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The Soundcraft DC2020
(Now available in 3D)

@ C 20 2 0 Already making a name for itself =~ Meanwhile, a compact external rack interface handles all
AL O QWINIP R in the world of post production,  additional audio connections without the need for re-patching.

our DC2020 just gained a whole new And all this in addition to the moving

dimension. Surround Sound. fader automation, touchscreen driven

Thanks to a brilliantly integrated machine control, video sync and

version of the renowned Magtrax™ system, the DC2020 on-board hard disk storage.
Surround provides fingertip control of up to 24 record/replay Discover more about the DC2020 and DC2020 Surround by
channels plus dedicated mix channel monitoring and metering. calling +44(0)1707-668143 today,

“e f ; I l
HARMAN INTERNATIONAL INDUSTRIES LTD.,, CRANBORNE HOUSE, CRANBORNE INDUSTRIAL ESTATE, ’ Ound ra
CRANBORNE RD., POTTERS BAR. HERTS. ENé 3JN, ENGLAND. TEL: +44 (0) 1707 665000 FAX: +44 (0)1707 660482

H A Harman International Company
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Editorial in Goodyer raises questions of censorship and sensibility
NEWS

the Pro-Audio Rental Network join a report from Audio 96, SAE's 20th and more...

Iinternational Columns funope, USA, Far Fast
—news and comment columns from Barry Fox, Dan Daley and Jim James

World Events Thexhibition seas roll on relentlessly.

FEATURES
/1c:3 YPGF/Recording

The YPCF project returns to AIR Lyndhurst with a wealth of new equipment
and a mission to push it to its limits in search of recording excellence

(i DI Boxes/Recording

Top professionals Geoff Emerick, John Hudson and Alan Parsons give their
verdict on a selection of modern, valve-based, Direct Injection boxes

7/ 1) Premium/Facility

Nothing breeds success like success, as the continued expansion
of Taiwan’s leading recording complex demonstrates

"/ Radio Mics/_
~ Broadcast-Live

A comprehensive survey of radio
microphanes and an intelligent insight into
a quickly evolving and difficult market

COMWMIINMIENT
<) John Watkinson

Is out use of digital signal processors generating
unnecessary problems in the audio chain?

(71 Broadcast

There are no winners at Eurovision—as Ireland’s
penalty for coming first again proves

DRAKE INTERVIEW

Mike ‘Spike’ Drake discusses his

: ) 45 Open Mic
reputation for g it troubled Michael Gerzon will be missed by many in the pro-audio
recording projects exclusively fraternity. Philip Newell recalls the man behind a legacy set

1o challenge that of Alan Blymlein’s in the history books

with Studio Sound

( =~ Soundin S News of the European Sound Directors Association and 3

Voices in the air,
fury on the floor.
The orchestra

in action at

Make sure you're on course with Studso Sound’s exhaustive events calendar AIR Lyndhurst.

See page 48

23 CEDAR FOR WINDOWS
Breaking free of DOS, CEDAR
builds its power under
Windows 95
29 STUDER D19 MICVALVE
Valve preamps and 20-bit
A-D conversion in a refined
Swiss package
33 PEAVEY PVM T9000
Peavey bid for the pro mic
market with a tasteful retro mic
35 WAVES TDM PLUG-INS
Compression, equalisation and
stereo imaging modules for
the popular TDM bus
37 NEW TECHNOLOGIES
The latest launches from the
Copenhagen AES Show

17 DENON DN-80R
Building on its reputation
for pro MiniDisc equipment,
Denon launch a portable
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One-Stop Digital Processing
‘. Penny & Giles' future-proof Audio 'MUIt.ib.rot:e'ssbr combines many -

‘exceptionally high quality processors in one flexible unit, to save
you time, space and money

SOFY KHEE
COMPRESSOR

up.to.16 channels of real time processing

Processor
Ratio:1

hold dB
Softness dB
Attack ms
Release ms
Gain dB

“with mult;iple independent processors in each-channel

plus user-defined internal routing for unique configurations

offering extraordinary levels of control

Booest dB 9.78

12 BASS-MID-TREBLEEQ [
Frequency Hz 4.09k [
Bandwidth 8ve 1.26
Band bypass 2 off

823 dB.0.0{ .

massive headroom frbm 32-bit floating point brocessing

. with unique algoi*ithms for excellent sonic 'q'UaIity

190 440 1760 | 7k 20k

24-bit digital or 20-bit A-D/D-A

PAHAMETHICEQ 0 Pemote CO"t[‘O' via RS422 & MIDI

Bandudit et choose from the expanding range of Pythagoras Audio

c Software, including Dynamics, EQ, and dedicated -
application packages )

1t 48 1780 T 20k

Y L1011 1 1 2 1]

Nustrated (from top):
DC16 Digital Controller

3l PP10 Audio Multiprocessor
il PP20 Audio Multiprocessor
PP20R Remote

Penny & Giles GmbH
Mauthstrasse 9,

Penry & Giles Incorporated

Penny & Giles Studio Equipment Ltd
* 2716 Ocean Park Boulevard,

Blackwood -

850489 Ingolstadt, Germany
Tel: (0841) 935030
Fax: (0841) 9350331

# 1C0S, Santa Monica, CA 90405, USA
Tel: (310) 393 0014
Fax: (310) 450 9860

Gwent NP2 2YD, UK .
Tel:  +44 (0)1495 228000
Fax: +44 (0)1495 227243



ANDY WOOD (pictured here
in AIR Lyndhurst's Studio 2) is a
charismatic freelance joumalist.

With a background in marketing for
both HW Intemational and Harman
Audio (UK}, he specialises in live
and studio production projects
and is a regular visitor to the

world’s pro-audio exhibitions.

NICK SMITH (pictured here
at Abbey Road with his Washbum}
has played with some of the UK’s
finest indy guitar bands. Despite
lack of recognition he is strangely
optimistic about his musical career,
writing, playing and recording in his
home town, Brixton. By day he is
Executive Edrtor of Studio Sound.

JIM JAMES left his position
of Marketing Manager at AMS
Neve to establish a media and

marketing consultancy in direct
response to the needs of the
audio and broadcast industries
in Singapore. EastWest
Communications is now enjoying
its second year in the business.
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Never mind the censor

wo news releases, both dated 6th June, recently appeared on the ‘wire’ news services. They
announced the intention of the UK Government to license data-encryption services ‘to safequard the
confidentiality of electronic information transmitted on public telecommunication netwaorks.
0f course, we can safely assume that the Government's actal qoal is as much to control the level of
security in common use as it is to safequard the communication of any particular party. The development
will not have surprised anyone conversant with the convoluted politics of data security and it bears close
comparison to recent events both in the United States and Japan.

The licensing story is more f{ully reported in next month’s Soundings but if you're wondering why
you're reading about data security in Studio Sound, I would further direct you to an earlier editorial
—'Enigma variation’ in September 1995’s issue—whicl was devoted to the possible implications of the
audio industry’s use of the wire to transmit sound and video before commercial release. The matter
of (any nation’s) government intervention in the information we wish to sent to each other brings up
the issue of censorship, however. I'm not talking about political or sexual subversion here, censorship
can have far more subtle ways of making its way into our world. Take, for example, the recent
American broadcast of an Ozzy Osbourne gig—mindful of the potential offense caused by Ozzy’s
more rock 'n’ roll lyrics, a tc electronic 1280 digital delay was used as a
profanity delay with the ability to substitute crowd noise for risqué words.
The man in the hot seat was Sound Engineer John Valenzuela. The
question arising, here, is a sound engineer’s qualification as censor.
On the basis of whose moral values and with whose authority were
the decisions to censor taken? Would you regard yourself as
qualified to drive the 12807

RETURNING TO DATA CENSORSHIP, it's satisfying to
note the trouble the America On-Line network got itself into when

it took the moral high ground over the word ‘breast’. Deeming its
use inappropriate to healthy communication, AOL censored any
communications in which breast appeared—and in so doing, ruined a
medical discussion group set up to cover breast cancer.

Not content with this relatively minor faux pas, America has recently
passed what it’s called the Communication Decency Act into US law. This has two direct
consequences, neither of which reflect well on America’s idea of decency: the first is that although
the Internet was ‘invented’ in America, to impose American legislation upon it’s use is to impose
American standards of decency on an international service. The second is that the Communication
Decency Act is apparently in direct conflict with the First Amendment. It is unsurprising, therefore,
that the new legislation is presently being challenged in the American courts.

I trust that by highlighting these instances, we can recognise that censorship is a difficult issue that
readily reaches far into our professional as well as private lives. And the explosion of electronic media
and communications mean that it, as well as new age piracy, is going to be increasingly relevant to
audio and video in the foreseecable future.

In assembling this editorial I have to acknowledge a particularly profitable discussion I had with
sometime Studio Sound contributor and general technical authority, Simon Trask (over an unsecure
telephone line). In the course of our discourse, he described the Internet
as being like a ‘digital city with no back alleys, sleazy areas or underground
clubs’. You may or may not want to live your life in any of these places, oo §
but I can assure you that they are essential to a healthy society.

editor
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Re-pro
announces
major new
initiatives

DENMARK-UK: A European
collective of record producer and
sound director institutions has
been announced at a high-level
meeting held at this year’s 100th
AES Convention in Copenhagen.
The European Sound Directors
Association (ESDA) has been set
up as a lobbying body to voice
concerns among sound directors
over the way they are paid both
by record companies and
collection societies.

Prompted by a widespread
ambiguity over the meaning of
the word ‘producer’ the initiative
is seen as a major breakthrough
in differentiating between the
common ideas of the term being
used to describe either the
record company or the creative
input behind a recording—the
‘sound director’.

The meeting—chaired by Peter
Felieul—outlined ESDA’s primary
aim as coordinating the activities

IS

Parsons. TIM GOODYER

Ve

\
of the Europe-wide associations
on behalf of the profession to the
European Commission and the
World Intellectual Property
Organisation. It is seen as the
first time associations of this
type have joined forces in order
to further common aims.

In a lively, and at times
emotional, meeting attended by
representatives from over ten
member or prospective member
countries, agenda items discussed
included: ‘Why do some sound
directors get paid royalties and
others not?’; ‘When is a producer
a performer?’ and ‘When should
engineers qualify for royalties?’

Hot on the heels of these
controversial topics came a
second meeting in London, at
Air (Lyndhurst) where the long
awaited Draft Producer Agreement
was announced by Re-pro and
the newly formed Producer
Managers Group of the IMF
(International Managers Forum).
The agreement, which is still in
its nascent form has been
circulated to major and minor
record companies, lawyers and
producers themselves. The IMF is
currently talking to two as yet
unidentified major record
companies that are interested in
taking the idea further.

According to the IMF, the benefit

]

GERNARNY: The 20th anniversary of the School of Audio
Engineering saw hundreds of guests descend upon the School’s
Munich studio for a tour and explanation of the operation’s
success, and future goals, from founder Tom Misner before moving
on to a picturesque restaurant for excesses of food, drink and
traditional German culture. Among the notable guests were AMS
Neve’s Mark Crabtree, Soundtracs’ Todd Wells and Producer Alan

")

\

of such a scaled-down document
is that it has the potential to
relieve both contracting parties
from much of the burden imposed
by the unnecessary bouncing-
back of contractual exchanges
during negotiation, allowing both
parties to concentrate on the real
business in hand: areas of genuine
commercial value.

In substance the thinking behind
the contract is to separate those
ideas which can be agreed and
are regarded as non-negotiabie
from a schedule containing the
elements unique to the contract
which may be subject to
bargaining. It is hoped that the
next stage in the development of
the agreement will be for producer
managers to put it into practice
in real situations. This may be
more difficult than it sounds, but
the IMF recognise that objections
could be critical to the way in
which they hone the terms in
order to provide a document that
can be more universally used.

At the moment the agreement
is more suited to UK-based deals,
as European and American
agreements are based on different
basic contractual expectations.
But the spirit of the agreement
should easily translated to respond
to legal structures beyond the
UK, and it is likely with the
formation of ESDA that these
contractual approaches will be
considered in the near future.

At what is thought to be the
largest ever gathering of producer
managers, the panel—chaired by
Steve Budd—put forward the
historical position prompting the
proposals for simplifying the
currently ridiculously over-
legalised procedures for allowing
the producer anywhere near a
band in the first place.

Introducing the meeting, Steve
Budd said: ‘The role of the record

producer has become recognised :

by the record companies as more
an more crucial to the success of
a record. However, this has been
coupled with a tendency to reduce
the monetary value in real terms
that producers earn from
advances. Often the producer is
seen as a potential profit centre
for the record companies, and as
negotiations become more and

more complex, so the producers
bottom line income has been
eroded by clawback deductions.’

While it could be argued that
record company legal departments
of will never stand for bringing
their hopelessly obtuse legalese
within the grasp of mere producers
and their management, there still
remains the glimmer of hope in
the form of the two majors who
seem to feel that after all, however
you word it, a good idea is
basically a good idea.

NICK SMITH

AUDIO 96, the name of the last
UK APRS show to follow the format
of the preceding 28 years, can
justifiably claim to have surprised the
majority of its critics. Certainly, the
show had enough pull to attract
Peter Gabriel through the door within
half an hour of opening. And alongside
Brian Eno’s official presence, other
celebrity sightings included Steve
Lipson, High Padgham, Sir George
Martin, Alan Parsons and current
Studio Sound interviewee, Spike Drake.
With the exception of the publisher of
one British musicians’ magazine
(‘Been here ten minutes—seen it all’),
all the exhibitors | spoke to claimed to
have at least covered their costs at

. the show, and the visitors to have

seen enough to keep them up to
date. Certainly, the atmosphere of
the event was relaxed and positive
—regardless of the absence of a few
‘key’ exhibitors.

It has been confirmed that next
year’s show will be amalgamated
with the Vision show to more
comprehensively address the
converging areas of audio and
video. The show will be called
Vision and Audio 97 and take place

- at Earls Court, 4th-7th November.

TIM GOODYER

UWHENEVER Brian Eno does
anything extraordinary-and let’'s
face it, that’s his job, and he's

- very good at it—people get

suspicious and cynical. This is
probably because there’s a
generally held doubt as to
whether the guy’s a total genius
or a complete charlatan. Eno
himself seems to be aware of

- this, and there’s a definite sense

of his new book-diary A Year with
Swollen Appendices being an

6 Studio Sound
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open-hearted attempt to set the
record straight.

Don’t be fooled by his
opening protestations about it
being a genuine diary that shifts
bias as he gets used to the idea
of publishing it. That’s bullshit.
Eno doesn’t do things in
anything other than a calculated
way and this-like just about
everything else he does—is a
piece of performance art.

