copy of the new
ProMix Ol Application Guide
and Video. Then take a spin
at the dealer nearest you, and
see how ProMix OI's parametric
eq handles the curves.
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LUNCHING WITH BONZAI

to America for the first time in a pro-
fessional capacity. I remember the
tirst show I did, in Madison, Wiscon-
sin. Great experience.
Bonzai: How did you make the tran-
sition to producing?
Parsons: | think that producing was
a fairly natural progression. I was in
touch with a lot of people from EMI
records, a lot of the A&R people. The
first things I did were for Pilot and
Cockney Rebel, both EMI projects. 1
think it evolved as a result of getting a
reputation from the Floyd album and
just doing bits and pieces in a pro-
duction capacity with other producers.
The word just got out that I was capa-
ble of doing it. But I never actually
went up to record companies and
said, will you let me produce this act?
They actually gave them to me, which
is rather nice.
Bonzai: Of the records you've pro-
duced over the years, which ones are
you most proud of, which ones show
off your talents?
Parsons: I was very pleased with Al
Stewart’s Yedr of the Cat album. Not
only did it have some interesting pro-
duction ideas, it certainly deviated
from anything Al had done before—
particularly the saxophone. Al had
never used a sax on a record before,
and we got a good buddy of mine,
Phil Kenzie, to play that part, and then
we called in Andrew Powell to do the
orchestral arrangements. It is a pro-
duction-type song, and that extends to
the whole album, really, as a sort of
producer’s showcase.
Bonzai: What have been your per-
torming responsibilities during your
recent tour?
Parsons: Acoustic guitar, a bit of
keyboards, a bit of backing vocals, a
few bits and pieces of percussion,
woodwind.
Bonzai: You never sing lead, do you?
Parsons: | sing two lines from “Time”
as lead vocalist, but basically it's
back ups.
Bonzai: Is that your choice?
Parsons: Well, I think it’s the public’s
choice (laughs]. I'm not a singer, let’s
face it. I'm a record producer and a
passable guitar player, but I'm not in
the virutoso category like the people
I surround myself with.
Bonzai: What's your secret for a
great mix?
Parsons: One thing I do is perhaps a
little unusual. Most people start with
—CONTINUED ON PAGF 188



It’s s0 easy to tuke a
digital multitrack recorder
out on the road. But
teaming it up with a
compact, affordable mixer
that’s up fo the job of
making studio quality
live digital recordings
direct to tape is not so
easy.

So Spirit bave created
ProTracker.

We've packed a hugh
quality & channet in-line
mixer irto a 3L case
ProTracker has ar ultra
clean dgnal path, and
evervthing you reed to
muhe professiopal
digiral quakty
recordings - vt ProTracker
will also excel when vou want 10
overdub: itll even mix. your
front-of-house sou1d while
you're recording. PreTracker's
key to digita ualty recording
lies in its unique integuaion of
superior compoaes ink the
straightest possidle signal path
hetween its input and it
balanced mpe autput. ¢ fectively
giving vou a pure direct-to-tape
mix. To keep a tighs rein on
levels going 0 tape - und to
prevent accidental digial
overload uistation wben a
band member dedides 1 crank
up the volume - there's a fast
limiter with switchable hreshold:
you just set and tomet 1t Take a
good look it the imp essive
feature lis:
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Superb Live Recordings

ProTracher = the perfect live recarding
partner ‘or ifforduble digital muntitracks
such as ADAT™ and DA-88**; and. like
digital multitracks, vow can lick ~everal
ProTrackers wogether for
additioral 1racks. Each
channeb is eqmippad with our
best-ever mic preamp ind @
balanced line input with
direct instrament capability,
S0 VOuU d()l"' have 1o use any
noisy DI boxes. A High Pass
Filter 01 eachi input cuts mic
popping and stage rumble
With ProTracker, you can not
only revord 1 multitrack bur
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monitor a 2-rrack DAL master
at the ~ante time

QOverdub er Record
Anytime, Anywhere

ProTracker is designed for the road
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and editors,
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MasterTools presents an essential palette of facilities for monitoring, repairing, optimizing and
capturing your final mix with maximum resolution. For more information, call 310-915-1000.

Arboretum's Hyperprism/TDM is the real-time, multi-effecc TDM Plug-In version of the well known,
award-winning Hyperprism stand-alone sound effects processing software. For more information, call
415-931-7720.

. The Protron AudioReality TDM Plug-In from Crystal River Engineering offers true 3-D spatialization of multiple
sound sources in a custom acoustic space. Audio designers can create fully spatialized audio tracks in a dynamic
A

mixing environment. For more information, call 415-323-8155.

— wm— The JVP TDM Plug-In provides everything you need for voice processing: A de-esser,
A T - compressor/gate, parametric EQ, and multi-tap delay. MDT allows you to emulate any
N ARES existing compressor, limiter or expander; or create completely unique settings tailored to

e I r s e your specific needs. For more information, call 916-878-6666.

Iexicon Combine Lexicon's world-class digital signal processing card with NuVerb's graphic interface, and you can

L™

get the sound you're looking for, faster, and with more precision than ever before. For more information,
call 617-736-0300.

QSYS/TDM allows users the ability to place individual elements in a 180-degree arc with only two speakers.
‘V’ This is the same patented sound technology as QSystem™, used by artists such as Sting, Roger Waters, and
- Pink Floyd. For more information, call 403-291-2492.
QSOUND™

Wg The DeClicker: Today’s solution to yesterday's clicks and pops. The Virtual FX Rack: A Package of
five essential audio tools developed to enhance your acoustic palette. For more information, call

818-993-4091.

- Waves has set new standards for digital audio processing. The L|-Ultramaximizer, Q10-ParaGraphic
"‘/f-\\/ED EQ. Cl-Compressor/Gate and S|-Stereo Imager provide high-quality processing within Pro Tools.
L— For more information, call 423-588-9307. —,

If you're thinking about staking your future on one digital audio workstation, consider this: The eight
standout companies you see here are among the many developing TDM Plug-Ins for Pro Tools Il
Which just so happens to be the one digital audio workstation used by more editors and engineers

than all other systems combined. In other words, you're in pretty good company with Pro Tools.

Call 1-800-333-2137 x175 for a free catalog of TDM Plug-Ins and other Digidesign

Development Partner products.

Digidesign is a registered trademark and Pro Tools is a trademark of Digidesign. Inc. All trademarks are the property of their respective holders.



It was inevitable, really. Despite the broad and intense

wave of remastered reissues, somehow Elton John had eluded
the attentions of the back-catalogers. No mean feat, given his
following and the wealth of material that he has recorded
over his long career. But they got him in the end with a
remastered reissue series focusing on his earlier works,
most of which have been supplemented by extra
tracks from the recording sessions
or from the period.
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BY ZENON SCHOEPE

t's a veritable gold mine—Empty Sky, Elton Jobn,

Tumbleweed Connection. Madman Across the

Water, Honky Chateau, Don’t Shoot Me, Goodbye

Yellow Brick Road, Caribou, Captain Fantastic,
Rock of the Westies, 17.11.70, Live at the Royal Festival
Hall, and Live at Madison Square Garden—and it’s
small wonder that record companies don’t risk their
necks on new signings
when they can rest on
such ample material from
the past.

The project was han-
died by Metropolis Master-
ing in London, with mas-
tering engineer Tony
Cousins aided by original
producer Gus Dudgeon
and editor/quality con-

troller

Crispin Murray. It was a presti-
gious gig for Metropolis, which had caused a stir in the
London mastering scene when it opened its multiroom
mastering wing in 1993. Part of the excitement was be-
cause Metropolis had attracted mastering engineers lan
Cooper and Cousins, with editor Murray, from the Town-
house Cutting Rooms, in addition to grabbing mastering
engineer Tim Young from Hit Factory, London.

The Elton John tapes were all stereo with Dolby and
were played back from an Ampex ATR100 in Cousins’
room through a selection of EQs and dynamic processors,
including Sontecs, Summits and in-house designs. Digital
gear included the TC Electronic M5000 and Yamaha
DMC1000 console, plus the 20-bit Studio Audio and Video
SADiE editor.

As is usually the case when dipping into antiquity,

sourcing
the correct tapes proved
to be a problem. “When
we started Tumbleweed
Connection, we knew
we didn’t have the right
master,” Cousins says.
“We asked everybody
again and eventually
found a tape that had
‘Tumbleweed Connec-
tion, do not use, this is
not the master’ on the
case in Gus Dudgeon’s writing.

“As soon as we put it on, it was obvious that it was
in fact the master,” he continues. “It hadn't been played
and therefore sounded much better, but more impor-
tantly, all the mixes corresponded to an original press-
ing that Gus had. And we realized that everything else
that had ever gone out had come off the wrong tape.

Even more upsetting was the fact that they’d only sent
us one side. We'd just hit our deadline for delivery,
and by the time we got the other side, we didn’t have

enough tine to use it all.”

Despite intensive search-
es, not all of the masters
materialized, most notably
the first albbum. “The Empty
Sky tapes were just ap-
palling—they were copies

Above: a few of the many Eiton
John Albums, (L-R)

Madman Across the Water,
Captain Fantastic & The Brown
Dirt Cowboy and Goodbye
Yellow Brick Road.

Left: Tony Cousins, the lead
remastering engineer on the
new Elton John reissues.
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of bad-quality 4-track recordings. The
Elton Jobn album was the original,
Tumblewweed, as 1 said, we had the
original but weren't able to use all of
it. Madman, Honky Chateait, Captain
Fantastic and Caribou were all origi-
nals, but Rock of the Westies was a
low-level copy which was hissy and
had been sitting in Gus’ attic for the
last 20 years.

“With that tape, we EQ'd and did
all the work we wanted on it, and
then on the really hissiest bits—i.e.,
the fade-outs and the gaps be-
tween tracks—we lifted just those
sections from the production
tapes which had been Dolby'd,
then we edited them in.”

The three live albums were
remixed by Dudgeon on the
Metropolis Focusrite console,
resulting in full CDs of the
performances recorded for
radio, the Royal Festival Hall
London and Madison
Square Garden, with John
Lennon. Cousins says Elton
John fans will be interest-
ed “not only because it's
been remixed but be-
cause you're getting that
band—the Captain Fan-
tastic Band—playing at
its very best just before
they broke up. For me, that was
one of the eye-openers. They were
brilliant.”

STICKING WITH ANALOG

As a method of working, Cousins is
a keen advocate of doing as much
of the grunt work in the analog do-
main as possible. “I don't understand
why people convert analog to digit-
al and then process digitally,” he
says. “You get perfect phase correla-
tion, but sonically you've got analog
tape and you don't have any real
reason to process it digitally, but
people think that's the right way to
do it.

“If you're in the analog domain,
you do as much of your processing
as you can there and get it into dig-
ital in as perfect a state as possible,
with the EQ and dynamics sorted
out. Then you can edit digitally. But
if you start processing again in digit-
al, you are putting on another gen-
eration.”

He also finds analog to be kinder
“musically” and says that nine times
out of ten he can achieve better res-
olution with analog EQs. “Unless a
client specifically wants to do some-
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thing purely digital, which of course
we can do. I will nearly always try to
see which one sounds best, and
nearly always I am led toward the
analog,” says Cousins. “All the al-
bums were done on the old Dolby
301. and we made the comparison
between that and the 363s—the 301s
always walked the floor with it and
sounded less processed,” he says.
"On occasions when we wanted it to
sound more processed, we used the
363 because we couldn’t achieve

what we wanted

EQ-

wise.
We always
started by changing the Dolbys.”

The tapes, a mixture of BASF and
Ampex stock, were in average con-
dition physically. "We tended to
work from the original,” Cousins ex-
plains. “I wanted to work from a
level copy and then switch to the
master for the final run, but the mas-
ters didn't smudge up the heads, so
we used them. I was worried about
rubbing off the top end, but in some
cases, there wasn't any top end to
wipe off anyway!

“The dullest one of the lot was
Macman Across the Water—it
sounded like there was a blanket on
it. which is a pity as it’'s a really good
record. That and the Elton John
album had a certain amount of top
put into them, but I was careful be-
cause there is distortion on those,
and all it would do was highlight it.”

Cousins and Dudgeon listened
through each master two or three
times before deciding on a course of
action, and once changes were
under way. they compared what
they were doing to the current re-

lease to hear whether they were im-
proving matters or making things
worse.

“Captain Fantastic was streets
ahead of the rest—it was the best-
sounding of them all,” says Cousins.
“It was written chronologically,
recorded chronologically and mixed
chronologically as you hear it.

“In those days, they used to mix in
a sort of concave fashion, with the
vocal in the middle-back of the stereo
semisphere. Gus wanted to make it
convex, with the middle more up-
front. We achieved this on one occa-

sion by sending in four paralleled

stereo channels of the
same signal into the

DMC1000 and then proc-

essing each differently and

mixing them to stereo. How
we processed depended on
the requirement, but the
most common was to get the
center image a bit stronger—
we’d mono a stereo pair, EQ
out top and bottom and then
feed it back in. You can do that
on a digital desk without any
problems,

“Gus cannot resist changing
levels all the time, and he
would be riding the left and

right faders as the thing was
going into the hard disk to alter
the dynamics. I was doing any EQ
at the same time, and if it was too
complicated, we used edit sections
and then fixed them in the SADIE.”

SHOOT LOW OR SHOOT HIGH?
The mastering of the previously un-
released additional tracks posed the
interesting dilemma of whether to
mimic the constraints of the other
tracks (which were intended for
vinyl) or to push the limits and aim
for something a little higher. “The
approach was always to try and
bring out as much of what was there
as we could,” Cousins says. “You're
trying to make it larger than life be-
cause when you master something,
that's what you're actually doing.
You're trying to make the listening
experience more immediate. Master-
ing often involves trying to bring the
excitement out, which was obvious-
ly there originally. 1 always look at it
as if you're trying to make the pro-
ducer, engineer or client hear what
they heard then and what they had
in mind. And if you do that, then
you're succeeding.”

Crispin Murray picks up the plot,
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And Other Truths About 8-Bus Recording Consoles

Get Back Jack. Get Real.

Have you ever seen a pro-studio recording engineer mess
with the cables on a console? Of course not. That's why
true recording consoles have their jacks in back. Look at
any console in any serious studio. Truth is, once the
console is installed there’s no need to change the setup.
Like the TASCAM M2600mkIl — the next-generation 8-bus.
Available in 16, 24 and 32 input models, it looks clean,
sounds sweet and works the way you want it to.

