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Five minutes

I was fortunate enough to have overheard a conversation at a digital desk presen-
tation at the NAMM show having parked myself in front of two 40-something gents.
With nothing to do but look at a blank screen in the five minutes before the next
presentation kicked in, my ears swivelled.

Within seconds it became apparent that the two knew each other and were
involved in audio postproduction (at a NAMM show!) certainly at a managerial level
as they implied that they were there to look and buy new ‘bits and pieces’, as one
of them said.

Their appraisal of what they had seen was revealing. “The trouble with a lot of
this stuff is that it's such a job keeping up with it,” said one. The other had a require-
ment for a comhined MIDI/hard-disk system for a new sound design room and
knew his hard-disk audio but wished he had his young sound designer with him
to advise on the rest. ‘The good thing is that it’s all so cheap in comparison to what
we're used to paying, the downside is that the computer stuff is so difficult to get
working out of the box and you never know who to phone to complain. They’re
promising us the world next week but I'm tempted to just go out and get another
of our workstations and buy a bigger monitor for his sequencer.’

At this point they were joined by what I decided was a young project studioist and
they responded to his enthusiastic questions... ‘Yep, the faders move... yep, you can
do all that swff with the EQ... yep, it's cheaper than the other one but you got to
add on the interfaces, the meter bridge and the computer for the automation... sure
it’s in the running, I'm looking at five small desks just to have around the place for
the video suites and stuff... no, I don't know if it has MIDI... oh, really? You'd be
able to do thatt Tell me, what do you make of that MIDI/hard-disk system
over there? Zenon Schoepe, executive editor

Atarashimi: the new new

THERE IS A JAPANESE term, atarashimi, meaning, literally, novelty. Used in con-
junction with hokku—a form of Japanese poetry—it refers to the newness of per-
ception of nature expressed by the poet. It was, for example, a notable aspect of
Matsuo Basho's Hatsukaishi Hyochu, a critique of a collaborative work by Basho
himself and 15 of his students. But while this was published back in 1763, the con-
cept of atarashimi is alive and well and active in professional audio.

It accompanied the arrival of stereo when a new dimension was added not only
to the recording process, but to countless (stereo) record collections when they
were first aired on a stereo system. And it happened with the arrival of digital when
the noise floor fell away. But these events should not be confused with something
that's simply new, something that has not been heard before. Rather, they are
exactly as the Japanese useage has it—a development of perception, a rediscovery
of something that is already there. Proof, if you need it, lies with a second recipro-
cal occurrence of atarashimi that frequently accompanies the first.

Viewed conventionally, digital audio has addressed some of analogue’s short-
comings while introducing some of its own. It has also, however, changed the way
in which analogue audio is viewed—analogue itself has not changed, but our per-
ception of it, and most critically our appreciation of it, has changed dramatically.
The same can be said of radio, although the reaction time has been rather slower.
Previously all but dismissed as having been superseded hy the more capable
medium of television, radio is presently finding renewed appreciation for being
nothing more than it has ever been. (Video killed the radio star ? Mistrial.) And in
the face of an avalanche of multichannel options, the same appears to be happen-
ing to mono.

The accepted view of the human condition has us readily reacting to change
almost indiscriminately—one study showed am improvement in productivity when
music was introduced to a production line, and a further increase when it was with-
drawn. But this doesn't appear to be the case here. We're comfortably beyond find-
ing valves appealing simply because something else has arrived, and we're way
beyond mere snobbery. This accepted, there is nowhere else to look for an account
of the current popularity of valve outhoard or the endurance of analogue 2-track
machines. It has to be atarashimi.

Perhaps the situation also bears reference to our night vision: sometimes you have
to take your eye off the ball in order to be able to see it.  Tim Goodyer, editor
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A Class Apart

SSL's Axiom large format digital

Digital Productdon System
production system has been adopted

as a benchmark console by many of the
world's most prestigious broadcasters

and audio designers.

The unparalleled power and flexibility

of the Axiom system, with its integrated
hub router and SSUs DiskTrack Refom Canihaet Censold
recording option, is now available in a

compatible family of application-specific

digital consoles.
Utilising the ‘knob-per-function’ design
and proven reliability of Axiom, the

A series family delivers unrivalled

advantages to those working in live z
¢ - Axiom Broadcast Console
broadcast, mobiles, production,

post-production and motion picture

environments.

Distance yourself from the competition
with a digital console from SSL, world

leaders in audio engineering, and start

to enjoy hitherto unachievable levels Digital =ilm System

of creative freedom, productivity

and profitability.

Cigital Post-production
System

» Solid State Logic
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Begbroke Oxford OX5 IRU England
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Email: sales@solic-state-logic.com
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One-stop DVD production

UK: A new DVD p
has been opened by London facil
ity. Tele-Cine. The move is 10
provide a one-stop DVD shop and
follows a caretul evaluation of the
world DVD market and consult
tion with the facility's major clients
Head ol production. jeft Emerson.
comments: “We are satisfied that
there is |.u(;;\' viche tor us in thi
market. Following the model of
igital videotape mastering, wi
have builtan integrated facility that
will not only tulfil our clienis” DVD
requirements but will also function
as A department 1o run in conjun,

1CTKC

l existiing digitil n
tering resource. allowing clients 1o
fulfil home video  languuge
requirements whilst utilising the
same clements. With the pressure
on distributors 1o get product out
across the formats on a day-and-
e schedule, we know this ol
the only practical production
solution

One of the key aspects 10 suc
cesstul DVD operation is the anul
gamation ot a range ol post
production disciplines. Not only
do we have the necessary exper
tise 10 work with 81 p;ll‘ s and

Itichannel audio. but we are
also developing a true digital post
environment in conjunction with
another recently launched service
called File Exchange. This will
enable anything trom  on-line
delivery of TIFF files and audio
icks, 1o asset management and
production tracking. As anvone
who has made a disc knows, it is
this organisation and information
exchange that is half the baule.
e venture will employ ele-
ments from Minerva Systems.
Daiken Software and Dolby Labs
Tele-Cine. Tel: +44 171 208 2200.

US: Miami studio The

Gentleman's Club threw
its all into a recent recording
project for a new artist
—including the services of
studio manager and engineer
Charles Dye (below). New
Universal Records signing
singer-songwriter Billie
Myers' album Growing
Pains was the focus of the
48-track Pro Tools-based
session which involved
importing recordings of
the rhythm section made
a Criterla Recording and
then building up the guitar,
keyboard and vocal parts at
The Gentleman's Club using
a combination of Pro Tools
plug-ins and a selection of
Focusrite and Neve preamps,
Focusrite and Empirical Labs
compressors, and Neve and
Pultec EQs. The effort is
currently rewarded with a
Billhoard placing of 20 with
a bullet for the debut single,
‘Kiss the Rain'.

US: The recent Broadway debut of Disney’s Lion King saw a cast of

48 and a 23-piece orchestra take the boards at the refurbished New
Amsterdam Theatre along with over 100 puppets, a 13-foot efephant
and 26-foot flying giraffes. FOH sound was handled by a 117-input Cadac
J-type console with 111 motorised faders and 8 programmabie dual-input
modules under the control of Scott Stauffer. On stage were a huge array
of mics including 45 Sennheiser radio systems.

Surround
soundings

Worldwide: |he proliferation of
Dolby's surround formuts pro-
gresses with @ number of conti-
nentil television  broadcasters
agreeing o tlag” Dolby encoded
programmes with the Dolby Sur-
round logo for broadcasi—for
which Dolbv's figures claim an au-
dience of over 30m worldwide.
The latest tranche of licensees
includes Pro 7. one of Germany's
top five television broadcasters.
and the French Canal+ and Canal
satellite TV stations. In addition,

www americanradiohistorv com

France 2inassociation with France 3
is preparing to cover World Cup 98
with sound in Dolby Sterco. The
event will be broadeast on a spe-
cial channel. Superfoot 98. in 16:9
aspect ratio heginning on June 10
and offering 10 hours of coverage
per day including matches. archive
tootage, and behind the scenes
scenes. The broadcast will use the
TPS digital satellite system

An announcement made in
Tokyo by the DVI) Forum Sieering
Committee has named Dolby Dig
ital as one of the mandatory PAL
DVD audio formats
Dolby Labs. Tel: +1 415 558 0200.
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UK: Closed since the Arndale Centre bomb blast, the Manchester

Royal Exchange Theatre is now due for a major refit by the Oxford
Sound Company. Extensive damage was sustained through the explosion,
just 150 yards distant; although the distinctive Module Theatre's glass
dome escaped. Inside, a heptagonal auditorium hosts in-the-round
productions demands a particularly flexible sound system that will
consist of a 68-box Meyer setup including UPA 1Cs, UPM2s, MSL2As
and USW1s addressed through a Timax level and delay matrix system.
Audio playback will be from Akai samplers and Denon MD machines with
Yamaha and Lexicon reverbs via a Mackie 8-bus desk. The theatre is set
to reopen its doors towards the end of this year. The Oxford Sound

Company. Tel: +44 1608 659025

Belgian

hospitality

Belgium: Opcning its doors for 2
generil inspection, the Belgian La
Chapelle Recording Studios and
Medias Waimes is expecting to
attract the industry’s attention on
27th-29th March.

Audio 98

UK: The details of the Audio 98
show have been announced by
the APRS and Single Market Events
organising body. The venue is to
be London's Olympia 2 hall and
the show is set 1o run from Thurs-
day 2th November to Saturday

The open invitation is to coin-
cide with the opening of its TV stu-
dio: it will also he accompanied by
a CD presentation 2gether’. More
information and formal invitations
can he secured from La Chapelle
in Waimes (Tel: +32 80 670037
Fax: +32 80 670029, Email: stu-
dios@ skyneybe)

[ith November. The show aims to
attract recording industry profes-
sionals and will featare exhibitors
and workshops from recording.
film. hroadcast and audio post
production.

APRS. Tel: +44 118 975 6218.
Single Market Events.

Tel: +44 181 948 1666.

Music recording facility RG Jones Studios has recently enjoyed a
major refurbishment that has seen the enlargement of its control
room and a general upgrade of acoustic treatments and decor. The work
involved a 3-week shutdown, but has seen the facility reopen with
a new Studer A827 24-track analogue multitrack to accompany its
exlisting 32-track digital recording, and a complete overhaul of its SSL
console. RG Jones Studios. Tel: +44 181 540 9881

@ Nashville's Starstruck Studios has in-
stalled a Pro Tools 24 system in each of
its two music recording studios. Each of
the SL9000j-equipped rooms now has

a 32-track Pro Tools with 16 inputs and
outputs, and additional DSP Farm cards
running on a Macintosh 9600-300 plat-
form. Both studios’ systems also have
Antares Auto Tune and VocAlign plugins.
as well as Sample Cell and Studio
Vision Pro software. Further down Music
Square. the Underground Sound rental
organisation has added Sony PCM-3348
DASH machines. Manley Vox Box mic
channels and Avalon V-737SP outboard
units. Its existing 3348s, meanwhile,
have had their filters upgraded.
Starstruck Studies, US.

Tel: +1 615 259 5440.

Underground Sound, US.

Tel: +1 615 269 7131.

@ Swedish commercial radio station
Radio Rix has installed a further

eight Orban Optimod FM 8200 digital
processors at its transmitter sites,
ensuring that all its broadcasts are now
Optimod encoded. Rix supplies 70% of
the country’s population with "adult con-
temporary' music, news. weather and
traffic reports. Swedish Radio. mean-
while, joins the Finnish Broadcasting
company and Rome’s Capital Radio

in adopting Junger Vamp digital voice
processors for its broadcasters. To
date. the Finnish installation has taken
12 of an intended 50 units while the
Italian order is for four Vamp2 units.
Radio Rix, Sweden.

Tel: +46 705 901 559.

Orban, US. Tel: +1 510 351 3500.
Junger, Germany. Tel: +49 30 6777210.
@ London’s Livingston Studios has
recently undergone a major refit of its
Studio 1, Designed jointly by London
Sound Design and Livingston’s Jerry
Boys. the changes include the con-
struction of four isolated recording
areas and the installation of a Neve
33609 compressor. |

Livingston Studios, UK.

Tel: +44 181 889 6558,

B8 Korea's MBC has installed a 20chan-
nel Calrec Minimixer in its OB vehicle
No.10. The 13th such desk in use with
MBC will see action over on-air sports
coverage. Seoul's KBS, meanwhile. has
installed two 12<hannel Minimixers,
one in its TV opening hall for music and
variety work and the other in its news
centre for news and documentary pro-
grammes. A further recent Korean Mini-
mixer installation is to be found at Sam-
sung's Studio A, for educational, news
and special project work.

Calrec, UK. Tel: +44 1442 842159,

@ Californian post houses, Soundelux-
Signet Sound and 20th Century Fox
Pictures. have both placed new Neotek
Essence desks in ADR and Foley
stages. while Monterey Post and The
Enterprise. have installed Miller &
Kreisel foudspeaker systems. Monterey
Post’s MPS 5.1channel THX<ertified
system includes MPS-150s for LCR,
four MPS-150 SUR tripole surrounds
and MPS-350 SUP active subwoofer
has gone into its new DVD rerecording
suite which also contains Euphonix and
Yamaha consoles. The Enterprise has
added a further pair of MPS-5000 SUB
units for its ‘living room style' sweeten:
ing and mixdown studios.

Martinsound, US. Tel: +1 626 281 3555.
M&K, US. Tel: +1 310 204 2854,

@ London’s Sega Digital Studios has in-
stalled the largest Pro Tools 24 system
installed outside the US. Running on a
Macintosh 9600-350. the 64-track sys-
tem uses eight DSP cards. with its 48
1-0s served by six 888 24-bit interfaces.
Operation is via a Mackie HUI interface.
Storage is handled by two 9Gb Seagate

anradiohistorv com

Cheetah hard disks in Rourke Data rack
system, with archiving on Exabyte and
Jaz drives. Among the plug-ins included
in the setup is a Dolby Surround Tools
module. The console is a Mackie
32:8:2 with two 24e sidecars while
monitoring is handled by an M2-based
DynaudioAcoustics system

Sega, Europe. Tel: +44 181 995 3399.
Digidesign, UK. Tel: +44 1753 653322.
8 Mexico's video post facility Virgin
Television de Mexico has moved into
audio post. The move is facilitated by
the installation of an SSL Scenaria with
VisionTrack and is a response to clien:s’
needs outstripping Virgin Television's
previous capabilities. The new system
will be used to mix and edit audio for
commercials.

Virgin Television, Mexico.

Tel: +1 11 525 546 0113.

SSL, UK. Tel: +44 1865 842300.

8 German take-up of the Stage Tec
Cantus console continues with a fifth
desk going to Beyerischer Rudfunk for
its Gasteig concert hall instaliation in
Munich, two desks going to Deutscher
Oper in Berlin. and one to German uni-
versity Muzikhochschule Detmold which
specialises in training audio engineers.
Stage Tec, Germany.

Tel: +49 951 71295.

B Tokyo's Studio Crow and Nihon TV
Video have furthered their investment
in AMS Neve digital desks. Studio Crow
has installed a 24-fader Capricorn in

its No.4 MA Room following the earlier
installation of a 48-fader Capricorn.
Duties will include posting television
programmes and commercials. Similar-
ly, Nihon TV Video's order for a 36-fader
Libra console follows its installation of a
Capricorn. The desk will be used for TV
programme production.

Studio Crow, Japan.

Tel: +81 3 5632 8011.

Nihon TV Video, Japan.

Tel: +81 3 3265 4556.

AMS Neve, UK. Tel: +44 1282 457011.
8 British-based Manor Mobiles

has bought two Studer D827 DASH
machines. The 48-track digital recorders
will be used in Manor’s two main trucks.
Manor Mobiles, UK.

Tel: +44 181 756 0660.

Studer, Switzerland.

Tel: +41 1 870 7511.

@ American music recording facility
NRG Recording Services is to install an
SSL SL9000j console in its newly built
Studio C. The new room is designed by
Studio 440's George Newborn whose
themed work sees the 72-input desk
sporting a custom ‘Gothic’ look to
complement Studio A’s Art Deco and
B's Moroccan themes.

NRG, US. Tei: +1 800 760 7841.

SSL. UK. Tel: +44 1865 842300.

8 Worldwide studios operated by the
BBC's World Service will be installing
Audionics Audio Workshop packages—a
custom version of Audionics' ACE broad-
cast console—for local preparation of
programmes that are then submitted to
London. Among those preparing for the
new instafiations are sites in Jakarta
Belgrade, Sao Paulo, Dar Es Salaam,
Sofia. and New York's UN building. Addi-
tionally, the World Service Bucharest stu-
dio is to install a 6channel ACE console.
Audionics, UK. Tel: +44 114 242 2333.
B Swisscom AG telecommunications
has commissioned the first use of
2Mbps digital audio switcher for its
national switching centre in Zurich.
Handling telephone calls as a side func-
tion, the Mandozzi Electronics switcher
is able to eliminate any audio glitches.
featuring sample-rate conversion to sync
all incoming audio to the system clock.
Mandozzi, Switzerland.

Tel: +41 91 945 2351.
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March
3-5

Replitech Europe

Utrecht, The Netherlands.
Contact: Knowiedge Industry
Publications.

Tel: +1 914 328 9157,

Net: www.kipinet.com

11-13

The Production Show 98
Business Design Centre,
Islington London N1, UK,
Contact: EMAP Media.
Tel: +44 171 505 8130.
Fax: +44 171 505 8020.

11-15

Musikmesse

Frankfurt, Germany.
Contact: Anke Witte.
Tel: +49 69 7575 6596

16-17

AES UK Conference:
Microphones and Loudspeakers:
the ins and outs of audio
Church House, London,

Tel: +44 1628 663 725.

Email: AESUK@aol.com

16-19
Technology India 98

Bombay Exhibition Centre,
Mumbai (Bombay), India.

i GUSRES

e

Contact: Above & Beyond Exhibitons.

Tel: +91 11 651 0205.

Email: vikas.gulaty@gems.vsnl.net.in

18-21

ITA

Ritz Carlton, Laguna Niguel, Dana
Point, California, US.

Tel: +1 609 279 1700.

Fax: +1 609 279 1999.

23-27

4th BTV China 98 and
3rd COMMTEL China 98
Contact: Business &
Industrial Trade Fairs.
Tel: +852 2865 2633.
Fax: +852 2866 1770.

29-1 April

SIB 98

Rimini Trade Fair, Italy
Contact: Tony Andrew—KMS
Tei: +44 1323 442747.
Email: andrewkms@aol.com

31-2 April

World VSAT Communications
Congress 3

Cavalieri Hilton, Rome, Italy.
Contact: AIC Conferences.

Tel: +44 171 242 1548,

Fax: +44 171 242 1508.

April
14-16

PLASA: Light and

Sound Shanghal

Intex Centre, Shanghai, China.
Contact: P&0 Events.

Tel: +44 171 370 8231.
Email: shanghai@eco.co.uk

27-28

DVD Forum

The Berkley Hotel, London, UK,
Tel: +44 171 691 9191.
Email: dvd@igpcco.uk

29-30

20th ABTT Show

Hall One, Royal Horticultural Halls,
80 Vincent Square, London SW1, UK.
Tel: +44 171 403 3778,

Email: office@abtt.org.uk

May
16-19

104th AES Convention

RAI Conference Centre
Amsterdam, The Netherlands.
Tel-Fax: +31 35 541 1892,
Email: 104th-chairman@aes.org.
Net: www.aes.org

18-20

Cable & Satellite 98
Earls Court 2, London, UK.
Net: www.cabsat.co.uk

21-27

Expo Sound & Light 98
Romexpo Exhibition Centre,
Bucharest, Romania.

Tel: +44 171 886 3103.
Email: info@otsa.prestel.co.uk

26-28

TV 98

Thermal Hotel Helia,

Budapest, Hungary.

Tel: +361 153 1027.

Email; hiradastechnika@mtesz.hu
Net: www.mtesz.hu/
hiradastechnika

26-29

Midem Asia 1998

Nusa Dua Beach Resort, Bali
Tel: +331 41 90 46 31.
Net: www.midem.com

29-31

5th Annual Latin-American Pro
Audio & Music Expo Mlami 98
Miami Convention Centre,

Miami, Florida, US.

Contact: Studio Sound International.
Email: chris@ssiexpos.com

Net: www.ssiexpos.com

30-June 2

Nightwave 98

Rimini Exhibition Centre, italy
Contact: Ms Gabriella de Girolamo.
Fax: +39 541 711243

Net: www.fierarimini.it

June
2-5

S5th Broadcast Asia 98

and others

World Trade Centre, Singapore.
Contact: Overseas Exhibition
Services.

Tel: +44 171 486 1951.

The perfect companion for Pro Tools.
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Apogee’s 24-bit AD-8000. Eight channels. True 24-bit A/D & D/A.

POGEE'S AD-8000 interfaces
directly to Pro Tools or Pro Tools-
24, just like an 888, with a power-
ful array of extra features.
©® Direct computer control.
©® True 24-bit A/D and D/A.
® Format Convert ADAT, TDIF,
Sonic Solutions, SDIF, SSL, etc”.
©® Apogee Bit
Splitting (ABS)

16-bit machines.
® Signal Distribution

with ABS and a 16-bit DAT at
the same time.
©® Sync to Video, Word clock,
digital input or internal
reference.
® 6-way metering with peak,
average, peak hold, cal mode
and more.
©® Numeric Over Indicators on
each channel, adjustable
threshold.
® SoftLimit® adds
level to your tracks
without overs.

Apocet ELecTRONICs CorpoRATION, 3145 Donald Douglas Loop South, Santa Monica, CA 90405, USA.

Tel: +1 310/915-1000 Fax: +1 310/391-6262, Email: info
UV22 and Soft Limit ore registered trademarks of Apogee Elechronics Corporation. Other trademarks are the property of their respective owners.

TOOLS

ftal.com. *Cords subied to availabity.
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©® UV22%, the Mastering Choice for
perfect 16- & 20-bit masters.
® Stand-Alone operation —
use your AD-8000
independently of Pro Tools.
Apogee's AD-8000. The perfect
companion for any Pro Tools or Pro
Tools 24 system. From your Apogee

dealer.
For your nearest dealey, check our Web site!
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Dream Series 96kHz A/D and D/A converters for music

State of the art performance with Prism Sound's proprietary A/D conversion system State of the art performance with Prism Saund's proprietary D/A conversion system
Dual digital outputs allow {for example) simeltaneous 44.1kHz, 16-bit noise-shaped and 96kHz Full 24-bit processing for all inputs avoids truncation distorion or extra dithering
24-bit recordings

Built-in digital-to-digital synchronous sampling-rate converter with SNS noise-shaping
system for high-quality down-conversion for (D

Comprehersive range of interface formats:

TOSLINK, SPIF, SDIF-2 & AES ports with both 2-wire

and 2x speed 96kHz formats

Comprehensive range of interface formas: Interface jitter effects 100% eliminated wih clock master mode,

TOSLINK, SPDIF, SDIF-2 & AES ports with hoth 2-wire
and 2x speed 96kHz formats

High-guality internal master clock plus proprietary high-order, high-attenuation triple PLL system

plus proprietary high attenuation triple PLL system

Independently flaating, ransformerless balanced outputs

to eliminate external clock jitter without incurring fong lock-up times 7-way multi-format source selector, wit1 feed-through digital output

Fully impedance and voliage balanced transformerless inputs

DRE encoder and decoder for hi-bit performance using 16-bit media
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reduction with o brood range of spectrol weightings to suitall music tyses and preferences.
Typical applications include 24- 1o 16-bit conversien for (D.

@ The Super-Noise-Shaping (SNS) system is o dithersd re-quantiz ng system for digitol word-length

PRISM MEDIA PRODUCFS INC.
BUILDING B-16

115 ROUTE 46

MOUNTAIN LAKES

NEW JERSEY 07046

UsA

TEL:  +1973 299 7790

FAX:  +1973 2997759
E-mail: sales@prismsound.com
Web: htip://www.prismsound.com
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PRISM MEDIX PRODUCTS LTD
W LLIAM JAMES HOUSE
(OWLEY ROAD

(£MBRIDGE

(E4 4wX

UK

TEL  +44(0)1223 424988

FRX: +44 (001223 425023

Emoil: 100812.1135@compuserve.com
Web: http:/ /www prismsound.com
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Sound
advice

FIUST SAX vour November
issue—it takes a while for
the issues o arrive here in
the States—and 1 think
your writer Dave Foister
has pulled a fast one on
vou. From reading  the
review”  of  the ARG
solidTube, it's ¢lear that he
never used the microphone
at all—never plugged it in,
never recorded a o single
track with this mic.