And very good it is too. Apart
from being a rattling good read
it's also a remarkably good
example of the diary qua diary.
Political themes, artistic causes,
guarded self-consciousness are
all characteristics of this complex
and in many ways delightful
book. Characters develop
extremely well, the most engaging
being his two little daughters
Irial and Darla who steal the show
from the word go. There’s a great
scene when he’s trying to explain
the Solar System to them, by
drawing circles in the sand.

You won’t learn anything about
record production by reading
A Year With Swollen Appendices,
and you'll tearn precious little
about what it’s like to be a
creative genius (the appendices
themselves are not as clever or
interesting as he thinks they
are) but you will get the sense
of being propelled through a
book that will one day be
regarded as one of the
cornerstones of his career.
(Faber & Faber UK £9.99)

The pet project of producer
John Walters, Unknown Public is
a masterpiece of alternative music.
A quarterly CD music ‘magazine’,
Unknown Public (now in its
seventh issue) offers a uniquely
qualified insight into a diverse
collection of musical styles,
values and production values.
For the musically inclined, UK is
a listening challenge, consistently
opening up new territories
(musical and geographical) to
an audience endangered by
record company fiscal policy.
For those educated beyond
reproduced sound, UK'’s challenge
cuts deeper—given the room
and the musicians, what would
you do? The music is abundantly
different to rob you of familiar

The author of A Year with
Swollen Appendices
at the opening
ceremony of Audio 96.
Brian Eno is in demand

references and demand that you
justify your experience by
identifying musical imperatives,
production values and
commercial opportunities.

The current UPQ7 issue focuses
on The Netherlands and currently
concedes sieeve notes in four
different tongues (in keeping
with its 41-country circulation).
And if Walters’ pedigree in any
of these areas is under debate,
it’'s worth noting that his (1981
UK hit) Einstein a Gogo has just
resurfaced in a British Mercury
television ad...

Unknown Public can be
contacted on +44 1734 312580;
fax: +44 1734 312582. e-mail:
walters@gn.apc.org

TIM GOODYER & NICK SMITH

PRO-AUDIO EQUIPMENT
hire company FX Rentals has
announced the formation of PARN
—the Pro-Audio Rental Network—a
European collective of equipment
rental companies. As one of three,
founding, members of PARN, FX
has said that by offering its clients
a Europe-wide service, it will take
away a lot of the difficulties in
hiring gear overseas. Explaining
the move, Managing Director Neil
White said: ‘Through PARN, FX
Rentals’ clients can source
equipment in exactly the same
way as they always have, even if
the equipment is destined for an
overseas location. They will still
have FX's 24-hour support and
backup but we will be able to
reduce the expense by cutting
down on transport costs.’

NICK SMITH

NEWS

# Chiczgo’s Metropolis Media
Complex has purchased the first
AMS Neve Libra console to
compliment its Capricorn.

The purchase accompanies an
order for a Logic 3 console.
Metropolis Media Complex, US.
Tel: +1 708 941 3571.

AMS Neve, UK.

Tel: +44 1282 457011.

4 Austria’s ORF TV broadcasting
organisation is building two new
TV continuity rooms, both of
which will be equipped with
Genelec surround-sound
monitoring systems. Each will
comprise 1031As for the L-C-R
channels and 1094A for the sub.
Genelec, Finland.

Tel: +353 77 13311.

¢ Hong Kong has scored its
first SLS000j console. Kowloon’s
Avon Studio. The console has
been installed in a new Hidley-
designed room and will run with
a Sony PCM-3348 DASH
machine for music tracking.
SSL, UK. Tel: +44 1865 842300.
Sony, US. Tel: 201 930 1000.

4 Warner Bros’ Burbank facility
has added nine Fairlight MFX3s
and four Digital Audio Dubbers
to its existing two 24-channel
MFX3s. The Hollywood-based
film and TV house has opted to
replace its old multitrack and

mag film dubbers with the new
DaD systems for dubbing duties.
Fairlight, UK.

Tel: +44 171 267 3323.

Fairlight, US.

Tel: +1 213 460 4884.

# The Netherlands’ Studio
Michael Mulders post house has
opened a new editing and film
dubbing room with a DAR Sabre
Plus and Yamaha 02R. On the
music front, Zwolle’s Hulst
Recording has installed a
Soundtracs Solitaire and Dutch
recording artist Robby Valentine
has a new project studio with
an autorated 32-channel
Soundtracs Solitaire.

DAR, UK. Tel: +44 1372 742848.
Soundtracs, UK.

Tel: +44 181 388 5000.

4 The Redmond, Washington
teleproduction facility of
Microsoft will be home to two
SSL Axiom digital production
systems. Further south in the
US, Florida’s Latin recording
hotspot Kokopelli Sound Studio
has added 39 channels of
Uptown 990 automation to its
Neve 8068 console and the Full
Sail Real World Education facility
has become the first audio school
to installlan SL9000j.

Uptown Automation, US.

N drier

Tel: +1 616 695 5948.
SSL, US: Tel: +1 212 315 1111;
+1 213 463 4444.

¢ Radio Guangzhou recently
miked a 15,000-voice choir and
500-plus orchestra as part of a
television tribute to Chinese
composer Xian Xingha. MC736
and MC737 shotguns took care
of the choir, while MC742 stereos
were used on the orchestra.
Additional U700 radio systems
were used for the announcers
presenting the concert for China
Central TV which was staged
with a 40,000-strong audience.
beyerdynamic, Germany.

Tel: +49 7131 6170.
beyerdynamic, UK.

Tel: +44 1444 258258.

4 Syrian National TV and Radio
has invested in six Soundcraft
B800 consoles, a Series 30
broadcast console and two Venue
PA consoles. The Venues are
being used in live-for-broadcast
recording, the Series 30 for TV
work and the B800s are part of
a station update.

Soundcraft, UK.

Tel: +44 1707 665000.

¢ dB Postproduction, in London’s
Soho, has recently installed its
second 32-channel Audiomation
Audiomate system running on
an MTA console. The new
pairing is a duplication of an
existing arrangement and feeds
an AudioFile Spectra.

dB Postproduction, UK.

Tel: +44 171 287 9144.
Audiomation Systems, UK.

Tel: +44 1207 529444.

# San Francisco saw the
opening of the Sega Music
Group studios recently. Created
to produce original CDs for
distribution by PolyGram records,
the facility has two rooms—the
studio bau:ton Studio A and
Studio B which was modelled on
its sister and contains a 56-input,
8-bus Mackie console with
Ultramix, Genelec 1032A
monitoring, Pro Tools 3 and
ADAT XT MDMs.

Mackie Designs, US.

Tel: +1 206 487 4333.

Alesis, US. Tel: +1 310 558 4530,
# London’s Complete post
facility has become Europe’s first
Avid Media Spectrum site.
Media Spectrum integrates
comprehensive video facilities
with 48kHz audio and will run
on the Onyx R10K platform and
will be ATM networked.
Complete, UK.

Tel: +44 171 379 7739.

Avid Technology, UK.

Tel: +44 1753 655999.
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Rugged Switchcraft® Jack Panels Choose The Look You Like

Switchcralt’'s new TTP96 Series
Jack Panel (shown in photo) is built
to last. It features corrosion resistant
nickel-plated jacks, a steel frame for
superior jack life and an aluminum.
black anodized face and cable sup-
port bar. Switching arrangements
available in full normal, half normal
and open circuit. Fanned solder ter-
minals make solder connections sim-
ple, and an offset ground terminal
makes common ground buss con-
nection eusy. .

Request NPB #448 for the TTP96 The D series of Q-G® connectors offers a choice

Series. CHU +44(0) 1705 661579 for of satin, pebbled, or black metal finish for panel or
product pricing and delivery. chassis-mounting. Choose from 3 to 7 contacts or

pins with silver or gold plating. Shown above, left to
right: D3F (pebbled), D3FS (satin), D3M (pebbled)
Need a quality connection for a compact application? and D3MS (satin). For black finish order D3MB or
'] " = = D3FB.
We ve got lust youl' SIZE! Request Switchcraft's AVP-3 catalog for more infor-
mation. Call +44 (0) 1705 661579 for product pricing
and delivery.

Patch Cords In 6 Colors

Switcheraft® audio patch cords feature 3-conduc-
tor .173" diameter telephone-type (TT) plugs and are
available in a variety of colors and styles. Choose
black. red, yellow, green or blue as braided or over-
molded; gray is available as overmolded only.

Request Switchcraft’s Molded Cable Assembly and
Patch Cord Guide for details. Call +44 (0) 1705 661579
for product pricing and delivery.

Durable Q-G® Audio Connectors
Switchcraft's patented fini Q-G® connectors offer the same quality as our — _ =
industry-standard full size Q-Gs, but are ideal for compact applications.
Tini Q-Gs are used in wireless and lavaliere microphones or wherever reli- a
able compact connections are required.

¢ Choose 3 fo 6 pins/contacts.
o Siiver-plating is standard, gold-plating optional. 1SO
« Available os cord plug, PC and panel mount. 2001
¢ Large opening in cord plug strain relief accepts cable

up fo 170 inch diameter.
¢ Black inserfs.

Preferred by audio professionals the world over,

Raytheon Electronics Switcheraft,Inc. Switchcraft Q-G® connectors, such as the A3M,
¢/o Raytheon Marine Europe A3MBAU, A3FBAU and A3F (shown left to right),

________ Anchorage Park teature unsurpassed durability with a choice of fin-
EWII'GhGI'af'G Portsmoufh PO3 5TD ishes and contact platings. High performance inserts

United Kingdom
Tel: +44 (0) 1705 661579
FAX: +44 (0) 1705 694642

are available in Switchcraft® green or black with gold-
plated or silver-plated contacts. A rainbow of colored
flex reliefs also available. Solder terminals rotated
for easier access and soldering.

‘ aﬁpf/ﬁ{(@ wwwiaytheon.com/re/ S\S".’C'hﬂgd , Request Switchcraft's AVP-3 catalog for details.
Switchcraft® - Consistently Excelient Since 1946, Call +44 (0) 1705 661579 for product pricing and

delivery.




| JOHN WATKINSON |

r'd . C W N

The popularity of digital processors and the decline of signal testing has

put junk into the audio signal. How about returning to some old values?

s audio professionals, we make a living

our of manipulating sound in a way

which ends up to someone’s liking.
Temporarily we may do it to no-one’s liking,
but this is a poor long-term strateqy. As in all
professions we are distinguished from labourers
in that we do not offer our physical strenqth to
the market; instead we bring the ability to use

tools, which is a skill.

In the case of the woodturner, the
number of tools is quite small. A lathe,
some chisels and a sharpening stone will
provide a good start. However, without
the appropriate skill these tools will not
produce the desired result, possibly
leading instead to the local accident
and emergency department.

In audio engineering, the tools are quite
different; but the underlying principles
are not. As in all evolving technologies,
the tools of the audio engineer are in a
state of change. Now, I have never had a
problem with technological change per
se, but I find it hard to justify the use of
technology for its own sake. The require-
ment is to store and manipulate sound,
and the technology is quite irrelevant as
long as all of the criteria are met.

Unfortunately, one of the side effects
of advancing technology is the need of
the manufacturer to provide ‘better’ or
‘mewer’ equipment. In the good old days,
equipment design was a battle with noise
and distortion, and elements which
impaired frequency response. Users spent
a good deal of time testing signal quality
before using equipment. Newer and better,
then, meant audibly better. Today’s
materials and components are such that
this battle is virtually over. How, then, is
the manufacturer to make a ‘better’ model.

One answer has been to put more
knobs on it, to give it more functions, to
make it programmable, to style the box
and so on. While digital recording has
done wonders for sound quality, the
downside of digital is that many products
have become much harder to use than
their analogue predecessors. Because the
digital domain was superior for audio
recording, it was assumed that the digital
domain was better for the control surface.
Quite a false assumption I assure you.

In the high-tech approach, the first
generation of over-complicated boxes
established that this ‘more functions’
approach is normal and desirable. The
next generation over-complicated-box
may actually sacrifice sound quality to
achieve what is perceived as required for
this year’s degree of functionality. And
because people have got out of the habit
of testing things, that poor quality enters
the chain. A case of more is less.

THE TIME WASTED fighting
the over-complication of some of today’s
products erodes time which was tradition-
ally spend on making sure that everything
is working properly; performing line-ups
and so on—a case of not being able 1o see
the wood for the trees. People tend to be
carried away by the glamour of high
technology and assume that enough
technology will guarantee success. Worse,
people assume that technology is capable
of anything, even when this requires
violation of established laws. It doesn't
matter what's wrong with the sound,
putting some fancy processor in will fix it.
Unfortunately, if the required fix is
impossible, or if the extreme parameters
being used in some desperate repair
process are having side effects, it is
usually the equipment which gets the
blame, closely tollowed by a request for
a more advanced model. This is unfair.
It's the poor workman blaming his tools.
If we chose to use some process to get
out a hole, and the results are imperfect,
we should blame ourselves for being in
the hole, not the imperfect process.
Compressors are a good example. While
it might be impossible to compress the
dynamic range of solo instruments prior
to a mix, compression of mixed track,
or compression of a signal from a
microphone which is sensing several
instruments is theoretically impossible
without audible artetacts. If we hear
artefacts we blame the compressor when,
perhaps, we should be blaming ourselves
for thinking of using compression.
Microphones are another example.
A microphone is like a cainera and has
a field of view. Put it in the wrong place
and the perspective is wrong. Too close
and sibilance, tip-up and breathing
noises are yours, with a host of effects
units and pop-up screens to remove the

‘deficiencies’ in the microphone. In fact,
the microphone is just doing its job,
reproducing the sound at the place where
you put it. Put the mic in the right place
and these problems simply aren’t there.

Digital audio was oversold, particularly
the myth that testing was unnecessary.
One of the biggest problems of digital
audio has been the misuse of the
available dynamic range. Analogue
consoles had developed to such a
standard that a reasonable result would
be obtained with the levels some way
out from optimum. Operational slackness
had set in. With the unforgiving nature
of digital clipping this was revealed.

To avoid a deterioration of standards,
we have to hold on to protessional audio
basics. These have not changed with
technology nor do they need to. A
professional approach to sound quality
requires that every item in the chain
shall be under permanent suspicion in

If we hear artefacts we

blame the compressor when,
perhaps, we should be blaming
ourselves for thinking of

using compression

several ways. In order to above suspicion
we must answer the following: has it
been designed and built to sufficiently
high standards and tested to show that
they are met? And are all of the controls
set to values that the unit has a chance
of executing properly?