All Your AUXes. All The Time.
With 6 AUXes (2 are stereo), the TASCAM M2600mkll has
more AUXes than any other console in its class. But the
best part is — you can use all six — all the time. No other
console in its price range can make that claim. Tha: means
you can use more effects, set up multiple independent
stereo headphone mixes and have more flexibilizy. No
limitations. And no repatching.

Get Out! Direct or With

The Group.

A true sign of a recording console is direct/group switching
That's what makes recording with the TASCAM M 2600mkil
so smooth. Think about it. Send any signal direct tc tape
or disk by pressing one button. Or, send a group of signals
direct to tape or disk just as easily — no patching here!
You'll never have to crawl around or mess with ycur cables
again. Spend more time recording and less time figuring
out how.

The Features Demanded

by Pros.

The M2600MkI} has everything a great recording console
should have — and more. It's an In Line configuration with
flip switches. And you get your choice of balanced
(+4dBm) and unbalanced tape ins and outs Phantom
power (48V) switchable in banks of 8 channels And an
optional multi-process meter bridge so you can keep your
eyes on the board — and not your recorder. Plus, a semi
parametric split EQ on every channel and it's ready Sor
automation using any of a number of third party packages.

Double Reintorced
Dual-Ground System

Maximum
Headroom

Increased range of mic amp tnm
control down to OdB accommodates
+4 signals without using the pacf
mproves signal to norse ratio

extremely heavy gauge wuing, and

2agroom and improvea sound qualit

Wider ground hne patterns on the PCB,

Watch it. Do Those Switches
and Knobs Wiggle?

Before you buy an 8-bus console check out the quality.
Knobs and switches that wiggle are going to be a problem.
For example, check out the contro's and faders of the
M2600mkIl. No play, no wiggling. You can feel the quality.
Feel those smooth long throw 100mm faders. Clean. And
check out the ergonomics. Even the largest fingers will fit
between the knobs. Try that on others!

Use A Solid Heavyweight.

TASCAM has built more recording consoles than any other
manufacturer in the world. We know how to buiid a quality
product that will last. The M2600Mkll is a sol'a console. You
can feel the difference just trying to lift it. Just compare it
to the less serious lightweights on the market. Plus it comes
with an extra heavy external power supply that delivers
more headroom than anything else in its class. Just what
you expect from the leader in multitrack recording.

Get Smart. SmartSwitches™

The difference is in the design. This is a serious console. Take
a look and you'll notice the design touches
that distinguish the M2600Mmkli as the
next-generation 8-bus console. Like
TASCAM'’s exclusive self canceling and
two-tone SmartSwitches — for protection
from redundant operations and visual
confirmation of all button positions at a
glance. Quite a hassle on others!

Great Sound.

The Next-Generation 8-Bus.

The real truth about a recording console is sound. With
Absolute Sound Transparency™, high-end mic pre-amps,
ultra low-noise circuitry, and high-output op amps, the
M2600mkll is amazingly quiet, absolutely transparent and
perhaps the best sounding console under $20,0C0. And
starting at only $3,199, it’s truly the sound decision for a
next-generation 8-bus recording console. Put it on your
shopping list today.

Dedicated
Indicator Lights

Semi Modular Component
Construction

A more expensive, higher quafity semi-
modular design with 8-chanrel modular
sections makes the
M-2600mkll easier © service

second guessing
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IN THE
NEETATE
CROOVE

BY GABE WIENER

We live in a disposable age, and
nothing is more disposable in our in-
dustry than recording media. I don’t
know about you, but I have DATs
strewn everywhere—in the studio, in
my briefcase, even a few at home in
the kitchen. We take it for granted

[HE
WORLD OF
[RANSCAIPTION

DlaC
RESTORATION

nowadays that, generally speaking,
our recordings are replaceable. If the
ref from last week's session goes
awry, it's a simple matter to roll off
another copy from the digital work-
station. When I'm working on a proj-
ect, it seems that by the time I'm
done, I'm left with dozens of tapes
that chronicle its development from
its crudest through its most pol-
ished form. Except for the mas-
ters and a few carefully pro-
duced safety copies, most of my
work-in-progress tapes end up
being re-used.

In the recording studios of
70 years ago, there were no
tape masters, nor were there the
ubiquitous safeties and work
copies. Back when recording
was new, there was only one
way to preserve a recorded per-
formance: a transcription disc.

Mastering engineer Gabe Wiener
at the main mastering desk of New
York’s Quintessential Sound



These discs, in common use from the
1930s until well into the 1970s, were to
prior generations of engineers what
cassettes and DAT refs are today. They
were the throwaway copies, the refs
you took home to play for your friends
and family, or kept on your shelf as a
personal record of a project. If you
were a musician who performed live
on the radio, you could bet that the en-
gineer would hand you a transcription
disc of your performance as you left
the studio. If your band or your college
choir had a live concert, a call to the
local engineer with an acetate recorder
was the only way to preserve it. Prior
to Jack Mullen and the first commer-
cially available magnetic tape ma-
chines. transcription discs were the
only way to make an “instant” record-

Many of Cab Calloway’s historic live radio
broadcasts have only been preserved on fragile
acetates. Restoring these discs and
recapturing Calloway’s sparkling yet growling
style took a rare combination of technical
know-how and creative aesthetic judgment.

ing with anything approaching reason-
able fidelity. Wire recorders existed,
but prior to the discovery of biasing,
they were useless for music.
Transcription discs, or acetates as
they're often called, consist of a layer
of rigid core material coated with an
acetate nitrocellulose, plasticized with
mineral oils. When acetate recording
became popular in the 1930s, alu-
minum was the most common core
material. However, during World War
I, aluminum was needed elsewhere,
so the recording community switched
to glass-based discs. In the 1940s,
home recorders became available from
Wilcox-Gay and other companies. The
cheaper models used cardboard as a
base, while the more upscale machines
used flimsy versions of the profession-
al aluminum or glass discs.
Consumers and even the musical
community at large viewed acctate
recording in much the same way we
view CD-Rs today: A sense of “gee
whiz” pervaded their entry into the
mainstream. There was something inef-
fably snazzy about carrying home a
freshly cut record. However, unlike CD-
Rs, which can be played repeatedly
without degradation, the same did not
hold true for the noble acetate. The
very factors that made it recordable—a
soft, vielding plastic—were the same
factors responsible for its rapid degra-
dation. We all know how bad a poorly
treated vinyl record can sound. Believe

DURTESY UF CALLOWAY EINIERI At
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In 1954, Glenn Gould performed Bach’s Goldberg Variations live on CBC Radio. The only
surviving recording, found on acetate discs strewn about Gould’s apartment, has been

re-issued on CBC Records PSCD-2007. Restoration and noise removal required a variety

of careful judgment calls to decide how much noise could be suppressed

without damaging the program material.

me when [ tell you that vinyt degra-
dation is nothing compared 1o what
acetates reveal when theyre mistreat-
ed. The mere act of plaving an ac-
etate deforms the groove walls. The
friction of the stylus momentarily
liquifies the soft plastic under its pres-
sure. and this repeated heating cool-

Proper transcription and restoration can often involve
several turntables as well as a variety of signal processing

equipment such as the CEDAR Series Il processors.

ing is enough 10 add cgregious layers
of surface noise each time the disc is
played. Even in the best of all possi-
ble playback circumstances. a well-
cut acetate could only hold up to a
handful of plavings betore becoming
unusable for any professional appli-
caton.

Of course, as fate
would have it. acetates
are in manv cases the
only records of many
historic  live perfor-
mances, radio broadcasts
and albums for which no
commuercial copies sur-
vive. If you think my de-
scription of playback
degradation is horrific,
wait until you sce a pre-
cious transcription that
has been stored for 40
vears in too-hot or 1oo-
humid an environment.
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Of course. you wouldn't be
having this anxiety attack if you
used new BASF 900 maxima
High Output Mastering Tape.
With 3 dB more output and

2 dB less noise than standard
analogue mastering tapes, it
is identical to the MOL and the

signal-to-noise ratios of other high output masters.
But it has the reel~to—reel reliability and consistency

© 1994 BASF Corporation Information Sy:items
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2:00 a.m. The band

just found the sound

they’ve been looking for.

Everyone’s rockin’.

Except you. You’re figuring

N VA CREIRUELRUE
HIGH OUTPUT master
you were using just

“crapped out.”
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of BASF 911. Low rub off.

| Precision—-manufactured. It's
| classic BASF. The kind of

BASF tape studios have been
relying on since 1934. As you
turn to face the band (gulp),

you make a vow. If you survive
the next ten minutes, the first

thing you'll do is contact BASF, 1-800-225-4350
(Fax:1-800-446-BASF); Canada 1-800-661-8273.

DeEmanD IT.

© BASF
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First, the plasticizer—the substance
that binds the acetate to the core—
acidifies and seeps up through the
surface of the disc, clogging the
grooves. Next, the soft acetate ex-
pands or contracts unevenly, causing
gaping cracks to develop along the
disc’s surface. Finally, when all the
plasticizer has eroded, the acetate
surface simply peels off of the core
like confetti, usually right as you
take it out of the sleeve to play it.
I'm often reminded of the famous
scene in the film The Time Machine
when, far in the future, the only sur-
viving book crumbles in Rod Tay-
lor's hands.

Several months before Cab Cal-
loway died, the curators of his estate
decided to transfer all of his person-
al acetates to a more reliable medi-
um. The collection, mostly compris-
ing his early live radio performances,
was sent to us for restoration and
transcription. The aim was to restore
them so that the audio could suc-
cessfully be used for reissues,
soundtracks and multimedia collec-
tions. Because the discs in the col-
lection varied in age and quality, it
was necessary for us to first evaluate
cach disc and then arrive at a con-
sistent plan for restoring them.

Some discs had aged rather well,
but others showed various degrees
of degeneration. The first sign of ac-
etate breakdown is the build-up of a
thick, white powdery substance,
which is the residue of the acidic re-
action that the plasticizer undergoes
over time. Depending on the core
material, the severity of the build-up
and the condition of the underlying
acetate, special chemicals can be
used to remove the residue. All
archivists, mastering engineers and
librarians who work with acetates
have their own array of special
brews and concoctions that are use-
ful for combatting the different sorts
of residue. Do not even think about
chemically treating an acetate until
you have learned how from some-
one trained in the field. A wrong
chemical choice can destroy the disc
instantly. In Calloway’s case, some
discs needed a gentle cleaning,
while others needed to be bathed in
a special petroleum-based fluid to
remove the caked plasticizer from
the grooves,

Even if no degradation is present,
acetates can only be cleaned by gen-
tly wiping with distilled. pure water.
Do not even consider using your



VP! or Nitty Gritty record cleaner un-
less you'd like to rip the acetate
layer right off the core. The Keith
Monks machine, usually found only
in recording archives, can be care-
fully used to clean acetates that are
in good shape. Even plain water can
ruin an acetate if the core is made of
paper or cardboard. Once the disc
surface has been cleaned and pre-
pared, it's on to the challenge of
playing the disc.

Unlike LP vinyl records or even
commercial 78s, there are no stan-
dards whatsoever for groove width
in acetate discs. The make of cutting
head, age and wear of the cutter,
and softness of the acetate material
itself combine to leave us with a
pronounced lack of any standard.
Anyone wishing to make serious
transcriptions will need to have a va-
riety of styli on hand to contend
with the myriad groove sizes that
come up. Acetate grooves can vary
from under 2 mil to well over 4 mil,
with the bulk being between 2.3 and
2.6 mil. If things weren't complicat-
ed enough already, one not only has
to worry about the size of the stylus,

INDUSTRY STANDARD

The transcriptions
then came to us for
remastering, and
Wwe discovered, to no

One s surprise, that

they sounded
remarkably

similar to a howl of

fice rispies.

but also the shape of the stylus. Styli
come in many shapes—conical,
truncated, truncated elliptical, for ex-
ample—and different types are
needed depending on the shape of
the grooves and the sorts of degra-
dation.

Because every play of an acetate
involves degradation, it is usually a
bad idea to try every stylus in your
collection before settling on the right
one. Each archivist develops a per-
sonal methodology for judging
groove size with minimal damage.
Sometimes, a specially designed mi-
croscope can be used to measure
the groove walls. Short of that, one
must use very judicious (and very
short) playbacks at random spots
throughout a disc to determine the
appropriate stylus size and shape.
Too small of a stylus and it will sink
to the bottom of the groove, pro-
ducing rather large amounts of
noise. Too large of a stylus and it
will ride up out of the grooves too
easily, causing poor frequency re-
sponse and increasing the likelihood
of mistracking.

I should perhaps take this oppor-
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AUDIO INTEGRITY

You are busy trying to create the perfect mix,

so we'll get right to the point. The new

Sony DPS-V77 is a single rack powerhouse —

DUAL EFFECTS ARCHITECTURE

With 50 effects per block, the dual block architec-

ture of the DPS-V77 makes it extremely flexible.

since it allows for various serial and parallel configu-

rations. Each block is equipped with a switchable

IT'S A SIGNA

a digital multi-effects cn cwa -
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combines the best of

our DPS Series, for an impressive array of

effects including reverb, delay, modulation,

dynamic filtering and more. The V77 also offers

balanced and unbalanced analog and digital

I/Os, with high resolution 24-bit A to D, 20-bit

D to A converters and Sony's proprietary 32-bit

digital signal processing. Result: great sound in,

better sound out.

IT°S A GARBA

pre or post effect EQ. You'll find 198 user presets in

addition to 198 factory presets. You'll also discover

several new, ear-opening effects, from intelligent

pitch shifting to irregular delays, to mono/stereo

conversion, and three-dimensional spatial place-

ment. The most important feature, however, may be

what this unit doesn’t come with.

© 1995 Sony Electronics Inc. All rights reserved. Reproduction in whole or




MORPHING

Nietzsche once said, ‘get rid of the junk you don't
need! Or something like that. Anyway, sound philos-
ophy for life is sound philosophy for signal proces-

sors. So, that anmoying drop-out you get switching

MULTI-EFFECT PROCESSOR DPS-V77

2 ' 3 T osavE
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e 19 1o TENTBR
“ v SHIFT

FUNCTION

E DISPOSAL.

between effects? It's history. Eliminated. Toast.
Seamless transition —say, between the tail end of
a reverb into a chorus —is now reality. With this
‘morphing’ function of the DPS-V77, a new effect
(like a chorus or flange) can begin while a current
effect (like a reverb or delay) is decaying, giving you

from O to 10 seconds transition time.

part without Sony's written permission is prohibited. Sony is a trademark of Sony.