Al one point in the arti-
cte. he talks about the sight
of the wvalve  glowing
through a red window in
the body. In the ads and
brochures for the mic. this
glow is quite bright, illumi-
nating the logo brighthy:
however even in dim stu-
dio lighting.  the  actual
glow visible is so faint that
one has to look quite close-
v to seeif the tibe is pow-
ered at allt

In another point. Dave
says that all of the mic
accessories fit neatly” into
the  aluminum  carrving
case. In my experience with
the mic. the case is so
cramped  that it's nearly
impossible  to get evervthing back into
the case unless vou roll the cable into a
very tight 3-inch diameter coil, which is
not a recommended procedure with any
audio. particularly a non-standard 7-pin
XLR cable! (Especially when replacement
cables would not be readily: available)
In fact. the cable that accompanies the
solidTube is of embarrassingly low qual-
ity for an AKG product. it has a very
small diameter (7-inch). and is highly
susceptible to kinking and was a con-
stant problem in actual studio condi-
tions. Of course. had Dave actually used
the mic, he would have noticed this...

I respect vou quite highly and 1 think
vou deserve better from your contribu-
tors. Sincerely.

George Petersen, editor,
Mix magazine, US

Dave Foister replies: We all know there
are magazines that print ‘reviews’ of
equipment the author has never seen,
but that's not the way we do things at
Studio Sound. | have never written a
review of anything | haven't personally
used at every available opportunity, and

10

I deeply resent your suggestion—nay,
unequivocal statement —that | did so in
this case.

Since, in fact, | had extensive experi-
ence of the SolidTube over a period of
weeks, your comments come down to
mere differences of opinion. You might
not be able to see the valve glowing in
the window, but | can and so could the
many singers and instrumentalists who
found themselves standing in front of it.
You might not be able to get the cable
into the flightcase but | can—it fits in the
cavity beneath the PSU coiled no more
tightly than most valve microphone
cables. You might consider it lightweight
and awkward, but | regard it as perfectly
adequate for the job—its more substan-
tial that the Neumann M149 cable, but,
perhaps, you haven't seen one of those.

| note that you don't disagree with
what | said about how it sounds, so your
comments are reduced to petty carping
over trivial details of a good microphone
at a bargain price. This makes it all so
pathetic to be almost amusing, which is
lucky for you otherwise | might be look-
ing to m'learned friends for advice.
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INTERNATIONAL DISTRIBUTORS

AUSTRALIA: AWA LTD
Tel 02 9898 7666 Fax 02 9898 1135
Contact Ahistar Dewar

AUSTRIA: STUDER AUSTRIA GMBH
Tel 01865 1676 Fax 01865 167699
Contact Reinhold Fhed!

BELGIUM: EML PRD AUDID
Tel 011232355 Fax: 011232172
Contact Luc Hermans

CANADA: HHB COMMUNICATIONS CANADA LTD
Tel 416 867 9000 Fax' 416 867 1080
Contact Dave Dysart

CZECH REPUBLIC: AUDIOPOLIS
Tel 420 2 322 552 Fax 4202 323 069
Contact Martin Vysusil

DENMARK: INTERSTAGE
Tel. 39 46 0000 Fax 39 46 0040
Contact Finn Juul

FINLAND: HEDCOM
Tel 358 9 682 866 Fax 358 9 682 8489
Contact Jarmo Rowvas

FRANCE: S.A.V.
Tet 142 405522 Fax 14240 47 80
Conlact: Philippe Desgue

GERMANY: MEDIACDM
Tel 05451 94690 Fax 05451 946919
Contact Uwe Seyfert

GREECE: KEM ELECTRONICS
Tel 016748514 Fax 01674 6384
Contact Thimios Kolikotsis

HOLLAND: TM AUDID HOLLAND BV
Tel 030 241 4070 Fax 030 241 0002
Contact: Peter de Fouw

HONG KDNG: DIGITAL MEDIA TECHNOLOGY
Tel 27210343 Fax 2 366 6883
Co. l

ament Chos

IRELAND: BIG BEAR SDUND LTD
Tel 01662 3411 Fax 01668 5253
Contact Julan Douglas

ISRAEL: BAND-PRO FIM/VIDED INC
Tel. 03 673 1891 Fax 03673 1894
Contact Oter Menashe

ITALY: AUDIO EQUIPMENT
Tel 039212 221 fax 039 214 0011
Contact Marco Porro

MEXICD: LDLA DE MEXICD
Tel 525250 6038 Fax 525 250 6038
Contact Carmen Juarez

NEW ZEALAND: FILM & TAPE SALES NZ LTD
Te! 09 378 8778 Fax 09378 8776

NORWAY: SIV. ING BENUM A/S
Tel: 22 1 39900 Fax 22 148259
Contact Egil Eide

PODLAND: STUDID DAVE
Tel 2 826 4912 Fax 2 826 4912
Contact Bogdan Wojciechowsk

PORTUGAL: ESTEREDSOM LDA
Tel 01356 0563 Fax: 0157 2981
Contact' Jorge Goncalves

SINGAPORE: TEAM 108 PTE LTD
Tel 65 748 9333 Fax 65747 7273
Contact Helena Lim

SDUTH AFRICA: EMS LTD
Tel. 011 482 4470 Fax 011726 2552
Contact Denrus Feldman

SPAIN: LEXDN
Tel; 93 203 4804 Fax 93 205 7464
Contact Alejandro Palencia

SWEDEN: EM NDRDIC AB
Tel' 46 8 603 2300 Fax 46 8 603 2390
Contact. Mats Mattsson

SWITZERLAND: DR. W.A. GUNTHER AG
Tel. (1) 910 4141 Fax (1) 910 3544
Contact Roland Bricchi

TAIWAN: DMT TAIWAN
Tel 025164318 Fax 02 515 9881
Contact' Honton Sze

USA: HH8 COMMUNICATIDNS USA
Tel. 310319 1111 Fax 310319 1311
Contact David Beesley

.II#I 8 i r ?
o 1.4/} ]

By o 18
HHB Communications Limited

73-75 Scrubs Lane - London NW10 60U - 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
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PDR1000 4 head, 4 motor portable professional DAT recorder with
44.1/48/32kHz rzcording. balanced XLR analogue 1/0 and AES/EBU
+ SPOIF digital 1/0s

From the deserts of Egypt to the jungles of Costa Rica, PORTADAT consistently proves itself to be
the most compact, reliable and best sounding professional DAT portable on the market.

No wonder PORTADAT users are amongst the busiest sound recordists in the business.

And now, PORTADAT is more affordable than ever before. So talk to HHB today about PORTADAT. R RVIITIZ head 8 molor professicnal nanabie DAT recorder
And put yourself in the action. zgisﬁ:;d :&:ﬂalv:ﬂczr;q;!;’ gl de (0 all

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

HHB Communications USA - 626 Santa Monica Boulevard, Suite 110. Santa Manica, CA 90401, USA
Tel: 310 319 1111 . Fax: 310 319 1311 . E-Mail: sales@hhbusa.com

HHB Communications Canada Ltd - 260 King Street East, Toronto, Ontario M5A 4L5, Canada
Tel: 416 867 9000 - Fax: 416 867 1080 - E-Mail: hhbcan@istar.ca

http://www.hhb.co.uk
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iribute

HE  UNTIMELY  DEATHE of  Colin
Sanders at the end of fanuary closed
chapter on a most extraordinany period
of change in the world of professional
audio. Best known as the founder.
managing director and chairman of SSLuntit
1991. sanders had not been connected with any
recording industry interests for the Tast seven
vears, Many are conversant with the transfor-
mations he caused. armed with little more than
afew very good ides and the determination to
make them happen.

His expertise in - electronics
was largely self taught. There are
tales of his building, aged eight. a
telephone system between  his
bedroom and that of his twin sis-
ter. with the option of a light or
buzzer alert for night and day.
Involvement in local theatre pro-
duction followed later. and an
interest in lighting that led 1o the
development of automated light
ing svstems for various projects

Solid Ste Logic was formed
in 1969 by Sanders to build clec-
trical control systems for church
and cathedral organs which he
designed and installed. His first
cmplovee. Colin Bateman, juined
in 1970 while everything was run
out of a bedroom in his parent’s
Oxford house where he “worked
as 2 litde dvnamo and was into
evenvthing. The organ business
grew and by 1982, over 8.000
svstems had been installed in
over 23 countries.

Sanders had been o chorister
when voung, and had a good
knowledge of music. but didnt
play an instrument which often
caused a surprise 1o his organ-
installation clients. He saw music
as i wider issue and strted @
record label. Acorn Records 1o
issue theatre and classical organ
music. Although this was treated
as i hobby, it was where Sanders
passion increasingly lav. He kept
designing and  building  more
sophisticated  recording equip-
ment and the fabel gradually
hecame a studio.

In 1971, a brief mention in Studio Sod's
Studio Directoryindicated  that the whole
operation wis ahout 10 move outside Oxford
1o the village of Stonesfield where a0 small
building initially doubled as a workshop and
studio. Later. following the purchase of the
rest of the building. there was then room for
a dedicated studio that remained a console
demo facility even many vears later.,

The small studio became successtul and
they decided 10 go multitrack. There was no
likelihood of buving o console so Sanders
threw himself into intensive R&D. studving all

death

12

the. then, available consoles while adding fea-
tures that experience in the studio suggested
would he usetul.

Although the “official tine” was that he only
ever wanted to build a console for his own
studio’s use. there never being any intention
of making them for others, this is probably 3
romanticised view. Following all the research
and the development of an original concept it
seems fairly clear that Sanders designed it on
a production-orientated basis from the very

in January shook the

Keith Spencer Allen writes

beginning. A key addition to the team was old
school-friend Paul Bamborough who brouglt
computer and software skills 1o the project.
although the reltionship between them was
volatile, A console was assembled. but the
degree to which it was complete by the 1977
Paris  AES Convention is questionable. Tt
certainly looked good and there was paper
work to sav what it would do.

Dave Harries. then of Air recalls seeing
the desk at the AES and “congratulating Colin
on the build quality. Tt was an incredible
concept and he'd obviously paid great atten
tion 1o all areas. The facilities were revolu

www americanradiohistorvy com

tionary, and. of course. it later turned the
whole industry round.

Others shared Harries opinions and they
ended the show with orders for three. what
were then allocated  1000A" identities. So
began 1 period of console building and devel-
opment that was o grow exponentially for
the next five vears. The A" quickly became
the 100083 adding teatures and changes in the
routeing section with about seven being built.

One important client for @ 10008 was new
London studio, the Town House.
Phil Newell and Mick Glossop went
to Stonesficld ina seeptical mood.
but came away convineed. Accord-
ing 1o Newell it was his “honesty
and openness 1o questions plus the
solid nature of his answers. He was
a really straightforward guy to deal
with, it was all quite believable and
I was prepared to give it a chanee’
On the operational side Glossop
remembers it being o major step
forward in ergonomics, and it all
came from Sanders. "He was an
engineer who had sat up until 3am
doing vocal overdubs without an
assistant! There was never any hard
sell. vou just talked about the prod-
uct and the way it worked

By 1979, continuous RXD and
user-feedback  had  created  the
H00E. or as it was also marketed,
the Master Studio svstem, which,
for the first time. integrated many
studio functions centrally with the
console computer. plus aatonuted
console features. This was the basis
of the console that was 1o create
the company.

Early 1000 UK clients included
Ridge Farm Studios, Eden Studios
and the Town House. again. This
last association continued 1o be par-
ticularly important as house engi-
neers. such a Hugh Padgham.

Studio Sound pays tribute to one of the npicked up on the facilities of the
few true pioneers of pro audio, whose tragic
industry.

console and became responsible for
several important hit albums that
helped establish the creative abili-
ties of the console,  particularly
those drum sounds.

The studio technical staff of the
Town House were alsoimpressed. Chris

Jenkins had immediate responsibility for

Town House Two. My first recollection of
Colin was when he came down 1o commis-
sion the console he did evervthing himself in
those days, If there were any problems he
would talk me through fixing them over the
phone. His abilities as a designer were such
that he could work very quickly and the
result worked.” Jenkins and a number of the
Town House staff joined SSLoover the next
few vears helping Sanders build a staft that
was almost all experienced in the practicali
ties of the recording studio.

March 1998 Studio Sound
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It was Sanders™ hands-on approach in every
aspect of the company that set the tone tor
evervthing. The priority was heing available o
customers and this was appreciated. Chris
Stone. then of Record Plant in the US, was an
early customer and came hack for many more.
‘I bought my first E-series from Colin in 1979,
It we had a problem with the console we
could call him, the president of the
company, in the middle of the night
and he would stay on the phone with
us until the problem went away. Fven
then he believed he was setting a stan-
dard for the industry.

Also in 1979. American recording
engineer Doug Dickey joined SSEL. He
complemented  Sunders™  approach
totally. and. although they rowed fre-
quently. the results were spectacular.
First visible signs were the expensive
colour advertising campaigns and sales
literature. Many of the SSL statt credit
Dickey with considerable responsibil-
ity tor the degree of success that the
company had. particularly in the US.
In the mid 1980s when the industry
was looking for input from SSL on the
debate on future console technolo-
gies. it was Dickey who put himself in
the firing line with reasoned and artic-
ulate cloquence.

Sunders. who was a good, but
reluctant public speaker. was keen 1o
see Dickey take this role. Piers Plaskit
who headed up the SSLUS operation
for many vears felt that in public
Sanders always plaved down his role,
being very reluctant 1o market himselt
feeling that it was the products that were
important.

Success brought awards. 1981 saw o UK
Design Council Award  tor the  SL4000E
—Sanders had an advanced sense of the aes-
thetically pleasing and  ergonomic  design

—and the same vear saw the first of two
Queens Awards for Export Achievement. By
1982. 80% of all sales were exported. In 1986,
he was awarded a CBE.

Many of the, then, SSL staft tell of a crazy
time. Console production had gone trom one
every month 10 at least a dozen a month.
While externally the company maintained a

verv calm image. internally the workload was
immense. 12-hour days were common, and
18-hour days not unusual. Several had more
than one job and because of a shortage of test
engincers if vou were still around in the
evening many would move down 10 the test

shop till the early hours of the morning hefore
being back around 7am. Sanders would be
there all hours even 1aking to sweeping up it
that was what was required.

He was a charismatic figure. with determi-
nation and a very clear vision of what he
wanted. He paid incredible attention to detail
with fingers in every part of the company
—trom approving the design of let-
terheads. working with external sup-
pliers, with sales and marketing. The
outside world saw a unified company
image with no obvious shortcomrings
and this could undoubtedly be truced
hack almost entirely 1o Sanders.

He had a protound intluence on all
the people around him even those
doing basic wiring on the shop floor.
He would walk round the factory reg-
ularly, and his office door was always
open. He had the ability to make
everyone feel very welcome and your
status wasn't important.

He loved parties and the annual
SSL BBQ was famed for the way it
brought company, clients and the
industry. plus their families. 10gether
in a riot of entertainment that was typ-
ical of what made him happiest. He
also was a very generous person in
terms of his time. He helped out
many people quietly in ways that
were never made public. There is
more of this than anyone will know.

As the company became bigger he
had 1o delegate and this he found dit-
ficult when it resulted in work not
being done quite as well as he would
have done. Within the company he was
famous for his temper. ‘He'd tly oft the handle
several times a day. and be thoroughly unrea-
sonal¥. It wasn't one of his most endearing
traits.” commented one insider.

According to Antony David, who >>>>>

Studio Sound March 1998
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<<<<< joined in 1983, this was just simply an
indication of his passion. "He had such
incredibly high standards that whenever any-
thing fell below them it just set him off. But
he inspired the most incredible fovalty in
evervone. He set very high standards and
evervone else adopted them and that became
the cubwre of the company”

Reflecting his own background, Sunders
never placed much emphasis on formal
qualifications, being much more interested
in what other aspects
people could bring
o the  company.
Graduate Antony
David reckons that he
got a job on the
strength of his tie.
Others suggest
Sanders had a policy
that it vou found a
good  person  you
should give them a
job and  precisely
what they would do
could he  decided
afterwards.

Whatever was true, his management stvle
built a capable team. Those that knew him
well say that he had a short atention span
and would never persevere with anything if
it stopped being fun. When it did, he would
do whatever he felt like, This is the side of
Sanders that many don't know. The stories
range from the verifiable riding of a bicycle
round his office while conducting interviews,
1o teaching the staff of the Japanese office
how to play leapfrog. something he was
arrested for in Germany. When Neve cheek-
ilv held o recruitment open-day in the
nearby town of Woodstock, Sunders hired 2
coach and took 100 staff there. Evervone has
4 Colin story” but the best ones remain
impossible to verify having attained the sta-
ws of legends.

Despite new buildings and moving manu-
facturing 1o industrial units away from Stone-
field. SSL needed @ new home under one
roof. An old convent in the nearby village of
Begbroke was identified. but Sanders had to
use immense effort 1o convinee villagers that
SSLowould make worthy neighbours on what

wias a greenfield site. The resulting HQ and
factory opened in 1986 at which time the
company employed 300 people and had an
annual wirnover of 18.3 million.

The company’s growth had been stagger-
ing. New runges of consoles had been
added—SLO000 in 1982, SL5000 in 1983
together with expansion into areas outside of
music production. The existence of  digital
R&D was confirmed in 1985 and Sanders per-
ceived @ need to alter the structure of the
company  to  meet
future  requirements.
In 1986 he negotiated
for SSL 1o join the UEL
a group of high tech-
nology companics, in-
cluding Quantel. that
fited well with SSL.
Despite owning 99.7%
pereent of the com-
pany stock he chose
to convince an ini-
tally  sceptical  SSL
board that this was
the right direction.

One of the results of the new corporate
structure was that Sanders” hands-on-all areas
management approach was seen as a weak-
ness for a company of this size—there was a
distinet ack of middle management. Bringing
in qualified people to fill these positions fre-
quently proved difficult because so much of
the company ran on an instinctive under-
standing of ‘what Colin wanted'. Gradually
the company structure became more regular.
In 1988 what is seen as the only glitch in the
smooth expansion of SSL occurred.

The 01 was 1o be the company's first digi-
tal product, o combined hard-disk and mixing
svstem, using the first of the digital building
blocks developed by its own rescarch. As
with most companies making the transition to
a digital technology. there were difficulties.
Timescales, costs and defining product speci-
fications, his relationship with the digital team
hecame strained and shortly after the initial
showing of the product in mid-1988 a large
number of the team left, many of whom
formed the hasis of the team that developed
the Sony ONF-R3 desk eight years later.

Exactly why this had occurred is less >>>>>
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DISTRIBUTORS
WORLDWIDE

Austria: ATEC GmbH

Tel: 00 43 2234 74004 Fax: (0 43 2234 74074
Australia: AR Audio Engineering Pty. Ltd
Tel: 00 61 298105300 Fax: 0 61 2 98105355
Belgium: EML

Tel: 0032 11 23 2355 Fax: 0032112321 72
Brazil: Proware Audio Innovations

Tel: 0055 11 55 B5 2866 Fax: 00 55 11 55 85 6586

Canada: Sonotechnique PL] Inc
(Toro,) Tel: 00 1 416 947 9112
Fax: 00 1 416 947 Y369
(Mont.) Tel: 00 1 514 332 6868
Fax: 0 1 514 332 5537

Chile: Clio Productora Musical
Tel: 0056 2 274 9621 Fax: 0056 2 204 2310
Croatia, Slovenia, Bosnia, Macedonia & Serbia:
Music Export
Tel: 0049 711 616692 0049 711 616697
Denmark: New Music AG
Tel: 0045 86 1908499 Fax: 00 45 86 14931499
Finland: Studiotec KY
Tel: 00 358 9 5123 5300 Fax: 00 358 9 5123 5355
France: DM2] Audio Solution
Tel: 001 33 1 48630443 Fax: 033 1 48631809
Germany: Sound Service GmbH
Tel: (0 49 308508950 Fax: () 49 3085089589
Greece: KEM
Tel: 00 30 167 48514/5 Fax: 00 30 167 46384
Holland / The Netherlands: TM Audio
Tel: 00 31 30 2414070 Fax: 00 31 30 2410002
Hong Kong: Digital Media Technology
Tel: 00 852 2721 0343 Fax: (0) 852 2366 6883
Iceland: Audio Solutions
Tel: 00 354 8965626 Fax: 00 354 5516:476
India: R & S Electronics
Tel: 0091 22 636 9147 Fax: 0091 22 636 9691
Ireland: CT1 - Control Techniques
Tel: 00 3531 4545400 Fax: 00 3531 4545726
Israel: Sontronics
Tel: 00972 3 570 5223 Fax: 0972 3 619 9297
Itaty: Grisby Music Professional
Tel: 00 39 71 7108471
Fax: 00 39 71 7108477
Japan: All Access
Tel: 00 852 443 5537 Fax: (0 852 443 7748
Korea: Best Logic Sound Co
Tel: 00 822 515 7385 Fax: 00 82 2516 7385
New Zealand: Protel
Tel: 00 64 4801 9494 Fax: 00 65 4384 2112
Norway: Lydrommet
Tel: 00 47 22 809450 Fax: 00 47 22 R0Y460
Portugal: Caius Tecnologias
Tel: 00 351 2 208 4456 Fax: 00 351 2 208 6009
Russia: ISPA
Tel: 00 7 503 956 1826 Fax: 00 7 503 956 2309
Singapore: Team 108
Technical Services Private Ltd
Tel: 00 65 748 9333 Fax: 00 65 747 7273
Southern Africa: Soundfusion
Tel: 0027 11 4771315 Fax: 00 27 11 4776439
Spain: Media Sys.
Tel: 00 34 3 426 6500 Fax: 00 34 8 424 7337
Sweden: Tal and Ton
Tel: 00 46 3152 5150 Fax: 00 46 3152 8008
Switzerland: Studio M & M ag
Tel: 0 41 62 B495722 Fax: () 41 62 8493830
Taiwan: Advancetek International Co.Ltd.
Tel: 00 886 2716 8846
Fax: 00 886 2716 0043
Thailand: KEC
Tel: 00 662 2228613/4 Fax: 00 662 2253173
Turkey: Imaj Music Yapim VE Organizasyon
Ticaret A.s.
Tel: 0090 212 275 8310 Fax 0090 212 275 8384
UK: Focusrite
Tel: +44 (0) 1494 462246
Fax: +44 (0) 1494 459920
USA: Group One
(NY) Tel: 001 516 249 1399

Fax: 00 1 516 753 1020
(CA) Tel: 001 310 636 2521

Fax: 00 1 310 656 2524
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Accept no substitutes

They say that imitation is the sincerest form of flattery. So,” Thanks Guys!”

Seriously though, our imitators only go skin deep - their product will not
flatter your recordings.

So before you rush off to buy the latest new offering in signal processing,
allow us to remind you why the Focusrite Red 3 Compressor and Limiter is
the choice of professionals the world over.

Class A

The heart of the Red 3 is Focusrite’s proprietory
Class A VCA technology which delivers
outstanding low distortion performance to both
Compression and Limiting functions, whilst
Increasing the compression ratio provides the

punch and warmth from second order artifacts.

Dual Mono or Stereo

Red 3 is a two channel device switchable to true
stereo operation under the lower set of controls,
$0 you can use it for tracking (great on vocals and

instruments alike) and across the mix to make it

jump out of the speakers

Red 1 Quad Mic Pre

Red 6 Mono Pre & Equaliser

Red 5 Power Amiplifier

Extraordinary Build Quality

Red Range build quality is the envy of the
industry. The extruded aluminium front,side and
rear panels are milled, linished and anodised a
rich burgundy red whilst the legends are

anoprinted into the finish so they cannot wear off.

The brushed stainless steel covers conceal glass-
fibre circuit boards, the shielded power supply and
the wealth of electronic components employed to
ensure reliable, outstanding performance, for life.
High grade potentiometers and switches

complete the bill of materials. Even the control

&>

Focusrite

audio engineering

Red 3 Dual Compiessor /Limiter

Red 7 Mic Pre & Dynamics

knobs are individually machined and hand polished
before anodising to feel smooth as silk to the touch.
Its no accident that the Red 3 was awarded the
1995 TEC Award for Outstanding Technical
Achievement - many of the nominators actually

own one!

Make an informed judgement. Before buying
your next compressor ask your pro-audio dealer
for a Red 3 to evaluate or ask him to setup a

comparative demonstration.

There’s no substitute for your own ears!