Apart from a few exceptions, if you
are using equipment which is not above
suspicion, you could be on thin ice.

One way of thickening the ice is to
simplify the system. Following Murphy’s
Law, the fewer boxes the signal goes
through, the less chance there is of
damaging it. Instead of doing it wrong
and fixing it later, why not just do it right?

S
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WorldNet™ audio codecs and peripherals are

the proven and effective solution to the
worldwide acquisition and distribution of full
bandwidth stereo audio over direct dial

digital circuits such as ISDN or Switched 56.
MCE 800 - the elegant solution to

the distribution of multi-channel
audio over T1 and E1 digital
circuits. Up to eight simultaneous

channels available.
DSM 100 Digital Audio

Transceiver - uniquely provides
the combination of high quality
coding, low coding delay and error
immunity essential to the
professional audio community.

MCD 800 - for point to multipoint
distribution the decoder

MCD 800 MuLn-have u incorporates demultiplexing for up
to eight simultaneous full
bandwidth audio channels.

Pro-Link ISDN Manager -
incorporates a direct dial-up
adaptor and maintains maximum
transmission security at all times -
for both audio and other high
speed data requirements.

I A = RMC 240 - using the embedded
&-— . i m data facility on all APT codecs, the
ancog Pl o e DRI RMC 240 provides complete

wer
------. remote control over all DAT

functions.
DRT 128 Digital Reporter

Terminal - delivers high quality
stereo audio from remote
locations. Lightweight, rugged and
portable, the DRT 128 is the ideal
solution for the mobile reporter.
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AUDIO PROCESSING
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Headquarters Tel: +44 0 1232 371110
Japan Tel: +81 3 3520 1020
United States Tel: +1 213 463 2963



Whatever will be,

will be

n April 25th, part of the fabric of the American recording industry
passed into history. Power Station was founded in 1979; at the
heiqht of the glory days of independent commercial facilities,

Tony Bongiovi's new studio was the Taj Mahal of technology in both

appearance and vibe.

Over its 17-year history, Power Station hosted thousands of
recording sessions which produced over 400 gold and platinum
records for such artists as The Rolling Stones, Eric Clapton,
Bruce Springsteen, Barbara Streisand, Mariah Carey and the
Spin Doctors. Bongiovi himself was the apotheosis of what an
independent recording studio owner was supposed to be:
brash, brilliant, full of himself (and other organic material) but
capable of delivering the goods.

I remember getting tour of the place some years ago and
looking at the upstairs room that he had turned into a shrine
1o his younger cousin and then-protege, Jon Bon Jovi, with
clothing pretty much left where it was thrown while Jon and
Tony plotted the first Bon Jovi record there. Tony and Jon had
a falling out not long after. Another relation left the studio
and went to a competing facility in Manhattan, with no love
lost between the two of them. Tony Bongiovi is an intense
man, with an ego to match his accomplishments. And a
temper, reportedly, that possibly exceeded both. When
Power Station was riding the crest of success’ wave, Tony was
regarded as a visionary; those same characteristics came to be
viewed, when the troubles started, as hubris and egotisn.

The truth, as usual, lies somewhere in the middle. Tony took
out a $3m loan in the early 1990s to build a postproduction
room. It was beautiful but expensive, and it came at a time
when the economy was in shambles, when the commercial
advertising business in New York was evolving from for-hire
facilities into home-based ones, and when the film industry
was virtually shunning New York in response to absurd
demands from the city’s grip and gafter unions, unions thar
eventually caved in when they realised the extent of the
damage they were inflicting upon themselves and the city.
And Tony Bongiovi, historically and temperamentally not a
candidate for the Diplomatic Corps, was taking a lot of the
way the events affecting Power Station, personally. Now add
to this a rift between him and main partner Bob Walters, who
left shortly after. It was now Tony against the world.

The stage was set for an American tragedy of classical Greek
proportions. Tony Bongiovi claimed that while he pursued his
technological vision for Power Station, the day-to-day business
of running it was mishandled. Conversations with those who
were there during that period offer a very different story, one
which casts Tony as trying to buy back a position in a business
that was responding to stronger forces than money. When all
was said and done, Tony was facing increasing debt, armed
mainly with a sense of denial as strong as anything he'd ever
undertaken. He had suspended payments on the loan, then
declared bankruptcy to protect the studio’s assets, including
some of those acquired with the funds from the loan. His
reasoning? They should never have lent him the money in the
first place! Tony reached out the the media, calling to say that
Power Station had entered into a joint venture with a New
York-based content development company, one that,
unfortunately, didn’t have a listing in the New York City
telephone information directory. Tony tried a lot of tactics

New York’s Power Station: the site of a pitched battle between yesterday’s
visionaries and today’s mercenaries IDAN DALEY hosts the inquest

during the year-long fight, losing friends, allies and possibly
years off his life in the process.

IN THE END it was for nought. On April 25th, in an
auction conducted by Rabin Brothers Auctioneers and
attended by an estimated 500 people at the Manhattan Centre
in New York and 200 more at the Buttertield & Butterfield
Auction Gallery Hollywood facility linked by video, Power
Station was taken by a lot bid of $5.3m by Japanese recording
studios owner Takashi Kanamori and a group of Japanese
investors. The bid was apparently enough to satisfy the
reported now-interest-swollen $4.175m debt owed to the
bank, plus the court costs of the suit, as well as the estimated
six-figure cost of the bi-coastal auction and several hundreds
of thousands of dollars in unpaid real estate and sales. Tony’s
denial, his weapon of first and last resort, never faltered, right
up to the very end.
According to inside
reports, he attempted
twice to gain entry to the
building prior to the
auction, which was then
placed under 24-hour
guard and whose locks
were changed. Even after ‘ Ry § v
the sale, Tony told anyone
who would listen that it
could still be legally
blocked. Very tew were
listening at this point. The
last time I enquired, 1
found out that Tony was

in Japan, working on deals
10 build new studios there
and elsewhere in Asia, as
well as pursuing financing
tor a series of Power

Station Cafes around the
world-he still owns the
name, if not the studio.
Other reports have him
filing court motions to
block the sale, even as the
new owners are measuring
the studio for a fresh coat of
paint. The studio once known as Power Station will still be
there, and it will still be a recording studio, albeit under
another name. But the recording business is a different one
now than it was in 1979. It's a corporate environment, with
studios placed as cogs in the great machine of a culture that
has become America’s main profitable export. And like many
of the other American engines of culture, it now has foreign
owners. There might not be a place for a mad genius in this
business anymore. I believe that Tony will find other ventures
that could be just as successful as Power Station was during
its heyday. And the studio, whatever it will be called, will still
be a major facility in a major city. But the synergy that it had
under Tony Bongiovi's reign won't be there anymore. Some
might say that's for the better. But it also says that the time for
those sorts of intensely personal adventures, on that kind of
scale, in this business might also be over, perhaps forever. &

t

-

Doris Day (right) and pet poodle discuss
the future of the NY recording scene
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The end of an era

The death of Alan Blumleim offers lessons that may prove valuable to those
documenting the achievements of Michael Gerzon writes BARRY FOX

ichael Gerzon died early in May, at the age of 50. For years he had

been struggling against two different il lnesses that would each

have wrecked a lesser man. After a spell at the Mathematical
Institute in Oxford, Gerzon worked for 20 years as a consultant on digital
audio, video and computer projects. As his partner on many projects,
Peter (raven, put it ‘What Michael does now the world will want in
30 years time’. His partner on Ambisonics, Professor Peter Fellgett told
me years aqo, ‘| work on the very simple principle that if we disagree,
Michael is right’.

My lasting memory of Michael will be my first. CBS (later
bought by Sony) was demonstrating SQ quadraphonics in a
Park Lane hotel back in the 1970s. We heard a demonstration
of sound effects rattling round the room and got the chance
to pretend we were sitting in the middle of an orchestra. The
CBS people then launched into a highly technical explanation,
with much talk of vectors. From the back of the room, a young
man stood up, holding a flimsy square cage made out of wire.
He turned it inside out to explain vectors in a language that
even I understood, and went on to challenge the CBS theory.

During the 1970s, relations between CBS and Michael
Gerzon got progressively worse. Every time CBS would give
an AES lecture, Michael would pop up and ask challenging
questions. He wasn’t doing it for fun, or to look clever, or to
harm CBS. He was doing it because he firmly believed, and
had the maths to prove it, that none of the quadraphonics
systems would be right for hi-fi in the home.

Behind the scenes, complaints were lodged with the Oxford
authorities and Gerzon was ‘carpeted’. He admitted to me that
he had to be careful what he said and how he said it. All this
may well have cost him an academic career.

What I shall always remember about Michael was his
extraordinary ability to make even the most complicated
concept easy to understand. He pitched his explanation at
exactly the level of whoever he was talking to, without ever
sounding even slightly patronising.

Michael would phone me every few months to plant a few
thoughts, gently correct me where I'd got something wrong
and explain what I couldn’t understand. I always wanted to
listen to whatever Michael had to say, at whatever time he
called and for however long he wanted to talk. It made such
a welcome change from listening to the Managing Directors,
Director Generals and Public Relations Executives who are
paid vast salaries to shape policy and pontificate on subjects
about which they know nothing.

I cannot help comparing Michael Gerzon with Alan Blumlein.
Both were thinking decades ahead of their time. Both died too
early. Both were fully appreciated only by the people they
worked with. The difference is that Blumlein died in the war,
while engaged in secret military work so it took years for a
wider appreciation to start to seep out. Then, in the hope of
seeing a book published, Blumlein’s family encouraged those
with first hand information to send it to IEE member Francis
Thomson, who said he was writing a biography. More than
50 years after Blumlein’s death and more than 20 years after
Thomson started collecting the material, there is still no
biography. Thomson has still not done as he agreed with the
Royal Society in 1992 and handed over Blumlein’s papers for

*"_

i

safe keeping.

If nothing else the Blumlein experience has ensured that no
similar mistakes are made with Michael Gerzon’s work. To
the best of my knowledge, nothing he did was classified as
a security risk and there are too many people who worked
closely with him, and respected him, to let any one person
monopolise his archives.

EUROPE IS NOW FAMOUS for the widely
ridiculed Eurovision Song Contest. In essence this is because
the singers representing each country sing songs which are
often an embarrassment to the local music industry. The
event is broadcast live, and viewers get their kicks from seeing
the panel of international judges award ‘nil points’ to entrants
from countries they do not like and ‘dix points’ to political
allies. It's a peaceful alternative to war.

Behind it all there is some very impressive technology at
work. This year's event came from three separate stages in
Oslo’s Spectrum Stadium, and was covered by Norwegian state
broadcaster NRK. It has sparked an engineering debate on the
most efficient use of wireless microphones.

Sony made the running with press announcements on the
use of its WD-880A Spectrum Divider. This claims up to 60%
more audio channels in the allocated band—but BBC engineers
do not agree with Sony’s theory or practical solution.

In Europe each country allocates three UHF tv frequencies,
in the band 774MHz-820MHz, for low-power radio microphones.
Each television channel is 8MHz wide, and can accommodate
ten high-quality radio transmissions. So, in theory, a studio
should be able to use 30 radio microphones at the same time
without interference or breakthrough between them. In practice
it has so far been possible to use only half this number.

As well as transinitting on its allocated frequency, each
microphone generates harmonics. These and the fundamentals
intermodulate to create signals which interfere. So the number
of microphones has to be limited. Instead of treating the three
TV channels as a single 24MHz slice of the frequency spectrum,
Sony’s system trims the width ot each channel and keeps it
separate. Band-pass filters between the aerials and receivers
divide the incoming signal into three channels, each 6MHz
wide, with a 2MHz guard band in between. Each TV channel
then acts like a pipe, feeding eight high-quality microphone
signals to the receiver. Spurious signals from other channels
are blocked or lost in the guard bands.

Sony tested the system with 20 microphones at Norway’s
national music awards, Spellamanspriesen, and then used
24 microphones for Eurovision. If European governments
will approve the use of six television channels, next year’s
Eurovision Song Contest will be able to have 48 microphones
working simultaneously.

The BBC's analysis of the interterence problem shows there
are two quite different intermodulation mechanisms at work
—one is in the receiver, when it is hit with two adjacent
frequencies which mix and overload the input stages. There is
also intermodulation in the radio mic transmitters. The signal
from one microphone is picked up by the transmitter aerial of
another microphone. It then feeds back into the amplifier
circuits, creating intermodulation signals which the radio
microphone then transmits. The BBC's fix for this is to put
unidirectional circuitry in the microphone transmitters so that
they can pump out power, but not receive it.
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How do you improve on the most
successtul professional multitrack tape
reccrder of all time? Listen to your cuslomers.
Do =ome heavy thinking, and...

Make the transport four times faster
and Hut it under constant software control.

Incc rporate advanced onboard digital editing
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- N FAR EASTM
Burning ambition

The explosion of trade shows has scorched exhibitors and their budgets
around the world—but while the cause is the same in the West, the effect
in the Far East is as unique as the territory writes JINM JAMES

was going to write about the two major audio shows happening in For those who had planned ahead, Broadcast Asia was a
consecutive months here in Singapore-Broadcast Asia that has just ~ good place to meet some of these potential agents, as by all

. . accounts direct sales were minimal, and with DTI sponsorship
closed and PALA is about to open. Then I read John Watkinson and of up to half the costs of attending, missing such an opportunity

counted in excess of 40 shows scheduled for the remainder of this year ~ would seem inexcusable.