USER FRIENDLY

Take a good look: nice, big LCD display and

“jog/shuttle” knob. Numeric key pad, descrip-

tive icons. Assignable direct access keys, located

wkere they ought to be. Call up a preset and

up to 6 of your most frequently used parameters

are tke-e instantly. All this, plus full MIDI

N control. So work flows

quickly, smoothly, easily.
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1-800-635-SONY, ext. DPS, for more i”form

I

/0,2
Imagine. No more fumbling, grumgy;
n
"y,
76,

hole rack of t %
a whole rack of trouble, p 4,
£




tunity to say a word or two about
turntables. Your father’s turntable
that happens to have a 78 speed
won't do here. Although most early
acetates were indeed recorded with
the intent of 78 rpm playback, their
actual recording speed can vary any-
where from about 65 to 90. For that
reason, a variable-speed turntable is
essential for acetate work. And be-
cause acetates come in sizes ranging
from 7-inch to 16-inch (you haven't
lived until you've held a 16-inch re-
cord in your hand), acetate tables
and their tone arms tend to be
somewhat large.

Speaking of tone arms, keeping
one tracking across the surface of an
acetate often can be tricky, especial-
ty it the disc has concentric cracks
from shrinkage. Tracking forces of
2.5 to 5 grams are not uncommon to
keep the stylus in the grooves. De-
pending on the shape and angle of
the grooves, the arm may tend to
drift outward or inward. At best,
these attributes can be corrected
using anti-skate. At worst, you may
literally have to ride the tone arm in
with a finger. In a few cases where

MIKMEA IlllllBlE

the grooves had cracked apart in
large concentric circles, 1 have
played the grooves one at a time
and edited them together in a digital
audio workstation.

Let’s assume that you've managed
to get the disc to track and you now
have a signal. 1t's time to deal with
the pesky little question of equaliza-
tion. Remember that we're back in
the Depression or war years most
tikely, so we're still decades away
from an RIAA equalization curve.
You'll need a preamplifier that has
adjustable turnover (bass boost) and
roll-off (treble cut). Like modern
discs, many acetates were recorded
with their bass attenuated and their
treble boosted so that a complemen-
tary curve could be applied on play-
back to minimize high-frequency
surface noise and cutter rumble. But,
like groove size and shape, back
then there was no reliable way to
know which of the several common
combinations of turnover and roll-off
were used at any given time. To that
end, it is incumbent on the engineer
to try many EQ options on a tran-
scription preamplifier in order to

find the one that simply sounds right
for the recording. Preamplifiers like
the OWL I (made by Audio 78
Archival Supplies in San Francisco)
or the FM Acoustics 222 have vari-
able equalization. Another option is
to make a flat transfer and then use
a processor like the EMT 248, which
offers historic EQ settings on a plug-
in module. Whatever you do, do not
use your LP preamp! The RIAA
equalization curve it provides is
wholly unsuitable for acetate trans-
fer.

To summarize the proper play-
back of acetate discs:

e Clean and prepare the disc sur-
face in the most gentle way possible;

e Determine the most accurate
playback speed,

e Use a stylus of suitable size and
shape—truncated and truncated-el-
liptical styli tend to work quite well
for most applications;

¢ Apply tracking force such that
the stylus doesn’t get squeezed out
of the grooves. Remember that even
throughout one acetate, the grooves
will vary in width due to degrada-
tion. Expect to apply between 2.5

DMS 22 Dual Mic Preamp

AnnounClng a Startllng SC1€nt1f1C breakthrou h from the Rane labs. We've invented a new mic preamp that has
more than twice the performance of the hlghly respected FM1 14. [ gasp Ry

“How is this pOSSlble-)1 you ask. “The FMI 14 has an impressive -130dBu Equivalent Input Noise, THD+Noise of only

0.009%, 48V phantom power and that patented Accelerated Slope™ EQ that's killer!”
Like all truly brilliant inventions, ours is elegantly simple: we put two in one box!

But wait. .. there are some serious advantages to the DMS 22 approach:
* You get an additional, separate STEREO MIX OUTPUT with Pan control for custom stereo imaging instead oll hard left/right.
¢ Selectable EQ turnover points: 50/]00Hz for Low and 7k/12kHz for Hi.

* Each output has a separaté Rumble Filter with switch-selectable roll-off points of 15Hz,

LESS COST

50Hz or 100Hz.

* You get all the performance of two FMI 14s, with additional features, for

—we passed the savings of a single chassis on to you.
For pristine stereo recordings direct-to-tape or hard | disk, make it a double: the DMS 22.

(000ohhhh...)

A M

DMSZ D U A L M 1 C P R E

RANE CORPORATION 10802-47th Ave: W, Mukilteo, WA 98275 (206) 355-6000 Fax (206) 347-775%/
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and everyaudio stage in every module in every console we craft.
The result? Vinally no audible phase shift.
Is all our trouble worth it? Yes. You see, it we settled for

“industry stndard” phase spees, vour music and audio could suf-

IFYOU WEREN"T AWARE OF HOW POPULAR D&R CONSOLES have
fer up to 300% more phase shift. So thanks toour trouble vour

hecome, we understand. After all; we're not very good at mak-
D&R will deliver sonic ecstaev. Not sonic smear.

ing a lot of noisc.
As thousands of D& R owners know, however, it takes more
than our 20-bit-ready- noise floor to sound good. It takes more
than our acctaimed Hi-Deft EQs, and our RFI-killing, welded-
Like the magazine said, we're serious. True, mavbe we'd
have to settle for industry standard performance
if we stopped handerafting comsoles, and started
assembling them. But we assure vou that’s

stecl chassis and stargrounding designs.
[talso takes attention to aspec few console
manufacturers are willing to discuss. \We're ‘
talking phase coherency—which we tackle
’ I another phase we won't be going through.

head-on by meticulously phase correlating cach
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SHOOTING THE INOEPENDENT FILM
DOCUMENTARY “OUTCHHARBOR? IN ALASKA

('J'N THE SET OF THE LATEST MEL BRODKS MOVIE
' “DRACULA: DEAD AND LOVING IT".

3 g v {|

IN SWAZILAND FOR THE BBC TV st o
DOCUMENTARY “$NOER THE SUN" o

Superior sound quality, great handling and all the right features
have rapidly established the PORTADAT professional
: portable DAT recorder as an international PORTADAT
PORTADAT : industry standard, with thousands of machines NEWS BULLETIN
already hard at work around the world. Now you AL
or your free copy
can get the full PORTADAT story direct from the

professionals in The PORTADAT News Bulletin — 16 pages
packed full with PORTADAT information, user interviews,

accessories, updates and useful hints and tips. Call Independent
TIMECODE-EQUIPPED - Audio today on 207 773 2424 for your free copy.

PORTADAT PDR1000TC 'l 'I
Independent Audio Inc - 295 Forest Avenue Suite 121, Portland, Maine 04101-2000, USA - Tel: 207 773 2424 - Fax: 207 773 2422 - E-Mail. 75671.3316@compuserve.com f r’

Studer Canada Ltd - 1947 Leslie Street, Toronto, Ontario M3B 2M3, Canada - Tel: 416 510 1347 - Fax: 416 510 1294
HHB Communications Ltd - 73-75 Scrubs Lane, London NW10 6QU, UK - Tel: 0181 962 5000 - Fax: 0181 962 5050 - E-Mail: saies@hthb.co.uk
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and 5 grams;

¢ Provide only enough anti-skate
to keep the disc tracking properly.
Too much or too little and the stylus
will either skip ahead or get stuck in
a groove;

e Don't be afraid to use bizarre
methods to keep the disc tracking:

e If you don’t know the original
equalization, judge judiciously by
ear.

For many people, the resultant sig-
nal may be all that is required, partic-
ularly if the aim is to make a library-
quatlity archival copy of the acctate.
The majority of libraries in the world
still archive to %-inch analog tape,
given that it is the only format known
to have a reliable shelf life (CD-R is
being looked at, but accelerated-aging
tests are still inconclusive).

If, however, the aim is to reissue
the material, further processing may
be required. The first problems that
one will likely wish to combat are
the pops and clicks that no doubt
pervade the recording. Physical
damage to the surface of the disc
will result in rather dramatic rises in
impulsive surface noise. Case in
point: In 1954, Glenn Gould per-
formed Bach's Goldberg Variations
live on CBC Radio. This perfor-
mance is significant because it pre-
dates his first commercial recording
of the Goldbergs, which took place
the following year. Gould kept sev-
eral rare transcription copies of this
historic broadcast at his home. When
the CBC decided recently to reissue
the set (CBC Records PSCD-2007),
the discs were transcribed by Gilles
St-Laurent at the National Library of
Canada. The transcriptions then
came to us for remastering, and we
discovered, to no one’s surprise, that
they sounded remarkably similar to
a bowl of Rice Krispies.

Our first line of attack was to hit
them with the CEDAR process. The
new line of CEDAR stand-alone
boxes is a mastering engineer’s
dream. No more loading to disk, de-
tect passes or day-long offline
restoration processing. The CEDAR
Series I boxes are entirely real-time,
even when cascaded. Send noisy
audio in one end, get clean audio
out the other. Further, because the
surface noise on acetates tends to be
most pronounced at the beginning
and end of the disc and less so to-
ward the middle, the ability to vary
the strength of the CEDAR recon-
struction while it runs is an added

benefit not found elsewhere
CEDAR is a fine tool for impulsive
noise removal, but it won't fit into
everyone’s budget. One common
and simple approach for reducing
groove noise is to play the disc back
with a stereo cartridge and choose
the quicter groove wall. Often. one
side will be appreciably quieter than
the other. Over the vears, there have
been a few products that attempt to
switch back and forth between
groove walls, depending on which
one is quieter at any given moment,
but none of these has been entirely
satisfactory. 1 think that the problem
could certainly be tackled using

THE

Two channels of exceptional
equalisation, with unique
personality".

DRAWMER

1961

VACUUM TUBE

EQUALISER

Q.MLL

23 SOUTH STREET, HOPKINTON,
MA 01748, USA.
TE

2 (508) 435 3666 FAX: (508) 435 4243

MEXICO

Audio Dynamics
Tel: 15) 33 -
Fax: (5) 519 6977

CANADA
Gerraudio
I 416) 696 2779
Fax: (416) 467 53819

modern DSP technology if a manu-
facturer were so inclined.

After impulsive noises such as
pops and crackle have been re-
moved, a pass of broadband noise
reduction such as CEDAR DH-1,
HI1SS-2 or Sonic Solutions” NONOISE
is usually in order, as acetates in-
variably suffer from incessant surface
noise. The problem with all of these
processes, however, is that they can
only remove the steady-state portion
of the noise components, and even
at their best, they can only achieve
about 5 to 8 dB of noise suppression
before beginning to eat into your

—CONTINUED ON PAGE 207

LEGEND CONTINUES....

1961

VACUUM TUBE
EQUALISER

* Four main equaliser
sections, cach having six switchable,
overlapping frequencics, variable
bandwidth from 0.3 Octave to 3 Octaves
and £18dB of boost and cut.
* Separate active tube stages
for each of the four main equaliser sections
for increased harmonic clarity.
* Two additional active tube stages
for cach output.
sVariable high pass and low pass filter
sections with 12dB/Oct ‘roll-off*
* Input level control
from -20dB to +20dB to optimise signal

level and drive the tubes ‘soft' or 'hot’.

Drawmer
—

Drawmer Tel: <44 924 378669 Fax: +44 924 290460
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Pro Football Hall of Fame’s

BY TOM KENNY

Football, perhaps more than any other professional sport,
should be seen in a wide-screen film format, in full 6- or 8

GAMEDAY
Stadium

channel surround sound. The length and width of the field,  rotate.

the impact of the close-up hits and the roar of 80,000 faith-
ful fans cannot be duplicated, merely mimicked. Sunday-af-

ternoon viewers with 51-inch TV
screens and state-of-the-art home the-
ater systems have a leg up on the rest
of the world, but that is still network
broadcast. To get the actual feel of a
game, as it might be seen from the
sidelines or from a seat on the 50-
yard line, nothing can compare to the
new-theme-park-like theater installa-
tion at the Pro Football Hall of Fame
in Canton, Ohio.

Actually, it's two theaters, in the
round, 50 to speak. A maximum au-
dience of 47, plus two wheelchairs,
begins the experience in an “inti-
mate” high-definition video room,
with 6-channel audio and a screen
that’s only slightly smaller than a
multiplex cinema. After an eight-
minute video depicting locker room
preparation, complete with pep
talks, boom boxes, pad slapping,
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whirlpools and all the anxiety and excitement that ac-
company game day in the NFL, the seating area begins to

During the one-minute, 15-second counter-clockwise
rotation (what the audio crew calls “the tunnel transition™),

a laserdisc projector kicks in and a
seventh audio channel comes up to
re-create the feel of walking through
the stadium tunnel and out onto the
field. The added channel picks up
the cascading, distinctive sound of
cleats on pavement and allows the
mixers to have the stereo music cue
follow the rotation in the dead spot
between theaters.

Audio, in fact, carries the transi-
tion. As the audience begins turning
left, the right-surround drops out,
then the right drops out, then the
center. The hidden seventh channel
kicks in, and the left drops out, then
left-surround. At this point, the sec-
ond theater begins to open up (it’s
configured for 8-channel audio,
though instead of five behind the
screen as in the Sony film format, it
adds top-left and top-right surrounds



to give it that stadium feel), so the audio picks up in top- movement maintains a cohesive story, which is perhaps
right, then right-surround, then right. Then, as the audio  why the Pro Football Hall of Fame, a private organization,
moves into the center channel, a blinding flash of sunlight  hired NFL Films to produce. Remember, this is the same
appears on the curved 20x40-foot screen, the music swells.  outfit that produced “The Packer Years,” “The Steel Cur-
and 80,000 Kansas City Chiefs
fans welcome you to opening
day at Arrowhead Stadium, at
105 dB, in full 8-channel glory.
The ensuing 15-minute film is
a visual and aural montage of
the best of the 1994 NFL season
shot in 35mm anamorphic in
that inimitable, handheld NFL
Films style—complete with hits
and grunts and heroic music. It's
quite simply football in a way
you've never seen or heard it
before. And, complex show
control aside, the video-to-film

Above: Jerry Mahler at the
OmniMix/Fairlight station in the Hall
of Fame theater; right: the NFL Films

Hall of Fame audio crsew, (L to R): Rich
Markowitz, Vince Caputo, Jerry
Mahler and Steve Rainford; previous
page: Jerry Rice of the 49ers
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tain” and “A Perfect Season.” Football
is what they do.