Red 4 Pre-amplifier

Winner

For your complimentary Red Range Brochure, contact Focusrite UK Tel: +44 (0)1494 462246 Fax: +44 (0)1494 459 920 E-mail sales@focusrite.com Home Page: www.focusrite.com
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ifihute

<<<<e clear, sanders plaved down the effect
of the loss of so many key R&D people but
apparently it was really something that he took
personally. i loss of pant of the ‘famil
The acquisition of UEl by the Carlton
Group in 1990 put increasing pressure on
Sanders to be even less hands-on with SSL.
and spend more time in meetings with UEI
and Carlton. He was
conscientious in  this
but found it hard. His
ncenration  contin-:
ued to wane as there
was less call for his
entrepreneurial skills
By 1991 he decided
that 1t was time t
leave and end all busi
ness contacts with th
industry. even declin
ing a scat on the Carl
ton hoard. A number
f interesting pr
jects ensued including
Water  Recover 1
manufacturer of water
Aliration systems. and
Induced Encrgy, a
mpany with u high
technology  line  in

E-series

induction king
hobs, and he wuas
thout to appear in a

'V food show about
them. He also hecame
involve with  the
Prince’s Trust, where
his efforts were i
rected 1owards engi
neers and their staws. te retained many
close friends among his former colleagues,
SSL clients and even other pro-audio manu
facturers. He expanded his interest in flving
he'd held a fixed-wing licence for many years.
but had wrned towards helicopiers. In 1991
he began a vear's training and soon guined a
licence, qualifying to fly in all weathers

It is, perhaps, true that unless you were
aware of what the industry was like prior to
1979. you will not appreciate how Sanders
SSL was a catalvst in change. The approach (o
the console and automation was revolution-

OLIN SANDERS was a unique per-
sonality. His intelligence, insight and
playful sense of the ahsurd were a
delight to witness. Colin had that
special ability to profoundly influ-
ence the lives of others, either through the
landmark SL4000 console design, or, for
those lucky enough to know him, through
his charm, humour and generosity.

Despite having achieved so much, revolu-
tionising music production and in conse-
quence becoming very wealthy in the
process, Colin always displayed interest in
others. His generous parties have become
legendary, but this generosity also spilled
into his everyday life. On at least one occa-
sion he returned to the SSL factory with
cream cakes for everyone in production; a
gesture which meant more to people than
any bonus or letter of thanks. His lack of airs
and witty ‘pythonesque’ outiook endeared
him to everyone that met him.
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WORKED FOR COLIN at SSL from
197888 starting before the famous
consoles
I worked directly with him on various
aspects of the E-series design includ-
ing its image. 1 watched the company
flourish from 7-8 staff, in the small record-
ing studio building at Stonesfield (so small
that Neve couldn't even find it, as the story
goes!), producing a console every few
months, to 12 consoles per month in the
later 1980s with 300 plus staff members.
Colin could be very demanding to work
for, always looking for that perfect, but
pragmatic solution, within the available
technology. His approach to any situation
was always ‘bullish’ with a touch of inspi-
rational flair. Since working for Colin
I often look to him for inspiration, asking
myself, ‘Now what would Colin do in this
situation?” This 1 shall continue. Whatever
the situation, Colin's great sense of humour
was rarely far away, he was a good mim-
ick. I caught him mimicking me on several
occasions, even so he just carried on, right The brief item on
in front of me' Away from business, as
everyone who went to his parties knows,
Colin’s were always ‘the best’.
John East, In the Sony Oxford camp

ary and it took most other manufacturers
years 1o caich up. Some aspects of the
automation made it easier tor a single opera-
1or 10 pay more attention 10 the creative
aspects than that of running the console. The
design meant that for many studios the con
soles were flexible enough to not need cus
tomisation. This and the number of units out
there led to the rise ot
the freclance engineer-
producer who could
move hetween project
without having to learn
unique consoles. Total
Recall gave the record

were around,

of involvement in the
mixing process  and
triggered  the  remix
concept.  From the
manufacturers” angle
¢ ook audio trade
show display from the
cottage industry 10 the
professional. While all
of this may have hap-
pened eventuall

Sanders is  clearl

responsible  for it
occurring when it did
He simply transformed
the way that people
make records

the evening news of a
helicopter crash near
Bicester. Oxfordshire
and the death of the
50-year-old pilot 1okl
no story. To his wite and three children he will
be painfully missed: 1o his many close friends
likewise. For the rest of us we've lost a vision-
ary who in a few short years changed much of
our industry through his ideas. enthusiasm
and a commitment 10 being the best. ll

We are indebted to the friends and colleagues of
Colin Sanders for their considerable assistance
in compiling this tribute, particularly Colin Bate-
man, Antony David, John East, Sean Fernbach.
Chris Jenkins, Mike Large, Piers Plaskitt, Colin
Pringle, Hugh Padgham, and all those who also
offered their thoughts and memories.

Personally, 1 learned a great deal from
Colin. For example, that willingness to praise
others is not a weakness. So often in busi-
ness senior people can feel that praising oth-
ers in some way robs them of their
importance. Colin was always liberal with his
praise and as a result always seemed more
impressive for it. It also engendered a loyalty
in others which is extremely rare. Indeed, it
was this ability to bring out the best in oth-
ers which was Colin’s true skill.

I am sure that everyone who knew Colin
will have cherished memories of him. I thank
him for giving me the confidence to follow
my own ideas by telling me ‘Your instincts are
good. You know what to do and should
always follow that.’ 1 thank him for the joy on
one memorable occasion reducing the entire
board of SSL to convulsive fits of laughter.

Most of all, I thank Colin for his friendship
and for the many friends I made through him.
Colin Pringle, former SSL marketing director
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Cre 1ts
Michael Jackson

Whitney Houston
Stevie Wonder
Aretha Franklin
Jane* Jackson

LM e're blushing. Coming from Teddy Riley,

whose credits include more than 30 platinum and
multi-platinum records, that’s a pretty powerful
statement. How could Pro Tools™ possinly make
this superstar’s life more complete?

*“Hf you could see me, you'd think I was a
real wiz. I do everything in Pro Tools. [ track
direc:ly into the system...take a quitar part and
loop it. I do fade ins, cross fades. I put together
the whole Blackstreet album so fast —mixing,
effecs, and everything. And I really d.g some of
the TOM Plug:Ins like Drawmer and Focusrite.
There’s always new stuff that truly amazes me...
like tne 24-hit, 32-track system.”

Now, you’re probably thinking we had to
pay Taddy to say all this. But the truth is, he's
been using Pro Tools on every project since
Micheel Jackson’s Dangerous — simply because
it's the best tool for the job. Based on the number
of hits he’s cranked out, his career and life have
been nothing short of remarkable. Or, as Teddy
ould say..." complete.” '

EBEDIS information about Pro Tools and Third-Party

s gt siipn i
w2 il.ovii

s Is 2 registered trademark of Digidesign. All trademarks are the property of their respective holders.

A division of AVid

Rolling Stones
Blackstreet I O 0 l S

makes my
whole

i7" an Iiecord.i/Future Recordmg Studlos, VA
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Otari DX-5050

The evolution of digital recorders continues with the introduction of Otari’s 2-track
MO machine. Rob James assesses the viability of the latest generation

IMED PRIMARILY at the broadcast
market. Otari’s DX-5050 is a high-qual-
ity 10-bit.  random-access,  digital
2-track recorder and editor. As such it pro-
vides a compact. cost-effective alternative 1o a
traditional '/ -inch analogue tape or DAT
recorder. Magneto-optical (3% -inch) disc has
been chosen as the primarny storage medium.

A number of extra cost options are avail-
able. A carrving handle that makes the
machine transportable. Since this is a purely
mains powered machine that weighs a not
inconsiderable 7kg. it is not a Nagra replace-
ment, nor is it intended to be, but compare
the weight and case of moving the DX-5030
around a facility with an equivalent ' -inch
machine. Alernatively. for more permanent
applications, there is a 3U-high. 19-inch. rack-
mounting kit.

An input sample-rate convertor may be
specified. and there are two remote control
options on offer from Otari, a standard model
and an cinstant start, while many broadeast
facilities will no doubt wish to ‘ol their own'.
Full pin outs and protocols are included in the
comprehensive manual along with a parts list
and exploded view that will please the mainte-

The machine is solidly
constructed to Otari's usual
high standards. Anvbody
familiar with the MTR-90 will
know what to expect

nance department. A 640Mg MO disc gives an
hour of stereo recording at 44.1kHz.

The machine s solidly  constructed 1o
Ouari's usual high standards. Anvbody familiar
with the MTR-90 will know what to expect.
A glance under the hood” reveals neat wiring
and an uncluttered favout. Servicing, if it is
ever required. should pose few problems to
broadeast engineers. The rear panel is popu-
lated with XIR connectors for AES-EBU und
analogue 1-0. phonos and optical connectors
for SPDIF. a 9-pin D-connector for serial 1-O
and a 37-pin D-connector for parallel 1-O. The
SCSI port is a 30-pin half-pitch SCSIIT stan-
dard item with four associated DIP switches
which set the SCSI D of the MO drive and
enable remote mode. The SCSI connector is
not intended 1o expand the storage capacity
of the machine, at least not in the current soft-
ware. The interface is intended 1o allow the
DX-3050 drive to be accessed by an external
DAW such as a PC-hased device. The 9-pin
serial interface is configurable via internal
jumpers to act as R8232, R$422 serial or fader
start GPLL

There are external trim pots for analogue
output level adjustment in the range +10dBu
and a +-position switch for analogue “head
amp’ gain. The range is from -60dB to 0dB in
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20dB steps allowing tor the direct connection
of a suitable microphone.

Internal tweaks allow in-house engineering
staff 1o adjust the Standard Recording Level
(SRL). left and right channel offset and left
and right channel level. There is an internal
switch to reduce output level by 20dBu if
required. Re-calibration of the A-D convertors
1o minimise DC oftset can be carried out using
the front-panel menus and keys.

The front panel is neat and mostly quite
obvious with transport controls in the usual
position. bottom right. A small jog dial sits
ahove the |<< and >>] (previous and next)
kevs. Jog modes are selected by pressing the
¥ key which also doubles as record pauase if
set up 1o do so. Above the jog wheel are
record selects, left and right, internally illumi-
nated. When in Sterco mode, pressing either
kev selects both tracks. In mono maode the
keys toggle. selecting one deselects the other.

To the right of the record selects are two
SRL—calibrated—indicator 1rps and associ-
ated analogue Input Gain pots. For calibrated
operation the teps are illuminated and the
knobs are almost flush with the panel. Press-
ing the knobs activates the manual. un-cali-
brated analogue gain and the knobs emerge
from the panel 1o allow adjustment. Under
the main LCD are two banks of four kevs
labelled 1 1o 8. The top bank contains fune-
tion kevs used 1o select menu items on the
display in conjunction with the adjacent vies
skLECT key while the hottom row are edit keys
also Tabelled cur. prse, seuar and pri-post
used with the adjacent roir vont keyv. The
last three kevs are varn and tocatt which
work together as a simple. one memory loca-
tor and PrOGRAME SELFCT which is used with
the main o, jog wheel and function keys to
set parameters and o create and edit play
lists. A bright green teb counter displays min-
utes seconds and frames running at cither
100fps, 30tps. 25tps or 10fps. A tiny recessed
button enables the counter to be reset to zero
in Normal mode. Under the counter is a row
of 8 tbs that give an indication of time
remaining on disc. These are usefully cali-
brated in a nonlinear fashion o show 1. 2.5,
10, 20, 30. 40, 60 minutes remaining so vou
can get really paranoid when vou are sailing
close to the wind on a live recording. Just like
watching the feed spool on an analogue
machine (not).

The numeric counter has four modes
one of which is time remaining on disc.
The other modes are Normal which dis-
plavs elapsed time from the beginning of
the current Program and Total which cither
displays the clapsed time from the begin-
ning of the plavlist or remaining time in
the current playlist.

Adjacent 10 the counter are three wns that
indicate whether varispeed mode has been
selected, Time Remain indicates one of the
time remaining  counter modes has been

www americanradiohistorv com

selected. The
Emphasis On indica-
tor  should  De
self-explanatory.
Meters are bright,
horizontal wrp lad-
ders. Adjacent are
indicators for sam-
pling rate. 48kllz.
+4+.1kHz or 32kHz
and above these fur-
ther kb indicators

show the selected
input.  Analogue.
AES-EBU,  Co-axial

or Optical.

A headphone
socket and MoNTOR
pot almost complete
the picture. A nice | .,
touch. there is an :
internal - monitoring
speaker, controlled
by the monitoring
pot. Inserting a jack
in the headphone
socket mutes  the
speaker. The moni-
toring  point when
recording s selee-
table either before
or after internal
memory. After intro-
duces 1 small (10ms) delay and is useful for
checking the effect of the convertors on criti-
cal material.

The DX-5050 records in the Microsoft-1BM
WAV file format and the Tatest version of soft-
ware supports Broadeast WAV or BWAV. The
actual disk format is DOS. This is an encour-
aging sign of the progress of file exchange
and a wise move by Otari as it will enable
material recorded on the machine to he easily
edited by a variety of DAWK.

Each new recording resalts in a file on dise
automatically labelled TAKEGLwav, and so
on, up 1o TAKEY9.wav. Where there are more
than 100 recordings a letter is inserted starting
with FTAKEFOL. A maximum of 512 files can
be ereated per dise. This includes files created
by editing.

When a file s split in editing the new” part
is given a further suffix to the first part of the
file name—the new part of TAKEOL when
split will be named TAKEOIOL. Files may be
renamed 1o something more meaningful,

If o file is ‘dumped’ in the editing process it
is renamed with @ VVV extension in place of
MAV. This enables material o be recovered if
dumped in error. The dumped files can. of
course. be erased to reclaim dise space.

Each recording or file on dise is termed
Program. Recording is possible in two maodes
New which will write new data 1o disc irre-
spective of where the transport” currently s
and ASM or assemble which will overwrite

OMITOR
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INPUT

=) DISK DRIVE

PROGRAM
SELECT

data from the current transport position
There are two options as 1o how recording is

initiated. Either rLav and recorp kevs together
or pLaY only when record readv(s) are armed
stor and or ¢tk kevs may be selecied to be
record pause. A kev press pauses. 1 second
press restarts recording. If recording is actu-
ally stopped us opposed 10 paused no further
key inputs will be accepted for 2—4 seconds
while the directory information is written 10
disc. Recordings are given a time stamp from
the internal time of dav clock

There are a number of playback modes
Normal plays a selected Program, then pauses
at the beginning of the next. Continuous plays
all the Program files on the disc. in directon
order as does Endless except the latter will
loop hack to the beginning ad nauseum. The
final option is Memory Start mode. Up 1o eight
Programs may be assigned 10 the numbered
MENU and EDIT kevs. Any of the modes can use
playlists to determine which Programs are
plaved and in what order. The directory order
cun easily be changed or playlists created and
saved 10 disc on the machine or, since the
plaviist is a simple ASCI text file with the suf-
fix .OTA. play lists and Program files can be
prepared on a PC and copied onto MO for use
in the DX-5050.

Varispeed plavhack is available with up 10
£12.53% variation possible. Since there is n
output rate convertor, this should be used
with caution in a digital environment.

Studio Sound March 1998

ANALOG ' AES/EBU | COAXIAL

8 2

AEMAIN
EMPHASIS

0
ON DISK REMAIN

8 10 20 40 80 WM

OPTICAL

0 OvEn

Fader start from external equipment is
catered tor by the serial interface

The tunction of the |<< previors and >>
X1 keys can be changed. In Next Program
mode. the keys are used to locate to the
beginning of Programs. If the cte key is
pressed during playback in eoir mode the
keys become cue and review with (erky)
audio playback at speeds from 2x 10 32x set
hy the dial. In Dial mode. once the jog dial is
selected, pressing either key onee is equiva-
lent 10 turning the dial one siep. This mode
disables cue and review. A further mode. End
Monitor. is in the latest version of softwire
and will play the last few seconds of the pre-
vious Program then pause at the beginning of
the next

Editing is of the simple, cut and paste. vari
ety. Cutting a Program changes it into wwo
files. The pri-posT kev selects either section.
The prae key erases the selected section from
view. (although not crased from disc as men-
tioned carlier). Program files mav be joined
together using the seuce kev. When the Men
SELECT key is pressed afier an edit operation
you ure given the option (o Undo the last edit
or Review it which also confirms the edit.
There is a turther Edit mode. Programmed
Edtit. which allows edit points to be set within
i file 1o remove (Dump) a section and join the
remaining bits together in one operation. This
can he Previewed before executing the edit
Similarly there is 2 Spot Erase function which
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allows up 10 199ms of audio 10 be erased
within a Program file. The destructive edit res-
olution is quoted at 92ms on a 640Mb dlisc.,
apparently dependant on cluster size. This
seems a little coarse but this did not seem o
he the case in practice. so. perhaps. it onl

applies to permanent erasure of material Up
10 four Cue Points can be set in machine
memory which trigger a tally signal from the
paraliel interface. This information is not
saved 1o disc.

There are many possible applications for
this machine in a broadcast environment.

In the news department items could be
recorded into the machine and the running
order decided at the last minute. before or
even during transmission. 1t is also perfectly
feasible to edit interviews for trunsmission on
the machine

Che Memory Start mode could be used for
instant spotting of sound eftects, jingles. and
so on. The RS422 comrol will make the
machine attractive 10 some VT editing setups
as a lay off recorder or as a quick way of
assembling voice-overs, music or whatever
The adoption of the BWAV format opens up
many fturther possibilities. Any DAW that can
work in this format and cither has a 3'/-inch
MO drive or an external SCSI port capabe of
connecting 10 the DX-5050 can be used 10
perform complex editing on material recorded
on a DX-5050. Equally edited nuterial. which
could well come from a variety of >>>>>
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<<<<< sources in addition to DX-5030s. can

either be recorded to 3'/-inch MO disc or
downloaded direct to a DX-3050 for play-out
This is a considerable advantage because
DAWS are generallv not ideal for on air use
especiilly by relatively unskilled  operators
not to mention the cost of using a workstation
for such a comparatively mundane purpose

It is not difficult 10 envisage facility wide
adoption of the machine in a variety of roles
In a radio station the DX-3050 could find a
home in recording channels and field acqui-
sition where battery powering is not required
Further machines could be used in transter
bavs 10 upload raw recordings for complex
editing and downloading the resuliant pack
ages. The editing functions would allow mod-
est productions to be completed in simple
edit channels. In transmission. as well as
plaving out programmes, machines could be
used 1o produce entire commercial breaks
complete with bumpers. Plavlists could be
prepared for ditferent spots with. perhaps, all
the commercials for a day or week on one
disc. There are considerable advantages in
this sort of approach. While complex. net-
worked svstems will one day fulfil all of these
roles. the cost will he considerably greater. If
one tvpe of machine can be used in all these
roles there are obvious sy
ings on operator training and
maintenance  costs.  If a

: Germany: Otari.
machine in a vital role did

Tel: +49 2159 50861.

a potential weakness. [ think the major omis-
sion, at least with current software, is the lack
of user memories for setups. With the huge
number of possibilities on offer there are a
considerable number of opportunities tor ‘fin-
ger trouble’. The menu system is easy (o na
igate but for an operator in a hurrv it would
be 100 easy 10 be in a mode which would not
deliver the expected results. For this reason
and particularly for transmission use it would
also be prudent 10 provide a means of ‘lock-
ing’ the machine into a given mode via a pass-
word or similar. There is & menu option which
allows record and editing to be disabled but
this is not lockable

1 would also like to have seen word clock
and possibly video sync options. As it is, the
aliernatives are internal or sync to digital input
Subsequent equipment has to sync to the dig-
ital output or use a sample-rate convertor.

Otari has succeeded in producing an |

attractive. highly robust and reasonably sim-
ple 10 operate replacement for '/-inch ana-
logue and DAT recorders in broadcast
situations with the considerable advantage of
instant start. The package is neat and com-
pact. the displavs clear and keys sufficiently
large and well spaced to inspire contidence.
The optional sample-rate convertor on the
input should enable tuirly easy
integration into all digital environ-
ments and the adoption of the
Broadcast Wav formal is a very

have problem another  pax. 449 2159 1778. healthy sign of commitment to the
could swittly be substituted. 1 ys: otari. hroadcast markets real needs. The
In contrast the failure of a4 1ep: +1 650 341 5900. 3'/-inch magneto-optical discs

networked svstem has the
potential 10 reallv screw up
ransmissions

In any event both options
are covered. The adoption
of BWAV' should enable the
DX-3030 10 feed material into a networked
system with ease

The DX-3030 is far more versatile than the

inch analogue tape recorders it hopes to
replace. This versatility is both its strength and

Japan: Otari.
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Fax: +1 650 341 7200.

Tel: +81 424 81 8626.
Fax: +81 424 81 8633.

chosen as the storage medium
combine greater robustness than
the alternatives with reasonable
cost. If the idiot proofing can be
beeted up a livle bit and word
clock sync and time code are not
an issue there is little to criticise

This machine should be given serious con-
sideration for inclusion on the short-list by
anvone contemplating the purchase or
replacement of broadcast tape recorders. ll
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Introducing Finalizer™ Plus

Improving on the Multi-Award winning Finalizer platform, the Finalizer Plus delivers an
unprecedented level of clarity, warmth and punch to your mix.

With an all new set of advanced features and enhancements, Finalizer Plus puts the
world of professional mastering within reach of every studio - large or small.

Inserted between the stereo output of your mixer or workstation and your master
recording media, the Finalizer Plus dramatically rounds out your material, creating
that “radio ready” sound - previously unattainable outside a professional mastering

house.
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Finalizer

STUDIO MASTERING PROCESSOR

The Finalizer knocks out the industry
heavyweights:

"TC Electronic has come up with a winner by

packing tremendous flexibility into this unit.

The Finalizer contains all the latest thinking in
dynamics control and it is easy to use.”

Bernie Grundman

Bernie Grundman Mastering

Six Time TEC Award Winner

TC ELECTRONIC A/S, SINDALSVEJ 34
NFO@TCELECTRONIC COM
FLUGHAFENSTRASSE 528

E-MAIL
TC ELECTRONIC GMBH

DK-8240

“The Finalizer is capable of producing first-

rate professional results. There's a lot of

“bang for the buck” in this single rackspace
mastering tool."

Bob Ludwig

Gateway Mastering Studios

Seven Time TEC Award Winner

t.c. electronic

LILTIMATE SOUND MACHHINES
RISSKOV., DENMARK

HTTP
22335 HAMBURG TE

+ 45 8621 7599
WWW . TCELECTRONIC COM/FINALIZER
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NEW features

* 24 bit resolution A/D & D/A converters

+ Real Time Sample Rate converter

* Industry standard connectivity - AES/EBU,
S/PDIF, Tos-Link and ADAT® I/O's

+ Word Clock Input

+ Dynamic Filtering

« External Insert. Simultaneous Inserts

« MS Encoder/Decoder

| How SHopyyg,

The Finalizer Digital Master Fader

OTHER features

+ Multibanc Compressor

+ Five band 24 bit Parametric Equalizer

+ De-Esser, Stereo Adjust & Digital
Radiance Generator

* Real Time Gain Maximizer

* Variable Slope Multiband Expander

* Variable Ceiling Limiter

FAX: + 45 8621 7598

) 5310 8399 FAX: (040) 5310 8398
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% tc electronic FireworX

Throwing up a storm of digital effects processes, tc's latest box combines professional processing with
the reckless indulgence of early musicians’ MIDI multieffects units. George Shilling has a ball

WAS INTRIGUED to see a couple of die-

hard, analogue-loving, colleagues  were

salivating  over some new equipment.
I presumed it was another valve compressor
or some such thing—but no. they were thirst-
ing for this new tc box. Surely those Danish
digital hotfins hadnt gone analogue? Not a
chance. Their interest was aroused because
this latest offering brings to a digital world
reatments  that were  previously  thought
exclusive 1o obscure crackly old hoxes from
the 1970s. Wondertul effects such as vocoding
and ring modulation. which are great, but dif-
ficult 10 do properly with the current crop of
multicffects boxes, and hard to track down in
original form. Not only that. but press releases
mentioned fantastic unheard-of effects such as
fractal noise generator and aliaser.