. - . The same governmental support applies to Pro Audio Light
in the World vents page of last month’s issue, and hqurod that we have Asia, the annual show which has expanded its remit to include

all reached the same conclusion—how many shows do weneed and ‘professional recording; CD manufacturing; duplication; public
h d . ? address; live sound; disco lighting; lasers; special effects and
what do ween up domq at them? associated equipment for the leisure; presentation,

It never ceases to antaze me how much money is spent on entertainment; music and related industries for the entire
mounting an exhibition, how many R&D deadlines are driven  Asian region.’
by show dates, and how many days are lost in transit, on This is an ambitious but understandable target market, for
stands and in recuperation. the music industry in South-east Asia is probably one of the
I'm just getting back to the state of good health that [ most sluggish in the world, but sound reinforcement and live
enjoyed before Broadcast entertainment is booming. Last year the show attracted over
Asia. According to the 4,500 people, and this year the IIR organisation aim to attract
The pro”fer‘ation of trade  organisers this was the a near 6,000 number to see the 300-plus exhibitors.
biggest yet, with over
shows in Asia over the last few 9,100 visitors from SONME MANUFACTURERS have made the
34 countries coming here understandable decision not to attend both Broadcast Asia
years has been as a result of  to see the latest offerings and PALA, among them AMS Neve who missed the first, and
on 564 stands. But, of SSL who will not attend the latter. Broadcast Asia is squarely

two things; statistical and  course, these were not the  targeted at the TV and radio stations, and naturally as audio
latest releases, as the NAB  follows video, postproduction facility staff were seen heading

anecdotal evidence of the size  scoops up all the new for the DAW’s on show, while PALA is very much a live and
launches and recording show.
of the mar‘ke'[, and the belief announcements to be For distributors the decision is not so easy, as for most
made for the first six their services cover all A-V applications, and with the
that a show presence means  months of the year, with exception of some of the larger pieces of equipment, sell
companies waiting until equipment which is found in all installations. The reality of
market penetration. Certainly the American AES or it is that in Asia there is an overlap of operations and people,
Luropean IBC to fan the and many of the attendees of Broadcast Asia will coming
the market is ]ar‘ge’ butitis not flames of competition. back down tor PALA.
As Broadcast Asia has Some manufacturers will have two bites at the market,

a hew frontier ahymore and we  got bigger, covering more as is the case for Amek who demonstrated its new DMS
floor-space, the 9,000-plus console on the Team 108 stand and will have its own stand

are enter‘ing a phase of intense visitors looked pretty thin at PALA. This sensible arrangement shows a degree of

on the ground, especially cooperation and trust essential for servicing the market
Competition not p|UndeI" as they were spread over properly and profitably.

four days which most The proliferation of trade shows in Asia over the last

think is too long. few years has been as a result of two things; statistical and
However, there seem to be many benefits to having a show anecdotal evidence of the size of the market, and the belief
which is not full-on all the time; the opportunity to get a that a show presence means market penetration. Certainly
proper demo, look at the competition and chat with the market is large, but it is not a new frontier anymore and
colleagues—forget the ‘first day of the sales’ crush of NAB. we are entering a phase of intense competition not plunder, a

Broadcast Asia is only once every two years, and this year time which require good local partners and patience.
was held at a difterent venue to Telecom Asia and Network But returning to the original point, how many shows
Asia, so the people walking round the stands actually meant do we need and what do we do at them. Good salespeople
to be there, and according to the salespeople I have spoken naturally know all their customers, a good communications
with the quality was good, but not really representative of department can liaise with an agency based in the region,
the whole region, with the combined factors of the NAB and work up appropriate direct mail pieces and use database
growing number of national shows reducing the gravitational ~ marketing as a highly effective complement to advertising;
pull of Singapore. coordinated these can provide the air cover and generate the
This is, perhaps, also as a result of the maturing nature of leads for telesales and eventual roadshows, all of which can

distribution in Asia and the changing of the traditional role be done with greater control from the privacy of the office.
of Singapore as the entrep6ot. With new free-market policies Of course, a decision has to be taken on who to commission,
being adopted by governments, notably India, and a which of the increasing number of magazines should be
sophisticated network of subdealers being managed by large graced with advertising and selection of mailing lists for
regional trading houses out of Hong Kong and Singapore, the  accuracy, which hotels are good value, all of which probably
traditional role of shows should be re-evaluated. need a bit of market research; see you at PALA. @
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Good to know the mUSiC will
sound just as gl‘eat

ten years after!

To make sure everything plays as perfectly tomorrow as it does

today, professionals choose a classic tape for maSte ”ﬂg and
archiving. with studio Master 911 by

3ASFE, you'll improve on dynamic range.

Edge tracks are fU” UnCtIOnaI
There’s addltlonal protection .
against shedding and sticking. And, extremely high archwablﬁty thats
been proven time and again. So the music stil SOundS'great

o
aven ten years after. -

For information, call UK; Tel. 0181-908 8340, Fax 0181-904 6052; Int'| Mktg, Germany: Tel2062f-5920 366, Fax 0621-5920 299
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4 moro mic/line chs.

Studic-grade mic preamps

4 sterec line chs.

2 au« sends peach.

2 ste"eo aux retams-

Efx return to mon tor

Aux 1 Pre/Post switch
3-band H] wiLo Cut ites
Mutes or every channell

4 huses via Mute/ALT 3-4
Easy metering via PFL Solos
Control Rcom menito~ng
Headphone output

4 channel inserts

XLR & Y4" outputs
Multi-way mete-ng
Sealed rotary controls
Built-ie power supaly

1995 Mackie Design
Incorpe-ater
All Rights Resarve:

12x2 MIC/LINE

MIXER

NEW MS1202 VILZ

THE ORIGINAL MS1202 TOOK SMALL MIXERS IN A
NEW DIRECTION. JUST THINK OF WHERE YOU CAN GO
NOW THAT WE'VE ADDED A DOZEN NEW FEATURES.

— 1 3-BAND EQ on all
channels, PLUS. ..

2 LO CUT FILTER (Chs. 1-4).
dramatically extends
useable bass EQ by cutting
stage rumble, mic thumps,
etc. just like on our &eBus
and SR Series, VERY
IMPORTANT!

3 60dB GAIN on on first

4 channels via balanced
mic inputs.

4 VIRTUAL PAD on first

4 channels (line inputs
only). 10dB attenuation
with trim all the way down;
Unity at 9:00 so you can
add even more EQ to
already-hot signals.

5 -10dBYV RCA TAPE OUT
INTERFACE

6 ALL INPUTS & OUTPUTS
BALANCED (except RCA-
type tape inputs)

For 5 years, our Micro
Series 1202 12-ch. mixer has
toured with superstars,
gathered network news,
pinch hit next to mega-
consoles. . .and has been
the main mixer in a lot of
home studios.

All that time, we've
been reading warranty
cards for suggestions on
how we could improve the
MS1202.

This is the result.
Same great value. Same
built-like a tank
construction. But with
some exquisitely handy
new goodies that make it an even
more effective tool for recording
and live performance. Including
3-band EQ, balanced XLR
sutputs, PFL Selo, channel mutes
twith Alt 3-4 bus) and multi-
source Control Room monitoring.

Visit your Mackie dealer
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7 PFL SOLO on all channels
makes level-setting via
meters easy, Interrupts
Control Room/Phones
selection & ignites Rude
Solo LED.

- 8 VLZ (Very Low Impeaance)
circuitry for pristine
sound. .

10 AUX 1 PRE/POST global
switch.

1 EFFECTS TO MONITOR /cts
you add reverb to your stage
monitor mix, just like with
our SR Series.

12 CONTROL ROOM/PHONES
MONITORING w/level control
lets you select any combina-
tion of Main Mix, Tape In and
Alt 3-4 signals for Phones,
Control Room & meters.

#the MS1202 VLZ's Plus you can re-route it back
- . to the main mix!

in stock right e 13 MUTE/ALT 3-4 routes
now) or call your -+ o E;:;in mix to separate stereo
Mackie 9 BALANCED XLR '

switchable 30dB pad for
connecting to Mic Level
inputs.

detailed information.

MACKIE.

Mackie Designs Inc. ® Woadinville ® Washington e USA



Denon MINIDISC RECORDER

Denon DN-80R portable recorder combines the key elements of professional location recording with the convenience
of the MiniDisc format DAVE FOISTER weighs up big-build standards and compression compromises

MINIDISC WON THE WAR with
DCC long ago as far as professional users
are concerned. The use of data
compression on both meant that neither
was going to get used as a mastering
medium, but while DCC had no
discernible  advantages  for  the
professional, MD’s combination of
CD-style access and reusability made it
just what certain areas of the business
had been waiting for. Keith Spencer-
Allen’s survey of the format's use in
broadcast and elsewhere (Studio Sound
November 95) shows how well it has
succeeded in those areas, and surely this
has helped keep it alive and developing in
the face of a lukewarm reception from the
consumers for whom it was intended.

But while MD’s acceptance in
broadcast studios for jingle, ID and

But while MD's acceptance in broadcast studios for jingle,
ID and commercial playout, and in the theatre for sound
effects playback, quickly became inevitable, few would

have anticipated the availability of an MD recorder
designed for location work
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commercial playout, and in the theatre for
sound effects playback, quickly became
inevitable, few would have anticipated the

availability of an MD recorder designed for '

location work, with a heavy duty buiid
quality and a price to match. MD’s appeal
has always been as a delivery medium,
not an acquisition medium, and the
question marks over the effects of the
data compression made it seem unlikely
that any other professional use would be
countenanced.

Denon evidently thinks otherwise, as
shown by the DN-80R, a machine which
makes little attempt to exploit MiniDisc’s
small size but instead places it at the heart
of a rugged portable machine, clearly
intended for location recording and
designed to be readily familiar to those
used to portable DAT. There is no attempt

THEERHE R

Not so nuch the
standard desktop
MiniDisc recorder

—more a
ruggedised
location unit

to emulate a cart player, none of the big
coloured buttons found on the Denon
desktop MD machines, and neither is there
a big remote control for text entry. All of
MD's inherent features for editing and
cueing are here, but on the DN-80R they
take second place to the primary function
of recording.

THE MACHINE IS DESIGNED
to be used slung over the shoulder as a
true portable, and all its main controls and
the display then appear on top. This could
make the disc slot vulnerable to moisture
and dust, so a protecting door is fitted.
This and the eject mechanism work
manually, removing the risk of being left
with a disc trapped inside when the battery
runs out. Protection against knocks is very

good, with all the controls and connectors =5~
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“ZM on the front and side panels, leaving the rear, on

to which the machine would fall if dropped,
completely blank. Top and bottom panels are big
chunks of aluminium, and protruding corner
pieces shield the controls from impact, creating
the impression of a very solidly built piece of kit.
MD’s resistance to shocks during playback,
thanks to its reliance on RAM, is well known, and
I certainly couldn’t make the Denon skip. The only
warning is to avoid movement while the User
Table of Contents (UTOC) is being written, as an
error here could make the whole disc unplayable.
An updated UTOC is written every time a
recording or editing procedure is completed,
which means that the times at which it needs to
be treated gently for the four-second UTOC write
cycle occur quite often, There does not appear to
be the safety net of a pre-TOC as seen on some
other recorders, which seems a surprising
omission given the machine’s purpose. Having
said that, | experienced no such problems.

The front panel is commendably uncluttered,
with most of the main functions clearly laid out
and a good informative backlit display. This shows
levels, timing, track titles and transport status,
which is also indicated by the illuminated control
buttons. Text and timing cannot be shown
simultaneously, although all the timing options for
elapsed or remaining time for an individual track
or a whole disc are available. The metering has a
brief peak hold but no margin display, a feature so
commonplace nowadays and so useful in live
recording situations that its omission here is
disappointing. A useful feature for the application
is automatic time and date stamping of tracks

from a battery-backed clock.

Inputs and outputs are on the right hand side,
along with the record level controls; the single
knob on the front is not a pot at all but an encoder
providing the means of getting at the editing
functions. Separate mic and line analogue inputs
are on balanced XLRs (pin 3 hot!}, with limiting,
attenuation and bass roll-off provided on the
microphone preamps. Phantom power is not

The front panel is commendably
uncluttered, with most of the main
functions clearly laid out and a good
informative backlit display. This shows
levels, timing, track titles and
transport status

fitted, again a surprising decision given the
restriction this places on choice of microphones
and the relatively small additional battery drain it
would create. Analogue outputs are unbalanced
low-level phonos, as often found on portable DAT
machines, and as is the case with them, this is not
much of a drawback as the machine is unlikely to
be used primarily for playback anyway. Digital
signals in and out are on XLRs, however, and the

format is selectable between AES/EBU and
SPDIF. although the manual warns against
shorting unused legs down for conventional
phono SPDIF connection and even offers circuit
diagrams for suitable interfaces. This is all the
more surprising as the manual is generally written
and laid out like the instructions for a piece of
consumer equipment rather than a professional
reference.

The other side panel carries a small
loudspeaker for (very) basic monitoring, and this
is over-ridden by the headphone socket, which
provides plenty of level. The battery compartment
is here as well, accepting a 2.3Ah Ni-Cd battery
giving well over three hours of normal use. A
charger is available for two such batteries,
complete with a controlled discharge cycle, and
this is separate from the mains power adaptor,
supplied as standard, which provides 15V via a 4-
pin XLR. This seems a curious choice as it is the
standard connector for 12V location supplies
which presumably wouldn’t work with this
machine. There is also an RS-232 serial port on a
9-pin D, allowing control of the machine from
Denon’s ACD-19 software, although as this is
intended for the desktop machines it doesn’t
mimic the DN-80R’s operation exactly.

There is little on the front apart from the display,
the transport buttons and the multi-purpose knob.
Transport controls are as simple as one would
expect for MD, and include a cue button for
preparing an instant start. The machine will cue
either to a track ident or to audio, settable in
software with a choice of detect thresholds, and

as expected startup from cue is virtually B35

Let us convert you

dCS 950 Digital to Anaiogue Converter

24 hit capable A/D
and D/A converters

Unique 4CS 5 bit 64
times oversampling
technology

Bob Ludwig

Sampling
frequencies up to
96kHz

Nagra D Interface
for 24 bit, 96kHz
recording and
playback

Very low Differential
Non Linearity
F s d T

dCs,

processing system.

Data Conversion Systems Limited
PO Box 250, Cambridge, CB4 4AZ, England
Telephone: +44 (0) 1223 423299

Fax: +44 (0) 1223 423281

Email: dcs950 @dcsltd.co.uk
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Company:

Gateway Mastering Studios, Inc.

Weiss 102 Series — the ultimate digital audio

O Please send detailed information to:

weiss engineering Itd. digital audio, Florastrasse 10,86 10 Uster, Switzerland,Tel. +411 940 20 06

setting the tone

«The Weiss 102 is an essential ingredient to Gateway Mastering Studios

success. | don’t know what | would do without it. From the Grammy award
winning Sting album to the grunge of Nirvana and Pear! Jam, the 102 is my
most used piece of gear.»

Fax +411 9402214

ZETHOD

Name:

Adress:

Country:

weiss engineering Itd. digital audio

Florastrasse 10 8610 Uster
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“Finstantaneous. Various preset functions are

adjustable in this way, from stereo-mono record
switching to the display details, and this set of
parameters is accessed by an obscure double
button push—definitely not something you'd find
without the manual. Once there, the select knob
scrolls through the functions and is pushed like a
button to choose the required setting. This is a
very fast intuitive way of getting round the system,
beating nudge buttons, shift keys and the like
hands down.