NFL Films shoots more film than
any operation in the country. Weck
in, week out, from preseason training
camp through each and every game
of the 16-game regular season. on
into the playoffs and the Super Bowl.
There are special projects and retro-
spectives in the offseason, and some-
times during the season. They shot
more than 500 miles of 16mm film in
1994 alone.

Discussions on the Hall of Fame
project, produced by Steve Sabol
(son of NFL Films' founder Ed Sabol)
and directed by Emmy Award-win-
ning director Phil Tuckett, began
about two years ago, centering main-
ly on what film formats would be
used. Jerry Mahler, NFL Films' direc-
tor of audio on the project, said they
began talking about IMAX, then
16mm, but after demonstrations at
Sony’s high-definition video complex,
decided to go with hi-def video in the
locker room film and 35mm anamor-
phic once the project hit the field, or
the second theater.

FROM LOCKER ROOM TO STADIUM
Perhaps the most important point to
note at the outset is that all the lock-
er room scenes and crowds were
recorded multichannel—no doubled
tracks and no artificial panning. Most
of the locker room scenes were taped
in Pittsburgh and Kansas City, where
the NFL Films crew hung five
Sennheiser mics to capture the
pregame prep. Everything was
recorded to ADAT.

The attraction actually begins on
monitors outside the theater, as the
audience is given a Game Day lami-
nate and queues up, then proceeds
to the theater door, which has been
made to resemble the entrance to a
bona fide NFL locker room. As the
audience waits in line, the image on
the video monitors is of the ficld
being lined, benches being set up—
typical day-in-the-life activities. Then
a handheld camera bobs and weaves
outside the Kansas City locker room,
the door opens, and the hi-def video
begins, in full 6-channel surround.

“The whole premise of this project
is to show football in a way it's never
been shown before,” Mahler says,
“and that includes the use of the sur-
rounds. But I think the tendency is to
go overboard, especially when you
don’t do much surround work. The
first couple of times we did hi-def

projects in surround, we just went
nuts. We had players running over-
head and hits coming in from behind,
but then we realized, "Hey, that
doesn’t really work, but it was fun.’
We really toned it down for the lock-
er room scenes. You may feel like
there’s somebody behind you getting
dressed, but the voice is always up
front so you don't miss the story. 1
think here the surrounds just create
the whole premise of putting you in
the middle of where you've never
been before. You are a coach, or a
player, sitting on a bench in the lock-
er room, walking down the tunnel
and in the middle of a football field.

“The stadium film was then pretty
straightforward for us,” Mahler con-
tinues. “We knew we had the crowd
peaks, the hits, the radio voices, the
individual player wirings, and we
knew we had a great music score
early on. The hard part, I think, was
in making the story cohesive from the
locker room. through the transition

and into the stadium. Technically, we
had to create all those elements
across six or eight channels, we had
to get enough speakers in place, and
we had to get the turntable to rotate
at the right time. We have this 90-sec-
ond rotation, essentially in the dark.
And we didn’t want the audience to
think, "Oh, I watched one movie
there, and I'm watching another one
here. What's the big deal”

“To make it work, we put stereo
mics in the tunnels at Green Bay and
Pittsburgh, all the way from the lock-
er room on out to the field. This was
planned a year-and-a-half before, so
we knew that because the turntable
was rotating to the left, we had to
shoot the players exiting to the left.
We went to Green Bay—which has
this really narrow concrete tunnel—
and stuck our sound man in the mid-
dle of the team as they came out,
with a stereo shotgun aimed at the
ground. That's the sound you hear in
the film, the cleats. It was such a

The Music

“The number one audio focus
going into the Hall of Fame proj-
ect, aside from recording multi-
channel, was the music,” says
Jerry Mahler, NFL Films director of
audio. “We thought that without
an original score, we couldn’t
compete with the picture, because
the picture is so huge. Steve Sabol
[producer] said this is not going to
be MIDI instrumentation. It had to
be original, it had to be big, and
we needed at least 60 pieces. We
ended up with about 80.”

The score, described by Mahler
as “triumphant NFL Films style,
very traditional, back to our roots,”
was written by NFL Films staff
composer Tom Hedden and
recorded at L.A. East Recording
Studios in Salt Lake City. Percus-
sion was iso'd off and close-
miked; the rest of the orchestra
filled the converted church that
has been home to an increasing
number of documentary, sports
programming and lower-budget
Hollywood scoring dates. A pair of
Neumann M49s and an AKG C-24
borrowed from Mahler's previous

home at Caribou Ranch in Neder-
land, Colo., were hung from the
balcony; featured instruments
were close-miked as well, with
Neumann U87s and AKG C-414s.
The orchestra played to a MIDI
track and was recorded to 48-
track, with the idea that the bal-
cony mics would be used for the
surrounds.

The tracks were then mixed
down to stereo at Time Machine
in Vermont, where they have an
80-channel SSL G Series and 48
tracks of Dolby SR, which Mahler
considered a necessity. A stereo
mix was delivered to the stage in
Canton, with the original tracks
submixed on three DA-88s.

“We wanted a big, heroic feel,”
Mahler says. “We had the music
early, so we did a six-minute test
print after we had shot the first
eight weeks of the season. We
went to an AMC theater with a
20x40 anamorphic screen, put a
30-frame projector in there, and
ran the film for score only—no
sound, just the music. And people
got goosebumps just from that. [
thought it was plenty. If you're not
excited looking at that size picture,
and that music, then you’re not a
football fan.” n
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clean recording you can hear the
echoes throughout the tunnel, and
we didn’t have to add any artificial re-
verbs or echoes. We did the same
thing at a playoff game in Pittsburgh,
and you can actually hear a player
walk right by and brush your head.”

The opening in the widescreen
35mm format is triumphant, with
roaring crowd and huge music swell,
followed by a welcome from the
Kansas City radio announcer. The en-
suing 15-minute romp through the
1994-95 season then roller-coasters
along in signature NFL Films style—
which means you hear linebackers
barking the signals, coaches talking it
up on the sidelines, players breathing
heavily as they run, and hits and
pops that are cleaner and more pow-
erful than anything Hollywood could
manufacture. Most of the effects
come from shotgun Sennheiser 421s
on the sideline and radio mics on in-
dividual players, recorded to a Fostex
PD-2 DAT machine.

“Each week, every game comes in
on DAT on Monday moming, and we
sift through them,” explains sound
designer Vince Caputo, who has
been with NFL Films for 10 years,
since the golden days of mono 16mm
sources, an 8-channel ADM console
with three mono buses, six mono
playback dubbers and a single 16mm
3-track record dubber. “We have an
exclusive with the league to get a mic
on players, or coaches, to get that
sound, which helps create our signa-
ture. And those wirings comprise the
bulk of our library for on-field effects.
In this particular film, we have
sounds from wirings five to ten years
ago, and we have effects from
wirings that were done a week be-
fore we came to mix.”

For the film, Pittsburgh coach Bill
Cowher and all-pro linebacker Kevin
Greene agreed to wear mics in a
playoff game with the Cleveland
Browns, as long as their use was
transparent. NFL Films sent a crew at
6:30 a.m. to wire Greene’s pads, then
handed them off to the trainer. A
two-person audio crew accompanies
each wiring—this in addition to the
regular crew on a three-camera
shoot. The NFL uses Lectrosonics
UCR 195 radio mics in a special pack-
age provided by Systems Wireless of
Virginia. The package, spec’d and re-
quested by NFL Films but soon to be
marketed as a product, adds an addi-
tional 9-volt battery to get up to eight
hours out of a wiring, rather than the

The

surrounds put
you in where
you’ve never
been before.
You are a
coach, or a
player, sitting
on a bench in
the locker room,
walking down
the tunnel
and in the

middle of a
foothall field.

typical three to four.

Wirings don’t guarantee good ef-
fects. however. Sometimes, what
looks like a great hit yields nothing
because of where the contact oc-
curred and how the mic was affected.
Out of a typical game, Caputo says,
it's not uncommon to only get one or
two solid effects from a wiring. And
while the radio mics are great for
capturing the play-calling, most of the
field-level vocals and many of the ef-
fects come from the shotgun mics
used by the experienced boom oper-
ators and recordists Jeff Lotierzo and
Scott Scharf, who stalk the sidelines
each week.

“The location sound crews are
kind of the heart of what we do,” Ca-
puto says. “In the past, I've tried to
create some phony hit sound effects,
but you can’t do it unless you have a
280-pound guy crashing into another
220-pound guy at full speed, with
that ambience and that field. There’s
nothing like it.”

Radio announce voices add an-
other NFL Films signature, and here



they're used traditionally, except for
the fact that because much of the
footage is montage-style, many of the
radio calls overlap for a more sound-
designed effect. The more interesting
development on this project was the
authentic crowd recordings, which
took full advantage of the custom
surround playback.

“We did some tests early on with
some stereo crowds—offsetting them
and putting them around in a 6-chan-
nel system,” Caputo says. “And it
sounded wonderful. But then we
went out and put six mics up in a sta-
dium, got a peak and pumped those
channels discretely into six speakers,
and it was like, Whoa! It made it eas-
ier to get a great sound with one
shot, one solid recording. But then
every time we wanted to put in a
crowd, it was across six tracks. Track
management was a little more in-
volved (laughs], but well worth it.

“The first weekend of the season
we went to the Meadowlands [in
New Jersey] and did 6-channel
crowds for the first time,” Mahler ex-
plains. We brought an Alesis mixer,
two ADATS, eight shotgun mics, line
drivers to go the distance, and we
ended up getting kicked off the side-
lines because we had too much
equipment. Then we found that this
great big cumbersome mixer didn’t
work; we learned this was not the
way to do it.

“Then we went to these PSC mix-
ers, making our package much more
compact,” he adds. “But we still
wanted to be realistic. We could have
put up six mics in a row within 100
feet of each other and captured
enough crowd noise. But we wanted
this 360-degree image around the sta-
dium. So we ended up recording 8-
channel crowds, knowing that we’d
have to throw some away—for in-
stance, in Pittsburgh there was this
annoying guy with a crowd horn,
and he didn’t stop the entire game.
So we just threw that mic away. Then
in the mix, we didn't send any to the
center, and it was left-right, left sur-
round-right surround, top-left and
right.”

At the Super Bowl in Miami, NFL
Films laid hundreds of yards of fiber-
optic cable to capture crowds and
other effects/voices for that 3-minute
segment of the film. “Being in the sta-
dium is a very surround experience,”
Caputo sums up. “It’s not like being
at a concert or something where
everything is in front of you. Unlike
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when we mix for TV, here we have
the option of putting a loud fan be-
hind you. That opens all kinds of
possibilities as far as making the
viewer feel a part of it.”

THE MIX

Because of all the multichannel
recordings, the film was a "monster
to edit,” according to Mahler. Picture
was edited on an Avid system, then
conformed and locked around the
second week of July. The picture ed-
itors did not cut sound. not even sync
dialog, so the audio team received
silent picture. They cut on three 24-
track Fairlight MFX3s over the next
six weeks, with all sounds imported
directly from the digital source—ei-
ther ADAT or DAT. The Fairlights,
four Tascam DA-88s and a rented SSL
OmniMix (complete with operator
Steve Rainford) were then brought to
Canton for a two-week onsite mix in
late August.

Rich Markowitz of NFL Films ar-
rived a few days before the rest of the
audio team to construct the mix plat-
form and set up the mix position and
temporary machine room. The only
glitch seemed to be that they had 1o
add extra AC power lines. In fact, the
watchword of the mix was power.

“The people at Edwards Technol-
ogy [show control setup company],
who do these special venue shows
all the time, were amazed at the
amount of equipment we brought
in,” Mahler says. “They say every-
body just brings in DA-88s and a cou-
ple of Mackies. And they already
have it all sorted out, with their subs
already done. We had all our ele-
ments added, but we came in with
nothing ‘done.” We sat down to mix,
and we realized how much power
we had at our fingertips.”

Changes and edits were made at
the mix. Crowds and effects and
voice playback came off the
Fairlights, music off a DA-88. They
printed to another DA-88 and used
two more for making digital clones.
The only real outhoard gear in use,
outside of what resided in the con-
sole, was a Lexicon 480L and TC
Electronic M3000. But the heart of the
project was the OmniMix.

“We met with the NFL people last
year at NAB,” explains SSL's Rainford.
“They needed the surround features
and the automation, but they were
muainly interested in the interface with
the Fairlights, because they owned
three systems [now six). That was pret-

ty straightforward, as the Fairlights
simply chase timecode from the Om-
niMix. Their second main concem was
number of inputs. A standard Omni
has 56 inputs—32 analog and 24 dig-
ital. In this case, I brought along one
of our new mic amps, so we got an-
other 12 analog inputs. I think in this
mix, we have five spare faders.

“Then, of course, we have a cus-
tom architecture, custom busing
scheme, set up for each mix—the
smaller theater being 7-channel and
the larger being 8-channel. Generally,
they can pan most signals on the
console, or route any fader directly to
any speaker. I'm probably using on
the order of 30 buses. along with 75
faders. Those buses are doing various
things—summing crowds together, or
summing reverbs down. We've used
the Omni’s SoundTrace capability
quite extensively for moving music,
as this particular project involves the
seating area rotating, and they want-
ed the stereo image to move with the
rotation. Basically, with the Omni-
Mix, if you can concoct it, we can
make it.”

The tracks were then printed to a
DA-88 at 48 kHz and burned onto 2-
channel digital sound cards to run in
the Alcorn-McBride Digital Bin Loop
32-Track Audio Reproducer, relative-
ly standard fare in the theme park
world. EAW speakers handle the
playback.

Problems came up during the
project, including late delivery of
locked picture and the fact that in cel
ebration of the NFL's 75th year, teams
were allowed to wear “throwback”
jerseys. That meant that a number of
the games they had planned on
shooting could not be filmed, be-
cause Sabol and Tuckett decided
early on that they didn't want the vi-
sually jarring experience of putting,
for example, the 49ers on screen in
1952 jerseys—it would have de-
stroyed continuity. And, first and
foremost, this is a story, the story of
one scason, told in widescreen glory,
in full surround.