The FireworX looks similar to other recent
te units. [t occupies a 1U-high case with the
familiar large-ish green 1cp screen on the front
panel. Despite my one-man campaign for bet-
ter legihility on studio equipment the: multi-
wdinous grev and black buttons are graced
with tiny white lettering, the only colour pro-
vided by s, Three continuous-type knobs
grace the right-hand side. one  intriguingly
tabelled ameiiy vob and accompanied by a
row of s, Over on the left are a couple of
small knobs for input and output level— like
this a lot: if vou want to tweak the level, vou
dont want 1o do it via @ menu. However they
will not completely kill the signal. having only
a 32dB range of tweakage. Two rows of LEDs
are provided for input level metering. but,
strangelv. an Overflow light situated below
them blinked occasionally when input level
was around -12dB 1o -6dB. and. occasionally.
glitching was audible.

There are physical similarities with  the
Finalizer Plus model. such as o PC memory
card slot on the front panel and that the entire
hack panel looks identical—sterco analogue
inputs and outputs appear on XLR connec-
tors.; digital inputs and outputs appear on
optical connectors for ADAT or SPDIF, XLRs
for AES-EBU and phono sockets for SPDIF.
Internal resolution. A-D and D-A convertors
are all 24-bit. The digital In and Out levels can
be trimmed here, (useful to stop the Overflow
flashing). There is a Syne In phono socket for
Word Clock, MIDI In. Out and Thru and a
mono jack socket for external control. An 1EC
mains socket is happy with voltages from
100V=240\V. and a rocker muains switch is pro-
vided in addition to the soft” staxniy switch
on the tront.

Syatem mavigation is fairly intitive: left and
right arrow kevs select difterent menus within
cach display section, and a paraveTer wheel
moves the cursor while the vanre wheel adjusts
the selected parameter. Two hundred presets
are included. all numbered and named. and
are found by pressing recatL and scrolling
through with the vanrr wheel. When vou see
wlit vou want, vou simply press ENTeR.
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Presets nuke use of one or more of the
12 eftfects Blocks. One useful feare is the
ahility to apply a filter” when scarching for a
particular tvpe of effect. The user chooses one
of the 12 effect tvpes. and only presets that
include that particular Block will be available.
This system is simple und more practical than
some of the more complex kevword™ search
menus found on other units. The Alpha Mod
wheel is much like the Lexicon PCMB0-90s
abjtst knob. Each preset can include one or
more settings patched 1o the wheel and there-
fore instantly adjustable, o description of its
function appearing with cach preset. The row
of 1rms gives an indication of the current set-
ling. Storing edited presets is simple: just
press ~1oRe then 1k to fill the next free User
memory space. Two  hundred spaces are
available internally: a standard PCMCIA card
will hold 999 user presets.

The 12 basic eftects Blocks cach have a
corresponding kev with 1 on the tront
panel. much like the Lexicon MPX1L These
effect Blocks  comprise: Dynamics. which
includes compression and - gating: Filter. all
sorts including one sub-algorithm that emu-
lates a phaser with a sweeping notch filter:
Formant. variations on the wah-wah theme.
with other vowels and diphthongs achievable:
Distortion, Drive resembles amplifier distor-
tion, with unusual Body and Smasher para-
meters. while Crunch performs aliasing and
quantising  simultaneously, making use  of
uniquely digital” tpes of distortion: Vocoder
is impressive. this Block including Ring Mod-
ulator, both effects including usetul filter para-
meters: Svath, which contains cunve, chaos
and noise genertors usetul for example us
carrier input to the Vocoder block controlled
by MIDI: Pitch, which can generate two high-
quality pitch shifts with a range of +2400
cents: Chorus-Flanger with all the parameters
vou would expect plus a few unusual ones
such as LFO Phase and Golden Ratio: Delay,
which has available up to six taps, plus
wacky Reverse algorithm: Reverbs are varied
and of high quality: Pan-Tremolo includes a
pseudo-surround - cffect using phase  shifts:
finally. the EQ Block includes a S-band para-
metric and a --hband ‘modulatable” parametric.
Active Blocks kevs are lit but may be
deteated by a single press, or edited by a

quick double-hit. This takes vou to a list of

parameters which are available by scrolling
the paravFn R wheel. There are usually many
more parameters than can e seen on the
screen at one time. but the familiar e vertical
scrolling svstem is used. [Uis enhanced on this
unit by the display of a little bar on the left,
much like a PCs scrolling bar. to show vou
how far down the list vou are.

A TEMPO kev can be tapped to provide in-
time delays. auto-wah-wah, and so on, and
this can be set globally or pertain to each

individual preset. MIDI Clock can be used

to set this.
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The 1O Setup menu comprises four nuiin
pages where, for example. you can switch
between -10dB and +4dB opcrmon. You cian
select whether a word clock inputcontrols the
digital dlock. and switch dither options. Indi-
vidual ADAT tracks can be selected for the
Optical input and output. A comprehensive
MIDI setup page is accessed from here, with
multitudinous options  available. A~ Utility
menu contains odds and ends such as view-
ing angle and MIDI dump: although vou
would expect the latter 1o come under the
MIDI menu. A Card page contains functions
pertaining to the memory-card capability.

If vou want to rearrange Blocks or create
vour own presets, the next port of call is the
Routeing page. accessed from the FEECTS key,
Here vou can choose vour effects blocks.
From cach of the aforementioned Block tvpes
vou can choose from up to six sub-algorithms.
For example. under the Dvnamics heading
vou can choose Compressor. Compressor-
Limiter or Gate-Expander. On the Routeing
page vou can insert Blocks and Route them in
various wavs. using an 8 X 8 matrix. You are
not alwavs limited to one Block of each tvpe.
For example vou could have a Compressor
and a Gate-Expander: although vou can only
have one tvpe of Distortion in a setup. Paral-
lel or Serial routeing can be used. and one
Feedback Send and one Feedbuack Return can
be inserted as Blocks. Also available are exter-
nal Insert Loop Send and Return which enable
vou to use redundant rear-panel connections
(selected from the -0 page) to hook up
another device in the chain. Each Block can
have its own In-Out settings to choose
whether it takes its input from Left. Right or
Both, and how the Output is mixed. This is a
hit of a fuss as vou have Wet. Dry or Mix,
where the Mix parameter is set up on vet
another menu page. Each Block can also be
assigned one of five Mute modes.

The Lavout page is a list of options to
change the grid size and move, insert or
delete rows or columns. The possibilities of
getting confused are endless... Another page.
the Tool page. shows vou, as a percentage.
how much DSP power the current setup is
using. Some of the sub-algorithms can use
25% or more of the available DSP power. so
there is a limit to the combinations you can
have. The Edit menu displavs your effects
blocks in a much neater way than the Route-
ing page. and vou can see at a glanee what is
going where. The Tool menu gives vou a list
of choices as 1o what is displaved in the Edit
menu on cach Block such as litthe level meters
or the percentage of DSP power used.

Pressing the o kev brings vou 1o the
Modifier display that initially consists of three
main menus: Matrix. Modifier and - Dials.
There are further sub-menus, but hang in
there... There are up to nine external” modi-
fiers available: these are Ext 18 plus the
Alpha Mod wheel. External controls can be
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MIDI controllers or the external jach
using a pedal or the t¢ Digital Master Fader
The Matrix page allows you 10 select one of
these or an internal Modifier such as an LFO
DSR. Envelope Follower. Then vou car
croll down a list of available parameters tfrom
the current preset and choose what t
Not all parameters are available: it
on the sub-algorithms vsed. When vou |
alighted on a parameter that takes your fancv

onds

pressing ENTER takes you o a Link e Here
1 number of parimeters control g
termining  the relationship, and a seuir
controls Glide Time. This is sty licate
botfins onl
Undeniably, some interestit ssibilities

are available, but it would take some time
before [ telt confident enough of navigating
my way d hese various m

menus to start fiddling with this at some
ne else’s expense. The hours co
turn into da

When 1 had recovered from  Modifiers,
Matrixes and Glide Slopes. it was time 10 t

i the effects. A quick whizz-thr

iives the impression that this machine is heir

the wonderful Eventide H3000D SE, with

d easily
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Prism Sound Maselec

D Master Series MLA-2; MEA-

)
(12
B

Impressively specified and patiently awaited, Lief Masses’ ‘Maselec’ analogue compressor and equaliser
designs have made the transition into available hardware. George Shilling weighs them up

FLL KNOWN FOR its A-D and D-A

convertors, Prism Sound enjoys a

prominent place in CD mastering,
classical recording- and higher-quality studio
recording circles. Its key engineering staff have
been developing DSP audio equipment since
the late 1970s, and the company has devel-
oped sophisticated. measuring equipment to
assess the performance of its digital conver-
tors. These devices are now widely used by
recording studios. manufacturers and  broad-
cast facilities worldwide,

Meanwhile, producer and  engineer  Ledf
Masses. known for his work with the likes of
Led Zeppelin, Jetf Beck and Black Sabhath,
has also been involved in equipment design
for some vears. He began by setting up and
modifying equipment at Abbas Polar Studios in
Sweden, and is widely known for his develop-
ment of an alternative equaliser cireuit for the
SSLE-series desk—known as the Maselee, He
also designed a brick-wall limiter for broadcast
use which became popular with mastering
engineers.

In recent  years.
Masses has recorded
new bands. but lately
he has scaled down
recording commitments
o concentrate on
equipment design. This
is a lengthy procedure
as equipment s tested
extensively by trusted
colleagues in real situa-
tions during the devel-
opment stage. In fact, it
was d4s a4 consequence
of a coproduction pro-
ject with  Metropolis
Studios”™ Carey Tavlor
that Masses made the
acquaintance of Prism
Sound. whose name
now graces the front of
these units

The compressor
looks like it may be test equipment. This 2U-
high stereo unit has a front panel dominated by
two huge va meters. These look as it they
belong in a school science lab, with black-on-
white legending instead of the usual red and
black-on-cream. The weighty (91h) case is no
nonsense bare steel: the (perhaps  slightly
thin) front panel is finished in a durable mau
grev. with clear white legending, The wo
channels are arranged  side by side and
between them there are small toggle switches
for power ON-OFF and LNK on-0fF, Each chan-
nel teatures huge. stepped-rotary-gain- con-
trols for input and output levels. Smaller rotary
controls adjust  Ratio.  Attack and  Release
times: cach of these have six switched posi-
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tions. The vu meters are accompanied by

Gk and compressor IN on T toggle switches,
On the rear panel. inputs and outputs appear
on well-spaced XLR connectors. Mains is sup-
plied via an IEC socket with @ fuse, and there
is a primary power switch on the back with a
built-in light. An external switch allows volt-
age selection. There is also a large binding
post with a screw-top for carthing. and,
unusually, a toggle switch abelled \owrvar
tiGH THRrSHOLD, When the unit is rned on,
there are no flashing lights. If the compressor
channels are switched in, you will see a green
light glowing on cach channel. and. well.
that's all. The vu meters are not illuminated.
which 1 found a litde disappointing. However,
the meters are so huge that even in fairly fow
light they are still visible. Not only that, but
the green lights on each channel turn red
when the compression threshold is crossed.
The Input gains have a range from -20dB 1o
OdB in 1B switched steps. The Outpuat gains
are similar and range from 0dB 1o +20dB.

Every single position is Jabelled, and. with
such large knobs. there is no chance of confu-
sion when recalling previously noted settings.

HE COMPRESSOR works optically rather

than the more commonly used VCA

method. This provides a smooth transi-
tion across the threshold as the compression
starts to work. Like the Urei 1176, the MLA-2
has a fixed threshold: increased compression
is obtained by increasing the input gain. The
advantage of this is that when increasing the
input gain to increase compression, the output
level remains fairly constant tdepending on
the chosen ratio). You do not have to aliernate
adjusting threshold lower then turning up the
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output 1o compensite, as you would on other
designs. Unlike the Ured. the Input and Output
gain knobs have no effect if the compressor is
switched out. which helps when matching
compressed and uncompressed levels.

This unit has & much more refined charae-
ter to it than many of its competitors. The Mas-
clec iy no slouch if vou want heavy
compression. but it is harder to make it pump
than most. It has a very musical sound to it
allowing the signal 1o breathe, vet smoothing
the level in a very pleasing way. Nominal
attack times range from 0.003ms/dB 10
LAms'dB. which represent average  attack
times for typical audio programme. Similarly,
the Release times can be set from 0.02s dB 0
1.0s dB which represent the maximum release
times. One of the key features of the MLA-2 is
the ability of the circuitry 1o vary these times
according to programme content. Short dura
tion peaks will cause shorter release times.
This enables more transparent operation than
can be obwined with less sophisticated
units. and 1 thought
it sounded great on
a variety of pro-
gramme  material.
The Ratio can be set
between 141 and
8:1 (five positions).
Changing this set-
ting also adjusts the
threshold o cleverly
maintain output
level for small dess
than 6dB) amounts
of gain reduction
This system works
well, and  enables
the user to hear the
difference between
different ratios with-
out the usual corre-
sponding jumps in
gain. It is at this
point [ should ex-
plain the back-panel
THREsHOLD switch. The manual suggests setting
this to High for mastering applications and
Low tor recording. Actually. the legending on
the unit indicates High and Normal rather than
Low. As a recording engineer 1 would agree
—we are much more normal than mastering
engineers... The large 1oggle switch locks into
place and has 1o be pulled ouwards 1o
change its position. The Normal (Low) setting
puts the threshold about 9dB lower than in
the High position. (The actual threshold
depends on the other settings.) The philoso-
phy assumes that vou want substantially more
compression when recording as opposed 10
mastering. This is mostly true. and even when
not the case, the 20dB ranges of the >»>»>>>
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5013
2 Channel Valve
Parametric EQ
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USA PRICE $699
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5021
2 Channel valve
Compressor

£399

EX VAT LA469 INC
USA PRICE $699

seccey sE e P
. 00 89,00 .

5051
Mono Valve
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1 c1
Dual Valve
Compressor

£999

EX VAT £1174 INC
USA PRICE $13753
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EQ-2
Dual Parametric
Valve Equaliser

£1299

EX VAT £1526 INC
USA PRKE $1775

| Andy Jackson - Pink Floyd
(Sound engineer) - “All the lead
vocals on the “Drvision Bell”
aibum mix were run through the
£EQ-1and the new EQ-2 55
probably the best ail-round EQ
ive ever used *

Chris Fogel
{Engineer - Alanis Monsseltte)

1 was amozed 8t what the (-1
aid for the track The bottom
end was warm and sold and the
high end was clear and open.”

cool on the outside,
warm on the inside

Pre-Amp & Compressor

Y =

L Audio Valve Technology compressors,
equalisers and pre-amplifiers changed the
sound of modern music.
Since the famed EQ-1 4-band Equaliser was
~introduced in 1993, professional musicians,
studio engineers and top producers the world
over have been using TL Audio valve signal
processors to add warmth to sessions in the
studio and performances on stage. Vocals
simply sound better, clearer and more ‘human*"
with TL Audio valve compression. Drums and
percussion have more attack and more impact
with TL Audlo valve equalisation.
And it's the same with bass, guitar, piano or any
other source. With the launch of the new Ivory-
Series, TL Audio have taken the outstanding
valve performance and
flexible operation loved by
professicnals, packaged it in
enclosures 0ozing style and
presence, and combined it
with an ultra-affordable
price tag.
There are simply no better
sounding or better value
vaive sighal processors.

Chris Porter (Producer -
Take That) - “{ bought one
of the first EQ-1s and | ve
enjoyed using it inmenrsely.
1t gives a unique qualits to
the vocals in particular -
Take That's ‘Back For Good”
s & typical exampie of the
EQ-1 adding depth and
presence to a vocal track.”

71Audi((;D B/

Worldwide distribution:
Tony Larking Professional Saies Ltd.
Letchworth, $G6 - 1AN (UK)

Tel: +44 (0)1462 490600

Fax: +44 (0)1452 490700

Web: http:/iwww,tlaudio.co.uk
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Review

<<<<< input and output controls allow you 1o
set a wide variety of compression amounts.
However, I have a natural aversion to switches
placed on the back panel of any unit. as you
inevitably want to change them at some point.
This is obviously a nuisance when the unit is
in a rack

The Link feature does what vou expect. but
again - features  enhanced  cireuitry. The
ImageLink. intelligent. dynamic, stereo-linking
system is programme dependent. Momentary
gain reduction due 1o short duration peaks
will not be linked. This means that the
integrity of the stereo image is maintained. but
olwious pumping effects from short peaks on
one channel are avoided. This system works
Deautifully, and enables a clarity and smooth-
ness that you just cannot obtain from maost
stereo units, The manual states that the
Imagelink system is independent of all other
controls—different ratio, attack and  release
can be set on each channel. T cannot imagine
wanting asvimetrical  stereo  compression
very often though

The manual examines every detail of the
unit’s functions and contains many charts of
test results, no doubt obtained with Prism test
equipment. All the theory has been put into
practice impeccably. The audio performance
is exeeptional: the manufacturer's figures
quote huge dynamic range and a flat fre-
quency plot over a huge range below and
above the generally acknowledged range of
human hearing. T am a great believer in the
importance of this extended range

Fam really sold on this unit. It is by no
means cheap. but T believe the right combina-
tion of scientific practice and recording engi-
neers” desires have come together in this unit.
Less fully featured than some similarly priced
competitors, it nevertheless delivers in the
important area: it sounds superb. It worked
well on vocals, but would not necessarily be
my first choice for that particular application.
However. on stereo programme material it
really comes into its own,

HE EQUALISER. the MEA-2, is a dual-
channel affair housed in a bulky 3U-high
case, with a similar build to the MLA-2.
I really feel that a thicker front panel would be
more appropriate, as lazy people often bolt
units into racks with just two holts, T predict
there might be a few warped front panels on
some of these units before o long. Apart
from that criticism, the unit feels very solid
with the important practical aspects thor-
oughly satisfied. The legending is large and
clear. and the array of farge switched knobs all
feel solid. They are easy to set. clicking posi
tively into place
The back panel features inputs and outputs
on XLRs, an carthing binding post, a fused 1EC
mains socket with volage selector and a pri-
mary mains switch with a light. In the centre
of the front panel. a small oggle is provided
as a secondany nains switch. There is no indi-
cator of the presence of mains power on the
front panel. however it power is switched on
and present, the two large EQ bypass switches
glow dimly green when pushed in and EQ is
on. These are centrally mounted and usefully
adjacent to each other.
Each channel comprises four hands of EQ.
but when vou look at the legending vou will
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realise that this box is something out of the
ordinary. For a start. each band’s gain control
can boost or cut the following amounts:
0.3dB. LOdB, 13dB. 2.0dB. 25dB. 3.0dB.
+.0dB. 5.0dB. 6.0dB and 8.0dB. This suggests
a mastering rather than recording application,
with the stepped rather than continuous con-
rols, and the seemingly small amount of max-
imum boost and cut. However, a look at the
frequency selector knobs reveals an unusual
approach here, too. The two low-frequency
bands and the two  high-fre-

queney bands of cach channel

are paired thus: cach control has

21 frequency  settings:
ringes from  19Hz 10 3301z,
while LIF2 ranges from 2111z to
5721z, filling in the gaps. Simi
larlv. HF1 ranges from 017Hz
-2 tkHz. while HF2 ranges from
065Hz-2"kHz. This gives a com-
plete set of an astonishing 81
frequencies o select from for each channel.
about 8 per octave. The overlap ot the paired

bands means you never have the problem of

running out of frequencies having started with
the wrong band. A corresponding set of con-
trols adjust bandwidth or set shelving charac
teristics for each band. The two LF bands can
he set to a low-frequency shelf and the twvo
HF hands to 4 high-frequeney shelf, The sasp-
w101 control has five  bell-curve  settings
labelled 4. 6. 9. 14 and 20. The curves are
asymmetrical © give a more usetul and musi-
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LF1 Prism Sound

William James Houses
Cowley Road

Cambridge CB4 4WX UK
Tel: 444 1233 424888
Fax: +44 1223 425023

cal EQ. so without diagrams it is ditficult to
explain the exact settings. Suffice to say they
work well in practice for a broad range of
applications, The limit of only 8J3 cut and
boost may preclude the use of this unit in
some recording applications. However. at the
cost of losing one frequency band. vou can set
two bands o adjacent frequencies and by
overlapping  them virtually - obtain - £16dB
cut boost at any frequency. Boosting two
adjacent narrow bands gives a pleasing spread
of coloration. The superh design
of this unit means that such
gains can be applied  without
fear of distortion or nasty phase
shifts

Internally the construction of
both machines is simitar, and
most impressive. In each. two
cireuit boards are linked via rib-
bon cable. The main board
mounted behind the front panel
includes a huge number of resistors. including
one for cach position of the knobs—no con-
tinuous pots are used. At the rear. another
board is mounted horizontally and connected
o the inputs and outputs. next to a huge
encased toroidal mains transformer.

Like the MLA-2 this unit boasts astonishing
audio performance figures and 1 would love
to have one of these strapped across my mix.
whether in the studio or in the mastering
room, where | am sure their use will be pop-
ular despite the high price ag. 1l
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" Engen Bewer ” founder of beyerdynamic, Gmbrt & Co. shown
testing #re World's First moving coll Headphones.

A Bright Fust...
A Brilliant tuture,

D7 48

Audio #rstory, \n 1937, beyerdynamic introduces the world's
first moving coil stereo headphone, the legendary DT 48

Auaio yrture. In 1998, beyerdynamic introduces the world's first
digital recording microphone, the MCD 100

Established in 1924, beyerdynamic's legacy of innovation,
fidehty and reliability is recognized and honored by
audio professionals around the world. 73 years of
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- audio excellence
@
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An ear to the past, an eye to the future.

beyerdynamic... 7aelity i Aua/o. ™™

beyerdynamic))))

JOr HIO1E IHIOIHHALION

Germany United States United Kingdom France

Tel. (07131) 617-0 Tel. 1.800.293.4463 Tel. (01444) 258258 Tel. (01) 44.09.33

e-mail: beyerdynamic@t-online.de  e-mail: salesUSA@beyerdynamic.com  e-mail: sales@beyerdynamic.co.uk  e-mail: beyer-France@compuserve.com
D-74072 Heilbronn Farmingdale, NY 11735 Burgess Hill, RH15 9TN F-75017 Paris
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Earthworks LAB 101-102,
4 QTC1 and Z30X

Despite its alignment to omni ideals, Earthworks now has a cardioid

to join a new omni and mic preamp. Dave Foister opens the faders
HEY ALL SEEM to have to do it eventu- — are both switchable, and a stanpiy.on
ally. No matter how keen a company is  switch gives an unusual facility to mute the
1o promote the virtues of omnidirec-

output while repatching or moving micro-
tional microphones. or with how much justi-  phones. Gain is switchable in 6dB steps.
fication. sooner or fater it has to face the fact

and a Clip LED offers a rather more help-
that the world wants cardioids and if it does-

ful guide to its sewting than you might
n't give them one it ends up looking like an  think. Rather than wait until the damage
evangelical fanatic, Earthworks was in danger

Rews

has heen done before informing you of

of heading down that road. but a collection of
new products includes that very thing. The
fast time we looked at Earthworks micro-
phones (omni of course) there was a pream-
plifier in the pipeline aiming to do justice to
the high specification of the microphones
themselves. That design has since appeared.,
in no less than three guises, along with a new
variant on the omni microphone and the
aforementioned cardioid

The LABIO2 is one of those three versions
of the preamp. all of which share the LAB des-
ignation by way of suggesting their capabili-
tics. One version, the LABL is, indeed.
intended for measurement, with appropriate
calibration and connections, but the other two
are specifically for recording, the 102 being
two of the mono 101s in a 1U-high package.
Some equipment tries to attach credibility 1o
itself by pretending to be fit for measurement
when. in fact. it is no such thing: the spees for
the Earthworks preamp make it clear that this
is not the case here. The circuit ofters a fre-
quency response from 2Hz 1o 100kHz within
0.1dB. can deliver 8Vrms at 0.02% THD. and
can handle input peaks up to 10V, Gold-
plated switches and an absence of electrolytic
or mylar capacitors in the signal path are cited
as the reasons for absolute transparency. with
specific claims of suitability for 96kHz 24-bit
recording. The noise specifications make inter-
esting reading. as the equivalent input noise
figure goes down as the gain is increased.
dropping to -136dBV at 60dB of gain

All this might be expected to be accompa-
nied by the most rudimentary, sorry. minimal-
ist facilities. but there’s more than the basics
on the 102. Phantom power and phase inven

Carthbworks

™
S =

POLARITY PHAMTOM STANDBY
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high levels, it begins to flicker when the
signal reaches 90% of clipping level;
thereafter its On time is proportional to
the excess over its threshold. and it stays
alight for one second when clipping
actually occurs.