The same knob operates all the editing
functions, of which there are plenty, perhaps
surprisingly so in view of the machine’s intended
market. Search buttons allow precise location of
points in the audio, at which tracks can be divided
in two; the resulting blocks can have their order
rearranged and be joined back together in the
new sequence to perform simple cut-and-splice
editing. Given suitable material, the monitored
audio produced by the search functions and the
precision they give allow this to be carried out with
musical accuracy, and they would certainly be
sufficient for speech editing. This is perhaps why
the facilities are provided, as it would be quite
feasible to record an interview or news piece and
edit it immediately on the machine before transfer
back to the studio. Track markers can be
recorded on the fly manually, or triggered by quiet
portions of audio (again, the threshold is
adjustable) and these can be used as editing
markers. For the sake of completeness, tracks
can also be incremented by incoming idents in an
SPDIF data stream, from either DAT or CD. The
usual titling facilities are available for tracks and

whole discs, and these too are controlled by the
front-panel knob in conjunction with a caps/lower
case/numbers/symbol button. Again, this is
surprisingly fast to use, although no substitute for
a keyboard.

The recorded audio quality is excellent, with
little to distinguish it from linear 16-bit PCM; what
differences there are will be familiar to those who

The recorded audio quality is excellent,

with little to distinguish it from linear

16-bit P(M; what differences there are
will be familiar to those who have
heard this kind of data compression

have heard this kind of data compression, and
take the form of slightly reduced definition of the
lower-level signals. Data compression always
seems to work best with the loudest signals, as
might be expected, and the slight hazy granularity
in the fine detail is enough to make it
unacceptable as a substitute even for DAT for
serious music recording. As competition for the
typical reporter’'s analogue machine, be it open
reel or cassette, the Denon unquestionably wins
hands down even before its convenience features
are taken into account, and similarly for sound

20 Studio Sound

effects gathering it would be a very appropriate
and useful tool. Whether Denon sees it as a
recorder for fiim and TV work is not clear,
although its lack of any form of time-code facility
would suggest perhaps not.

Which really encapsulates the biggest question
about the DN-80R: who is it for? It is beautifully
designed and built, and clearly provides
everything the medium can offer in a heavy-duty
recorder, fully justifying its asking price. lts audio
quality is without doubt superb, but it will face an
uphill struggle persuading some applications to
accept MD’s compromises, however slight, simply
because they are inherent in the medium,
however good the individual machine. Perhaps its
most likely market is in news gathering, where the
data compression is irrelevant and where its huge
convenience advantages and deceptively
powerful on-board editing will make it very
attractive indeed. If you have a use for MiniDisc,
you couldn’t wish for a better recorder than the
DN-80R. ©

Denon Electronics, 222 New Road,
Parsippany, NJ 07054.
Tel: +1 201 575 7810.
Fax: +1 201 808 1608.

Hatden Laboratories, Hayden
House, Chiltern Hill, Chalfont St Peter,
Gerards Cross, Bucks SL9 9UG.

Tel: +44 1753 888 447.
Fax: +44 1753 880109.

Please send information
on AVITEC/NSCA 96!

D We are interested as exhibitors.

[:, We are interested as visitors.

| Zip Code, Town:

Fax: ++49-(0)611/95166-24

Miller Freeman Deutschland GmbH
Nerotal 3 - D-65193 Wieshaden
Tel.: ++49-(0)611-95166-0
Fax: ++49-(0)6 11-95166-24
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INTRODUCING T HE LIBRA MUSIC C ONSOLE

A NATURAL

The seventh sound wave has
arrived. Libra is the new digital

console from AMS Neve, with a

straight ahead musical bias.

Fully automated and entirely

digital, Libra takes the masastro

features of its six predecessors and

adds phenomenal musical ability,

at a midrange price.

Worlkdclass technology designed

and configured by those who write

the digital score.

Sounds like you’ve got to have

a demo.
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USA HOLLYWOOD, CA. TEL: (213) 461 6383 FAX: (213) 46) 1620 - NEW YDRK, NY TEL: (212) 949 2324 FAX: (212) 450 7339
CANADA RUPERT NEVE INC., TORONTO TEL: (416) 365 3363 FAX: (416) 365 1044 - 115 quiry@ com http://www.ams-peve.com
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(EDAR For wiNbows

Making the leap from the dark aqes of DOS, (EDAR is now ready to run on a PCunder Windows. DAVE FOISTER

offers an overview of the new system and the benefits gleaned from (EDAR’s latest stand-alone processors

IT HAD TO HAPPEN sooner or
lates. CEDAR’s audio restoration tech-
nology has been through several
incarnations, most recently the breaking
down of the various elements of its
PC-based system into stand-alone
processor modules which then saw further
developments of their own and fed back
into the main system. The inevitable
(though nonetheless impressive for that}
next step was a recombining of the
processes into a single flexible
multitasking system, and that is what we

If the original P( platform can be
said to have any drawbacks, the
bigqest is its inability to provide
more than one process at a time.

now have in the shape of CEDAR for
Windows.

If the original PC platform can be said
to have any drawbacks, the biggest is its
inability to provide more than one process
at a time. The number of available
processing modules has been increasing
all the time, and was recently augmented
by the addition of powerful EQ and
dynamics packages on top of the existing
dedicated restoration processes, but the

platform can only run one of them at any
one time. Switching between them is
straightforward and fast, and, of course,
all the processes are real time, but some
awkward material may require, for
example, declicking and noise removal, or
even declicking and decrackling, to
eliminate all its problems, and this will
require two passes. There is then an
added complication that the action of one
may reduce the demands made on
another and separate passes cannot
allow for this potential interdependence.
This was one benefit of the separate
hardware boxes that sprang from the
system, in that they could be daisy-
chained together {by those who could
afford the full set) in the digital dernain and
provide multiple treatments
simultaneously.

Another small complication with the
main system is the elaborate copy-
protection procedure, stemming from the
days when the DSP cards were off-the-
shelf. third-party units and piracy was
therefore quite feasible. CEDAR’s way
round this was preformatting of the PC's
hard drive, which had to be done by
CEDAR personnel either at CEDAR or on
site, making the business of purchasing
and settling up a new system more
involved and long-winded than it might
have been.

Both these aspects and more have
oeen addressed by the new package,
which can run multiple processes

TEDAR For Windows Restoiation Codsale

Muttiple
processing is
now possible
through the
use of multiple
ProDSP/R-20
boards

simultaneously under Windows (3.1 or 95)

using CEDAR's own  proprietary
ProDSP/R-20 boards. These boards have
already replaced the old cards in the main
system and were designed with this latest
development in mind from the beginning.
The minimum requirement is. for one of
these boards, the controlling Console
software, and one processing software
module chosen from the range

THE CONSOLE SOFTWARE is
the heart of CEDAR for Windows.
It provides control, from a single window,
of up to eight DSP boards, defining the
function of each and the routeing between
them while showing each board’s signal
levels on a pair of large meters and
allowing access to the controls for the
processes in use. The Console window
looks a bit like a set of channel strips
where each represents a DSP card, with a
big button showing the currently-assigned
process and opening the associated
control window when pressed. Any board
can have any of the installed processes
assigned to it, which means for one thing
that you only have to buy each software
module once but can then use it on all the
boards in the system simultaneously.

The routeing provided by the Console is
what gives the new system its flexibility.
Each board has AES-EBU and SPDIF
inputs and outputs for independent
operation, and also has a daisy-chain
ribbon cable to adjacent boards. The
Console determines whether each board’s
signal is derived from or sent to its own
local 1-O or the board before or after it
giving the possibility of eight simultaneous

independent stereo processes, a single I35~
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“Ellsignal path with eight processes in series, or

anything in between. For instance, given six
boards, two cheins of DeClick, DeCrackle and
DeHiss could be set up to run simultaneously on
separate signals under independent control, all
accessed from the Console.

These three processes in fact comprise the
currently available range. The techniques are
familiar from previous CEDAR systems, but rather
than coming from the main PC system, the
software involved is virtually identical to that in the
Series 2 stand-alone processors, which has seen
various developments since its separation from
the main system. All the Series 2 units are
controlled from a single screen of functions and
displays, and this is carried over into the relevant
windows for the new equivalents, although in
some cases the labelling has been changed.

All three processes are simple to operate, and
the simplest is the DeClick module, providing the
fundamental treatment primarily associated in
many minds with CEDAR, the removal of record
scratch-type clicks. The DeClick window contains

Detail of the Decrackle control panel

two pairs of controls, a rocker switch
representation for selection between preprocess
and postprocess signals, and selector buttons for
the three types of scratch model the process
offers, each algorithm dealing differently with
disturbances in the audio depending on the size
and nature of the click. The window scores over
the hardware box in having the algorithm
selection available alongside the other controls
—the DC1 uncharacteristically has it on a
separate page. This selection and a THRESHOLD
control are all that is required to get rid of clicks,
and the variable controls, like all the others in the
new system, are shown as rotary knobs which
open up a long-fader graphic when clicked. A
small display above each control shows its
currently set value as confirmation of the position
of the 'knob’ and the pair can be locked together
for true linked stereo operation. The only other
controls on the DeClicker are for gain, a feature
on every process as there is always the possibility
that the processing can give rise to higher peaks
than were present in the original signal.

DeCrackling is slightly (but only slightly) more
complex, and again all the controls and switch
options are shown simultaneously in the window.
This treatment works by splitting the signal
between the portion which contains the problems
and the portion which is louder, treating the
problem area and then recombining them. lts
controls allow you to identify the required split
point, helped by a Detect monitoring mode, and
then decide on a Threshold level for removal of
whatever artefacts are in the problem area. Such
is the power of the DeCrackle process that these
artefacts can include LP surface noise, thyristor
buzz, and even some forms of distortion, and
again two algorithms are available to deal in
different ways with different types of problem.

Auto DeHiss is the most recently introduced of
CEDAR's stand-alone processes, and the one
even they once thought would be impossible as a
real-time treatment. Its window contains an extra
pair of controls again, but the procedure for using
it remains very simple. Again, a Threshold is set

identifying your perception of what constitutes the B3
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MEET THE REPLACEMENT
FOR YOUR 8 TRACK DIGITAL
TAPE RECORDER
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With all the advantages of a random Post production users will be particularly interested to note that
G-‘ mx access recording medium and the GX8000 can slave to, or provide, a master SMPTE/EBU clock,
* ‘future compatible’ recording and that full machine control is supported via the Sony 9-pin
resolution of up to 24-bits, the new Genex GX8000 8 track MO protocol. There are also inputs and outputs for LTC, word and
recorder is truly the digital multitrack of the future. video clocks.
And with a list of features that includes familiar tape-like operation, Recording resolution is switchable between 8, 16, 20 and 24-bits,
simultaneous recording on all 8 tracks, a jog/shuttle wheel, punch equipping your facility for all current digital formats, and those that
infout and overlay recording, you'll find that the GX8000 slots in are just around the corner.
easily where your old 16-bit tape-based recorder o | And on the subject of things that are just around
used to be. Unlike most tape recorders however, ! Mo 2668 the corner, unlike other MO multitracks you may
the GX8000 can also be conveniently controlled from have read about in recent months, the remarkably
the included Windows based software, and can down- cost-effective Genex GX8000 is available at HHB
load files quicker than real time for editing on DAWS. - right now.

Developed for professional audio use, HHB high performance
MO disks are available in 1.3 and 2.6GB sizes.

Exzclusive European distributor: HHB Communications Ltd - 73-75 Scrubs Lane, London NW10 6QU, UK
Tel: 0181 962 5000 - Fax: 0181 962 5050 - E-Mail: sales@hhb.co.uk
Visit HHB on line at; http://www.hhb.co.uk == fmet 1A el
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Detail of the Declick control panel

“Inoise in a given signal, and an attenuation control

decides how much of the identified noise is to be
removed. The process is in fact building a model
of the noise, basing the model partly on the
information provided by the user, and it gets
further assistance from the final control, labelled
AMBIENCE. This helps it distinguish between
wanted low-level HF, reverberant tails or other
noise-like elements and the noise itself before
carrying out the noise removal—this is not a
control for restoring or compensating for lost
information after processing.

Being Windows-based, the new system can
have all these little control panels available on
screen at the same time, and if any of them
should disappear behind another one a single
click on the relevant Console channel’s button
brings it back. This is particularly useful for
handling a chain of processors, where the
settings of one can quickly be optimised for the
effects of another.

The other existing CEDAR processes will be
available for the Windows system before too long,
adding the aforementioned EQ and dynamics as

well as azimuth correction. On a fully fitted system
this will provide enormous corrective and creative
power, making it a unique and very flexible
mastering system.

Also in the pipeline is integration into PC-based
editing systems, making the various processes
available to the audio within the editor. CEDAR’s
link with Studio Audio is already established, with
a noise removal module promised for the
forthcoming v3 of SADIE, and the new Windows
system will extend the possibilities still further and
make them available to other systems.

The point about copy protection is small but
worth making; CEDAR for Windows will only run
on the new boards, so the procedure is simpler
and consists of the issue of a password from
CEDAR—via fax or e-mail if necessary—tying the
software to the serial numbers of the boards and
registering the user for further support.

CEDAR has evidently put a lot of thought into
making the best use of the Windows environment
for the new system, and the end result is a set of
tools which could really hardly be simpler to use.
CEDAR's concern as a result is that in terms of

knobs, switches and other complexities, CEDAR
for Windows may leave some prospective
purchasers wondering where their money is
going, because in the best CEDAR traditions the
system is far from cheap. It seems strange, and a
worrying reflection on our supposedly mature
industry, that such a consideration should be seen
as a problem; actual use of the system and
experience of its uncanny ability to eliminate
problems without any side-effects whatever
should leave no doubt where the money has been
spent and that the asking price is more than
justified by the sheer power of the system.
CEDAR for Windows appears to represent a
major step forward for what was already a unique
system. €

CONTACT

CEDAR AUDIO, 9 Clifton Court,
Cambridge CB1 4BN, UK.

Tel: +44 1223 414117. Fax: +44 414118.
HHB COMMUNICATIONS,

73-75 Scrubbs Lane, London

NW10 6QU. Tel: +44 181 960 2144,
Fax: +44 181 960 1160.

US: Independent Audio, 295 Forest
Avenue, Suite 121, Portland, Maine
04101-2000. Tel: +1 207 773 2424,
Fax: +1 207 773 2422,
AUSTRALIA: DW Productions,
Suite 1A, Grosvenor Square, 211 Ben
Boyd Road, Neutral Bay, NSW 2089,
Tel: +61 2 9904 0344.

Fax: +61 2 907 0863.

ONE MAN, FOUR BAND

Normally, the only way to get high quality inputs
equipped with full 4-band parametric EQ is as part of a
big. expensive console.

Now, uniquely, the compact FCS-916 gives you
sophisticated control of a single input with clear,
easy-to-use controls and bright indicators. Engineers,
musicians and songwriters get all the creativity they’'ve
ever wanted - right at their fingertips.