“The content of the show, and the
wiring and the sound effects and the
sideline banter, that's all standard NFL
Films fare.” Caputo says. “But when
you can blow it out like this. you get
to deliver more impact. And when
you walk into this theater, you'll see
and hear football like you've never
experienced it before.” ]

Tom Kenny is Mix s associate editor.
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Sony OXF-R3

rom the very beginning, the 99th

convention of the Audio Engineering Socicty had an aura of impending
disaster. With a papal visit scheduled during AES, every hotel room
in the five boroughs was booked months in advance, so many
would-be attendees who—due to scheduling or other com-
mitments—often wait untii the last minute to go to AES
found no room at the inn and merely stayed home. Mean-
while. dark skics and stormy weather brought chaos to ex-
hibitors' pre-show setup, as the Jacob K. Javits Center’s
leaky reof dripped water on the area that was to house
millions of dollars of the latest audio technology. The solu-
tion was to hang tarps from the ceiling to catch the drips and
funnel the runoff down to fleor drains via long hoses. (You
didn't really think that those huge black ceiling tarps were for

sound absorption, did you?)

B&K Type 5930 And with the Pope in the area. the typical gridlock was transformed
Head and Torso into Pope-lock. as New York's finest sealed off whole sections of town to
Simulator

muake way for an uneading contingent of security forces and limousines.
And each time the Pope went for a ride. decoy limos would be dis-
patched along other (cordoned-off) routes 1o confuse would-be assailants.
To add to the congestion, President Clinton
(and his motorcade entourage) also stopped by
10 join in the festivities. Why 1his week?

On October 6, this 99th AES began, under

the unfurled banners beaming its theme of
Alesis XT

PHOTO: GEORGE PETERSEN

*Audio in an Interactive World.” Unfortunately, by
this point, I had experienced more “interactivity” in my world than I could
stand, and what I really necded was some audio. Real audio. And inter-
active or not, AES did not disappoint. Thankfully. there was plenty of real

audio at the show.
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TRENDS

In many ways, this AES provided an
accurate picture of what’s happening
in the audio community. The resur-
gence in interest in tube gear was ob-
vious on the show floor, where more
than 25()) manufacturers displayed
equipment based on vacuum tube
technology, and there were definitely
a few standouts that caught my atten-
tion. Finally making its U.S. debut is
the line of British-made JOEMEEK
compressor/limiters, sporting a dis-
tinctive bright green color. Another
retro approach came from dbx, whose
Model 1650T single-channel tube
compressor/limiter has a large VU
meter and an industrial white front
panel. The most talked-about tube
product on the show floor was the
new Groove Tubes Model 1 equaliz-
er, a five-band quasiparametric unit
that's priced at $695 and sounds great.

Even Studer got into the tube act,
displaying its D19 Series Mic Valve—
a two-rackspace stereo mic preamp
with controls for tailoring the exact
amount of distortion desired, along
with knobs for “bass warmth” and
“angel dust’—just a few feet from the
U.S. premiere of Studer's high-end,
large-format D940 all-digital assigna-
ble recording/broadcast console. a
distinctly non-tube product.

As a study in contrasts, just farther
up that same row was the tiny Mack-
ie booth, crammed with onlookers
trying to get a glimpse of the com-
pany’s new SRe32 ($2,299) 32-chan-
nel, 4-bus boards. While there, one
couldn’t help but notice the splashy
debut of Mackie’s Ultramix Universal
Automation System, which combines
with your Macintosh to provide 32
channels (plus L/R) of fader and mute
console automation, along with auto-
gating. Best of all, it can be used with
any mixer, and at $2,797, comes in at
an affordable $83/channel. Those on
a budget will be pleased with the
new Mackie 1202VLZ, which at $429
is priced $30 more than its successful
12-input 1202 board but adds 3-band
EQ, mute/alt 3/4-bus switching and
real balanced XLR outputs.

The beauty of AES these days is
that there truly is something for
everyone, whether you're spending
hundreds or hundreds of thousands.
In the latter category, Sony demoed
the OXF-R3 console, its all-digital 24-
bit wonder that was featured in the
October issue of Mix. Hardly just an-
other megabuck console, the OXF-
R3—combined with other Sony inno-

vations, such as the PCM-9000 optical
disk mastering recorder—provide a
glimpse into the 20- and 24-bit reali-
ty that is on its way. How far away?
The first 4.7GB CD products are due
next summer, and now all the neces-
sary pieces of the puzzle are starting
to fall into place...And speaking of
high-res CD tools, Sonic Solutions an-
nounced a 96kHz/24-bit option for its
UltraSonic Processor (USP)-based
Sonic System workstations.

Also poised to take part of the
high-bit revolution is Studer’s D424-
2. This 2-track, 24-bit studio recorder
for magneto-optical discs features
basic “tape deck functionality” with
nondestructive “razor-blade” editing,
real-time playback with crossfades
and mixing, selectable 16/20/24-bit
lincar resolution, digital scrub, serial
control via 9-pin RS-422. digital I/Os
and SMPTE/EBU timecode reader/
generator.

Evidently, those on a budget won't
be left out of the 96kHz recording
market. First shown at AES Amster-
dam two years ago, the Pioneer D-
9601 studio DAT recorder will finally
be available in the States from HHI
(distributed by Independent Audio of
Portland, Maine). Retail is $2.495.

A relatively new approach to CD
hyperfidelity was Berkeley, Calif.-
based Pacific Microsonics, which
demonstrated its HDCD® (High Deti-
nition Compatible Digital) process.
The system uses its three-rackspace
Model One HDCD processor—routed
between the 2-track analog playback
or stereo console feed—to retain
much of the original signal puritv
when the sound is stored on 16-bit
media. As an encode/decode system,
the HDCD process requires that the
playback equipment be fitted with an
inexpensive decoder chip, and as of
this time, more than 40 hardware li-
censees (mostly high-end consumer
audio manufacturers) have agreed t
use the technology in future products.
The best part about HDCD is the fact
that when played through ordinary
(non-HDCD-equipped) playback sys-
tems, there is no degradation of the
sound, and it sounds like any ordi-
nary CD. HDCD processors are now
in use by Denny Purcell at George-
town Mastering and by Joe Gastwirt at
OceanView Digital Mastering.

Those who absolutely need a sta-
ble clock source for digital audio pro-
duction will delight in Roger Nichals’
Atomic Master Clock, marketed
through Digital Atomics of Nashville.

The Atomic Master Clock is based on
Rubidium Plasma decay and has a
stated accuracy of 44,100.000000 Hz,
which is equivalent to one second per
10,000 years. Close enough for digital.

Is there a little Jaz in your future?
Roland Corporation U.S. has entered
into a cooperative agreement with
lomega Corporation of Roy, Utah, en-
abling it to serve the music and pro
audio industries with lomega's Jaz™
and Zip™ removable SCSI storage
drives. For those of you who've
missed out, lomega’s Zip is a 100MB
removable disk (street priced around
$19.95) with a compact companion

lomega Jaz Drive

drive that retails in the $200 range.
These are shipping now, but the real
excitement for the pro audio commu-
nity will come with lomega’s Jaz
drives, which provide 1 GB (more
than 200 track-minutes) in compact,
low-cost (about $100), removable,
reuseable media. The Jaz drives will
retail in the $600 range. Roland is
marketing drives to MI and pro users
now, but how long will it take before
these are built into samplers and other
Roland products?

For unexplained reasons, Pro
audio products seem to run cycles.
This time, it was back to basics, with
consoles and recorders taking center
stage. There were also plenty of hap-
penings from a sound reinforcement
standpoint, and Mix editor Mark
Frink—who mixed the Pope at Giants
Stadium the night before AES—offers
his AES report next month.

MIXING IT UP

New consoles are a major attraction at
any AES. In its packed demo suite,
Yamaha entertained a constant crowd
of attendees who lined up to hear,
feel and check out the 02R all-digital
console (spotlighted in the August
Mix). The 02R offers 24 analog inputs
and 16 digital tape returns for a total
of 40 inputs. Outputs include eight
digital bus outputs, eight digital direct
outputs, eight aux sends. and four
card slots accommodating ADAT, DA-
88, DAT, AES/EBU and Yamaha Y2
format signals. Features include 20-bit
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A/D converters; real-time moving-
fader automation with instantaneous
reset of all console parameters; lim-
iter/compressor/gate on every input
channel and output bus; and two in-
ternal effects processors. Pair this
under-$9,000 console with a couple
of MDMs, and the notion of the all-
digital studio is no longer a fantasy.
But what surprised me this time
around was the number of relatively
new names entering the console mar-
ket. Those Paintpot preamp people at
Crockwood (Cookham, Berkshire,
UK) unveiled the Console Brick sys-
tem, a radical, digitally controlled
analog console system. Based on pre-

| school of audio

Full Sail
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defined building blocks, users can
specify any required console archi-
tecture and features, from a minimal
8-channel board for classical work to
a 256-channel film console—all con-
trolled via a compact, assignable con-
trol surface.

Another new entry in the console
market is Sacramento, Calif.-based
Millennia Media, which has adapted
its popular preamp technology into
the Mixing Suite”. Intended for critical
recording applications, this modular,
GML-compatible, four-rackspace line
mixer features high-accuracy discrete
hybrid summing amps and a 20x2 ar-
chitecture with four stereo aux sends,
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3300 University Boulevard Winter Park, FL 32792
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stereo solos, rumble filters, calibration
oscillator, and True-Mute® engineer's
talkback amplifier. Bandwidth is said
to be -3 dB from 3 to 350k Hz, with
THD+N less than ten parts per million.

Fairlight teamed up with Amek to
create F.AM.E,, a completely inte-
grated digital recording, editing and
mixing system. Combining a new
DSP engine for Fairlight's MFX3
workstation with a moving fader au-
tomation control surface based on
Amek's Supertrue automation, the
product will feature 36 inputs, 24
faders, assignable central EQ and dy-
namics sections, touchscreen control,
LCRS monitoring, 40-bit floating-point
DSP architecture, instant reset of all
console functions and up to 12 insert
sends and returns (analog and AES/
EBU). First deliveries are expected in
the spring.

QSC consoles? Well, not exactly,
but this major player in the power
amp market is now distributing a
large-format digital console from
Stage Tec of Berlin, Germany. De-
signed for live sound (opera and the-
ater come to mind), recording or
broadcasting, the Cantus board con-
sists of a central controller that com-
municates to its remote audio elec-
tronics via fiber optics. A maximum
of 480 inputs is possible, but the stan-
dard package is 64 inputs. Also stan-
dard is screen-based, instantancous
channel routing of any input to any
channel, alphanumeric labeling
throughout the console, onboard dy-
namics, moving faders, resettable ro-
tary encoders, and SMPTE- or MIDI-
based automation.

Soundcraft countered with the un-
veiling of Broadway, a digitally con-
trolled analog console designed
specifically for live theater applica-
tions. Broadway offers full resettabil-
ity of all functions on a snapshot
basis, with user-assignable control
surfaces. The analog electronics are
separated from the digital control sys-
tem, with all components communi-
cating over a high-speed control net-
work. Any number of input audio
racks can be specified for any given
system, and by providing access to
multiple banks of inputs from a sin-
gle controller, the physical size of the
board can be kept to a minimum,
thus saving valuable seating space in
a theater environment. Deliveries are
set to begin next summer.

Not all the consoles at the show
were mega-digital creations. Shep As-
sociates (Meldreth, UK) exhibited its



reissue series of classic discrete Neve
equalizer and dynamics modules but
also showed a large-format (and very
analog), full-feature studio board that
it was producing for a major New
York City facility. TL Audio (distrib-
uted by Sascom Marketing of Oukville,
Ontario) was demonstrating a large-
format recording desk entirely based
on vacuum tubes. And former Vox
and Trident designer John Oram un-
veiled the Oram (distributed by TGl
North America, Kitchener, Ontario)
“British Equalization™ (BEQ) Serics of
affordable 8-bus consoles, available in
16-. 24- and 32-input versions.

Best known for its samplers and
signal processing, Ensoniq has also
hecome a console manufacturer. Slat-
ed for deliveries next month, the En-
soniq 1682 is a 16-input (32-on
remix), 8-bus mixer that features
eight mono channels (with mic pre-
amps), phantom power, four stereo
input channels, cight tape returns
(switchable -10/+4 dB), solo-in-place
and mutes on all inputs, four stereo
effects returns, talkback mic and con-
trol room outputs, and MIDI program
control switching for the onboard cf-
fects processor. The latter is a true
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stereo in out unit with 24-bit quality.
35 algorithms and 384 presets. Retail
is slated to be less than $2,500.

RECORDERS:

BIGGER, BETTER, SMALLER

By now, everybody on the planet
knows about the new Alesis XT. the
second generation of the company’s
ADAT modular digital multitrack sys-
tem (sec the October 95 Mix). In case
you missed out, the $3.499 unit im-
proves on the original with 20 new
enhancements, including improved
transport control and tockup (four
times taster than the orignal), along
with assembly editing features, on-
board track delay (up to 170 ms on
any track). auto-punch rehearse func-
tions, a die-cast, one-piece aluminum
chassis. servo-balanced analog 17O,

ten locate points, running time of

more than one hour (via T-180 tapes)
and an alphanumeric fluorescent dis-
play with three modes of meter bal-
listics and running time accurate to Aw
second. One noticeable change be-
tween the XT and the first ADATS is
that the new models have replaced
the %-inch unbalanced analog 1/0
connections with RCA jacks.

tup, o

REAL SOUND

Immediatelv following the Alesis
XT unveiling, other new ADATs—
based on the XT—were announced
by Fostex and Panasonic. Priced at
$3.500. the CX-8 from Fostex is es-
sentially similar to the Alesis unit,
save for front panel cosmetics and
the replacement of the XT’s 56-pin
EDAC connector (for balanced line
analog 1, O) with the 1D-25 sub con-
nector used on the Fostex RD-8
ADAT. Speaking of same, the RD-8,
with its onboard SMPTE and MIDI
synchronization capability, remains in
production and retails at $4,300.