This stepped-gain output appears on
a rear-panel XLR, but there are two addi-
tional outputs, hoth separately buffered,
which allow further control with a fine
GaIN pot down 10 20dB below the cali-
brated level. One is on an XLR and the
other on a TRS jack, and these extra
feeds allow the preamp 1o be used for
multiple destinations without the need
for a DA. And. indeed. it would be a
shame 1o put any other electronics in the
way of this fine preamp. 1t is, as claimed,
extraordinarily quiet and  transparent,
joining that select band of preamplifiers
which can truly present the microphone
signal to the recorder untarnished. Any
microphone can benefit from this kind
of performance, and the Earthworks
models, with their similar aspirations to
accuracy, deserve nothing less.

One such microphone is the new
Earthworks QTCI. described as a Quict
Omnidirectional Microphone. Earthworks
has always felt the need to apologise for
the noise levels of its microphones, even
though (as the literature always points
out) self-noise within the diaphragm of
an omni is impossible to eliminate. The
trade-offs  hetween  diaphragm >>>>>

Elegant and distinctive, Earthworks’
‘house style’ mic design and preamp

DECIBELS GAIN
3B
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THE NEWEST TECHNOLOGY
IN MONITORS

FROM THE FIRST NAME
IN SOUND

ew multichannel formats are challenging old monitor concepts.
While traditional stereo is still prevalent, 4, 5 or more channels are
being monitored in modern production environments, daily. The
LSR Family applies new technology to meet these requirements. By
going beyond traditional design techniques with Linear Spatial
Reference performance, JBL has literally redefined how a sys-
tem is created. The LSR concept helps to dramatically
expand the listening area, creating a larger, more accurate
mixing space.

The LSR32 introduced the world to the Linear
Spatial Reference philosophy. This 12" 3-way mid
field monitor offers maximum performance in

both vertical and horizontal configurations.
OOMPOJ/} The LSR28P is an 8" bi-amplified near

¥ m = field monitor, ideal for multichannel

S - Ce . .

mixing in small to medium-size pro-
duction environments.

The LSR12P is a 12" powered
subwoofer that easily integrates
into a wide variety of stereo
and multichannel formats,
and complements both
the LSR32 and LSR28P.

$
o

<A
-
-

LSR
Hear Every Thing

JBL

For more information on the LSR Family m
www.jblpro.com

H A Haman International Company
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<<<<< diameter. noise, frequency response,
sensitivity: and SPL handling are well docu-
mented. and are no more or less of a problem
for Eanthworks than for anvbaody else. How-
ever, awike 1o the demands of increasing
recording resolution. Earthworks has o new
response 1o the challenge.

HE QTCI sacrifices lile of the excep-
tiomal frequency response of the existing
maodels. with a quoted spec, on axis, of
+Hz—40kHz within 1dB.
but does it with a noise
equivalent to 22dB SPL (A
weighted)  coupled  with
an ability to handle peaks
of 142dB SPL. This is all
done with an extremely
small microphone element
in the tip of the distinctive
probe shape, a shape dic-
tated by acoustic consider-
ations as much as by any
intention o imitate @ med-
surement microphone.
Like all  Earthworks
models, the QTCH s
cliimed 10 possess
unusual accuracy in the
time domain. This is. per-
haps. Earthworks” most
significant selling point in
its supporting literature,
with other  microphones
accused of smearing the
impulse  response unaceeptably with
diaphragm ringing and reflections within the
housing. Certainly  experience shows  the
Eanthworks omnis to have a quite remarkable
degree of clarity, but whether this is due 10
this impulse response. the extended  fre-
quency response, other factors altogether or
indeed whether all these are interrelated is not
clear and prohably not relevant as far as the
user is concerned. What is of the utmost rele-
vance is the fact that the QTCI produces an
absolutely beaudtful sound. It has an
uncoloured transparency that in my experi-
ence can only truly come from an omni, with
a big smooth bass which once again exposes
the idea that only big diaphragms can deliver
low frequencies as nonsense. The smoothness
goes all the way up 1o the top and bevond:
the sound is as open as vou could wish for,
with all the edge of the source
intact but without a trace of

The important point, and
one whose significance is
easy to miss, is the fact
that the frequency
response is quoted at
15¢m. This is close
enough that for most
designs—this one
included—the proximity
effect is having a distinct
influence. Clearly the aim
has been to produce a
microphone that when
used close up sounds
like an omni

beginning, in o world where cardioid micro-
phones are the norm and omnis a specialised
variant, & company, perhaps, has to establish its
credentials with o microphone that has a
broader appeal. No doubt the hope would be
that once people were impressed by the car-
dioid model they would be more inclined to
buy an Earthworks when they decided they
needed a dedicated omni.

Henee the Z30N, a cardioid microphone
sharing the stvling of its omni siblings as far
as the capsule  dimen-
sions  will allow  and
attempting o bring the
Earthworks sound (or, if
vou like. lack of it to this
new territory. Its cardioid
nature is - given  awiay
immediately by the much
wider nose and the grille
slots along its flanks, but
from there on down the
tapered  shoulders,  the
satin - silver  evlindricat
body and the black iden-
titving collar are identi-
cal. When held up beside
the specifications for the
omnis in the range. the
figures for the Z30X look
almost mediocre,  until
vou remember what s
generally expected of i
cardioid. The response is
claimed to be  within
1.5dB from 30Hz to 30kHz: the SPL limit is
145dB without any kind of pad. although the
sensitivity i reasonably high at 10mV per
Pascal: and the noise level is equivalent to
228 SPL, not the lowest one has seen but
creditable nonetheless.

The important point, and one whose sig-
nificance is easv 1o miss, is the fact that the
frequency response is quoted at 15em. This is
close enough that for most cardioid designs—
this one included—the proximity effect is
having a distinct influence. Clearly the aim
has been to produce a microphone that when
used up close sounds tike an omni, but with
the reduced rear pickup advantage that draws
most people to cardioids in the first place.
The published polar plots go on 1o suggest
that primary consideration has been given to
the response at 90 rather than smoothness at

the back: the variation with fre-
quency at 90 and 270 s rela-

hardness. Forget any precon-  Earthworks Audio Products,  tvely small, while at 180 the
ceived ideas about omnis hav- pg Box 517, Witton, shape is more like hypercar-
ing a limited application—you  NH 03086, US. dioid at 4kHz and subcardioid
could record anvthing with  Tal: +1 603 654 5427, at high frequencies.

these, getting as close as vou  Faxz: <1 603 654 6107, Certainly at close quarters
like in the knowledge that  UiKs Unity Audie. this has the desired effect, with
there is no proximity effect, or el +44 1920 822890, an unusually open and com-
as distint as ambient pickup  Fax: +44 1920 822 892, plete sound. with & smooth,

demands  without  fear  of
excessive noise.

In a sense. both these items are no more than
we would expect from Earthworks, fitting in as
they do with the company’s established wims in
life and recording philosophy. The same cannot
be said of the 230X, which appears to tly in the
face of eventhing Earthworks has been telling
us all these vears and display a willingness ©
compromise and diversify that T would not have
expected. But then again, as T suggested at the
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extended top, but it must he
said that at greater distances there is an unde-
niable Tack of bass. This is not a problem as
long as one is aware of how the microphone
is intended 1o be used, which s clearly
explained in the literature—assuming it ever
gets read. Onee again Earthworks is treading
its own path, producing a microphone that
challenges the established norms and encour-
ages us 1o take a second look at the way we
use our equipment. 1l
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INTERNATIONAL DISTRIBUTORS

AUSTRALIA: AWA LTD
Tel 029898 7666 Fax 02 9898 1135
Contact Alistair Dewar

BELGIUM: EML N.V.
Tel 01123 2355 Fax: 011232172
Contact Erk Gysen

CANADA: HHB COMMUNICATIONS CANADA LTD
Tel: 416 867 3000 Fax' 416 867 1080
Contact Dave Dysart

DENMARK: INTERSTAGE
Tel: 39 46 0000 Fax. 39 46 0040
Contact: Finn Juul

GERMANY: MEDIACDM
Tel 05451 94690 Fax 05451 946919
Contact. Uwe Seyfert

FINLAND: HEDCOM
Tel 358 9 682 866 Fax' 358 9 682 8489
Contact Jarmo Rowas

FRANCE: S.A.V.
Tel 142 4055 22 Fax. 142 40 47 80
Contact. Philippe Desgué

HOLLAND: TM AUDIO HDLLAND BV
Tel 030 241 4070 Fax 030 241 0002
Contact: Peter de Fouw

HONG KONG: DIGITAL MEDIA TECHNOLOGY
Tel 27210343 Fax 2 366 6883
Contact: Wilson Choi

ITALY: AUDIO EQUIPMENT
Tel 039212221 Fax 039 2140011
Contact' Donatella Quadrio

JAPAN: TIMELORD
Tel 33794 5575 Fax 33794 5605
Contact: Henry Dienne

NEW ZEALAND: FAT S LTD
Tel 09 378 8778 Fax 09 378 8776
Contact. John Bicknell

NDRWAY: SIV. ING BENUM A/S
Tel: 22 1 399 00 Fax 22148259
Contact' Wenche Gronvoid

PORTUGAL: ESTEREOSOM LDA
Tel 013546 0563 Fax 01357 2981
Contact. Jorge Goncalves

SINGAPORE: TEAM 108 PTE LTD
Tel' 065 748 9333 Fax- 065 747 7273
Contact. Helena Lim

SPAIN: LEXON
Tel 93203 4804 Fax: 93 205 7464
Contact: Alejandro Palencia

SWEDEN: EM NORDIC AB
Tel 468 603 2300 Fax 46 8 603 2390
Contact: Mats Mattsson

SWITZERLAND: DR. W.A. GUNTHER AG
Tel 01910 4141 Fax 01910 3544
Contact Roland Bncchu

TAIWAN: DMT TAIWAN
Tel 02 516 4318 Fax 02 515 9881
Contact Honton Sze

USA: HHB COMMUNICATIONS USA
Tel 3103191111 Fax 310319 1311
Contact: David Beesley

HHB Communications Limited

73-75 Scrubs Lane - London NW1D 60U - UK
Tet: 0181 962 5000 Fax: 0181 962 5050 E-Mail: sales@hhb.co.uk
Visit HHB on line at hitp://www.hhb.co.uk
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IN A WORLD WHERE
16-BIT AUDIO IS NO
LONGER ENOUGH

ONLY ONE
IGITAL 8 TRACK
WHAT IT TAKES

*

G énéx

The Genex GX8000 8-track MO disk recorder isn't just the future of recording — it's the here and now.
Simultaneous 8-track 20-bit recording on 1SO standard Magneto Optical disks — a random access, removable format with
industry-proven reliability. 24-bit/96Khz recording via external converters for DVD Surround Sound work.

Comprehensive on-board synchronising facilities with forwards, backwards and varispeed lock to timecode or bi-phase.
Just some of the features that equip the Genex GX8000 uniquely for the new recording requirements now upon us.

For the full picture, call HHB today.

Designed and manufactured in the UK by Genex Research IR I NG T L IR T (T

HHB Communications Ltd - 73-75 Scrubs Lane. London NW10 6QU, UK - Tel: 0181 962 5000 - Fax: 0181 962 5050 - E-Mail: sales@hht.co.uk

HHB Communications USA - 626 Santa Monica Boulevard, Suite 110, Santa Monica, CA 90401, USA - Tel: 310319 1111 Fax: 310 319 1311 - E-Mail: sales@hhbusa.com
HHB Communications Canada Ltd - 260 King Street East, Toronto. Ontario MSA 4LS. Canada Tel: 416 867 9000 - Fax: 416 867 1080 - E-Mail: hhbcan@istar.ca
Visit HHB on line at: http://www.hhb.co.uk
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Weiss Gambit EQ1

Digital control with an analogue feel is an oft-attributed quality, yet few can truly say they have conquered all
the points on the agenda. Dave Foister discovers a high definition digital EQ that gets pretty damn close

IGITAL EQ has come a long way, and

eventually its path was bound 1o cross

that of Daniel Weiss. Several times now
I have seen Weiss” convertors held up as the
reference to which others should aspire. par-
ticularly in a mastering context. and my own
experience with the ADCI mic amp-convertor
(Studdio Sound. September 96) supports this.
There are many people who depend on
Weiss' DSP expertise for critical work. and
they will no doubt be first in the queue for the
new version of the company’s digital para-
metric, the Gambit EQ1

The box and overall design are in them-
selves not new, having been available for
some time; what is new is the double-sam-
pling capability, and since the unit has not
been covered in these pages before a full run-
down is in order.

The Gambit EQI is a full-blown 7-hand
parametric equaliser, operating entirely in the
digital domain. but offering analogue-like con-
trol. It is rare. and very refreshing. to see a
digital processor with quite so many controls
on it, and the way those controls are used,
and the interaction with the display, makes
this a masterpiece of ergonomic design.

The front panel is dominated by 21 black
control knobs, immediately indicating that all
seven bands have real controls for all three of
their parameters. A further encoder handles
other functions, and sits next to a big bright
display screen that manages to convey a lot of
information at once. Eight dedicated pushbut-
tons deal with memories and channel gang-
ing. leaving only four softkevs beside the
display to worry about. controlled in turn by a
MENU Key.

The jov of the system is that these softkeys
are only really needed for set-and-forget utili-
ties and “are-you-sure?” type confirmations; the
real job of the equaliser is always live on the
panel. Most of the display screen is given over
to a real-time frequency response curve. com-
plete with flags showing the selected frequen-
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cies of the seven bands. The rest changes
function according to what vou're doing, gen-
erally showing the numeric values for the
band currently being adjusted.

All seven bands are identical. and offer a
wide range of filier and EQ configurations.
Each band can be independently configured
as a high or low-frequency shelving equaliser,
or as a high-pass or low-pass filler, or as a
conventional peaking parametric. Each band
can be individually bypassed. so that you only
activate as many bands as you actually need
to use. Its two channels can be ganged for
stereo operation or used entirely separately;
although since the unit only has digital 1O
I imagine most users will be processing com-
plete stereo signals

Apart from the fact that the two channels
share one set of controls, nothing is dupli-
cated on the equaliser panel itself. The bands’
knobs are sensibly laid out, with boost-cut at
the top, frequency at the bottom and slope or
bandwidth as appropriate in the middle. All
are continuous rotary encoders, and all are
touch sensitive, placing the relevant band's
details in the numeric read-out section of the
screen display as soon as they are touched.
Alongside each of the bandwidth knobs on
the main control panel is a line of five Lbs,
showing a surprising amount of information
about the status of the bands. First, it a band
is bypassed, no teps will be showing at all.
Second, the currently selected configuration
for an active band is shown by one brightly-lit
LED next to the appropriate shape. Finally, the
band currently shown in the panel in the main
display screen has all its 1eps glowing at half
brightness. As a further luxury, the overall
brightness of all the unit's 1EDs has two set-
tings to allow for darkened control rooms.
Control ranges are more than adequate. bear-
ing in mind that for extreme correction or
treatment two bands can be overlaid precisely
on top of one another—with the luxury of
seven bands there's usually at least one spare.

Boost and cut is up to 18dB. and every
band can operate from 16Hz 1o 20kHz: in
peaking mode the Q runs from 0.4 to 8.6,
while the filters have a choice of slopes. offer-
ing 6dB or 12dB per octave. Of course, since
this is a digital system. the parameters are not
continuously variable, but stepped in small
increments, a fact that Weiss is happy to admit
by printing lists of the available values in the
manual. This reveals that there are only six
possible values for the parametric bandwidth,
but the frequency centres are at V-octave
intervals, giving control almost as fine as a
continuous pot. but with the bonus of preci-
sion and repeatability. The stepped nature is
always a potential stumbling block on a digi-
tal EQ. as it can so easily give rise to zipper
effects when the controls are turned quickly,
and the fast nawre of the EQIs controls
should make it more vulnerable to this than
an EQ with nudge buttons: however. it does-
n't seem to be a problem, as the response to
control movement is smooth and natural. The
same applies to the gain settings. which are in
half-dB increments up to £10dB and progres-
sively more widely spaced after that

Overall gain is also adjustable, to allow for
the possible increase in level brought about
by the EQ. and setting this is made easier by
high-resolution peak logging and Over indicu-
tion. In line with Weiss' convertors. the system
allows the number of consecutive: maximum
samples representing an Over to be adjusted
by the user up 1o a rather reckless 16. Overs
then light a lide dot next to the peak value
display. and further usefulness is added by the
fact that the peak doesn’t stop at 0dB but
shows positive values as well, showing just
how far over the top you've gone. Simple as
it is, this is a huge bonus and something we
should see more of

This level of detail, showing us things oth-
ers don't bother with, reflects Weiss” high-end
approach to the job of a digital processor. and
further evidence is there in the way the >>>>>
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_____Calrec Range

® Over 35 years of experience
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® Open natural sound

® Proven ergonomic designs
® High standard of construction |
® Excellent sales support

There is only one UK based audio

manufacturer who can offer you
all of the above.

For broadcast consoles there is
only one place where you can

believe everything you hear...

Calrec Audio.

CALREC
-

, Calrec Audio Ltd.
Nutclough Pill, Hebden Bridge

West Yorkshire, HX7 8EZ, UK
Telephone : +44 (0) 1422 842159
Fax : +44 (0) 1422 845244
€-mail : enquiries@calrec.com

*Nebsite : voww.calrec.com
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TANNOY

SUPERIOR BY INTENI

7

5 cxc’phonal cbxl ty to produce such untainted sound qua'ity is
coupled with * 50 wetts a side of fully linear, transparent power
am>lif cation (zach speaker features 2 x 75 watt integrated
power zmplifiers, providing up to 117dBSPL at mix position). o
Not only does this classic Tannoy design offer an exceptionally
affordable m=ans of abtaining uncompromising standares of

studio monitating bLt ensures that monitors and amplification
comprise a fully matched, high performance system.Such =~
corfidence ir the accuracy of what you are listening to cannot
be purchased at this orice with any other monitor. '

TASCAM 5w ouse, The Croxley Centre, Watf erts, WD1 8YA Brochure Hotline 01923 819630
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<<<<< unit can deal with various digital for
mats. Where most digital equalisers would
simply pass the incoming format out
unchanged. the EQ1 allows it 10 be switche:
from consumer to professional or vice versa
and 10 be dithered. using second-order noise
shaping. down 10 20 or 16 bits. A further
nicety is auto blacking, which twrns off the
dither when the input signal is digital zero 10
avoid adding noise to digital silence

Huge amounts of memory are available
for storing presets, or Snapshots as Weiss
calls them, along with 1wo complete work-
spaces for instant comparison of setiings
Four of the dedicated buttons deal with
switching around this lot, allowing swapping
between A and B settings and copying either
intlo memory. 128 snapshots are available
known simply by their numbers. and the dis-
play can show the outline curve of a snap-
shot before it is recalled. Further memory
space is available for backing up 1wo com-
plete sets of snapshots. These aren't strictl
extra presets as they can only be siored and
recalled as a complete block of 128, over
writing everything in their path, but the
amount of storage available means that
whole banks can be swapped in and out of
current memory at will

HE SNAPSHOTS can. of course. be
selected remotely with MIDI program
changes. but the MIDI implementation
doesn’t stop there; perhaps surprisingly. the
EQ1 offers full dumping of all 128 snapshots
1o a sequencer. and complete renote con
trol using control change commands rather
than sysex. This level of access is also avail
able via RS232 and RS422 using the same
command set, and the degree of automation
this could ofter for broadcast or installation
use is clear

The chief recent addition to the facilities is
the ability 1o handle double-sampled signals
making the unit ready for 96kHz-24-hit work
This thrust runs right through the Weiss range.
making sure that the gear remains u strong
contender at the

top whatever ma

Welss Engineering, be around the
Florastrausse 10, 8610  corner

Uster, Switzerland. Sonically you'd
Tel: +411 940 2006. have a right to

Fax: +411 940 2214. expect the EQT 1o
he superb. and 1t
won't disappoint. The days when digital EQ
was a poor substitute for analogue designs are
now behind us, and the Weiss shows just how
far. Iis enormous power and flexihility is com-
plemented by a quite remarkable sound. as
smooth and musicat as you could wish with
the surgical precision only digital can offer
Not once did | ask anvthing of it that it could
n't deliver. and not once did | feel | was com
promising anything in the interests of digital
convenience. Quite clearly the EQI has a
claim to being an® ideal mastering equaliser
and, indeed, 1 used it to remaster a distinetl
dodgy flute and piano CD, producing a result
I didn't think the source had in it. Bevond
that, it has the potential to fit in to any digital
environment, where its impressive combina
tion of sound, ergonomics. thoughttul facilities
and raw muscle could make it the onlv EQ
vou'll ever need. B
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Last year, over a billion people
listened to remarkable audio
just passing through
our domain.

down the avenues where
O O the world’s most
listened-to audio

travels. The view would look something like
the one you're seeing now. In theaters,
concert halls and arenas where chance is not
an option, the XTA DP226 Speaker
Management System is the only choice.

In a two-by-six format, the DP226
provides total control over multiple
crossover formats, including full stereo

and it all matters.

. W

3-way. Plus input and output EQ, =y o A
Limiting and Delay. But the secret’s ; Al TR T 3 e
in the elegant algorithms and LEW .':«34. (et r\“ ‘,k ;..-.!:"‘ e
uncompromising electronics of our e g .‘3““‘3«‘_”' < P
proprietary AudioCore™ design. -, \ = 9‘* ‘. "’ . "

The DP226’s precision . t\ S \\
removes the guess-work from ey R \ X \'
speaker management and system B -~ \ P
optimization. And as with all XTA Y \ a \,' ¥
products, the audio quality is simply [} =

unparalleled. That’s why XTA is
specified by the most demanding
engineers and sound designers.

In addition to its multi-function
DSP capabilities, the DP226 provides full
metering, mutes, and on-board RS232,
RS485 and MIDI control. A PC card interface
provides data storage of settings, programs
and allows for easy software updates. The
DP226 can be controlled from a PC with our
popular AudioCore™ software for Windows™.

We didn’t achieve this functionality and
precision trying to build the most economical
system. The new DP226 reflects XTA’s

reputation for no-compromise performance.
Because when it comes down to your sound no
detail is too small, safe is better than sorry—

A short list of some of last year’s “XTA
performances” includes:

¢ The 1997 Super Bowl, Grammy Awards and
Academy Awards

¢ The Lollapalooza Tour
¢ Broadway Shows, including A Doll’s House,
Titanic, Jekyll & Hyde, Bring in ‘Da Noise, Bring
in ‘Da Funk and Rent.
¢ Jane Eyre (Royal Alexandra Theater, Canada)
* Providence Performing Arts Center
¢ Ice Capades
¢ Howard Schwartz Recording
¢ 1996 Summer Olympic Games
¢ Royal Opera House
¢ Glastonbury Rock Festival
¢ The Prodigy
¢ Riverdance
¢ Bjork World Tour
So why not send your audio on a
remarkable journey. Insist on the DP226

from XTA. Another in the family of the
finest audio tools available anywhere.

2Xtla

ELECTRONICS

XTA Electronics Ltd.

Tel +44 (0) 1299.879977,

Fax +44 (0) 1299.879969 .

Internet: www.xta.co.uk/xta

Distributed in the US by: Group One, Ltd.
Tel 516.249.1399, Fax 516.753.1020
Internet: www.glltd.com

For a list of list of world wide distributors see the
XTA web site or contact XTA Electronics Ltd.
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GQ-600 Dual-Channel Graphic Equalizer DP202 Digital Equalizer

AudioCore is a trademark of XTA Electronics Ltd. Windows is a registered trademark of Microsoft Corporation.
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RT1 Real-Time Spectrum Analyzer
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Shure net

Shure's UA888 networking interface system
can be used remotely 10 control and moni-
tor 32 Shure UHF receivers and consists of
a rackmount interface module, Windows
software and connecting cables. Monitoring
features keep tabs on RF levels, diversity
signal sirength, audio levels and available
battery power at the transmitters. Monitor-
ing and control capabilities are offered for
group-channel selection, frequency, user
name, squelch and lock-unlock status.

A walkaround RF piotter function is
included together with a frequency scanner
10 indicate local RF activity. The system will
interface with any Shure DSP device and is
password protected while the software per-
mits scenes to be setup, stored and recalled.
Shure, US. Tel: +1 847 866 2200.

ART valve EQ -

Art’s Tube EQ 4-band single-channel
equaliser uses a 12AX7a and fully adjustable
input and output controls. The fixed LF and
HF bands can be switched between
50Hz-80Hz and 5kHz-15kHz respectively,
while the two frequency variable mid bands

mb"é EQ |
both sweep from 20Hz to 20kHz with the
help of x10 multiplier switches. All bands
offer +12dB of boost and run to balanced
XLR and unbalanced jack connectors.