Now one man can have four bands.

1U Rack Height
Mic/Line Input
Sweep High Pass Filter
Sweep Low Pass Filter

4 x Parametric EQ Controls
with Notch Mode 4

Overall Gain Control +15dB
Bypass Switches on all filters

PARAMETRIC
EQUALISER
PREAMPLIFIER

t '-“

INNOVATORS OF THE VARICURVE AND OTHER PROFESSIONAL AUDIO SIGNAL PROCESSING AND DISTRIBULION EQUIPMENT !

ternational Company

BSS Audio, Linkside House, Summit Road, Potters Bar, Herts EN6 3JB, England. Tel: +44 (0)1707 660667. Fox: +44 (0)17 grve.com WWW.: http://www.bssaudio.co.uk/bss/

Distributed in the USA by Harman Pro North America, 8500 Balboa Boulevard, Northridge, CA 91329. Tel: 818 894 8&
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A Work of Art can easily
be spoiled by digitizing...

T

can Music

\ . To experience music in full

color and fine detail ask your

" Prism Sound representative for

: ¢ ademonstration, or call us at
Whzan Cenesis began

re-maslering their back- : R AT  the address below.
catalog they wanted the best ;
AJ/C cowerter money could
bay Trey tried a Prism Sound
AD-1 a: London’s Abbey
Road Studios...

. .then they bought one.

-

*thz Prism Sound AD-1 was _
the best sounding coverter . o

we cauld lay our ears on". . L

Geoff Callingham (Ergineert
5 WM

- DA-1 Digital to analog converter

AD-1 Analog to digital converter

SNS 4-curve noise shaper
© MR-2024 16, 20 & 24 bit
° interface for DA-88
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« PRISM MEDIA PRODUCTS LIMITED
. WILLIAM JAMES HOUSE
¢ COWLEY ROAD
CAMBRIDGE CB4 4WX UK
TEL: +44 (0)1223 424988
FAX: +44 (0)1223 425023
E-mail: 100612.1135@compuserve.com

@ ORIGINAL PAINTING BY PIERRE BONNARD (1867 - 1847)
MADAME BONNARD ET SON CHIEN, 1918 '



STUDER D19 MICVALVE

Part of a series of mic-preamp-based outboard units, the MicValve preamp and A-D convertor marks Studer’s determination
to bring its old expertise to bear on modern recording techniques. DAWE FOISTER put it through its paces

THE D19 SERIES of microphone
preamps marks several departures for the
revered old name of Studer. The
company’s enviable reputation and status
was established through its tape
machines, consoles, and little else—and
outside mainland Europe even the
consoles have made very little impact. On
their home territory, the consoles are very
highly regarded, however, with the same
reputation for over-engineered quality and
longevity that made the tape machines a
byword.  Studer’s  designers  are
particularly proud of the mic preamps in
the recent desks, and versions of this
preamp have been surfacing over the past
few months as outboard units with various
combinations of additional facilities. This
is a departure in that | cannot recall ever
seefng any Studer outboard gear before,
and aiso because some of the processing
available on the new range goes very
much against the functional grey
laboratory image of the Studer of old.
Besides the microphone preamps
themselves, the other common feature of
the wo models is onboard conversion to
the digital domain, very much following
the growing trend. The MicAD
incorporates eight channels of this chain,
complete with optional TDIF and ADAT
8-channel interfaces, but the MicValve,
under review here, contains only two, the
rest of the space being taken up with what
Stucer, in the first of several surprising
turns of phrase, calls a Valve Dignifier.
There is no missing the presence of this
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stage, as each channel has a large
window with the word ‘VALVE' in huge
letters across it, behind which can be seen
the two ECC81s which provide the dignity.

The D19 MicValve offers several modes
of operation, the most straightforward of
which is a simple high-quality preamplifier.
Two inputs are provided for microphones
and balanced lines, and the single coarse
GAIN switch selects between these. A high-
pass filter and switchable phantom power
are available on the microphone input,
and a fine GAIN control calibrated down to
single dBs is shared by both. Metering is
on LED bar graphs with switchable peak
hold, and shows the input to the
convertors; for straightforward analogue
use this is only used as a guide to internal
headroom as there is a calibrated line,
output control, post the meters, to match
levels to subsequent equipment.

Used like this, the D19 is certainly as
clean and quiet a preamp as would be
expected, giving the required neutrality
and accuracy to deliver everything the
microphone can provide untouched. This
then forms an ideal front-end to the A-D
convertors, which are 20-bit, delivering
AES-EBU signals in a choice of formats.
Besides the full 20-bit output there are two
16-bit options, one with simple dither and
the other with Studer’s own noise-shaping
algorithm, an audible improvement over
the dithered version and well worth using.
Either way, these are clearly not run-of-the
mill convertors, and deliver a quality
warranting their inclusion in a specialist

Part of the

D19 series,

the MicValve
combines

high quality
preamplification
with 20-bit A-D
conversion

outboard package like this, but
nevertheless Studer offers an optional
Super ADC for further improving the
conversion quality.

The convertors can be locked to house
sync either via word clock, for which there
is a pair of BNCs for looping through, or
AES-EBU presented on an XLR for
syncing purposes only—the unit cannot
noise shape an incoming digital signal.
An automatic sync mode locks to the first
available clock, and in internal mode just
44.1kHz and 48kHz are supported.

Just as the 8-channel version has
optional digital interfaces for the two main
modular digital multitrack formats, the
2-channel MicValve can also have them
fitted, and each preamp can then be
routed to any of the eight channels as well
as appearing on the normal analogue and
AES-EBU outputs.

So far so good; high-quality precision-
calibrated, preamps, sensible and well-
implemented facilities and convertors
capable of upgrading most recorders. The
rest of the package sets all this on its head
by deliberately moving away from clinical
accuracy and into the realms of
unquantifiable enhancement. The mere
presence of a valve stage in Studer
equipment is no surprise in itself, as
Studer founded its reputation in the days
when valves were the only way of doing
things. There are still people in Studer’s
design department who have been with
the company since those days, so despite

the moves to solid-state analogue and =5
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&1 then digital techniques there is a rare continuity
from the original use of valves and a consequent
survival of the expertise in valve design.

UNLIKE MANY valve preamps, the D19
does not rely on the valve for its operation. The
basic job of bringing microphone signals up to line
level is done with solid-state circuitry, and, of
course, the digital stages use no valves. The
valve section of the circuitry is effectively a unity
gain stage for imposing valve characteristics on
the signal, and can be switched in and out of

The Operator
demands the
control of

Digital with the

Rear panel details of the D19 MicValve

circuit independently for the two channels.
Uriusually, the preamp has insert points, proper
balanced XLR ones at that, which can be
switched in circuit before or after the valve stage.
Besides the addition of dynamic control or EQ,
this offers the interesting possibility of using the
valves on two microphone signals while
simultaneously feeding a final mix through the
convertors.

Once switched in, the valve stage has four
controls for determining the amount and nature of
valve characteristic added, a couple of which

RS OF ELECTRIC SMOCK
DONOT LAEN

CHOC FLECTIRO0E
W PAS CuvR
ACHTUNG
GEFAMR £1.5) N ICHLAG
MROHT OFFNER
———

have names and functions which in staid Studer
terms are a little off the wall.

The clearest of these is the Gain control, which
as one would expect determines how hard the
valve stage is driven. It has quite a range, and its
resulting level increase is not reflected in the
unit's gain with the valve bypassed, sometimes
making it hard to judge the effects of the
treatment you have added simply by switching the
valve stage in and out. It has an associated
control for adjusting between hard and soft
clipping, but however hard the unit is driven the

Axiom is the finest Digital Production System in the world

DIGITAL PRODUCTION SYSTEM

@ Digital Mixing
& Digital Editing
# Digital Recording € Routing Management

4 Random Access Video option
# Project Management

U.K. Headquarters: Solid State Logic Limited, Begbroke, Oxford,
bXS 1RU England Tek (01865} 842300 Fax: {01865} 370027

Digital production has come of age — and here it is.

The operator will find that Axiom looks and feels

like its analogue predecessors, and has the enhanced

quality, control and instant repeatability that only an
integrated digital system can deliver.

I'or the Chief Engineer the system offers
unsurpassed reliability and is an excellent long term
investment without the hassles of purchasing an

untried system.

New York: 320 West 46th Street. 2nc Floor. New York, NY 10036,
USA Tel: (212) 315 1111 Fax: {212} 315 0251

Instant access and faster throughput translates into
greafer project procluctivity and profitability. Add to
this the benefits of networking, flexible integrated
routing, quick SSL commissioning and the inclusion
of the finest customer support and training in the
industry — the case for change is solid!

From ‘on air’ TV production to live broadcasts. of
music, the quality and excellence of the SSL Axiom
Digital Production System has no near challenger
anywhere in the world.

Los Angeles: 6255 Sunset Boulevard, Suite 1026, Los Angeles,
CA 90028, USA Tel: (213} 463 4444 Fax: (213) 463 6568



effects of both remain subtie—this is no fuzz box,
nor is it intended to add any real graunch.
Delicate warmth and punch are the added
ingredients, with slight brightness added by
moving towards hard clipping. In case the extra
gain proves too much for the digital convertors, a
soft clip feature is provided at the digital end to
prevent unintended digital overs.

But it is the other two knobs that raise an
eyebrow when found on a piece of equipment
alongside a Studer badge. These, unashamedly,
adjust the tonal balance of the signal in a way that
is neither simple EQ nor conventional
enhancement, inviting comparisons with the likes
of the SPL Vitaliser—a most unexpected soul-
mate. The first control is labelled BasS wWARMTH,
and in the best traditions of such circuits Studer
will not say exactly what it is doing. It clearly relies
on shifting the phase of the low frequencies, and
the control adjusts the upper end of the affected
band. Used carefully, it can be tuned very finely to
bring the most out of the signal’s bottom end,
making it bigger, smoother, more solid and (sorry
but it's true) warmer without appreciably
increasing its level. The caveat is that if the D19
is being used in stereo then the two channels’
BASS WARMTH controls must be very carefully
aligned to the same value, otherwise distinct and
unpleasant phase differences are introduced
between the two channels. Fortunately, the
controls are very well matched, but if ever there
was a case for ganged operation this is it. The
degree of misadjustment which causes side-
effects verging on the unacceptable is barely big
enough to show on the travel of the knobs.

The remaining control suffers from no such

The

r

Chief Engineer

difficulties, but may instead cause a credibility
crisis among old Studer hands. It is labelled ANGEL
zoom, a charmingly poetic name for a function
whose effect is at once more subtle than the Bass
wARMTH and more clearly defined in terms of what
it actually does. This is indeed an EQ function,
with a precefined curve attempting to emulate the
frequency-response characteristics associated in
many people’s minds with valve circuitry. Many
would argue that this is a misconception which
does little to advance the cause of the valve as a
signal path whose quality can at least rival that of
the best solid state, but nonetheless ths word
valve often suggests warmth and presence at the
expense of extended HF response. Thus the
ANGEL zOOM curve has a rise in the upper mid
followed by a gentle HF roll-off, and the control
simply increases the effect of these two elements,
giving progressively more mid and less extreme
top. Lest anyone think that this just produces an
in-your-face bandwidth-limited end result, it must
be stressed that, like the valve drive, the effect is
very subtle and not at all brash or overdone.
On some signals it is barely detectable even at its
extremes, while on others it adds a gentle
smooth brightness.

THIS SUMS UP the qualities of the Valve
Dignifier stage on the D19, which always remains
restrained and musical. This is not a device for
broad brushstrokes, rather delicate detail, and as
such fits in better with the aspirations of a high-
end mic amp and A-D convertor than it otherwise
might. | used the preamps on a simple crossed-
pair big-band recording in the Barbican Hall,
expecting simply to exploit the high quality signal

— and it satisfies the needs of both!

Operational Benefits include:

@ Reliable and proven

proprietary hardware
and software

Up to 2296 remote and
local assignable

sources/destinations
Studin

Easy to operate digital
mixing and total automation

Integrated MTR offering unique “free play”

Machine Room

Axiom System Implementation

& Integrated VisiouTrack™
random access
video option

€ Audio Preparation Station
(APS) efficient project
management and
off-line editing option
Preparation wea:
@ Fast and easy background
file back up - gives
peace of mind

path, but then found that the introduction of the
valve stage added significantly to the
effectiveness of the overall result. In particular,
the Bass Warmth made the acoustic bass sing
without sounding EQd and the whole band
acquired a subtle sheen which complemented the
musical content well. This was the general
experience, with the valve controls rarely failing to
add something desirable to an already
impressive sound.

The point is that the D19 MicValve can be
whatever you want it to be, from a simple, well-
designed mic pre, to a top-end A-D convertor, to
a unique tweaking tool. The D19 shakes off the
outdated Studer lab-technician image without
losing the fundamental qualities of sound design
and superb engineering, and may well surprise a
lot of people as a result. @

CONTACT

STUDER REVOX, Athardstrasse 30,
CH-8105 Regensdorf, Switzerland. Tel:
+41 1 870 7511.

Fax: +41 1 840 4737.

UK: Harman Audio, Unit Two,
Borehamwood Industrial Estate,
Rowley Lane, Borehamwood, Herts
WD6 5PZ. Tel: +44 181 207 5050.

Fax: +44 181 207 4572.

US: Studer, Nashville.

Tel: +1 615 391 3399.

Studer, San Francisco.

Tel: +1 415 326 7030.

JAPAN: Tel: +81 3 3465 2211.
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So, if you are an Operator who is keen to
know more about the new digital age or a
Chief Engineer who is looking for a ‘future
safe system’ call now for more data.

01865 842300

Solid State Logic

cartridge style playback @ Built in channel effects, delays and dynamics Begbroke, Oxford, OX5 1RU, England

2

Fr#\ce: 1 rue Michael _Faraday, 78180 Montigny le Bretonneux,
France Tel: (1) 34 60 46 66 Fax: (1) 34 60 95 22

Italy: Via Pirandello 17, 20099 Sesto San Giovanni, Milano, Italy
Tel: (2) 26 22 49 56 Fax: (2) 26 22 49 38

Japan: 3-55-14 Sendagaya, Shibuya-ku, Tokyo 151, Japan
Tel: (03) 5474 1144 Fax: (03) 5474 1147
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Peavey PVM T9000

Bidding for a place in the fashionable but increasingly crowded tube microphone market, Peavey has produced a mic that
combines style and sophistication with an eye to long-term acceptance. DAVE FOISTER asks us to lend an objective ear

PEAVEY MUST sometimes wonder
what it takes to get taken seriously by the
professional audio fraternity. Several
years ago, | remember reviewing a
Peavey 20/20. digital multieffects
processor which was outstanding in its
flexibility, its range and its quality, offering
things which at the time nobody else was
doing at the price. | never saw or heard of
it again. In many people’s minds Peavey
equals guitars, amps and PAs, and
perhaps the odd keyboard, and even if
Peavey produces something interesting
like the 20/20 it must surely be aimed at
the M| market and therefore not
appropriate for the studio so not worth a
secand look. Peavey’s loss is also the
studios’ loss.