A year ago, Panasonic announced
that it was licensing the ADAT for-
mat. and at this AES show. the con-
sumer giant debuted its first ADAT,
the MDA-1, which is similar to the XT
but adds a few twists of its own.
Rather than provide a multipin con-
nector for access to the servo-bal-
anced analog inputs and outputs, the
MDA-1's rear panel has a full set of
eight XLR inputs and outputs. The
MDA-1 also incorporates muting re-
lays on the outputs, which avoids
power on/oft transients and improves
the deck’'s signal-to-noise perfor-
mance while the machine is in Stop
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mode. Retail pricing of the MDA-1
was unavailable at press time, but in
other Panasonic news, the company
has recently reduced the price of its
popular SV-3700 pro studio DAT
recorder to $1,695.

Speaking of DATSs, Fostex an-
nounced the Model PD-4, a profes-
sional, portable timecode DAT re-
corder that features a 4-head trans-
port for confidence (oft-tape) moni-
toring. Other features include a built-
in 3-channel mixer with three-posi-
tion pan, 48V phantom powering,
variable low-cut filters, selectable
sampling frequencies and a new low-
power consumption design for two
hours of operation from a single bat-
tery charge. Retail price is $6,995.

Sooner or later, it had to happen,
but TimeLine is the first to introduce
a modular digital multitrack recorder
based on magneto-optical technolo-
gy. Housed in a four-rackspace en-
closure, the MMR-8 Modular Multi-
track Recorder features eight chan-
nels of analog 1/0 on D-25 sub con-
nectors, eight channels of AES/EBU
digital 1/0, provides OMF file sup-
port, handles 16/20/24-bit recording,
plays standard StudioFrame disks,
and has simple tape recorder-style
transport controls, including a jog/
scrub wheel. Intended for digital dub-
ber applications, the MMR-8's sync
functions are extensive, with SMPTE
chase, four bi-phase inputs and bi-
phase generator, and 48/47.952/44.1/
44.050kHz sampling, along with for-
ward/reverse lock and varispeed re-
play. Initial deliveries are slated for
April 1990.

Clearly, the show’s best bargain in
stand-alone disk-based recorders is
Akai’'s DR16, offering 16 tracks of ran-
dom-access recording and editing in
a rack enclosure. At a retail list of
$4,995, this seems like enough of a
bargain, but when you consider that
the DR16 also includes a built-in
digital mixer, with control of levels,
panning, master outputs, two effects
sends and the L/R bus—all control-
lable via MIDI or held in one of 99
snapshots—it's a steal. An optional
EQ board adds eight or 16 channels

Akai DR16
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of 4-band, sweepable-mid digital
equalization; another provides ADAT
lightpipe interfacing. Other optional
boards include SMPTE, MIDI and bi-
phase sync, along with MIDI Machine
Control, an RS-422 interface for Sony
9-pin video editor control and a VGA
board for large-screen output of sys-
tem status and functions.

The AD-8000 from Apogee Elec-
tronics is an 8-channel A-to-D con-
verter featuring Apogee’s latest 20-bit-
resolution technology. Interfaces in-
clude AES and optional cards for
TDIF, ADAT and other digital formats.
Also included is Apogee's proprietary
UV22™ coding for encoding 20-bit
performance to 16-bit media, such as
ADATSs and DA-88s. Its ultracool pur-
ple-and-green color scheme should
liven up any control room.

At the center of the AES show floor
was something that resembled the
world’s largest audio kiosk: a huge
oval structure known as the Digi-
design Development Partner Booth.
Surrounding the outside of the display
were 19 companies, each showing
third-party add-on and plug-in en-
hancements for Digidesign’s Pro
Tools, Sound Tools and Digi’s other
disk-based recording/editing systems.
Besides the obvious partners—such
as MIDI sequencer manufacturers
Emagic, Mark of the Unicorn, Op-
code, Steinberg and Cakewalk—a few
of the more interesting third-party
products included Focusrite, which
announced the development of a soft-
ware-based digital EQ based on the
sound of its renowned Red 2 analog
equalizer. Shown in beta form, this
TDM plug-in will retail at $995 when
it ships in the first quarter of 1996,
Synchro Arts (Epsom, Surrey, UK) de-
moed VocALign, a plug-in offering au-
tomatic analysis, editing and time slip-
ping for quick, painless dialog match-
ing in ADR sessions. TC Electronic
showed plug-ins based on the reverbs
and chorus used in the company’s
TEC Award-winning M5000 and the
TC1210 Spatial Expander. The new
TC Tools reverberation package is
due out this month, retailing for $995.

But what impressed me the most
at this massive kiosk of toys was
Stephen St.Croix’s design for the In-
telligent Devices (Baltimore, Md.)
AD-1 Pro Audio Analyzer. Intended
as 4 plug-in with Audiomedia or Pro
Tools systems (or usable without any
additional hardware on Power Macs),
AD-1 provides five 242-element,
high-resolution, real-time meters with

center sum and difference, floating
peak bars and 0.1dB resolution. Also
included are dual 1,024-point spec-
trum analysis displays with 242 light
bars per band; a phase scope that
displays stereo imaging, depth and
L/R discorrelation; and a waveform
monitor showing a running history of
stereo, summed mono or L/R differ-
ence amplitude envelopes. The plug-
in replaces $6,000 worth of audio
gear and retails for $349; the TDM
version is $449.

MICROPHONES TAKE THE SPOTLIGHT
As an avowed microphone junkie,
I'm in heaven when I go to AES and
sce new models. B&K unveiled its
Head and Torso Microphone Simula-
tor (HATS), Type 3930. This takes the
concept of dummy head recording
one step further by incorporating an
upper-body section with the dimen-
sions of an “international human
adult,” which should be ideal for
“seated” placement in halls, theaters,
automobiles and listening rooms. The
5930 is equipped with removable sil-
icon rubber pinnas (ears) coupled to
either a 130V or 48V phase-matched,
16mm studio microphones. Retail is
in the $10k range, and although the
system is intended mostly for mea-
surement and industrial testing pur-
poses, I imagine that more than a few
of these will end up in creative bin-
aural recording applications.

‘ = ] u-— " o
Microtech Gefell M900/910

Another interesting new micro-
phone design is the M900/M910 from
Microtech Gefell (distributed by G
Prime of NYC). Designed for vocal
recording applications, this condenser
mic features a large-diameter capsule
and a built-in pop filter. Retail is $995,
but if this mic sounds half as good as
its futuristic, Jetsons-style looks, this
should be an awesome performer.

Soundfield (distributed by QMI of
Hopkinton, Mass.) now offers the SPS
422 studio microphone system,
which at $3,500 opens up the market
for Soundfield microphones to a
wide audience. The SPS 422 uses

—CONTINUED ON PAGE 106
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THE MS2500.

After topping the charts in Japan,
Australia and Canada with their single “Sukiyaki,” 4 PM. found
today's live audiences expect (D quality sound. 4 PM. lead singer
Ray Pena says, “During our first world tour, we were using a different
wireless system every night. Only the EV MS2500 gave us the strong,
instant response we learned to expect from wired microphones.”

Check out 4 PM.'s latest album, Years from Here, available from London/Island Records. Check out the Electro-Voice
MS2500 wireless systems, featuring the N/DYM® N/DI57B microphone, a: your local EV dealer.
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Emcee Al Kooper plays
an impromptu version
of “I Love You More
Than You'll Ever Know.”

(L-R) Ocean Way's Allen Sides
accepts the award for Outstanding
Recording Studio from

Phil Ramene and Tony Brown.

Clair Brothers'
Roy Clair accepts

the award for Sound
Reinforcement Company.

Presenters Donald Fagen (i)
and Roger Nichols.
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Legendary rock 'n’ roll producer Phil
Spector accepted the Technical
Excellence & Creativity Awards Hall of
Fame Award as part of the Eleventh
Annual TEC Awards ceremony, heid
October 6 in the Marriott Marquis'
Broadway Ballroom in New York City.
The more than 750 audio professionals

on hand also saw Alan Parsons, who < .
was “somewhere in South America” Phil Spector(l) accepts the Hall of Fame Award from Paul Shaffer.

on a world tour, accept the coveted Les Paul Award on videotape.

Twenty-five TEC Awards were also handed out at the ceremony, in the categories
of Outstanding Technical, Creative and Institutional Achievement, but the night
clearly belonged to Spector. After a warm, funny and anecdotal introduction by
“Late Night” band leader Paul Shaffer, Spector proceeded to mesmerize the crowd
with a 20-minute freeform tour through his
Jyears in the recording industry. His sometimes
acid wit, which spared no music industry
prisoners, was balanced by a heartfelt tribute
to the people who have touched his life and
provided the impetus for him to return to his
rightful position “behind the glass.” There
have been memorable tributes through the
Years at the TEC Awards, but nothing to
quite rival Spector.

In another memorable portion of the show, and in what has become something of
an annual impromptu event, master of ceremonies Al Kooper regaled the audience
with a soulful rendition of "I Love You More Than You'll Ever Know,” a song he
wrote for the first Blood Sweat & Tears album.

Yamaha Corporation was the big winner in the awards portion of the show, walking
away with two TEC trophies in the categories Sound Reinforcement Console
Technology and Small Format Console Technology. Nashville producer Tony Brown
won for Producer of the Year, and Ed Cherney took home the award
for Recording Engineer. Ocean Way Recording in Los Angeles won
for Recording Studio. A complete list of winners appears on page 83.

On hand to present the awards was a star-studded celebrity lineup
that included Paul Shaffer, producers Phil Ramone, Tony Brown and
Bill Szymczyk, musician Donald Fagen, songwriter Jimmy Webb,
engineers George Massenburg, Roger Nichols and James Nichols,
and bass players Will Lee and T.M. Stevens.

A new award was also presented this year in an offstage ceremony at
the pre-show reception. BASF Corporation received the first Environmental Merit



Award, presented in conjunction with the Recording
Industry Environmental Task Force, for its EcoShuttle
tape packaging system, designed to cut down on waste
products in the delivery and return of tape.

(L-R) Producer Keith Olsen, musician
Herbie Hancock and producer Tony Brown.

The Mix Foundation for

Excellence in Audio created the
Environmental Merit Award presentation: {L-R) MFEA president Hille!
Resner, manager of applications engineering, BASF Magnetics Wemer
Singhoff, BASF director of marketing Terence O'Kelly, and RIETF
members Will Moylan, Borbara Blezzard and Bruce Merley.

TEC Awarcs Scholarship grant
this year, with the first two
recipients being William

Carpenter, a graduate student in Broadcast
Audio Production/ Multimedia at

San Francisco State University and
Alexandra Loubeau, a sophomore in the
Music Engineering Technology program at
the University of Miami.

The House Ear
Institute’s Hearing
Is Priceless (HIP) . Above: (L-R) Bob Ludwig
campaign will ) > aceepts the award for

. - AR Mastering Engineer from
receive 50 percent -~ & Will Lee and TM Stevens.

of the evening’s
Left: (L-R, top row) Jimmy Webb,

proceeds for its L 3 Donald Fagen, Al Kuoper, james
. ) Nichols, Bill Syzmezyk, Roger
CO"“““'"S Nichols and Hillel Rasner.

(L-R, battom row) Phil Ramone,
TM. Stevens, Mr. Bonzai, Keiko,

young people and the audio Tony Brown, Karen Dunn
"J and Jane Byer.

efforts to educate

industry about hearing conservation. The
remaining funds will be distributed to the
SPARS financial aid program for qualifying
students; the AES Educational Foundation,
audio scholarship programs for past winners
and/or nominees in the category of
Outstanding Institutional Achievement,
Recording School Program; and to help
support Hearing Education Awareness for

Rockers (H.E.A.R.), based in San Francisco.
Presenters Bill Syntczyck and fimmy Webb.

Photos by Alan Perlman
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* 24 Tracks with realtime crossfades
on every track from one HDD
* Integrated video and audio
machine control
* Hard disk video option
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* Scrolling waveforms on all tracks
* Dedicated controller
* Object oriented editing environment
* Overdub and takes management
* Comprehensive input routing
* Stereo mix output
* Record direct to MOD
* Edit 24 tracks from MOD
* EDL auto conform option
* Forward and reverse playback
* Four band parametric clip based EQ
* Timefx™ compression expansion,
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Audio Freeze Frame
* Dub chart printing
* Waveform reverse
* OMF
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* External sync to LTC, 9 Pin,
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* ADR recording software
* Highspeed networking option,
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Marvin Caesar
accepts the Andillary

Equipment Award for * Acoustics/Facility

the Aphex Model Design Company
Tubessence 107 Russ Berger Design Group,
Gl ) Dallas, TX

Bill Symczyck.

* Sound Reinforcement
Company
Clair Brothers Audio, Litiz, PA

* Mastering Facility
Bob Ludwig's Gateway
Mastering, Portland, ME

¢ Audio Post-Production
Facility
Buena Vista Sound,
Burbank, CA

* Remote Recording
Facility
Record Plant Remote,
West Milford, NJ

* Recording Studio
Ocean Way Recording,
Los Angeles, CA

Opcode’s

Paul deBenedictis
accepts the award
for Computer
Software/Peripherals
for Studio Vision 2.0.

Yamaha’s Peter
Chaikin accepts

the Small Format
Console Technology
Award for the
ProMix 0.

CREANTI

¢ Audio Post-Production

Engineer
George Meyer

* Remote/Broadcast
Recording Engineer
Ed Greene

¢ Sound Reinforcement

Engineer
Bruce Jackson

* Mastering Engineer
Bob Ludwig

* Record Producer
Tony Brown

* Recording Engineer
Ed Cherrey

Presenters Phil Ramone (i)
and Tony Brown.

ITE L H N1 T AL

» Ancillary Equipment
Aphex Model Tubessence
107 Mic Preamp

* Amplifier Technology
Hafler Trans-Nova P-3000

* Computer Software/
Peripherals
Opcode Studio Vision 2.0

* Microphone Technology
AKG CI2VR

* Sound Reinforcement
Loudspeaker Technology
JBL 4890/489 1 Monitors

¢ Studio Monitor
Technology
Genelec 1030A

¢ Musical Instrument

Technology
Kurzweil PC-88
Keyboard
. . MFEA president
* Signal Processing Hilll Resner presents
Technology sponsar plaque to
Focusrite Red3 Compressor Solid State Logic's
Piers Plaskitt.