The Tube Pac, on the other hand, uses
two valves to combine a mic-line preamp
with phantom power, phase reverse and an
optical compressor. Equipped with fully
variable threshold and output pots, switches
select limiting or compression and auto-
matic or fast release times.

ART, US. Tel: +1 716 436 2720.

Small lavalier

The latest mic fromi Countryman Associates
is the B3 small, round, omni electret, which
is said 1o be resistant 10 moisture and
makeup. The mic is available in black, white,
light skin, cocoa and grey, and boasts a
claimed frequency response of 10Hz to
25kHz and an SPL handling of up 10 150dB
on 48V power. The model is accompanied
by the Isomax headset mic which has a
headband that fits around the back of the
head. Available with hypercardioid or car-
diod paterns with a frequency response
designed to create a ‘warm’ sound at the
side of mouth position, it features a tele-
scopic adjustable mini-mic boom.
Countryman, US. Tel: +1 415 364 9988.

Accessorise

Rolls continues to expand its range of small
fix-it accessories. Latest in the line that
already includes a direct inject box, high-
low impedance matcher, personal monitor
system, headphone tap, phantom power
adaptor, cable tester, headphone mixer, 4:1
mixer, 2:1 mixer, tiny 2-way crossover, mini
mic preamp and test oscillator is a >>>>>
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Tascam MD-301 and MD-501

Joining the burgeoning MiniDisc market are two new machines from
Tascam. Jim Betteridge asks if they're up to professional use

HE MARCIH! OF MiniDis¢ continues

unabated, and not only in the protes-

sional murket. Like the penultimate
scene in a Hollywood disaster movie. the now
sometime-lifeless body of our hero coughs,
splutters and opens its eyes. ‘Domestic Mini
Disc. vou're alive!

And. bt the Minibisc hasn't suttered bram
dumage in the interim. the pro-sales market
certainly is now. With discount stores in the
UK oftering the Sony MDSIES10. a tull-size hi-
unit at around &175 (4299 rrp). margins are
shrinking and the costs of offering full atier
sales support are looking less sensible. The
same could be said of DAT when it was still
on the ventilator as a domestic format but
unlike its tape-hased cousin. MD is starting 10
catch on with the punter. A keen voung sales
man in a very well-known London retailer told
me excitedly that the Sony MDs were selling
unbelievably quickly” and he was definitely
going 1o get one himselt. Of course, as inven
tor of the format. Sony his more reason than
most 10 plunge the adrenaline-filled syringe of
underpricing into its darling’s ailing chest

The MD-301 and MD-301 are two new MD
record-play machines from Tascam. Both are
2U-high rackmounting with large. bright dis
plays and plenty of dedicated controls, clearly

marked in simple English. The more expen
sive MD-501 has balanced analogue ins and
outs on XLR as opposed 10 unbalinced RCA
phonos. and permits the connection of a stan:
dard P2-type PC keyboard for titling and some
degree of remote control. This latter facility is
particularly important as  neither  machine
offers a wired remote. opting
instead for well-specd wireless
units.  Otherwise  the  1wo
machines are very similar

Recording is straightforward:
press the krC button alone and
you get line-in monitoring and
the display tells you how much
time you have left. Then hit the
reay button and the displiy counts vour record
time. Considering the audio is data com-
pressed (ATRAC) the results sound quite
excellent. During or after recording vou can
name the track using up 10 255 characters
which scroll across the display when vou sub
sequently select the track—tor once a format
ofters a really usetul titling capacit

You can then trim the top and tail using the
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US: Tascam.

Tel: +1 213 726 0303.
Fax: +1 213 727 7635.
UK: Tascam.

Tel: +44 1923 819630.
Fax: +44 1923 236290.

Divide function and crasing the two unwanted
end cues. Having pressed the Epim button
while in Play. an edit point is initially entered
n the fly by pressing the ves button. At this
point the machine automatically cveles around
4 few seconds starting e you mark. Turning
the rotany Tkvek control either advances or
retards that point by a digital frame and con-
tinues looping from the new position. This is
then confirmed by pressing ves again. IUs all
very simple for the inexperienced editor.

Having recorded. titled and trimmed your
various recordings you can chain up 1o
25 tracks together into a Program. A silent
recording can be  entered as  spacing
between tracks.

There are some things an MD cant do as
compared to i stereo hard-disk editor and
they're 10 do with data retrieval times. Most
typically, tacks constructed from lots of
recordings with lots of edits may not happily
combine with other tracks in a Program with
out losing audio the machine simply can't get
around the disk quickly enough. This is where
Tascam's MD-801, their original and profes-
sionally spec’d machine. can claim some supe
riority. 1t boasts the tastest tansport in the
known universe. In the case of the two mod
els under review, however, a standard trans-

port is used and no advaniage offered

It is a strange and ditficult market into
which these two new Tascam models arrive
As with all Tascam equipment they are both
well built and ergonomically pleasing. What
puts them firmly in the domestic or perhaps
semi-pro market is their lack of any wired
remote control facilities, and the
absence of a wired digital out
put. They have an SPDIF input
but only an optical digital out
put. not commonly used by pro
fessionals. With o price several
times that of the Sony (which
even has a co-axial SPDIF out
put) it would seem that these
models might fall between two stools. They
are unguestionibly more solidly constructed
and would probably stnd up to hard dail
use better. but then with only consumer-level
facilities that degree of build guality is. per-
haps. unnecessary. 1Us also true 1o say that tor
100 more than the MD-501 vou c¢an get a
fully-specd pro machine from Denon, the
DN-MI050R. Possibly not. B
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Sony PCM-R300

From consumer to professional and back again, DAT's role remains
undefined. Dave Foister test drives Sony’s latest recorder

UST AS WE START 10 believe that DAT

has finally died as anything other than o

professional  medium,  along  comes
another consumer machine to prolong the
death throes for a while. Sometimes it's a litle
portable. producing another crop of amateur
recordings for us 1o salvage: less often. it's a
full-blown table-top model, which immedi-
ately has us asking if it's suitable for studio
use. Whether dony's new PCM-R300 is truly
aimed at the consumer market I'm not sure.
although its styling has as much in common
with Sony's domestic cassette decks as with its
protessional DAT machines: its facilities 0o

look at first glance as though it's meant for
home use, but a closer look reveals a surpris-
ing number of teatures the small studio would
find useful.

Despite its similar model number, this new
machine doesn’t appear 10 be  intimately
relited 1o the 500 and 700 models (Studio
Sound. july 1997). Gone are the balanced XLR
analogue connections and AES-EBU. and the
integral rack ears which marked those down
immediately as pro machines. Yet the 300
comes as standard with ¢ rack mounting Kit;
and with digital ins and outs on both optical
and phono connectors, the lack of professional
andlogue interfacing (and any lurking doubts
abouwt the convertors) becomes irrelevant to
anybody with a digitl mixer. Suddenly the
machine stans to look like a studio contender.
Incidentally, 1 don't have any serious reserva
tions about the convertors. which in the
absence of any spees sound very good indeed.

The transport itself appears similar to that in
the R700. both in the wav the motorised
drawer sucks the tape inside and
in the layout of its controls.
There is 1 complete set of all the
expected functions. including full
ID handling, and sill more s
available  on well-planned
menu crangement which s
accessed from the counter mode button when
there's no tape moving,. Here we have settings
for the Auo 1D functions. allowing level
thresholds and gap lengths to be programmed.
as well as control over how the digital inputs
handle incoming 1Ds trom DAT or CD. The
muchine supports the broadeast version of the
1EC-958 tormat, allowing transter of material 10
and from similarly-equipped machines with no
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Europe: Sony.

Tel: +44 1256 55011.
UK: HHB Communications.
Tel: +44 181 962 5000.

SCMS codes and copying of some subcodes.
The type of digital signal being received can be
displaved via the menus, showing whether the
source has identified itself as DAT, CD. Mini
Disc or whatever, including indication of the
I’ro broadeast staus.

Mechanically the machine is responsive and
quick, without oo much clanking and
whirring accompanying the expecied fast
wind speeds. The operating buttons are large
enough not 1o be fiddly. but the litle symbols
in the display showing what the transport is
currently doing are not duplicated in buton
illuminations as they are on the 700. 1D
searches are efficient. and the infrared remote
allows direct aceess 10 a specific program
number. The 1D writing functions include «
rehearsal mode which allows placing of 1Ds
with 0.3s precision. and this mode can also
move existing 1Ds,

Several facilities help 1o turther the 300's
claim 10 pro or semi-pro status. Less notable
than it would once have heen is the ahility 10
record analogue sources at 44.1kHz, und this
is backed up by the presence of Super Bit
Mapping. No information is given in the man-
ual about the nature of the A - convertors, but
presunmably they must be capable of more
than 16 bits in order to warrant the inclusion
of SBAM. More interestingly. the display allows
for an error read-out: once this was unheard-
of on a machine that might have found its way
into somebody’s living room, presumably on
the basis that Joe Public wasn't supposed 1o
know that DAT had errors. On the R300 both
heads are continuously. monitored and the
crrors can be shown on 4-digit displays in
plicc of the timing information when
required. Besides this. there is actually a head
hours counter down at the hottom of the
menus: the combination of the two shoukd
make diagnosis of playback difficuliies, and
the timing of head cleans. unusually easy
Funnily enough. with only two hours on the
clock of the review machine [ didn’t once see
it show an crior.

On the down side. the construction is hardly
designed with roadworthiness in mind - |
wouldn't bolt this into a rack and throw it in
the back of a van - but unless you have partic-
ularly clumsy clients this is no problem in a
control room. Also the head-
phone output is pitifully low in
level. but that's not unusual and
anyway who ever uses them?

After a while the PCM-R300
starts 1o feel like a scaled-down
professional  machine  rather
than a domestic machine trving (o break in 10
the big time. Everything you need in a basic
machine is there and readily to hand, without
clutter and unnecessary frills. and at a ver
atractive price. It sounds good too. and could
urn out o be another example Gust like the
DAT format itself) of something intended for
the layman finding itself sought after by the
specialist
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<<<<< mic splitter and a phono preamp.
The splitter is transformer coupled with a
ground lift while the phono preamp offers
RIAA EQ on phono inputs and outputs plus
a stereo jack output.

Rolls Corp, US. Tel: +1 801 263 9053.

PC-based restoration
DART Pro 32 is a PC-based, 32-bit, noise-
reduction software package with CD burn-
ing capability. The system includes noise
algorithm layering for combining processes,
pitch shifting, 3D spectrum analysis and a
function that allows the recording of a
78rpm record at 33Y;rpm and then translate
it in the computer to the original speed.
DART is complemented by Diamond Cut
audio-restoration tools v2.0 real-time noise-
reduction application again for PC. Algo-
rithms are provided to remove clicks, pops,

9
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hiss, surface noise, hums, buzzes and static.
The package includes a variable speed con-
troller for correcting varispeed problems
within a sound file and a forensic-type
application for pulling voices out of
extremely noisy material, for instances
where the noise ration outweighs the good
signal. An intelligent harmonic reject filter
used for hum and buzz can remove 500 har-
monics in one pass. CD quantisation allows
a complete album to be recorded on to the
hard disk, markers to be dropped at the
end of each song and then the appliance of
a ‘chop file into pieces’ function that breaks
the recording into track-sized chunks.
Tracer Technologies, US.

‘Tel: +1 717 843 5833.

Vox Box

Manley’s Vox Box is a combination com-
pressor, mic preamp, 33-frequency Pultec-
style equaliser, de-esser and limiter based
on several of Manley’s existing valve
designs including the 40dB microphone
preamp. the electro-optical limiter, and the
all-tube mid frequency equaliser. However,
it achieves this with a significantly shorter
audio path and more processing power than
the individual units.

Features include a variable attack-release
opto-compressor located before the mix pre-
amp, instrument and line inputs, vu meter,
high-pass filters, phase and phantom-power
switching, and is said to be well suited to
drums, guitar, synthesisers and bass.

The EQ is based on the Pultec MEQ, but
the low and high frequency peak >>>>>

March 1998 Studio Sound


www.americanradiohistory.com

L7 A Y

price in English pourds, excluding VAT and subject to change

cnn '8 the PRO among the professionals

- and you thought you

couldn’t afford it! Cail your nearest Otari dealer now and find out about
the difference to consumer gear!

Audiosales
Tel: +43-2236-26123

Art Ramos Studios
Tel: +375-17-2524643

ASC Audio Systems
Tel: +32-2-5200827

Mega Music
Tel: +359-2-9809331

Audiosales
Tel: +420-2-544173

Mediatech Int.
Tel: +420-455-622591

New Music
Tel: +45-86-190899

Studiotec
Tel: +358-9-5123530

Audiocom
Tel: +33-1-60642121

Bon Studio
Tel: +30-1-3833572

... for more details visit our web site: www.otari.com

Audiosales
Tel: +36-1-2149549

Grisby Music Prof.
Tel: +39-71-7108471

TM Audio
Tel: +31-30-2414070

Siv. ing. Benum
Tel: +47-22-139900

BCP Broadcast
Tel: +48-61-8657601

Auvid Cientifico
Tel: +351-1-4754348

Megavox
Tel: +40-1-6217784

A & T Trade
Tel: +7-095-9569069

Gedelson
Tel: +34-3-5741122

Audiosales
Tel: +421-7-722249

Mediatech Int.
Tel: +421-7-5424051

Pol Teknik
Tel: +46-8-7087570

Audio Bauer Pro
Tel: +41-1-4323230

Stirling Audio
Tel: +44-171-6246000

Otari Europe GmbH
Fax: +49-2159-1778
Tel: +49-2159-50861
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Review

Junger Vampl

Junger’s digital voice processor eschews fashion in favour of an
ingenious approach to practical operation. Rob James reports

UILDING ON ITS considerable reputa-
tion in the digital dynamics field,
Junger is branching out into other
areas. This new box. the Vampl appears
deceptively simple to the casual observer and
before you think not another voice processor

Jinger has delivered something very difterent

to others in the market,

The Vampl has been designed o be
extremely simple 10 operate by non-technical
people. Suggested applications include univer-
sal interface tor audio or video workstations,
sound reinforcement. and as a sophisticated
voice processor in studio applications such as
tor radio and TV broadeast. To this end the
power of the device is well hidden from the
user. and indeed. it is possible 10 lock out
accidental wmpering with the settings. The
memony kev receptacle allows a small mem-
orv chip (ROM or RAM) in the form of a stiin
less steel button set into a plastic key fob to

he used 10 store personal presets. A ROM
administrator’ key enables acceess 1o the edit-
ing facilities when the internal DIP switch is
set 10 Edit Lock. All parameter editing can be
achieved from the tront panel: although this is
somewhat frustrating due to the scarcity of
controls. Perhaps there is o case tor a PC edit-
ing package connected via the RS-232 port

Connections are made mostly via XLRs
with additional connectors being 2 BNC for
digital sync input a headphone jack and an
9-pin  D-connector for RS232 and parallel
remote. The front panel is more interesting
smart graphics divide it ino three main
blocks. Voice Processor. Mic and
Source mix and Monitor. The
Voice Processor section has a
strange  chrome bezel, on the
feft. with what looks like 1 but-
ton battery inside it—this is the
memory key socket. A green
alpha-numeric display with three
illuminating preset buttons com-
plete the section. The mixer has
two alphanumerics one cach for
Mic and Source both with illumi-
nating oiF buttons. Source selec-
tion also uses one of the rubberny
push and twrn knobs seen on
other Junger devices. A central knob with
shocking pink tlash mixes between mic and
source. The monitor section also has an
alpha-numeric with associated orr button and
seliCT knob plus knobs for Une and pioNes
with a juck sockel

Functionally. the signal paths contiin the
tollowing blocks: the Mic section has a 24-bit
A-D convertor on the mic inpat and 20-bit
convertors on the analogue line inputs. The
AES-EBU and SPDIF inputs go into an SRC.

US: G Prime.

Partners.
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Junger, Rudower
Chaussee 5 (Geb 9.51,
12489 Berlin, Germany. Cut
Tel: +49 30 6777 210.
Fax: +49 30 6777 2146.

Tel: +1 212 765 3415.
Fax: +1 212 581 8939.
UK: Michae! Stevens &

Tel: +44 181 460 7299.
Fax: +44 181 460 0499.

The outputs from these are fed 1o input selec-
tors which allow any input to be routed to the
Mic chain and either analogue or digital ins 10
the Line In chain. From here the Mic chain
consists of a MUTE switch, gain, compressor-
expander, parametric filter and de-esser. The
Line chain has a yete switch and AGC. The
two chains are combined in a mixer and fed
to the digital output via a limiter. The mixer
can also function as a ducker. There is 1 sep
arate analogue mono mic output which is
routed hetore the mixer with its own limiter
and 20-bit A-D convertor. The selected moni-
tor input may be combined with the mixed
out signal. after the limiter,

The Monitor section works in a similar war
with the inputs routed via a selecior 10 a LN
MUTE switch. level control and 20-bit D-A and
to the headphone level control and 20-bit D-A.

The parallel remote functions (GPIs) allow
remote mic muting and 20dB attenuition of
the monitor output. This is use-
ful for preventing howl-round
where talkback is required
Inputs and presets can be given
meaningtul names which will
then appear in the displavs

Gain is adjustable from -15dB to +15dB in
1dB steps. Adjustable  parameters of the
dynamics are deliberately Kept simple and
are limited 10 expander threshold and release
time. fixed compression ratios of 1.3:1. 1.6:1
2:1. 31 and a:1 and range 0dB-15dB. The
de-esser is simpler still with either Female or
Male characteristics and range -20dB to -0dB.
The limiters are fixed: although output auen-
uation is provided giving 1 maximum output
SdB -0dBFS. Dither is selectable as none lor
21 bits. or 20-bit or 16-hit. The equaliser pro-
vides two peaking hands. Low-Peak covers a
range of S0Hz-500Hz and  Mid-Peak of
50Hz- -15kHz. Q varies 0.5-8.0.
In addition. there is a high shelt
from IkHz-15kHz with +15dB
ranges. Lastly, there is a High
ranging  1.0kHz-15kHz.
These ranges may seem restric-
tive at the top end but given the
intended  purpose are more
than adequate. The  ducking
function is the most program-
mable with threshold. range
attenuation  and attack  an
release times. The AGC has no
variable parameters

Vampl performs just as you
would expect @ [inger device—the accent is
on clean. smooth control with extreme
effects possible. but really outside the more
likely applications.  [inger has provided
harassed engineering sttt with a very high
quality front end that can be set up tor ¢
wide variety of applications and then idiot
prooted”. The dinky key fob memory kevs
will. T am sure. prove popukir with artists.
All-in-all, its a very useful addition 1o
the armoury. Wl
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<<<<< hoosts are extended to another six
positions. The opto de-esser/limiter circuit
has four notching frequencies and a ‘flat
limit position which is claimed to be almost
identical to the EL-OP limiter.

Manley, US. Tel: +1 909 627 4256.

CS3 facelift

EVI has announced revisions to the DDA
CS3 mixer to bring it into line with the CS8
and the Midas range of desks. The revisions

consist of cosmetic and component changes
such as a new colour scheme and higher
profile pots as used on the CS8.

EVi Audio, UK. Tel: +44 1562 741515.

MultiMax

Designed to give any console with eight
buses the ability to handle multichannel
post, MultiMax offers control of three loud-
speaker systems with individual muting.
The main surround can be set up for
stereo, 4-channel Dolby matrixed, 5.1 or
7.1 In Dolby 4:2:4 mode, MultiMax pro-
vides one-switch insertion of a matrix
encode-decode system. It permits direct-
playback (PEC-direct, bus-tape) switching
of all eight monitor inputs or the addition of
switches to a console panel for individual
PEC-Direct and mute-solo on each of the
eight inputs. It also provides the ability to
bring surround-formatted premixes in to the
monitor mix without having to mix them
into recorded signals and without using up
the console buses.
Neotek, US. Tel: +1 626 281 3555.

Perfect pitch
AnTares Systems has released a hardware
rack version of its Auto-Tune TDM plug in.
According to the company, the Auto-Tune
Rack permits any solo vocal or instrument
track 1o be instanly and automaically cor-
rected to the proper pitch without losing the
nuances of the original performance.

The Rack comes with preset scales
including major, minor and chromatics in
any key and can save 100 different cusiom
scales. Any scale can be detuned to a dif-
ferent pitch centre and the box can be set
up to ignore vibrato, bends, slides, and
other performance frills. A retune speed
parameter controls the time allowed for the
pitch to remain out of tune while vibrato
can be added with programmable delay,
depth, rate and waveform. Extensive MIDI
control is supported.
Cameo International, US.
Tel: +1 408 399 0008.

222>>
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A revelation...

a reliable, bulletproof PC Workstation, outstanding value for money. 29

* Windows® 95 or NT*
« 12 to 196 track playback
* “Rock Solid” sync. to tape and MIDI sequencers
* Full digital connection to Yamaha 02R/03D, Korg, Mackie
and Tascam Digital Consoles
* Free 24bit recording software upgrade (in the works for '98)
« Balanced +4dBU XLR's 20 in/24 out (optional)
* Real time custom mixing and EQ’s
« Simple to use powerful editing tools
* Punch in/out on the fly (tape machine style)
¢ Optional effects plug-ins including Reverb from
TCWorks and Wave Mechanics Inc.
¢ Optional removable hard drives
(IDE/EIDE up to 26 hours per disk)
* EDL file support (optional)
* ADAT/DA8S editing

¢ Fully networkable
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Soundscape”

internet:http://www.soundscape-digital.com

International Sales Enquiries:

TEL: +44 1222 450120 FAX: +44 1222 450130
email:salesi@soundscape-digital.com

U.S. Sales Enquiries:

TEL: (805) 658 7375 FAX: (805) 658 6395
email:us-sales@soundscape-digital.com

COPYRIGHT 1993 T0 1998 BY SOUNDSCAPE DIGITAL TECHNOLOGY LTD. ALL RIGHTS RESERVED. SOUNDSCAPE IS A REGISTEREC TRADE MARK 1F SOUNDSCAPE DIGITAL TECHKDLOGY LTD. ANY OTHER TRADE MARKS MENTIONEQ ARE THE PROPERTY OF THEIR RESPECTIVE OWNERS
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ADL 1500 stereo compressor

Valves and compression continue hand in hand. Dave Foister
reports on a box that has both, and a strong reputation to match

HERE ARE MANY AREAS where charac-

ter is a disadvantage. and compression

isn't one of them. Here people have their
favourites more than anvwhere ¢lse. and right
now several people’s favourite seems o be
Anthony DeMaria. For some time we've been
hoping to have a look at ADL's 1500 com-
pressor-limiter, and here it is.

First glance reveals the unit's roots. Four
valves per channel protrude bravely from the
rear panel—only one is protected by a can
—proclaiming immedimely which camp the
1500 belongs in. The chassis looks almost
home-made, an impression that is only par-
tially countered by the austere front panel.
This is dominated by a pair of big double-
function vu meters. flanked by two pairs of
good-old black rotary knobs. making this the
ultimate minimalist compressor.

The 1500 provides combined compression

and limiting. and each channel has just one
control to adjust its behaviour. Marked simply
Peak Reduction. it appears to set the threshold
for the limiter. with the compressor coming
into play a cenain amount helow that, pro-
ducing a classic double-kneed slope. As far as
the compressor stage is concerned, its thresh-
old is fixed in relation o that of the limiter,
and its ratio and time constants are ourtside the
user's control. Although no figures are given,
it seems that the ratio increases as the thresh-
old is reduced. starting at around 135 or 2:1 for
high thresholds and geuing up o 4:1 or 5:1 a
lower ones. and has a soft knee characteristic
at all seuings. This makes the Peak Reduction
knob very much a ‘more compression’ control.
Atack is fixed. and the release characteristic
has a 2-stage decay. coming quickly back 1o
50%, and then having a variable time to full
recovery depending on the amount of the pre-
vious reduction. The meters can be switched
independently 1o show cither the output level
or the resulting gain reduction, and the only
other variable control provides gain make up
tollowing the dynamic process-
ing. Neither control is calibrated,
both showing simple arbitrary
numeric values and with knobs
tar enough from the panel that
parallax 1s a problem when trv-
ing to maich them.