Peavey is no stranger to microphones,
again with a strong bias towards live
applications and budget PA equipment
that stands in the way of investigation for
studio use. Obviously the company has

Valves in microphones can be
used to provide somebody’s
perception of what the Valve
Sound means, or to deliver as
clean a signal as possible.
Peavey have opted for the latter

had enough of this, as here is a
microphone which only the foolhardy
would take on stage, containing as it does
the little hot glass envelope without which,
it seems, no self-respecting piece of
equipment is nowadays complete.

THE PVM T9000 is, then, a valve
microphone—and Peavey is not ashamed
to play up the retro aspect of the valve
microphone movement in terms of its
styling. Many have done this in their own
ways, resulting in blatant imitations of
classic models vying with outlandish
designs with gold grilles and more curves
than a Pammy. Peavey’s approach is
somewhere in between, with an overall
shape that suggests the forties without
mimicking anything specific and remains
reasonably sleek and elegant. The
cylindrical body is quite heavy stainless
steel, held together by a massive solid
steel collar which also retains the
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suspension mount. The whole thing is
finished off with a domed mesh grille
which by rights should be at the top of the
microphone but in this case appears to be
at the bottom. This is suggested by the
identifying band round the middle, whose
print and switch labels are upside down in
conventional terms, and by the Peavey
badge itself, the only splash of colour (a
fetching sky blue) on the otherwise all-
silver body. These make it clear that the
microphone is meant to be suspended
grille downwards, although whether there
is any significance in this is not apparent.

The suspension mount is the normal, if
not the only, way of attaching the T9000 to
a stand, and as such is supplied with it as
standard. It is sturdy enough, although
liable to get pulled about by the weight of
the cable. Its swivel locks securely with a
big knob.

Two switches are provided, one for low
frequency roll off cornering at 200Hz and
one for a 10dB pad. There is no polar
pattern selection as the microphone is
cardioid only, and the published charts
suggest the cardioid pattern s
impressively even with frequency. At no
frequency does it show a complete rear
null, but the back lobe is almost exactly
the same size in all the plots.

Styiing
reminiscent of
the 1940s—the
PVM T9000

N

-~

AV

-/

The microphone connector i$ a six-pin
gold plated receptacle for the T9000's
special lead, which is a reassuringly
heavyweight 25-foot multicore for
connection to the dedicated power supply.
This is a substantial black box with an
equivalent multiway connector, an XLR
output socket (no phantom required of
course) and an |[EC mains connector. lts
only control is an on-off switch with LED
indicator, and | was concerned to note that
the review sample gave off a very low
mechanical hum as of loose transformer
laminations. This was not too severe, but |
could imagine circumstances where it
might be audible, which is obviously
unfortunate as the power supply has to be
in the room with the microphone.

It is a credit to the T9000 that it might in
fact be able to pick up the sound of a
rogue PSU. Valves in microphones can be
used to provide somebody’s perception of
what the Valve Sound means, or to deliver
as clean a signal as possible using the
different strengths of valves as compared
to solid state components. Peavey, |
suspect, have opted for the latter
approach, which is more likely to win long-
term friends, and created a microphone
which is flat and smooth and impressively
uncoloured. This last attribute attests to
the consistent polar pattern, as off-axis
sounds are delivered almost as naturally
as those on axis. There is at the same time
a richness to the sound, enabling it to
enhance, for instance, a vocal without
obviously deviating too far from the truth.

| enjoyed this microphone very much. It
is not the most flexible design around, but
it can cope with the normal tasks of a
cardioid with ease; it is not the most
compact microphone around, but is less
obtrusive and ostentatious than some of its
competitors. Neither is it the most clinically
accurate microphone around, but it resists
the temptation to impose too much of its
own character, making it far more
rewarding in the long run. | hope the studio
fraternity will give it a shot.@®

CONTACTS

_ Y ELECTRONICS,
711 A Street, Meridian, MS 39301,
US. Tel: +1 601 486 1408.

Fax: +1 601 486 1187.

EUROPE: Peavey Electronics,
Great Folds Road, Oakley Hay,
Corby, Northants NN18 SET UK.
Tel: +44 1536 461234.

Fax: +44 1536 747222.
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PowerlLight Ampilifiers from @s
are cool fo the core.

They're possibly the best sounding amps
that QSC makes. Exactly what you want from
your power source: wide, dynamic range with
crystalline highs, full, round mid-range and a very
fat but clean low end. Powerlight amps are
extremely efficient. They’ll drive your speakers
better than they’ve been driven before. Even at 2
ohm loads.

PowerLight Amps also sound great
because of what you won't hear-raitle and hum.
These amps have remarkably low distortion due
to improved output circuitry. And the noise
typically associated with transformers is
complefely absent.

These are the only light amps that won't
interfere with your wireless mics. No static and no
foss of radio signal. PowerLight Amps meet all
RFI and FCC requirements in the U.S. and EMC
requirements in Europe.

Name

Cool.

PowerLight Amps run very cool, even
when the performance is very hot... even in the
middle of summer. The high aspect ratio
aluminium heat sink was designed with the
maximum possible surface area fo absorb and
dissipate heat aggressively. Variable speed fans
blow it away on demand. (And signal muting
kicks in when things get extreme to prevent
shutdown.)

PowerLight Amplifiers from QSC - the best
sounding, most advanced package of power
technology available. And, at a cool 18 pounds,
you can put them wherever you need them
without sweat. And that’s cool. So, pick some up
from your QSC Dealer.

LOAD IMPEDENCE  PowerLight 1.0  Powerlight 1.4 Powerlight 1.8
2 OHM’ 500 Watts 700 Watts 900 Watts

4 OHM™ 300 Watts 500 Watts 700 Watts

>
(o
o
@]

*1kHz 1% THD, TYPICAL **20Hz to 20 kHz, 0.1% THD

HW International, 167-171 W|IIoughby Lane, London N17 OSB Tel: 0181—808 2222
Please send me details on the QSC Range of Professional Amplifiers

Address -

Postcode




Waves TDM PLUG-INS

The TDM bus standard begins to take strong hold as more manufacturers offer svitably confiqured processing packages.
DAVE FOISTER evalvates the (10 EQ, (1 dynamics processor and S1 stereo imager processor from Waves

IT IS FITTING that we should be

C1 - Compressor\Gate

the graph available for dragging. Both

looking at the suite of TDM plug-ins from modules can operate as expanders, the @D _t6ph [t | Setwa [CoToBf low  fsave |80 |Resm ]
Waves at this time, as they feature the compressor as an upward expander and creres] GopE SRR S
work of Michael Gerzon, who died in May. the gate as a conventional downward EES s | o | e
Widely known for his work in Ambisonics, version, and several functions are ol o Tk | weome oo
Gerzon had many other areas of expertise included which go beyond the usual THON| s Gatecrose 2l 2
both inside and outside audio. Part of his capabilities of straightforward dynamics i :: %’ %J :i: 2
contribution to this software, for which he processors—for instance, the compressor Mol | 30055 ] seffe
was a member of the Product Team, has a mid-level mode to compress the . o s e
involves a technlqueT he had been working central part of the dynamic range without =R | = | osffoo
with for years, while the other is in a affecting the louder peaks, negative soffsofl | fomose  Fomose 56l 50
wholly different area. compression ratios for making loud peaks ool | omwel (W] ol
The suite is a collection of four plug-in quieter than the body of the signal, and a Twe b LookAnead
processors intended for use with TDM- user-variable, programme-dependent, e o] oo _“_‘____1
capable software, comprising the Q10 release time function. Very flexible built-in 58 = = o
paragraphic EQ; the Ct compressor-gate; filters allow frequency-conscious gating, _g-;
the S1 Stereo Imager; and the L1 de-essing and other  band-split - - % i -
Ultramaximiser. The functions of the first compression techniques.
two are obvious, and their implementation The L1 Ultramaximiser is effectively a The C1 compatibility or even the impression of the

is equally clear.

Q10 offers up to ten bands of stereo
fully parametric EQ, presented graphically
on screen with numeric adjustment by
mouse or keyboard or on-screen dragging
of the curve itself. All bands are identical,
covering the full audio range, and can
cross over freely; the initial centre
frequencies are only a nominal starting
point. Each band has five selectable
shapes, offering bell, high or low shelving,
and high-pass or low-pass filtering
characteristics, and the result is a
powerful and flexible equaliser which also
sounds very good. Waves’ intention was
to produce a digital EQ to rival the best
analogue designs, a bold aspiration
whose success or failure will lie in the ears
of the individual listener; it is certainly true
that the EQ, for all its power, produces
extremely musical and controllable resuits.

The C1 dynamics module provides a
compressor and a gate, again in stereo
and with real-time graphical
representation of its action. This is
presented as the transfer function
resulting from the position of the controls,
with dragging of the threshold

limiter designed to exploit fully the
available dynamic range, and
incorporates the most sophisticated
version of Michael Gerzon's Increased
Digital Resolution (IDR) algorithm.
A scaled down IDR is available with the
other modules, but only the L1 offers
variable noise shaping and two dither
types alongside re-guantizing to 20, 16,
12 or 8 bits. In conjunction with its ability
to match the maximum signal level to a
user-defined ceiling, this makes the L1 the
ideal last stage in a chain.

Gerzon’s other contribution, and the
one which obviously has his name on i, is
the S1 Stereo Imager, which offers an
interesting range of methods for adjusting
the stereo soundfield. Besides a very
effective width control, there are unusual
ones for asymmetry, which alters the
left-right balance without moving centre
images, and rotation, which does the
opposite. Finally a Shuffler control
increases stereo width at low frequencies
without introducing interchannel phase
differences, and in common with the other
effects seems to have little effect on mono

processor offers
comprehensive
dynamics
processing

The operating
window

of the S1
stereo-imaging
processor

possible from the screen and
a moving marker to show
where the signal level lies
along the line. This hugs the
line all the time, not moving
above or below it to show the
effects of the time constants I
as on the Euphonix display,
and is complemented by
meters for signal level and
gain reduction. The gate has
controllable hysteresis in the
form of separate thresholds

[T

Gain Width

L - imput - R |

No DR |

(¥ [F0% [T& [Won
[— =S
=

—

—\—

Undo { Reset

‘ | Setup A I Copy foB‘{ Laad

J Save _[

Shuffhing Freq

BassTrim

1.1 1 e y

for gate open and gate close,
shown again as markers on

K= |

Rotation

July 96

mix in mono. A semicircular display shows
the resulting vectors from the adjustment
of the imager, and the resuits can vary
from the subtle to the spectacular.

Besides their use in Pro Tools and other
obvious TDM environments (| also used
them with Logic Audio) the Waves plug-ins
can be used for mastering from Sound
Designer Il and as stand-alone, real-time
processors using WaveShell-RT to control
the Digidesign hardware. The combin-
ations on offer depend on the processing
power available and the application, but
Sound Designer Il, for example, can
happily cope with several basic blocks at
once while WaveShell-RT will only run one
at a time. All modules have two concurrent
setups which can be switched between,
and which can be saved for later use.

This is an extremely comprehensive
and well-presented package. All the
processes work well, with good graphic
displays and controls which respond like
real analogue processors to produce a
musical analogue-like sound. Most take
the possibilities further still, without ever
losing sight of the need for a musically
useful end result. TDM is here to stay, and
software like this validates the whole
concept. &

CONTACTS

KS WAVES, 23 Kalisher St,
Tel-Aviv, Israel 65165.
Tel: +972 3 510 7667.
Fax: +972 3 510 5881.

www: http://www.waves.com/waves
EUROPE: World Marketing,

PO Box 34, Newquay, Cornwall
TR7 1TU, UK. Tel: +44 1637 877170.
Fax: +44 1637 850 495.
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“With Euphonix instant SnapShot
Recall and the speed of hard disk
recording, you achieve a highly
productive and creative situation.”

Richard Boote,’96
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Strongroom,
one of London’s _
premiere music studios, proviaing -

services for. major record labels-and musi¢
clientele, have just installed a 96 fader Euphonix

“€52000M. Strongroom'’s owner, Richard Boote, explains why.

customized

“The sonic integrity of the desk is ideal for our needs, T .
9grity for individual clients.

and the automation capabilities have given us a 2 : .
P 9 We are a commercial studio with

distinct advantage.” " ;
o all outside clients and depend on work from

N “Let’s say the singer suddenly wants to move to the

xt song. With any other console that might mean

an hou- or so to set up, but with Euphonix SnapShot

the major record labels, producers, engineers and
artists. Accommodating a wide range of work with

that personal touch is essential.”

Recall, you are ready instantly. From a musician’s . e ]
] Euphonix and Strongroom,  redefining the boundaries of

point of view, the Euphonix is extremely fast and

a commercial studio with the ultimate in speed, creative
user-friendly.”

flexibility, and sound quality. If you want to learn more

“Euphonix digital control allows us to create and
PROJLES ¢ 4 about how a Euphonix €52000 can enhance your studio’s

maintairr a library of desk snapshots which are . |
performance, contact the Euphonix office nearest you.

Headquarters Los Angeles New York Nashville London J— : -
{Palo Alto, West US) (West US & Int’l} {East US) {Central US) {Europe) -

220 Portage Avenue 11112 Ventura Bivd 2 West 45th St Suite 605 1102 17th Ave Suite 202 6 Berghem Mews, Blythe Rd -

Palo Alto CA 94306 Studio City CA 91604 New York NY 10036 Nashville TN 37212 London W14 OHN - L

{415) 855 0400 {(818) 766 1666 (212) 302 0696 (615) 327 2933 (171) 602 4575 - '

Fax (415) 855 0410 Fax (818) 766 3401 Fax (212) 302 0797 Fax (615) 327 3306 Fax (171) 603 6775

digital control audio systems

Visit our web site: http://www.euphonix.com




New lechnologies

Following last month’s roundup of equipment with its launch at the Las Vegas’
NAB convention, this month's selection of hardware and software made its debut
at (openhagen’s 100th AES. pavE Foi1STER brings the news

beyerdynamic MCD 100
Digital Microphone
The digital microphone is here at last.
beyerdynamic’s new MCD 100, launched
in Copenhagen, is the first microphone to
have on-board A-D conversion, delivering
AES-EBU digital signals straight from the
back of the microphone. The transfer to
the digital domain takes place immediately
after the impedance conversion, and the
microphone has 10dB gain-adjustment
steps up to @ maximum handiing of 150dB
SPL. The condenser capsule has a
dynamic range of over 100dB, and 20-bit
A-D conversion is used to maintain this
resolution. The convertor chosen is the
Stage Tec, 22-bit, True Match unit—from
the developers of the Cantus console
—specially redesigned to fit inside the
microphone body in a joint development
effort. Obviously a special power supply is
used as the digital circuitry requires 1.5W,
and digital cable runs of up to 100m are
possible, or 300m with special cables.
The singie MC834 capsule is cardioid,
and the resulting mono signal is
transmitted on both channels of the
AES-EBU signal.
& beyerdynamic, UK.