* Recording Devices/
Storage Technology
Tascam DA-30MKII DAT

* Workstation Technology
Avid Technology AudioVision 3.0

* Sound Reinforcement
Console Technology
Yamaha PM3500

* Small Format Console
Technology
Yamaha ProMix Ol

* Large Format Console
Technology
Amek 9098 by Rupert Neve

VHS tapes of the Eleventh Annual
TEC Awards are available for $29.95.
For information call (510) 939-6149.
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WHAT’S IN A NAME?

his month’s headline is a bastardized
version of the 1960s TV show That
Was the Week That Was. 1 chose it be-
cause it illustrates the paradox of the
project studio within the professional
audio industry. Project studios are so-
called for the same reason we now
talk about “analog” tape. Fifteen years
ago, there was no reason to say ana-
log, because that's simply all there
was. Tape needed no modifier. Once
digital came into the picture, the
medium that had been in use for 40
years suddenly required new identifi-
cation. It was like your favorite club
changing hands overnight, and when
you show up, they ask for your mem-
bership card. (Ironically, tape is in-
creasingly referred to as just tape, as
digital audio workstations move into
the music production realm. Watch
for that trend in 1996.)

Project studios are studios. But the
modifier “project” that they required
in the beginning has stuck. Why?
Why can’t project studios simply be
referred to as the professional studios
that they are in most cases? Why not
simply regard them as the “phenom-
enon that was” and incorporate them
into the mainstream perceptually as
has been done empirically? “Project”
was a useful modifier in the early
days, when project studios generally
consisted of 8- and 16-track systems
and a couple of QuadraVerbs and
Shure SM57s, They were like training
wheels on a bike. But now that proj-
ect studios run the gamut from those
same 8-track decks to Sony 3348s
and SSL consoles, how appropriate is
a dividing line? The phrase “project
studio” becomes a back-of-the-bus

code word for something that is im-
plicitly and inherently less than what
it is—a full-fledged, technically ad-
vanced recording studio.

The distinctions that separated
project studios from what came to be
called “commercial” or “for-hire” stu-
dios remain in place; project studios
are defined as such because they are
intended as tools specifically for an
owner/operator and don't derive rev-
enues from time and equipment

N x-/hy can’t

project studios
simply be
referred to as the
professional studios
that they are

in most cases?

rentals. When you hire a project stu-
dio, you are really renting the pro-
duction and other talents of the
owner; when you rent a commercial
studio, you are hiring a space, equip-
ment and varying degrees of techno-
logical talent, depending on whether
an engineer, an assistant or no one at
all comes with the hourly or daily
rental rate.
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PROJECT VIEW

But those distinctions have blurred
considerably in recent years. Equip-
ment investment has run up overhead
costs for many former project studios
to the point where they now take in
outside clients to help defray the costs.
And once someone is paving a rate
for an acoustically designed space
with a significant console and out-
board gear, there's really nothing to
delineate what kind of studio it hap-
pens to be, other than how good. or
not good, it is.

The more appropriate modifier—

if one is still necessary—is “person-
al” studio, to delineate those facilities
that are purely for the use of their
owners and not defined by financial
parameters. In an age when Gibson
Guitars takes out two-page ads in
general-interest magazines like The
Newe Yorker, its not at all unusual to
see stockbrokers and middle-aged,
middle-management executives tak-
ing a couple of grand and buying a
Mackie and an ADAT or DA-88 for
personal pleasure and artistic fulfill-

ment. And [ gotta tell you, some of

them ain't bad at it
The ~project” modifier does serve

Palmtop Editing

It weighs only 3 Ibs, small enough to fit in your hand.
It is capable of storing, editing and processing 167
hours of broadcast quality digital video with 64 tracks
of MIDI and 24 bit audio. It's called the Simulator. It's
not available today, but it will be in the coming years.
And when it is finally here, it will be available

at EAR (batteries not included).

. Can’t wait? Everything the Simulator promises for
5 tomorrow is here today, at EAR. We may not be able
. 1o fit it all in your palm yet. But if you need the
. creative power, speed and client pleasing abilities of
. the Simulator today. call the world's most progressive

EAR...Merging Post and Music Production equipment supplier.

Post Production and —
Music Technology E AR
since 1978

Professional Audio/Video

Phoenix, AZ

602-267-0600

24HrFax 602-275-3277

“se habla espanol”
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a purpose, though not a terribly use-
ful one anymore. “Project” continues
to function as a condescending term,
a class tattoo that fuels an ongoing
perceptual problem that wrongly but
persistently pits commercial studios
against project studios. The two major
effects of the project studio phenom-
enon on the professional recording
industry have been a revolution in ac-
cess to technology in terms of price
and performance, and an undeniable
impact upon the finances of commer-
cial facilities. The latter continues to
rankle many commercial studio own-
ers, some of whom still view project
studios as technological torpedoes
aimed at their hulls.

But both of these effects are as
much unifying factors as they are di-
visive. All studios have benefited
from the new generations of down-
sized, down-priced equipment. How
many commercial studios have been
able to implement previously unaf-
fordable B and C rooms using Mack-
ic or Yamaha consoles and Alesis re-
verbs, while still offering an SSL or
Neve and Lexicon 480L in their main
rooms?

And to address the issue of sur-
vivability. why should the recording
industry be immune to the same
sorts of evolutionary pressures that
much of other U.S. and world indus-
tries were subjected to in the last
several years? lundreds of thou-
sands of people lost their jobs at
companies that were once thought
of as cradle-to-grave employment
propositions—AT&T and IBM. to
name two examples. Like the stecel,
manufacturing and automotive in-
dustries before them. a new genera-
tion of businesses had to confront
the bloat of managerial and market
complacency. Well, recording studios
are businesses, too, and now more
than ever. as the entertainment in-
dustry undergoes mergers and ac-
quisitions and is scrutinized like
never before through green-shaded
M.B.A. eves. studio owners see that
change is inevitable. Yet even though
there have been much larger forces
at work propelling change, project
studios have taken the heat. It took
years to form industry organizations
like SPARS; by contrast. the 1olly-
wood Association of Recording Pro-
fessionals (HARP). which coalesced
around the perceived threat of proj-
ect studios in Los Angeles, was able
to form itself into an effective orga-
nization in a matter of months,




The project studio has helped re-
define the industries that recording
studios most often serve. The A&R
function of the record business has
devolved now around a checkbook-
driven business model, in which pro-
ducers with their own studios devel-
op acts and then receive lump sums
to continue to develop them and
others for major labels. They go on
to build bigger studios, some of
which become for-hire facilities, par-
ticularly as the fortunes of their ini-
tially successful producer/owners
change in a very fickle business. You
are only as good as your last hit.
Now, pay the rent.

Plenty of film and broadcast audio
is still done on soundstages at major
facilities. But an ever-increasing pro-
portion is being done off-offline in
individual studios by people who
once worked at those larger facilities.

This, in turn, brings up the em-
powerment issue. Though project stu-
dios have been accused of not playing
on a level field in terms of meeting
local regulations and building codes,
they have certainly leveled the field ar-
tistically. A much broader range of
audio professionals, from musicians to
synthesists to those with neither talent
but with their own sort of inspirational
sparks, now compete with what had
become a rather lock-step sequence
for both film audio and broadcast
commercials—much to the advantage
of both industries.

“Separate but equal” can still be ap-
plied to the studios formerly known as
project (sorry, Prince). But that appel-
lation serves less and less of a useful
function in light of the evolution of
those studios into the mainstream of
contemporary recording. In some
cases, entire genres like hip hop and
dance are done almost completely
within personal recording environ-
ments. If one looks at the traditional
studio as having now come through
its economic shake-out period, and
the former project studio as a legiti-
mate contender for most types of
audio work, then they can probably
better face the future from a symbiot-
ic view rather than an antagonistic
one. If you do music recording in a
studio, it’s a music studio; if you do
sound design in a facility, it’s a sound
design facility. It can be one of those
things, or both and more. After all,
what'’s in a name? ]

Dan Daley is Mix’s East Coast editor.
But what’s in a title?
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AUDIO & MULTIMEDIA

by Philip De Lancie

WAVES

ADDING FLEXIBILITY TO
PLUG-IN PROCESSING

ince the release of its Q10 Para-
Graphic EQ two years ago, Waves
has been in the forefront of a bur-
geoning new market: the supply of
software-based audio signal proces-
sors that run as “plug-ins” in
Digidesign’s popular Sound Designer
1T and Pro Tools hard-disk recording
and editing environments for Macin-
tosh. Waves was among the first com-
panies to seize an opportunity pre-
sented by the fact that while the de-
structive and nondestructive wave-
form editing capabilities of SDII are
well-regarded, many feel that the
DSP features of the program (EQ,
compression, etc.) are limited.

A variety of software modules
compliant with the Sound Designer

plug-in protocol are now available to
provide sophisticated signal process-
ing when run within a host applica-
tion (SDII or Pro Tools with TDM).
Waves has four such products, which
use the Motorola 56000 Series DSP
¢hips built into Digidesign's hardware
to run their algorithms. Q10 is a 10-
band fully parametric equalizer offer-
ing five filter types, full graphic dis-
play and either separate left/right or
strapped stereo processing. The S1
Stereo Imager allows phase-compen-
sated control over the spatial para-
meters of a stereo signal, including
width, rotation and asymmetry. The
C1 Compressor/Gate offers two si-
multaneous dynamic processes,
broadband- or frequency-selective,
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Adjusting EQ parameters in real time using the Q10 ParaGraphic EQ running under WaveShell-RT
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AUDIO & MULTIMEDIA

including compression, expansion
and gating. All of the above plug-ins
include limited control over Waves’
built-in IDR (Increased Digital Reso-
lution) noise shaping/dithering
process. The L1 Ultramaximizer offers
more [IDR options than the other
plug-ins, with greater user control
over IDR dither, noise shaping and
requantization processes to optimize
bit-rate conversion. It is also a look-
ahead peak limiter.

The SDII versions of the Waves
plug-ins are priced at $450 for Q10,
$500 for S1, $700 for C1 and $650 for
L1. An SDII bundle of all four, plus
WaveShell-RT (more on this later), re-
tails for $1,650. Each plug-in is avail-
able in a TDM version for an extra
$150, with a TDM bundle retailing for
$2,300. The TDM bundle includes
WaveShell-RT and WaveShell-TDM,
which is required in order to use the
plug-ins in the TDM environment.

As explained by Waves senior
product specialist Seva (formerly
known as David Ball), the idea be-
hind WaveShell is to provide a “gate-
way” through which individual plug-
ins are accessed by their host appli-
cation. “We have fooled TDM into
thinking that the only plug-in is
WaveShell,” says Seva. “And then
within that, we can do what we like.”
For TDM users, the major benefit of

the shell is that it allows the available
processing power of the DSP chips to
be allocated among multiple plug-ins.
“We allow the user to break a plug-in
into smaller components and route
them internally on a single DSP chip.
This is called DSP partitioning. So a
user could take, say, maybe a couple
of bands of Q10, plus the L1, and use
them together within WaveShell-TDM
on a single DSP chip.”

This increased flexibility under
WaveShell-TDM is a precursor of the
company's plans for all applications
in which the plug-ins might be used.
“That is the way we are working on
it for all the systems,” Seva says. “A
WaveShell is like a routing architec-
ture that you plug in. They will all
allow you to do the same thing,
which is to route things the way you
want, giving you better use of your
available processing power.”

Nearing release at press time are
WavesShells for SDII and Adobe Pre-
miere. Used with the forthcoming 2.0
versions of the plug-ins (the current
versions are 1.3), these shells will
support DSP partitioning. “With the
advent of a shell for Sound Designer,”
Seva says, “you will be able to use as
many [plug-inl components as will fit
on a single DSP chip. It changes the
Sound Designer platform consider-
ably to be able to do a couple bands
of EQ, maybe a small compressor
and the IDR requantizer all in a sin-
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gle pass. That would take you three
passes before. So that is a fairly po-
tent thing.”

As for Premiere, Seva notes that
“Version 2.0 of our plug-ins will have
native support and native processing
in Premiere format, meaning the pro-
cessing is not dependent on the pres-
ence of Digidesign cards. This will not
work on 680X0 Macs, only on Power-
Macs and PowerPC-based machines.
So any application that supports the
Adobe Premiere plug-in protocol
would be able to use our processors
on a PowerMac or PowerPC ma-
chine.” Seva says the next upgrade of
OSC’s Deck (v2.5) is among those
using the Premiere plug-in protocol.

Aside from DSP partitioning, an in-
teresting  side benefit of the
WaveShell approach is that the same
piece of plug-in software will

not able to play audio from disk
while a plug-in (or any other appli-
cation) is the active window. This
creates two potential problems. Let's
suppose you are “running down”
your material to decide how to set
the EQ for a given song. If you were
working with a console of some
kind, you might listen to extended
excerpts from the song, adjusting the
EQ as you listen. But in the SDII en-
vironment, you can only adjust your
plug-in settings while listening to a
short Preview loop, the length of
which is determined by the amount
of memory allocated in the RAM
Buffer Size dialog under the Setup
menu (which is limited in turn by the
memory settings in SDII's Get Info di-
alog box in the Finder). With an 8MB
machine, you won'’t get a loop of
much more than 12 seconds, which
is hardly ideal.

Tools systems. This allows audio en-
tering the board to be processed with
a plug-in and routed to the outputs,
all in real time. In effect, this turns the
host Macintosh into an outboard sig-
nal processor, which can be inserted
in a signal path between any other
two pieces of audio gear, such as a
DAT machine and a CD recorder,
with no requirement to go to disk if
no editing is needed. The program is
included in Waves' SDII and TDM
bundles and is also available sepa-
rately for $100.

Operation of WaveShell-RT in-
volves just two steps. First, you use
the New DSP dialog box to select a
Digidesign card (if you have more
than one installed in your computer)
and set the input (analog or digital)
and sync (internal or digital). At this
point, audio fed to the inputs is pass-
ing through the card without pro-

probably run under the various
shells for different host applica-
tions. Waves has not yet finalized
the plan, Seva says, but “we
could add Premiere protocol
support to the basic Sound De-
signer plug-in, so that when you
buy Q10 for Sound Designer, it
will also work in Premiere. The
key to all this is that you get the
appropriate shell for the applica-
tion in which you want to use
the plug-in.” The shell for SDII,

Card:
DSP:
Input:
Sync:

Samplerate:| 44100 kH =

Choose Card, DSP and input format:

[ Slot: 14, Type: AM2 |

( cancel ) [ ok

k,__,

cessing. Then you use the Open
Effect dialog box to choose any
available Waves plug-in as the
active processor. The plug-in,
when opened, looks and oper-
ates essentially the same as if it
were open under Sound Design-
er, with the exception of the Pre-
view, Process, Bypass and Play-
back buttons, which are not
nceded under the shell.