Matching remains important
when the 1500 is switched to stereo. The two
channels are linked with a single switch. but
the resulting stereo operation is not as sim-
ple as on most compressors. In the first
place, it remains necessary (0 have the two
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Anthony DeMaria Labs,

95 Dubios Road, New Paltz,
NY 12561, US.

Tel: +1 914 256 0032.
Fax: +1 914 255 3202.

channels’ Peak Reduction and Gain contiols
matched as closely as possible so that each
contributes equally to the overall gain reduc-
tion: and secondly. there are screwdriver
presets within holes in the front panel for
precise calibration of the stereo link. There is
a line-up procedure outlined in the manual
for making sure the gain reduction at a given
signal level is the same on both sides. but
curiously the instructions insist that the cali-
bration presets should be returned tully anti-
clockwise when the channels are to be used
separately in mono. [ can not see anyhod
being prepared 1o go through all this palaver
every lime thev want 10 use the unit for a
single vocal track rather than a full stereo
mix, and there’s no explanation offered as 1o
why this should be necessary. On the other
hand. once I'd put right the appalling mis-
calibration of the review sample. the ditfer:
ence required 10 set up the stereo
link was quite smail and could
probably be lefi there

Inputs and outputs are on XLRs
nestled between the valves, and
surprisingly both input and output
impedances are 600Q. 1 am aston-
ished to see anything these days

=5 being oftered with such a low
input impedance: just feeding my console’s
insert sends into it made the desk go into
serious distortion at just over +12dBm as its
circuitry couldnt handle being so heavil
loaded. The problem remained with the 1500
fullv in circuit; although the wide range of
gain adjustment available meant that 1 could
drive it at a lower level and make it up within
the unit. This is not, however. a comfortable
way 10 work. and wastes around 10dB of
desk headroom.

All these quirks could be justified by the
unit's character, and it has plenty of that. If
you want good old-fashioned fat compres-
sion, this could be for you. 1t's a real bluni
instrument, whose vocabulary doesn't include
the word subtle: as the Peak Reduction knobs
are advanced the compression suddenly kicks
in and rapidly gets heavier. [ found it difficuk
10 achieve any kind of gentle control, but on
the other hand very easv 1o get a big thick
punchy effect. Across a complete mix it does
a terrific job of making it much more dense
and present. pertect for the client who wants
everything louder than every-
thing else. It manages to do
this with no tonal trade-
offs, avoiding the dulling
effect common 1o heavy
compression

The ADL 1500 is an unusu-
ally specialised  compressor.
extremely good at one aspect of compression.
but not, perhaps. the ideal all-rounder. It will
unquestionably give you big tat mixes with
the absolute minimum of adjustment. with a
sound that has already won it many fans. ll
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PreSonus M80

The PreSonus M80 8-channel mic-instru-
ment preamp with mix bus houses Jensen
transformers, FET, Class A discrete input
buffers, twin servo gain stages, and an XLR
halanced output on each channel.

Each channel has switchable phantom
power, phase reverse, 20dB pad, high-pass
filter, pan, insert, routeing to the stereo bus
and a gain control. Additionally, an IDSS
pot adjusts harmonic distortion from
0.001% to 0.5%. y

The box is described as a suitable front
end for existing DAW A-D convertors.
PreSonus, US. Tel: +1 504 344 7887.

Line mixer upgrade
Speck Electronics has upgraded its Xtramix
40:8:2 4U-high rackmount line mixer. New
features include true stereo-effects sends
and eight stereo-effects returns that are fully
assignable to the 8 buses, lower-noise elec-
tronically balanced inputs and a talkback
section with an internal mic and level con-
trol. All inputs and outputs sections have
undergone significant circuit improvements,
a new grounding architecture and lower
noise pots and switches.

Speck, US. Tel: +1 760 723 4281.

Sonorus
enhancements

The Studi/o 16-channel digital interface for
PC and Mac DAWSs is soon to be made
available in a version designed to comple-
ment Steinberg's Cubase VST 3.5. Swdi/o
users are currently able to use Cubase

VST via the standard Windows WaveAudio
drivers, Asi/o drivers will noticeably improve
the overall performance. Drivers will also
be released for Windows NT 4.0.

Other news includes the Sync Backplate
for Studi/o which provides word clock in and
out, ADAT time-code input and MTC input.
Sonorus, US. Tel: +1 212 253 7700

Rupert Summit

In a collaborative agreement with the
designer Rupert Neve, Summit expects to
unveil a new product line under the Rupert
Neve signature in April. The new line will
include ‘innovative technology’, according
1o the company, and will combine >>>>>
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The all round advantage.
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SPL Machine Head

An absence of tape saturation effects is one of the objections levelled
at digital recording. Dave Foister finds a box to solve the problem

HENEVER SOMETHING new comes

along. there are those who maintain

that something has been lost. Sorting
out valid claims from mere nostalgia is often
difficult. but there are clear-cut cases. such as
the ime Hammond found a way 1o stop the
kevs on their organs clicking and then had 10
design the click back in 1o the solid-state
instruments because evervone stopped buying
them. The fact that valve technology. once the
domuin of the misty-eved enthusiast. is nov
taken seriously again, shows that going solid-
state was just one path to progress. alongside
further refinement of whe designs. and both
have something 1o ofter.

On the other hand those who mourn the
passing of the steam engine have little prac-
tical weight o their arguments. sad though
its demise may bhe. In between these
extremes are many developments with less
clear-cut  consequences.  One  such s
undoubtedly digital recording. which divides
the audio fraternitv into (wo camps: one sces
it as liberation from the trustrating limits of
analogue and i step closer 1o the truth. while
the other sees it as an unmusical travesty
That both technologies have their place has
been shown by those who,fun analogue and
digital muliitracks alongside each other,
recording some instruments on one and
some on the other according 1o which chir-
acter suits them better. In particular. it has
been common for some producers 1o record
drums analogue in order to exploit the
squashing or trequency-dependent compres-
sion analogue tape produces when driven
hard. There are also those who make sure
evervthing they do goes on and off anulogue
lape at some point during its preparation.

BiGIIAI 1403 $418020:08 P2OCIB1GE

Given a perceived need for this effect it was
only a matter of time before someone put it
in a box. and it may have been worth o small
wager that it would have been SPL thit
would do it

No. it isn't Apiil, this is for real: the SPL
Machine Head Digital Tape Sauration Proces-
sor sets out to duplicate the eftect of analogue
tape recording. with enough variable parame-
ters 1o simulate various modes of analogue
working. It belongs in the same
family as the Spectralizer and
Loudness AMaximizer. being a
highlv  dedicated. tully  digial
processor with no analogue 1-O
at all

The crucial control is the
pRive  Kknob. simulating  the
amount of level piled on 1o the
virtwal tape. This has a wide range. from very
subtle effects 1o extreme saturation. and it has
a pair of wEn meters showing the notional
recording level. This i complemented by
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SPL, Germany.

Tel: +49 2163 8761.
Fax: +49 2163 83 028.
UK: beyerdynamic.

Tel: +44 1444 258 258.
Fax: +44 1444 258 444.

input and output gain controls with corre-
sponding meters. giving very flexible control
over the gain structure through the box. In a
way this allows the Machine Head 10 mimic
the elevated level approach. where the
recorder's electronics were adjusted o put
more level on the ape while maintaining
overall unity gain. either to take advantage ot
high-headroom tapes or to deliberately wtilise
the eftect of slight over-modding

The last adjusiment is for the HF content
which can simulate the slight treble loss and
compression often found with analogue
tape. or even mimic a bright misaligned
recorder. This is fairly subtle—not an EQ hy
any means—and it, more than anything. is
affected by the single pushbution. which
actually alters the characteristics to simulate
15ips or 30ips.

It this were the April issue I'd now be
going on 10 describe the variable wow and
flutter knob. the hiss level and spectrum con-
tols. the asperity simulation and the azimuth
error adjusiment. not to mention the gradual
progressive HF reduction that is reset by
pressing (he 1iFap cLraN bution. None ol
these. of course. is present. and that's the
point: here we have the aspects of tape non
linearity people like without anv of the nasty
mechanical problems. And. although T con-
fess o having approached the Machine Head
with a liberal helping of scepticism, | have to
say that it works.

I proved this by passing a digital source
simultancously through the Machine Head and
a Studer B67 running at 13ips. monitoring off
tape. Even while calibrating levels tor a fair
test it was immediately obvious that the bloom
around the 1kHz test tone was identical in

nature 1o that on the real tape. As soon as
music passed through the systems the similar-
ity was obvious: an extra thickness and
warmth. especially around the top end. The
tape speed button opens up the top a litle
moving the whole  etfect upwards  and
smoothing out the middle. Varving the drive
and HF controls does just what it should. even
producing unpleasant (vet still characteristic)
distortion at the extremes

For every person that wants
what the Machine Head does
there will be another who was
alad 10 see the back of the arte
facts it simulates and will be
astonished that anybody could
possibly: want them reinstated
That doesn't alier the fact that
there will be countess digital
studios on the phone to SPL right now to buy
one of these 10 stick between their consoles
and recorders, 10 give them back that charac
ter they sacrificed on the digital aftar. 1l

www americanradiohistorv com

<<<<< the traditions of Summit and the
sound quality of the designer.
Summit, US. Tel: +1 408 464 2448.

Schoeps filters

Schoeps has introduced a new line of active
high-pass filters for removing wind, infra-
sonic and handling noise. The phantom

powered LC60 and LC120 filters (60Hz and
120Hz frequencies respectively) have low
output impedances for low long-run cable
losses and RF pickup and are insented in
any convenient point in the mic cable.
Although designed primarily as an acces-
sory for the CCM series compact mics, the
devices are applicable to other manufactur-
ers’ products.
Schoeps, Germany. Tel: +49 7 219 43200.

Energy efficient amps
Three amps in Yamaha's Energy Efficient
Engine range are the P1600, P3200 and
P4500 offering 230W, 520W and 720W per
channel into 442 respectively. The company
claims the models require around half the
input power of traditional designs to
achieve the same output power. Three out-

put modes embrace normal stereo, paraliel
and bridged mono. All models have power-
on muting, quiet variable-speed cooling
fans, noise filtering, PC limiter for short cir-
cuit protection and an attenuator security
cover to protect level settings.

Input attenuators are 31-position and dB
calibrated while balanced XLR, standard
jacks and a barrier strip handle inputs con-
nection. Speaker connection is via 5-way
binding posts.

Yamaha, UK. Tel: +44 1908 369269.
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Demeter HM-1

A new line of valve outboard from American specialist Demeter
opens with a preamp. George Shilling lends an ear

amplifiers are for bass guitar. These are
the ones that many plavers aspire 10. and
Demeter has built up an impressive list of well-
known users. To understand the popularity of
his designs you have 10 look at the philosophy
behind them. and the build qualitv of these
units. Everv box sold is painstakingly hand
wired. then tested with Demeter’s Audio Preci-
sion System One Audio Analyser to make sure
published specifications are met or beaten.
The H-series is a new range of three similarly
priced tube solid-state designs: a parametric
stereo equaliser. 2 mono optical compressor
and this stereo microphone preamplifier.
My initial impression on sceing the preamp,
the HM-1, was that it is not exactly ‘pretty
A well-finished deep metallic-blue front
panel enables the white legending to be vis-
ible in low-light siwations. However. the
push-buttons appear somewhat cheap and
old-fashioned. looking like refugees from an
carly- eighties Eventide Harmonizer or
something similar. This is a functional
design, with none of the visual appeal of,
sav, a Focusrite Red. However, the two
knobs on each channel are pleasantly

THE BEST KNOX(N of Jim Demeter's pre-

damped and inspire contidence

The box itselt is sturdy cnough. a standard
1U-high rackmounter. Positioning will need
careful thought. as the top feawres a long row
of vents, precluding the placement of anvthing
immediately above. Having said this, the HM-1
does not generate as much heat as vou might
imagine. Through the gaps, two 12AX7A-
ECCB3 valves are visible. and weighing the
case down is a substantial toroidal trans-
former. Inside, the home-mude approach is
fairly apparent. but this preproduction model
may not fully represent the nature of the fin-
ished products now shipping. For example.
the small PCBs at the rear of the
case for the connections were
all rough. and the cut-out holes
in the front panel tor the meters
slightly 100 wide. This is
unusual in this age of com-
puter-designed  mass-produced
electronics, but obviously doces
not affect audio performance.

This unit is unusual in that it
features a fully regulated power
supply providing 200V 1o the
twbes and +18\V and -18V to the
solid-state components. This is double the
voltage of some other uniis. but this high voli-
age uses the valves the wav in which they
were designed. This gives tremendous head-
room: up lo +28dB ourput into 600£2. A huge
signal-to-noise ratio is one of the benefits of
this design. partlv due, no doubx, to the high
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Demeter Tube Amplification,
2912 Colorado Avenue,

Ste 204, Santa Monica,

CA 90404, US.

Tel: +1 310 829 4383.

Fax: +1 310 829 3755.

UK: The UK Office.

Tel: +44 1442 870103.
Fax: +44 1442 870148.

quality input transformers supplied by Jensen.
Distortion figures are astonishingly low. It
scems the trend of throwing any old circuit
around & valve and labelling it as -vinage
sounding’ is over. More people are realising
that it is possible 10 achieve very low noise
and distortion designs with good valve cir-
cuitry. examples of which put some solid-state
designs 10 shame.

On the rear panel, mains is supplied via an
IEC socket. accompanied by a protruding
fuscholder and voltage selector. Inputs and
outputs feature on XLRs and TRS jacks. The
mic inputs have an impedance of 1k€Q. The
front panel features an instrument input on
each channel with an impedance of 1M€Q.

The front panel arranges the two channels
side by side. with a power swiich to the right.
A small red LED glows when the unit is on. The
atorementioned instrument jack is lefimost.
somewhat cheap and plasticky, nevertheless
usefully turning the unit into a valve DI hox.
A row of push buttons follows. First. 10w ctT
which applies a 6dB per octave high-pass fil-
ter which starts at about 200Hz and is 12dB
down a1 40Hz. The gentle slope reduces phase
shift. There follow a -20dB Pad, pitaxton
power  (with  corre-
sponding ttp)  and
PHASE INVERT buttons. A
GaIN control gives a
range of 30dB 10 60dB,
controlling the amount
of feedback going to the tube using solid-state
components. A vOLUME knob follows tor fine
tuning: this behaves like a channel fader.
Finally, there is a switch to change the meter
scale to -10dB. A row of 10 LEps along the top
in three difterent colours forms a vu meter.
The mic preamp has over 18dB more head-
room than the highest +3dB 1en. An Overload
kD separately indicates distortion in the tube
amplifier. This actually lights 6dB betore dis-
tortion. so some flickering is permissible

In use the performance of this unit ensures
a particularly clean signal direct 10 tape or
subsequent processing. The high overload
margin is extremely usetul,
enabling easy setiing of le
els with a variety of micro-
phones and  recording
formats. Sound quality was
every hit as pure and clear
as you would expect from a
high-quality unit, and the
instrument input gave my
Strat a bright, full 1one.

While the price mav be
higher than that of smarter
and more  stylish-looking
units, the performance speaks for itself. It
will not be the design of the front panel that
influences the choice of a unit such as this
it is the "gubbins inside that is important. If
you are looking for a superior mic preamp (o
that in your console this fine unit is well
worlh i listen. ll
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Crown’s cheapest

Crown's CE series amps are described as its
most affordable yet. The CE1000 and
CE2000 produce 560W and 975W into 2Q
respectively, and are said to guarantee 0.5%
or less THD at rated power.

Both models have fan-assisted cooling,
front-panel controls, signal present LEDs, a
rear-panel fault jack that permits remote
monitoring of the fault light circuit, and a
three-year warranty.

Crown, US. Tel: +1 219 294 8066.

Fancy caps

French company SCR has developed a
range of capacitors for audio filtering com-
prising aluminium metalised polypropylene
capacitors, coated or encapsulated in plastic
or aluminium cases.

The range includes components with tin
foil electrodes and the capacitors are cylin-
drical or rectangular in shape with tinned
copper leads, and a polyurethane resin seal.
SCR, France. Tel: 433 2 54222724.

Acoustic modules
IAS-A1/A2 and IAS-D1 are acoustic modules
for the low-priced acoustic optimisation of
smaller studios. The modules are accompa-
nied by general instailation instructions free
of charge. An alternative to on-the-spot con-
sultation is the measurement CD which can
be used for simple measurement of reverber-
ation time in the rooms which can then be
evaluated by the acoustic engineers of IAS.
The modules are extremely flat in design
and serve to provide absorption of reso-
nances and the optimisation of reverbera-
tion time. The Al is a low-mid frequency
absorber, the A2 a broadband absorber
for reverberation time correction >>>>>
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Totalsystems DBM 3

A capable digital metering unit from a British company.
Paul Mac plugs it up and gets its measure

need metering that is up to the job. It's no

good throwing money at the most obvious
trappings of audiophilia, only to sold short hy
not working at optimum levels. Remember,
peak is paramount. Not many engineers buy
into a digital format because of its distortion
characteristics. Some time ago we looked at a
wide array of metering options. from econ
omy anzlogue 1o first degree digital. This time,
one meter gets all our attention: The DBM 3
from Totulsystems

The box itself will fit just about anywhere
Panel or chissis mounting is a good option for
permanent installations. though a standard
1U-high, 19-inch box is available that will

IF YOU'RE WORKING with digital. you

accommodate two DBM 3s without so much
as a squeeze. Front-panel paraphernalia is
minimal. leaving the pair of boldly labelled,
100-segment bur graphs to dominate the avail-
able spuce. Some settings appear at the rear of
the unit, so anybody thinking of throwing a
variety of jobs at the DBM 3 should make sure
there's a back entrance. The only internal set-
ting is the decay time. for which
you'll need a frequency counter,
a trimming driver, and a calcula-
tor. That makes it a good candi-
date for setting and forgetting

1-O is simple: AES-EBU in,
and the very same out again.
The output is a straight through
connection provided lor the
next input in the chain, and a
1102 terminating switch lets
you arrest the signal safely. just
like ending a SCSI bus. Next stop. the meter
ing

The DBM 3 is a peak reading meter with
zero integration time. That means vou see
exactly what's what. There's no mechanical or
arithmetic defay, so the only delay of any con-
sequence is purely down 1o the display, which
can do a dash from -60d8B 10 0 (full scale) in

48

UK: Canford Audio.

Tel: +44 191 415 0205.
Fax: +44 191 416 0392.
Denmark: Canford Audio.
Tel: +45 80 01 7659.
Fax: +45 80 01 7662.
Italy: Canford Audio.

Tel: +39 1677 80427.
Fax: +39 1677 90426.

3.73ms. As we mentioned eurlier. the deca
time is internally adjustable. but is tactory set
1o the comfortable, 1EC directed. 1.7s from 0 10
-20dB. The mwetering resolution changes over
three linear scales, wop being the 0 o -20dB
stretch that allocates 0.4dB per segment.
\nybody who has seen single-colour, high
resofution metering betore will know that it is
extremely easy o read. The DBM 3 demon
strates that. Brighiness might be an issue. as
the red glow cun soon become o blaze at the
back of the eye, but is wmpered with the
Bright-up facility in place. That dims the lower
end of the scale. and brightens the upper end.
above a user-set threshold. The brightness
ratio” is adjustable, but overall brightness is
not. In general, the combination
ol black surround, large legend
ing. and red illumination is noth-
ing short of obvious, and the
factory preset ballistics are just
fine for anvthing other than ver
special cases. Just don't stare

ou'll lose

Two ftront-panel  butions
administer  the  peak  hold
options.  The prarn  bution

swilches peak hold on or off.
while the MEMO button activates
infinite hold (until reset). With.
out that, peak hold updates
every 1.5s. The memory function
includes the overload indication
two circular Eps. positioned a
tew millimetres past the end of
the scale. The overload threshold
can be set anvwhere from 1-15
full scale samples on the back
panel. IUs a shame that there's
not more control over the peak hold times.
not just for ‘comtort setting’. but so that source
material can be matched by the metering.
More specificilly. transient signals would be
better served by shorter peak hold times.

That's the important stuff covered. The rest
of the front-panel indicators cover incoming
sample frequency, emphasis presence. and an
alarm Lep for major  signal
erors. The three sample tre
quencies indicated are 48kHz.
4. 1kHz, and 14.050k!1z, with a
olerance of «00ppm. Al that
renxains on the back panel is ¢
remote memory reset socket tor
lazy operators or automated
monitoring.

The strength of the DBM 3
is its simplicity. You don't gel
the option to do much fid-
dling. so the preset parameters make the
meter. If vou spend 1oo much time meditat-
ing on the bobhing fluorescence it's liket
that vou'll end up talking to pot plants, but
no one gets that atached o a meter. The
important thing is that the DBM 3 is easy 10
read. and accurate. and has just enough
adjusiments 1o be friendly. Il
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<<<<< while the D1 is a diffuser for mixing
the generated sound energy.

IAS Germany.

Tel: +49 2241 62918.

Dalet5

Many applications and features have been
added to the Dalet Version 5 of the hard-
disk audio system for radio.

Dalet News attempts to create a paperless
central newsroom and staff can create,
review and modify their news stories using a
single application from any networked work-
station. NewsWalk transforms a portable
computer into a mobile newsroom using
Digigram’s PCX Pocket Type II PC card.
Reporters can record and edit audio, inte-
grate audio into a text document and transfer
it back to the newsroom by modem or ISDN.

Dalet Web Publisher enables radio stations
1o build and maintain a web site that incor-
porates audio, graphics and text. The site can
be updated or modified by dragging and
dropping audio, text or logs from the Dalet5
databases into the web publisher window.

Database replication is a new feature of
Dalet5 and allows multisite exchange and
management of audio. By dragging and
dropping a file from one database window
to another the audio is transferred to the
local server. New database management
tools take advantage of client-server tech-
nology that permits Dalet to install much
larger networks.

Dalet’s tradition is in providing an open
architecture: Windows NT operating system,
Sybase Client-server database and Digigram
audio cards. ISDN, Internet and satellite
technology connects stations within a group.
Dalet France. Tel: +33 1 40 38 01 39.

SPL tubes

SPL has extended its Golden Tube series with
the availability of the Stereo Vitatizer MKII in
a MKII-T valve version and the Qure EQ. The
former uses E83CC valves for the high fre-

quency and harmonic processing while the
Qure dual channel, 3-band parametric uses
LC filtering to create a vintage sound.
Beyerdynamic, UK.

Tel: +44 1444 258258,

Mini stagebox

Deltron has launched a low-cost mini stage-
box that will accept 40 universal XLR con-
nectors front or rear mount. Of simple mild
steel construction it can be supplied as a
plain box or prewired assembly painted
matt black.

Deltron UK. Tel: +44 181 965 4222.

SuperMini and monitor

Martech’s SuperMiniconsole is targeted at
Flying Faders users and adds 32 channels
with automated faders, EQ. aux sends, 8
buses, panning, direct outs. inserts. solo,
mute and dual inputs. As an option, >>>>>
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l he new Alesis ADAT X120 0s a 20 Bit Digital Audio
recorder oftering a new standard in audio quality while
remaining complerelyv compatible with the huge
foundation of over 100,000 ADA'TS in use worldwide.
Using ADAT "Type . the only modular digital mult.
track recording format that writes 20 bits to tupe. the
X120 raises the stundard of sonic exceellence that ADA'
recorders have established since their introduction in
1991, Rather than just a 23% increase, the jump from

16-bit to 20-bit recording provides audio qualicy that’s

sixteen tmes more detailed than the 16-bit sound of

compact dises. resutting in g wider dvnamic range and
lower quanusation noise. Fhis.  coupled with high
quality A-to-1) and D-to-A convertors and the kack of
any form ot data compression gives unparalleled sonice

qualitv.

20-817 BIiCENAL AEBia ancoanss

M
-
-
-
=
-
1]

Fresiasan Core e
BecivTaL ausie Becenuua

N'120: 24-bit X128 times AY oversampling

/D) convertors and 20-bit X128 times AY
When Sowund Qualiry Matters oversampling [)/A convertors (44,1 and 48kHz

For a free brochure on the new ADAT Tvpe 1 range please call

Sound Technology on 01462 480000

sampling rute operaton), 24-bic ADAT Optical
input capability, 20-bit data onto tape.

Sound ‘Technology ple. Letehworth Poine, Letchworth. Herdfordshire. SGo TND Fax: 01462 480800 www.soundtech.co.uk
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Beyerdynamic MCE 82

<<<<< the events control facilities of Fly-
. . ing Faders may be used to automate the
Frequently a possession of the elite, the stereo mic has become input select, EQ and insert functions.