Tel: +44 1444 258258.
& Stage Tec, Germany.

Tel: +49 951 9 72 2525.

Sony 24-bit

production system

At the Copenhagen AES Sony's OXF-R3
was revealed as the heart of a new 24-bit
production system, with the launch of a
new version of the 3348 multitrack
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recorder. The PCM-3348HR records
48 channels at 24-bit resolution, and
remains compatible with existing 24-track
and 48-track DASH tapes. 45 minutes
24-bit recording are available on a single
reel of tape, and the full selection of

interfaces is supported, from full MADI

compatibility to a range of parallel and

serial control ports for machine and

system control.

® Sony Broadcast & Professional, UK.
Tel: +44 1256 483646.

Genex Research GX8000
Genex' GX2000, 2-track, M-O recorder
has already been joined by a multitrack

At the AES:
the latest
version of
the Sony
PCM-3348HR
multitrack
handles

48 tracks of
24-bit audio

The Genex
Research
GX8000 takes
the stereo
GX2000 into the
high-bit digital
multitrack arena

LTI

\
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ot

(¥ o0
=8
-

model, the GXB8000. As the numbers
suggest, this is an 8-track system using the
recently-available 2.6Gb M-O disks to give
up to 25 minutes recording time, per track,
per side. The proprietary lossiess data
packing introduced on the GX2000 is also
fitted, increasing this to 35 minutes.
Recording resolution is switchable from 8 bits
to 24 bits, and up to eight machines can be
linked with sample accuracy. Full machine
control is supported via Sony 9-pin, and the
GX8000 can function as master or slave in a
synchrorised system. Remote. operation is
possible from a Windows software package,
although full familiar transport controls are
provided on the front panel complete with
track-select switching, a jog-shuttle wheel
and comprehensive metering.

& HHB, UK. Tel: +44 181 962 5000.

Amptec Stone-D001

digital console

New from Belgian company Amptec is an
all-digital console featuring a familiar
user-interface and flexible configuration.
A choice of frame sizes and I-O modules, up
to a maximum of 20 inputs, provides the
flexibility, while the control surface has been
designed to be instantly operable with the
minimum of shifted or multilevel functions. All
inputs incorporate sample-rate conversion,
allowing the connection of multiple-source
formats, analogue inputs have 24-bit A-D
convertors followed by 32-bit floating-point
DSP. A special DSP feature is Amptec’s
Dynamic Range Convertor, which auto-
ranges high-level signals down to the
available headroom and avoids overloads.
Rotary encoders and motorised faders are
used throughout, allowing preset

configurations to be stored and instantly I=5
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Amptec’s Stone D001 digital console includes an unusual Dynamic Range Conversion feature

“Elrecalled, and a full real- time automation module

is in preparation.
® Amptec, Belgium. Tel: +32 11 28 14 58.

Doremi V1 Video

Disk Recorder

Random-access video recording is becoming an
accepted necessity for DAW postproduction
work, and Doremi Labs’ V1 is the latest machine
to address the need. Doremi says it is the only
system that is fully CCIR 601 compliant, offering
full screen NTSC and PAL resolutions from
either hard drives or optical cartridges. One
video and two 18-bit audio channels are
recorded alongside VITC and LTC, and a broad
range of compression standards are supported
from VHS quality {(32:1) up to Digital Betacam at
4:1. The front panel provides everything from
jog-shuttle to autolocator, and two RS422 ports
enable the V1 to follow any popular video editor
or controller, as well as hard lock to a DAW even
in varispeed or jog-shuttle mode. The system
uses Doremi’'s proprietary Constant Block Size
Compression (CBSC) under which every field
data block occupies the same amount of storage
no matter how complex the field image, reducing
disk-access time. This means the V1 can use
standard SCSI hard disks, not needing a RAID
or a specially fast hard drive.

& Doremi Labs, France. Tel: +33 08 53 70 02.

A Mo s

Fairman TRC

Fairman (Fairchild grows up?) has combined the
attributes of the Pultec equaliser and the
Fairchild compressor into one unit, the Tube
Recording Channel. All stages are valve-based,
with a triode input stage claiming a frequency
response to 100kHz. The filter section is based
on the two types of Pultec filter, giving 3-band
EQ, and HF and LF filters. The compressor is
based on the Fairchild VCA with four attack and
four release times. Signal routeing is flexible,
with the compressor either before or after the
EQ or keyed by the filter. Stabilised power
supplies are used for the valve heaters as well
as the audio electronics, and no potentiometers
are used; ail control is via ELMA-type switches
with hard gold on all contacts to allow accurate
replication of effects and to minimise wear.

@ Fairman, Denmark. Tel: +45 33 14 89 96.

B&K compact microphones
Three new models have joined the Compact
Series of microphones from Danish Pro Audio.
The 4021 claims to be one of the smallest high
performance cardioid microphones on the
market, using a thick fim preamp with SMD
transistors and the prepolarised capsule already
used in the 4011 and 4012. There are two
omnis, one for high and one for low SPLs; the
4037 also uses a prepolarised microphone I35~

The Doremi V1 video disk recorder brings full CCIR 601 compliance and NTSC-PAL
compatibility to modular A-V workstation systems
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SONIC SOLUTIONS

International Dealers

AUSTRALIA

Syncrotech Systems Design
Unit C. 9 Gihbes Street
Chatswood. N.S.W. 2067
61-2-417-5088 phone
61-2-417-8360 fax
AUSTRIA

Audio Sales
Neusicdlerstrasse 19
A-2340 Modling

43-2236 26123 phone
43-2236-43223 fux
BENELUX

TransTec bv

Brugwuchter 19

3034 KD Rotterdam
31-10-414-7055 phone
31-10-411-3580 fax
BRAZIL

Visom Digital

Rua Prot. Ferreira da Rosa 108 Cob-01
Barra da Tijuca 22600

Rio de Janeiro
55.21-493-7312 phone
55-21-493-959(} fux
CANADA

Adcom Electronics

310 Judson Street. Unit 1
Toronto, Ontario M8Z 5T6
(416) 251-3166 phone
(416) 251-3977 fax

460 E. 8t. Paul Street #200
Montreul. Quebec H2Y 3V]
(514) 842-06(4 phone
(514) 842-6484 fax

Matrix Professional Video
123 West 7th Avc.
Vancouver. B.C. V5Y 1L8
(604) 875-6301 phone
{604} 875-0543 fax
CARIBBEAN

Computer Video & Graphics
6157 N.W. 167th Street. Suite F-14
Miami. FL 33015 U.SA.
(305) 822-2480 phone
(305) 822-1680 fux
Central America

Systems Midwest

310 N. 16th Street
Fairfield. 1A 52556 US.A.
(515) 472-6988 phone
(515) 693-9600 fax
CHINA

Mediuland

Flat B-C. G/F. Comfort Bldg.
86-88. Nathan Rd.

Tsitn Sha Tsui. Kowloon
Hong Kong

852-2-721 0343 phone
852-2-366-6883 fax
CZECH REPUBLIC
Audio Sales s.ro.
Plzenksa 66

CZ-151 24 Praha §
42-2-544 173 phone/fax
DENMARK

Dansk Audio Distribution
Fuglegardsvej 5

2820 Gentofte
45-31-682811 phone
45-31-652449 fax
EGYPT

EKO Sound

30 Omer Ebn Ef Kattab
Dokki, Cairo 12311
202-349-7181 phone
202-360-7549 fax
FINLAND

Stwdiotec Ky

Kuustniemi 2

02710 Espoo
358-0-592055 phone
358-0-592-090 fux
FRANCE

D.D.D.

97. Boulevard de Magenta
75010 Paris
33-1-4246-8501 phone
33-1-4246 2048 fax
GERMANY

R. Barth KG
Grillparzerstrasse 6A
22085 Hamburg
49-40)-229-8883 phone
49-4)-223-209 fux
StageTec GmbH
Bahnhotstrasse 13

79843 Loffingen
49-7654-7071 phone
49-7654-7073 fax
GREECE

K E M Electronics

32, Katechuki St.

1115 25 Athens

30-1-64 78 514 phone
30-1-64 76 384 fax
HONG KONG

Digital Mediu Technology
Flat B-C. G/F. Comtort Bldg.
86-88. Nathan Rd

Tsim Sha Tsui. Kowloon
852-2-721-0343 phone
852-2-366-6883 fax
INDIA

Orunge Pale

203 TTK Road

Abwarpet, Madras 60 018
91-44-43-6543 phone/fax
INDONESIA

ADS

J1. Panjang No. 71 — Kebun Jeruk
Jakarta 11530
62-21-564-0707 phone
62-21-560-6810 fax
ISRAEL

D.Z. Sound Productions
18 Shenkin Street
Givataim 53 301
972-3-317-185 phone
972-3-573-1744 fax

ITALY

REPP ltatia sl

Piazza Sicilia. 6

20146 Miluno

39-2 4802-2775 phene
39-2-1802-2770 fax
JAPAN

Daikin Industries Ltd.
Shinjuku-Sumitomo Bldg.
6-1. 2-Chome, Nishi-Shinjuku
Shinjuku-ku, Tokyo 163-02
81-3-3344-8151 phone
81-3-3344-8113 fax
Mercury Music Entertainment
Wako Bldg.. 8-5 Roppongi 4-Chome
Minato-ku. Tokyo 106
81-3-3479-3712 phone
81-3-3403-3095 fax
START Lab. Inc.

3-8-5 Misaki-cho

Chiyoda CB Building
Chiyoda-ku. Tokyo 101
81-3-3288-4321 phone
81-3-3288-4325 fax
KOREA

Union Sound

88-4 Non Hyun Dong. Kang Nam-ku
Yang Hyun B/D 201
82-2-540-4740 phone
82-2-540-4741 fax

NEW ZEALAND

Sonic Systems Ltd,

3 Centre Street

Auckland 100]
64-9-3(0-3038 phone
64-9-302-3038 fax
NORWAY

Siv. [ng. Benum

Haakon den Godes vei 14
Vinderen. 0373 Oslo
47-22-145460 phone
47-22-148259 fax
POLAND

Tonmeister Recordings
6120 Massachusetts Avenue
Bethesda, MD 20816
US.A.

(301) 229-1664 phone
(301} 229-8002 fax

ul. Krasinskiego 8 n1. 43
01 601 Warszawa

Poland

-48-22-397949 phone
48-2-774-8154 fax
PORTUGAL

LMT

Rua Nova da Piedade, 54, 2nd andar
1200 Lisboa
351-1-395-3956 phone
351-1-395-3956 fax
RUSSIA

LS.PA.

Srednetishinski per. 12
Moscow 123557
7-503-956-1826 phone
7-503-956-2309 fax
SINGAPORE

Team 108

55 Genting Lane
Singapore 1334
65-748-9333 phone
65-747-7273 fax
SLOVAK REPUBLIC
Audiosales s.r.o.

Nad Dunajom 6

SK-84i (4 Bratislava
42-7-722-249 phone
42-7-726-809 fax
SOUTHAFRICA
Eminently More Suitabie (EMS)
24 Napier Road

1st Floor, South Wing
Richmond. Johannesburg
27-11-482-4470 phone
27-11-726-2552 fax
SPAIN

Sony Espafia

Maria Tubau, 4

28050 Madnd
34-1-536-5700 phone
34-1-358-9794 fax
SWEDEN

Pritix

Figelviksvagen 7

S-145 53 Norshorg
46-8-531-911-83 phone/lax
SWITZERLAND

Dr. WA, Giinther AG
Scestrasse 77

CH 8703 Erlenbach-Zurich
41-1-910-4141 phone
41-1-910-3544 fax
TAIWAN

Acesonic

No. 6. Alley 5. Lane 130. Sec. 3
Ming-Sheng E. Road
Taipei

886-2-719-2388 phone
886-2-716-00143 fax
THAILAND

AMEK/TAC Thailand Ltd.
165/4 Main 4

Samakorn, Sukhaphibaun 3
Bangkok 10240
66-2-373-2722 phone/fax
TURKEY

Mars Music

Kokurent Sitesi. B Blok K1D5
Levant. 80600 [stambul
90-212-274-1212 phone
90-212-266-5303 fax
UNITED KINGDOM
Tyrell Corporation

49/50 Greut Marlborough Street
London W1V IDG
44-171-287-1515 phone
H-171-287-1464 fax
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Sounz. designer Leslie Shatz narrowly escapes camera barrage.

I roducers, studios and artists are getting more attention than

ever these days. Just listen to the soundtracks of Oscar® winners

+ 24 bit digical audio architecture the superb sound quality delivered by Senic Studio, the
.96 KHz sampling capable DAW that gives you the power to do your most exciting

+ High-density CD/DVD support and creative work.
» 96 1/O channel maximum

* Sub-nanosecond jitter Sonic Studio delivers the performance and the quality
+ Real-time digital media networking you've been waiting for. Background loading, multi-
tasking and high-speed networking turn your Sonic
systems into a seamless media workgroup.

Spend your time creating—not waiting.

Get your hands on the industry’s favorite digital

workhorse. And while you may not have to worry too

Apollo 13 and Dead Man Walking and you’ll hear incredible

multitrack editing and mixing made possible only by Sonic.

Tune in to this year’s Grammy®-winning recordings to hear

much about groupies, you can expect to get chased around.

By new business.

[
I% SONIC SOLUTIONS

101 Rowland Way, Novato CA 94945 Tel: (415) 893-8000 Fax: (415) 893-8008

Sonic Studio and the Sonic Solutions logo are trademarks of Sonic Solutions. Other trademarks and registered trademarks are the properties of their respective owners.
Apolle 13 sound edited at Hastings Sound and Wonder Dog Music. Dead Man Waiking sound edited at Hastings Sound

1996 Sonic Solutions.

forgotten.

And Visit us at www.sonic.c