If you own more than one
Waves plug-in and you have
more than one Digidesign card

and possibly Premiere as well,
would be bundled with an SDII
plug-in; if users buy the upgrade for
TDM, they would then get the TDM
shell.

WAVESHELL-RT
The use of shells to plug into various
host applications and to allocate pro-
cessing power should add greatly to
the flexibility of using the plug-ins in
SDI, where you currently can run
only one process per pass. But it
doesn’t address a number of other
basic limitations of using the plug-ins
in SDII. For one thing, you have to
preload all your material onto hard
disk, even if you just want to do sig-
nal processing, and you don't need to
use SDII's editing/playlist features. If
the material you want to process is
long, this can require a lot of time
and disk space (10.5 MB/minute for
CD-quality). Additional disk space
will be required if you process de-
structively and you want to first make
a backup.

Another limitation is that SDII is

82 MIX, DECEMBER 1995

The initial DSP setup dialog box
in WaveShell-RT

A related limitation is that you can-
not use your computer for anything
else when processing your audio
through a plug-in (or SDII's built-in
processes). This can be frustrating if
your material is ready to go and you
just want to add some gentle limiting
with L1 in playback mode as the ma-
terial is played from the hard drive
out to your CD-R or DAT machine.
Even though most of the work is
being done by the DSP chip, the CPU
is unavailable for the duration.

To address these kinds of situa-
tions, Waves came up with
WaveShell-RT (Real Time). Like the
other shells, RT acts as a gateway to
the Waves plug-ins. But instead of
linking the plug-ins with an applica-
tion, RT is itself a stand-alone appli-
cation that links plug-ins directly to
the DSP chips on the main /O
boards in Digidesign's Audiomedia II,
ProMaster 20, Sound Tools II and Pro

installed, you can chain multiple
processes in series by hooking
the digital output of one card into the
digital in of the next. WaveShell will
open as many DSPs as you have
available. “I have three cards,” says
Seva, “and I configure them as I need
for the session. I have even daisy-
chained four cards, using an expan-
sion chassis. I just put in four Audio-
media I cards and ran RT. If you
daisy-chain those little guys, you
have a full 24-bit reroutable architec-
ture. It's configurable outboard gear.”
At present, Version 1.3.1 of the shell
supports only one plug-in per DSP,
but DSP partitioning will be included
in Version 2.0.

One would think that the shell
could open any plug-in that con-
forms to the SDII protocol, but in fact
it works only with Waves plug-ins.
According to Seva, that results from
the plan to incorporate DSP parti-
tioning. “It was obviously much eas-
ier for us to do that for our own plug-
ins; it was impractical to try to incor-
porate the plug-ins of other manu-




facturers, which may be designed to
use entire chips.”

One other caveat: owners of
Waves’ C1 will not be able to run the
ptug-in under the shell on an Audio-
media Il card. “There is just not quite
enough RAM on the card to make C1
work under WaveShell-RT in its ex-
isting configuration,” says Seva. “It
works fine on other cards like Pro-
Tools HI and Session 8 and ProTools
442, and it works fine under Sound
Designer. But RT has a little bit more
DSP overhead than Sound Designer,
and we just ran out of processing cy-
cles. But under 2.0, you will be able
to choose what part of C1 you really
need: Do you need the compressor,
split or wideband, or the gate, ora
wideband compressor and gate with-
out the sidechain? But, to use every-
thing all at once under WaveShell-RT
will not work on the Audiomedia 11
card at present.”

That aside, WaveShell-RT provides
a great way around some of the con-
straints of working under SDII. If you
don’t need to record to disk for edit-
ing purposes, you simply pass the
audio from your source through the
shell and use the plug-in to process
the audio in real time. Running down
your material to decide on your setup
is much easier under the shell than
using the Preview feature of SDII,
and you can save your setups for
each selection or portion thereof, just
as you would under SDII.

If you are using just one setting
throughout the material, you can set
up the process, start your source ma-
chine and your recording machine,
and then work on something else (as
long as it does not involve the
Digidesign card) while the plug-in
processes in the background. If you
want to change settings while the
audio plays (in the silence between
songs, for instance), you can instan-
taneously load a previously saved
setting at any time by double-clicking
on the file for that preset in the Load
dialog box.

WaveShell-RT’s ability to load pre-
sets on the fly is a step toward turn-
ing a Digidesign-equipped Mac into
a nice stereo console, perhaps for
some low-end mastering applica-
tions. But not all the pieces are in
place yet. For one thing, there is no
master output fader (the faders in the
plug-ins currently attenuate 20-24
dB). “We will be providing that,” says
Seva, “but we are not exactly sure
how. You could make the faders

CD

MANUFACTURING

CAsSeETTE DupLICATION
GRAPHIC DESIGN & PRINTING

DiGiTaL EDITING & MASTERING

1 800 527 9225

EASTERN STANDARD PRODUCTIONS, INC.
37 JOHN GLENN DRIVE BUFFALO NY 14228
(716) 691-76:31° FAX (716):691-7732

USF READER SERVICE CARD FOR MORE INFO

Great Prices.
Rave Reviews.
Oktava!

Oktava MK 219 and MK 012 high quality studio condenser microphones,
manufactured in Russia and now available in the U.S. from Harris Allied.
Select dealer inquiries are welcome.

800-690-2828 Southern CA 800-622-0022 Nationwide

HARRIS
% ALLIED ==

"The MK 012 is clean,
quiet and, like all the
Oktavas, remarkable value
for money. The MK 219 is
a legitimate and wonder-
ful vocal mic that stands
up on its own merits and
currently occupies the
slot of mic bargain of the
decade. If you have not
heard it, you need to. Itis
stunning.

-Zenon Schoepe
Studio Sound, April 1995

MK 219

DECEMBER 1995, MIX 93



AUDIO & MULTIMEDIA

switchable [between their existing
range and a full rangel, but another
idea which we like a lot is to have a
separate plug-in that you can just
drop in as a master fader that also
might have some extra-nice metering
on it. You would want to do that pre-
L1, because you don’t want to do
your fade after your dithering and re-
quantizing. You would want to fade
the original signal at its highest reso-
lution and let L1's requantizer do its
job to yield the appropriate output
stream.”

Another item on the wish list
would be a way of automating preset
changes and fades. This will become
particularly crucial once DSP parti-
tioning is in place, because it will not
be practical to manually load presets
into more than one plug-in at a time.
“One of the things we are still look-
ing at,” says Seva, “is snapshot and
continuous-controller MIDI-based au-
tomation, which could certainly run
from timecode. We will make it so
that you can save and load a snap-
shot of your setups while using mul-
tiple plug-ins, but that is not going to
be part of Version 2.0.”

PROCESSING TO

AND FROM HARD DISK

Even if you plan to record your ma-
terial to disk for editing, you can do
your rundown under WaveShell-RT,
then use your presets under SDII to
process the various selections on
disk. But under the shell itself, there
is currently no disk support, which
means you cannot process on the
way to or from your hard disk. “We
are going to add disk support to RT
in a later edition, but not Version 2.0,”
says Seva. “Whether we will support
SDII playlists or not, I do not know.
If we could get the format of the SDII
playlists, and we could also tie that to
timecode, that would be excellent to
do all that at once, so that you could
simply open a file in RT and play an
SDII playlist.”

In the meantime, there are a cou-
ple workarounds for the disk support
problem by using two Digidesign
cards. One option involves using
Deck II. “I did a Save Playlist as
Soundfile and saved it as a split
stereo file,” Seva says, “then opened
it in Deck. I put in some fadeouts
and other stuff, which I automated in
Deck. and then I played the file from
Deck in the background with
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WaveShell-RT in the foreground.”
With this sctup, you can make
changes to the plug-in setting in RT
while the file is playing back from
Deck.

Another option for processing
both to and from disk is to run
WaveShell-RT and SDII each on one
card. “I've done that with Pro Tools
442, Pro Tools III, Session 8. and Au-
dioMedia II cards,” says Seva. You
can run a plug-in on one card under
WaveShell-RT to process in real time
from an outside source, then run the
digital out of that card into the digit-
al in on another and record to disk
using SDII. Or you can use one plug-
in (in playback mode) under SDII
while playing a file or playlist from
disk (this plug-in does not have to be
a Waves product), then run the out-
put digitally into a second card and
use another plug-in under the shell.

Overall, WaveShell-RT
offers the tantalizing
prospect of a very flexible,
competitively priced system
combining real-time
processing with disk-based
recording and editing
(when used with SDII).

Flexible as this setup is, you still
are faced with the fact that SDII can
only play a file or playlist while it is
the active window. So you cannot
make adjustments or load setups into
your plug-ins while going to or from
the hard disk. Individual processing
for each selection can be handled by
recording selections to disk one at a
time through the shell with the de-
sired setup. or by destructively pro-
cessing each selection with the plug-
in under SDII. For instance, you
might record a series of songs to disk
through the shell, running Q10 with
a different EQ setup for each. Then
you could do your editing, band-to-
band leveling and normalizing in
SDII. When the file or playlist is
ready to roll, you could play it back
using C1 or Jupiter System’s MDT
under SDII for overall compression,
followed by L1 running under the
shell for final peak limiting and IDR
processing.

Depending on how much time
you think you can save (and how
much your time is worth), buying an
additional Digidesign card to enable
this kind of setup may or may not be
a wise choice. The least expensive
option is the AudioMedia II card,
which goes for a street price of about
$900 bundled with SDIIL According to
David Froker, Digidesign VP of prod-
uct marketing, the company has no
plans at this time to sell additional
cards at a lower price to registered
SDIT owners. (A PCI version of the
card, dubbed AudioMedia 111, will be
available for Windows PCs in Febru-
ary, with a Mac PCI version to follow
sometime in the second quarter of
1996.)

The AudioMedia II card is actually
particularly well-suited for use where
two or more cards will be strung to-
gether in series because it features 24-
bit digital I/O. “The S/PDIF and AES
protocols both support 24-bit digital
word lengths,” Seva says, “and the
S/PDIF ports on the AudioMedia II
card will accept a 24-bit digital input
and provide a 24-bit output. So it is a
full 24-bit board. All the Digidesign
boards use 24-bit processing internal-
ly. but the digital I/O of the other
boards only pass 16-bit signals.” This
means that the AudioMedia IT can ac-
cept 20-bit signals from an external
A/D converter. (If you are recording in
SDII, be sure to create the file as 24-
bit.) It also means that when chaining
two or more cards to use a series of
plug-ins, the additional bits generally
added by DSP processes will be re-
tained throughout the chain. Waves
recommends using L1 as the last
process in the series to allow IDR to
requantize the signal back down for
16-bit output.

Overall, WaveShell-RT offers the
tantalizing prospect of a very flexible,
competitively priced system combin-
ing real-time processing with disk-
based recording and editing (when
used with SDID. Given the various
current complications and constraints,
the system is still a work-in-progress.
but it is already a very useful tool in-
deed. It's clear from both WaveShell-
RT and the other WaveShell products
in the pipeline that Waves has put a
lot of thought into making plug-in
audio processing as versatile and
convenient as possible. |

Philip De Lancie is a mastering engi-
neer at Fantasy Studios in Berkeley,
Culif.
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INTERNATIONAL UPDATE

by Tim Moshansky

Le Studio

Montreal

CANADIAN
SNAPSHOTS

anada is a large country, but its popu-
lation is small compared to its big
brother to the south—about one-
tenth. However, we Canadians do re-
markably well when it comes to cre-
ating good recordings. We also have a
huge pool of talented producers and
musicians, many of whom defect to
the U.S. for the bigger markets and the
bigger budgets. Because Canada is so
spread-out geographically, most of the
recording is centered in just a handful
of cities, most notably Vancouver,

Head technician, John Vrtacic (center) checking out half of the board
at Bruce Fairbairn’s Armoury Studios, Vancouver, B.C.

Toronto and Montreal. To get a sense
of Canada’s place in the world of re-
cording, Mix traveled across the “True
North, strong and free” and spoke to
several producers, engineers and stu-
dio managers 1o get the scoop

VANCOUVER

Jim Vallance. one of Canada’s best-

known songwriters (Bryan Adams,

Scorpions, Aerosmith, etc.) built The

Armoury in 1992 in Vancouver as a
—CONTINUED ON PAGE 99

Wood control room (under construction) at Armoury Studios
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U's 1 new studio and a

legendary studio in one.

The Factory took over
the former Little Mountain
Sound’s Studio B last May,
bringing new blood and new
ideas to what for more than
20 years was Canada’s most
established, celebrated facility.
In its former life as Little
Mountain, the studio hosted
artists such as Bon Jovi, Bryan
Adams, Motley Crue, AC/DC,
Cher and others. Today. it is
co-owned and run by John
MacLean, an engineer/pro-
ducer whose greatest interest
lies in the indie market.

“I'd like to follow in Sub
Pop’s footsteps,” says Mac-
Lean, who also runs his own
independent label called Na-
tion Underground Records,
the Record Label. “In the past,
it was Porsches and Motley
Crue’s Harleys and people
camping out front to to get
a glimpse at Aerosmith, but
now it's more accessible to
smaller bands and to the indie
labels. And we're one of the
few indic labels in Canada
that have a major studio at
our disposal, so we're unique in
that sense.”

MacLean says he'd been driving
past Little Mountain for years and
considered it a pipe dream that he
might some day work there, much
less own it. But some months back,
he was cruising by for the ump-
teenth time and saw a for-lease sign
in front. “There was a vacancy of
about two months before I got it.”
he says. “1 had heard it was going to
be a cookie factory”

MacLean took over only Studio B
because it is plenty large for his pur-
poses: 1,200 square feet with a 22-

The Factory

Vancouver, B.C.

by Barbara Schulez

foot ceiling; the control room is 4350
square feet, and there are three iso
booths. (The gigantic former Siudio
A was taken over by a separate
company and divided into five re-
hearsal spaces.) The Factory's equip-
ment includes a G4-input Neve 8048
console with Flying Faders, and
Otari MTR900-IT and MTR-12 and
Studer A80 tape machines. Monitors
are UREI 813As with 838 Time-
Aligned crossover networks, KRK
7000s and Yamaha NS-10