. - : The news coincides with the release of
attractive to the masses. Dave Foister looks at a new contender . "y cech Recorder Monitor System a

N OUR ROUNDUP of stereo microphones  the growth of stereo TV production has been  malti-input monitor matrix that provides
|u while hack there was a clear division into  directly responsible for the ever-increasing  programmable headphones, loudspeaker

two leagues. In one category were the top-  number of such microphones. At the time of  and vu meter monitoring of recorder inputs,
end models, based on, or equivalent to, exist-  our survey heverdynamic's only contribution  sync outputs and repro outputs of multiple
ing grown-up mono microphones and suitable ~ was the expensive and flexible MC 833.  8-channel audio sources. The listening paths
for use as a main (or only) pair in a purist  helonging firmly in the first division. but now  provide LCR placement of each track, sepa-
setup: while in the other were the conve-  the range is joined by the MCE 82 which sits  rate volume and mute controls for head-
nience models with no pretensions to such  happily in the second. phones and speaker and single track solo.
roles. but suitable as good solid workhorses. The MCE 82 contains two cardioid cap-  The metering path, consisting of 8 meter
A decent microphone like this can save the  sules fixed at 90 10 each other. This is «  buses with auxiliary balanced output drivers
bother of rigging two equivalent mono mod-  pretty common arrangement; although it dis-  on each bus, permits metering of one
els with the awendant risk of the carefully  regurds the preference many of us have fora  machine at a time or the summed outputs of
aligned lashup getting knocked out of whack. — slightly wider angle between cardioids. 90" is  several machines/stems.
and can be a real boon on location. Indeed — optimum for figure-of-eights as anything ~ Martinsound US. Tel: +1 626 281 3555.

- - - VST 3.5.5
Steinberg has released Cubase VST 3.5.5 for

Windows which now features channel

- / inserts meaning that every channel of the

/ 0 VST mixer is able to run four additional
effects and realises 32 x 4 additional effects

for the entire system. Other features include

The classic 4006 omnidirectional microphone from DPA Microphones
(formerly known as Danish Pro Audio,) is a proven, no-nonsense cost effective workhorse
with an enviable pedigree. The audio professionals’ choice, the 4006 embodies the finest

available materials. Utilising advanced production and quality assurance

techniques, the 4006 is an indispensable tool for the professional studio !
or broadcast environment. Outstanding performance is characterised

by an extremely linear frequency response and a very low

noise floor.
The 4006 is just one of the high quality
products from the renowned 4000 series, !

evolved from over 50 years of

innovation and customer

service - available now an updated implementation of DirectX Plu-
from DPA gins, support for Recycle Export Files, and
| the VST Audio Engine can now be disabled
while VST is running.
Cubase VST for Windows has also been
integrated with the Lexicon Studio System.
The Steinberg ASIO system provides com-

Microphones.

AUSTRALIA {02) 99578389 NETHERUANDS/LUL (010) 147055 i e
AUSTRA: (02236) 26123 NEW LEAAND. (%) 197206 plete support for LCXlPOv.ICI'COT'C technol
BELGIUM: (02) 5200817 NORWAT: 671 223 %0 ogy for 32 tracks of 24-bit audio. Cubase
BRAIIL (1) 68166 POLIN: (022) 8274854 i
CHINA 24981785 PORTIGAL (01 153831 VST directly supports the PCS0 complete
CROATIA S1 675 150 AUSSA 095 135 37 25 PCM90 effects daughter board for the
Ei[::.::m‘us( 4)ssl‘s“1’a’1u zllzﬁ:lm::r»u,::;):;\ 542219 I Lexicon Core 32 card.
+. | 8 ! 2 .

ESTONIA 6413006 SOUTH AFRICK (011) 466156514 | Steinberg, Germany. Tel: +49 40 201330.
FIUAND. (09) $12 3530 SOUTH KOREA: (02) 3453568 |
FRANCE: (01) 46670210 SPAIN LEXON: (9) 3 203 48 04 H
GERMANY/MITTE: (06171) 4026 SWEDEN: (046) 320110 S'dlsc cn
ZEM:':::DJ:.‘,“’:’;;?“" ?f"ﬁ:m:f ".ﬂ;L’N’W'“ ‘ The CD305 is a 5-disc CD multiplayer in a

RHANY/SAD. (081) 4153980 AWAN. (01 113930 ’ " ! 1
GREECE: (01) 3304228 THAILAND: 02) 32 2350 3U-hlgh rackmount d%lgneq fqr installation
HUNGART | 214 9549 TURREY: 212) 1243201 | and extended playback applications. Outputs
INDIA: 226138450 URRAIKE: (05251) 521500 | :
INDONESIA: (021 8292202 UNITED ARAB EMIRATES: (01) 635446 . e balanced XLR, phono and SPDIF co-axial.
AR (0171) 1885565 UMITED KINGOOK: (0171) 8307070 | A programmable playback sequence
SMEL (03) $41113 USA & CANADA: 3197451158 i
TALY: @O51) 786648 VENELUELK (02) 358082 | mode enables custom playlists of 32 tracks

from all discs to be created while a shuffle
mode plays out tracks in a random order.
| Repeat play repeats playback of all tracks on
| all loaded discs, various tracks on several
| discs, all racks on one disc or just one track.
2 The unit comes with a infra-red remote.

= Tascam, UK. Tel: +44 1923 819 630.

"11‘.

MICROPHONES

JAPAN: (03) 37798871
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wider can lead to out-of-phase elements. but
for cardioids it can give rather a narrow cen-
re-clumped image. Pushing out towards 12(

can often give a more natural stereo pic
ture—1 seem to recall 117 being the theoret-
ical optimum for even pickup of the
reverberant tield. That aside. tor many typical
studio  stereo  applications—piano, drum
overheads. horn or string sections—the stan

dard arrangement works fine. the stereo
image being determined by how close to the
source the microphone is placed. It's also
useful in the field to have a pickup that is not
too wide

The capsules in the MCE 82 uare elecirel
elements. which has the advantage that it can
he run off a single AA bauery for quite some
time. An ON-OFF switch is fitted. complete with
a batery check position that lights a tep if all
is well. Naturally, it will also run happily from
phantom power, which as well as 48\ can be
anvthing down to 12V. The only other switch
is for LF roll off. introducing a 12dB per octave
filler at 100Hz,

The shape is unusual, with only a centrat
bar through the end grille, and a left-right or
entation graphic, indicating the stereo nature
of the micro-
phone. The over
all appearance is
more like a hand-
held radio micr
phone than
studio condenser.
but the net effect
is to make it rea
sonably neat and unobtrusive. It is end-fire;
although it's hig enough to muke you check
before setting it up for the first time. and
comes with u simple but eftective stand mount
Although this provides no shockproofing. the
transducers themselves are mounted in an elas-
tic suspension to reduce the eftects of han
dling, stand and cable noise—particularly
important in location recording, one of its tar
get markets.

The other accessory is the expecied cable

Germany: beyerdynamic.
Tel: +49 7131 6170.
Fax: +49 7131 604 59.
UK: beyerdynamic.

Tel: +44 1444 258 258.
Fax: +44 1444 258 444,

Studio Sound March 1998

to convert from the $-pin XLR on the micro-
phone 1o a pair of 3-pins. colour-coded red
and vellow; and numbered. but without any
hintin the instructions as to which is which. It
wrned out red was lett. which threw me tor a
while. The cable is 100 short to be of much
use to get directly 1o o recorder. mixer or tie
line. yet longer than it needs 1o be to perform
its Y-cord function, and coupled with the
strange, stift. oval cable used. this makes it a
hit of a liability. The quality is not in doubt
however. and in any case the standard 3-pin
stereo wiring makes it possible 1o substitute
any suitable cable

The sound it delivers has a presence that in
most ¢ases is going to be very hielptul. 1 found
it Jent bite 1o a big grand piano which was
particularly appropriate for jazz work, and
gave a cnisp clear picture of a drum kit when
slung overhead, handling the high levels com
fortably. It also worked very well for overall
pickup of 1 small chamber group arranged in

a horseshoe with the microphone above the
conductor's head; imaging was clearly defined
aind the sound lacked nothing, except. per-
haps, a bit of botom-end grunt. This is hardl
surprising in a microphone of this type, and
does not detract from its general usetulness.

This broad category of microphone covers
models intended for the whole range of
recording applications, and some of them are
only really fit for use with portuble cassetie
recorders. There's a definite trend here. but it
is not eusy to sort out the sheep from the
goats. The MCE 82 inspires confidence in its
ability to do its job protessionally. and not just
because it's got beverdynamic written on it
This is a microphone that would always be
handy to have around; it's clearlv built to last
and can deliver a good solid sound fit for
quality recording. Whether stuck inside a
piano or waving around on the end of a
hoom. the MCE 82 will unquestionably do the
business. I
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INTERNATIONAL

The extensive range of Micron radio microphone systems effers one of the
widest choices of compatible products available.

Specified for their audio quality and ruggedness in the field, they are used every day, all over
the world, in television studios and theatres, for outside broadcast and location sound. Micron
systems have an excellent reliability record, with products in cortiruous service for over 20
years - engineered by a company which specialises solely in racio microphone equipment.
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HE AMSTERDAM AES Convention in
May 1998 will be the setting for the first
SSAIRAs—the Stitelio Sottnd Audio Indus-
try Recognition Awards. Following our call
for nominations there follows a list of prod-
ucts that have been put forward in the various cate-
gories at the time of going 10 press.

While the voring process is now effectively open,
products can still be nominated and indeed will be
should our readers choose 10 vote for products that
are not currently listed. The only condition is that the
product has to have been relcased onto the marker
since last year's European AES Convention in Mu-

Nominations

nich. Nominations will be updated on the Studio
Soid website www.prostudio.com/studiosound.

While anyone can nominate a product for a cate-
gory, only qualified readers of Stuelio Sound are el-
igible to vore and this will be verified by the require-
ment for readers to quote their unique reader
identification number.

Ways to vote

Readers can vote for one product in each
category in four ways.

1. By filling in the torm and posting 1t 10:
SSAIRAs, Stiudtio Sortnd Magatine,

THE UNIQUE READER IDENTIFICATION
NUMBER IS THE NINE-DIGIT NUMBER
STARTING WITH A ZERO THAT IS LOCAT-
ED IN THE MIDDLE OF THE TOP ROW OF

YOUR STUDIO SOUND ADDRESS LABEL.
IN ALL INSTANCES THE INCLUSION OF
THE UNIQUE READER IDENTIFICATION
NUMBER IS ESSENTIAL

Miller Freeman Entertainment,

8 Montague Close, London Bridge,

London SE1 9UR, UK

2. By faxing the form to +44 171 401 8036.

3. By emailing their unique reader identification
number, the category numbers and their votes to
zschoepe@unmf.com

4. By filling in the interactive voting form on the Stu-
dio Sound website:
www.prostudio.com/studiosound

Readers will only be allowed to vote once.
Readers may only vote for one product in
each category.

The object is not necessarily to identify the best
equipment in each category but to identify those
items that genuinely warrant recognition as being
special in some way.

It should be noted that in the case of outboard
equipment, the categories describe a function rather
than a product type. Thus a ‘voice channel” may le-
gitimately qualify under dynamics and-or EQ if you
feel it excels in these areas. Readers are not obliged to
vote in all categories and their attention is drawn to
Special Category 13 which serves as a ‘carch all’ for
any products not covered in the other 12.

Any questions can be directed to Zenon Schoepe and
Tim  Goodver at  Studio  Sound.
Tel: +44 171 921 5010.

Fax your vote to:

+44 171 401 8036

SSNHAS—VOIIIIQ starts now

March 1998 Studio Sound
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SSAIRAS

FAX VOTE

1 Large scale console

8 Monitors

Medium to small scale
console

9 Microphones

Outboard dynamics

1 0 Convertors

1 1 Audio editor

Outboard equaliser

Outboard Reverb

3
S
6

1 3 Special category

Combined outboard
7 device

Your Unique Reader
Registration Number

SSAIRAS FAX: +44 171 401 8036
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Great Studios
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Rusper Road, Capel,
Surrey, RH5 5HG, UK

V?
¢ ¥ Phone: +44 (0)1306 711202
E-mail: info@ridgefarmstudio.com
http://www.ridgefarmstudio.com
Solid Stat
International Headquarters
Begbroke, Oxtord, OX5 1RU, England
Tel: +44 (0)1865 842300
Fax: +44 (0)1865 842118
E-mail: sales@solid-state-logic.com o
hitp://www.solid-state-logic.com 5v|_ ')DDD
New York Los Angeles Tohyo Paris Milan Toronto Singapore
1(212)315 1111 1(213) 463 4444 +81(3) 5474 1144 - +39 (2) 2622 4956 +1(416) 431 9131 +65 285 9300

www americanradiohistorv com


www.americanradiohistory.com

EW NAMES are as synonvmous with - From a chance meeting with jazz trumpeter Dizzy Gillespie

the title “producer’ than that of Arif

E—_A
Mardin. His is inextricably linked with 10 1aying the ground rules for electronic dance, Arif Mardin E’S
five decades of milestone recordings  hag helped define the role of record producer. | i

and artists, and with Atlantic Records. :
where he began work in 1963 as an assisunt~ D@n Daley greets a genuine great
to Nesuhi Ertegun, brother ot compan
founder Ahmet, and where he remains today
as senior vice president.

Since then, Mardin has accumulated over
40 gold and platinum record sales awards and
an extraordinary six Grammy Awards. and
was nominated for what could be his seventh
in this February’s round. NARAS has also hon-
oured him with membership in its Hall of
Fame and as a NARAS Hero. The roster of
artists he has worked with as a producer and
arranger is encyclopedic in scope. including
Barbra Streisand, Carly Simon, Bete Midler
Phil Collins. Roberta Flack, Average White
Band, Hall & Outes. Aretha Franklin, Whitne
Houston, the Bee Gees, Ringo Starr, Cher
Dr John and Smashing Pumpkins.

Mardin's speech is precise and quick, as
much a product of his UK higher education as
his 35 years living in New York City. Born in
Istanbul, Turkey. Mardin graduated from
Istanbul University and then studied at the
London School of Economics. Although he is
a self-professed life-long jazz aficionado (his
oeuire includes records with the Modern Jazz
Quartet. Sonny Stitt and Max Roach), it was
not his intention 10 pursue a career in music,
despite his intense love of it. But a chance
meeting with Dizzy Gillespie, when the trum
peter was on a European tour in 1956 and
passed through Turkey, proved to be a life's
trning point.

It was the biggest event of my life to that
point,” recalls Mardin. 1 had the chance 10
meet him and he wound up playing one of
my pieces and giving me some pointers.” Two
years later, in 1958. Mardin became the first
ever recipient of the Quincy Jones Scholarship
at the Berklee College of Music in Boston.
After graduation, he stayed on to teach for a
year. (He was ulimately made a trustee of the
school and awarded an honorary doctorate.)

He then travelled to New York in 1963 to
work as an assistant to Nesuhi Enegun, and
soon became a staff producer and arranger for
Atlantic Records. as well as manager of the
large recording studio that Atlantic maintained
on upper Broadway in Manhatan. ‘1 was still
leaning towards jazz at that time,” he recalls,
‘but within a few vears, Atlantic had signed
The Young Rascals. and they wanied a team
to produce them: me and [engineer] Tom
Dowd.” Dowd was then chief engineer ai
Atlantic. and would go on 1o an impressive
career of his own as a producer. centred
mainly out of Criteria Recording Studios in
Miami. But from this pairing of a jazz-starred
young junior executive, a budding technical
genius, and the record label that, perhaps.
had done more 1o foster American R&B as a
viable, profitable mainstream idiom, came
Good Lovin', the band’s second single. which
was released later that year. [t went 1o No.1 in
the charts, becoming one of the biggest
records of the decade. It also set the course
for Mardin's career as a producer.

I was bitten by the bug after that record.
he says. "They didnt call us producers then:
the term, | recall, was “supervisors™. >>>>>
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at a blow! BEHRINGER audio processors help you to concentrate on what really counts. Our audi_
engineers included the ideas and suggestions of many customers developing three new all-digita$
devices, that will turn heads. Solving digital fransfer or conversion problems? Eliminate feedback or/™
acoustic problems? Do you want completely authentic virtual acoustic reverb? As you have come to

expect from BEHRINGER, we have solutions in distinguished audio quality by means of

20 bit AD/DA converters and 24 bit internal signal processing. Our new DSP models can
be operatad intuitively, are fully equipped and MIDI remote controllable. Their open
architecture, enabling system upgrades, and a free editor software ensure a
future-proof investment. Welcome to Virtuality!
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Frankfurt am Main, 11.-15.3.1998
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BEHRINGER

Get more information about the entire praduct range and the Interactive World of Behringer!
Hotline: +49(0)2154-920666, Internet hitp://www.behringer.de

BEHRINGER France S.A.R.L. Tel. 433 (0)4 - 7804 4416, Fax - 7804 4429 BEHRINGER INFERNATIONAL GmbH Tel. +49 (0)2154-92 06 0, Fox - 42 85 23 BEHRINGER UK Ltd. Tel. +44 (0)1483 - 458877, Fox - 458822
BEHRINGER Espana S.L. Tel. +34 (9)1- 766 1398, Fox - 383 5052 BEHRINSER AG Tel. +41 (0)56 - 210 9555, Fax - 210 9556 BEHRINGER Austrio GmbH,Tel. +43 (0)7752 - 85181, Fox -7752 86707
BEHRINGER Benelux b.v. Tel. +31 (0)73 - 513 0000, Fox - 5130778 BEHRINGER Chino L1d. Tel. +852 - 2808 6050, Fox - 2873 3911 SAMSON Technalogles Carp. +1 516 - 364 2244, Fox - 364 3888
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<<<<< But that's what we were doing—pro-
ducing. | learned a lot from Tom [Dowd
Mainly, 1 think. I learned how to mix from
him. 1 would always ask him, “What do think
about this sound or that?”. Then I started mix-
ing a litle more myself and 1 was enjoying it
tremendously by the time I was working with
the Average White Band and doing Aretha’s
Young, Gifted und Black™ record. Mixing was
a lot of fun at that time. though much of the
sound was determined during the recording
process with microphone placement. and so
on. There was less you could do to change
things in the mix other than relationships
between pans and EQ. Things like that. It was
truly an art. But now. I rely more on vounger
engineers for mixing. Techniques and tech
nology have changed. But the essence of mix
ing is still the same—more vocal, more bass
IUs all in the relationships

Mardin claims that he consciously never
tried to develop a signature sound. the way
producers like Phil Spector had as the concept
of the producer evolved through the 1960s.
But he was hardly passive in the studio.

1ty 1o have certain desires when [ start a
record,” he explains. “What I'm always trying
1o do is to have the elements in a record in
the background that can create depth 1o the
sound. | put the sound together in layers. and
thev can be made up of instruments or things
like reverb.” Mardin cited Betne Midler's 1991
hit single “From a Distance’. ‘That record has
so many lavers.” he savs. ‘There are string or
svnth pads in the background. There's a small
percussion instrument that has reverb and
repeats on it that is mixed in very softly but
which gives the illusion of depth o the
panoramd. of three-dimensionality o the
record. Most of my pop records have ele
ments like that in them. Its not a sound, but
a technique. But you still want to produce for
the song and the artist—if it's a rhvthm-driven.
dry-sounding thing. then that's what it is

When Arit Mardin came 10 Atlantic Records
in 1963. the label’s stdio, at 1841 Broadway
was still reserved for in-house projects. It would
not become open 1o the public for another
year. It had a large, open recording space and
only one iso booth, and sessions tended 10 he
done ensemble and mixed on the 1l

‘It was big enough to have 20-piece 10
30-picce string sections in there,” he remem-
hers. Jerry Wexler, and Ahmet, and Tom
Dowd would record there, and even when
there was an 8-track recorder available. they
would still often use that just tor a safety and
record right to a 2-track or 10 mono. You only
went to the multitrack if there was some dis
aster. But usually you got what you wanted
on the verv first take

The 8-track was an Ampex. as were the
mixdown recorders, which had interchange
able mono. 2-track. 3-track and 4-track head
stacks. Despite being essentially a private
facility, the studio saw almost the entire range
of American music. thanks to Atlantic’s
emphasis on R&B and the creative mission o
Wexler and Ertegun to move those artists in a
pop dircction. and because Atlantic still had a
strong jazz division. The studio hosted records
for MJQ und King Curtis. as well as ewl
efforts by Aretha Franklin, for whom Wexler
would bring in musicians from Muscle Shoals
Alabama, and mix them with the cream of the

Studio Sound March 1998

The Queen of Soul: Aretha Franklin

Crop ol New York studi ;-:.‘\C!'~ like guikirist
Cornell Dupree. Later on in the sixties, it was
also the site of sessions tor Cream's Disraell
Gears and some of the Bee Gees earlier
records. 1t was watching Wexler. Ertegun and

Dowd work that Mardin says he Jearned what

tmeans luce a modern record

They were not afrai ing ug ck
I the hass on a record.” he says. 1 liked that

When Mardin and Dowd were eamed for
the Young Rascals (the “Young™ was dropped
two veuars later in 1967, along with the stage
costumes the group used). he found he could
not have asked for a heter first project. “To
work with the Rascals in the studio was really
funny, like working with the Marx Brothers.
Mardin laughs. ‘There were always jokes and
they'd be playing baskethall in the same hall
ways we used 10 sing the harmonies in. [Ke

wrdist] Felix Cavalicre played the bass to
Good Lovin™ on the pedals of the Hammond
organ and on stage. aithough sometimes we
used a bass player. often Chuck Rainey. wh
played on “Groovin™. The great thing about
the Rascals was, they could duplicate the
same excitement in the studio as on stage. so
we wanted 1o record them the same way as
they plaved live, and that meant using >>>>>
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<<<<< the toot pedals
for bass a lot. 1 had
seen them play live in
a small club before the
sessions and they were
great. The Leslie was
recorded with two
microphones. one on
top and one on the
hottom. Which ones, |
don't recall. I'm not
what vou'd call a
microphone person. |
know that this one
works great on Arctha's voice. or that's & great
one for somebody else. | don't get bogged
down in those Kinds of technicalities when |
do a record. T know what can be done in a
studio. [ know what a gate is and how it
works but don't ask me about brands.

ARDIN did travel outside the

confines of Atlanuc as his

career progressed. (His con-

tract with the company speci-

fies that he can produce for
other labels.) He worked at the legendary
American Studios in Memphis on the classic
Danny O'Keefe track “Goodtime Charlie’s Got
The Blues. 1 believe that was a 4-track ses-
sion, he says. Sessions used 0 go ven
quickly in Memphis. | think we got the Dusty
Springfield [1964] record done there in a
week. We would often get three songs done
in one day. When I worked with a real poet
like O'Kecte, or Steve Goodman or John
Prine, I always looked at the lyric as a mini
film. It's going to be a 3-minute recording, so
I choose certain sounds and hooks (o sur-
round the lyric with.

And, he adds. the way the recording
process at the time worked facilitated that
‘When we were working at American or Mus-
cle Shoals and we heard how long it was tak-
ing to do a Fleetwood Mac album, we were
amazed. When we were working, the drums
would he set up a certain way with the micro-
phones already around them in place. The
guitar is there already on cenain settings.
There were grease-pencil marks on the con-
sole for settings. You weren't so much plug-
ging into equipment as vou were plugging
into those musicians. You weren't taking a day
t0 get sounds.

“We were doing the overdubs on 4-track as
we went, combining instruments. You'd want
1o combine instruments that were plaving in
different frequency ranges, like a guitar and
bass on the same bounced track. Or drums
and piano on the same hounce. That way, you
could use EQ 1o bring the guitar out more at
around 2kHz and not affect the hass level or
sound. You made those decisions as you went
along. and it hecame part of the production
process. 1 was doing albums on 8-track with
Tom Dowd and on one song we had one
track left open and | had to write a hig jazz
orchestration with French horn lines and a
solo. But only one track open. Yet. Tom
recorded evervthing in such a way that all
these elements were perfectly  balanced
That's the way it was at Motown Studios. t0o.
The engineer there knew exactly what the
balance would be, knew the room and the
instruments and amps because they were the

Studio Sound March 1998

Phil Collins’ ‘solo’ career drew on Mardin’s expertise

same ones at every session. When we went to
studios in the 1960s, we were plugging into
expertise. not technology.

Mardin is hardly a Luddite, though. He
stresses he does not long for ‘the good old
days’. Rather, he says, his approach to the
song and 1o lavering sounds works well
whether it's on four tracks and demands

Sony Pro Audio.

It ﬁtS

your unique
application.

houncing decisions every pass or in the more
complicaied environments he works in now.
‘We make very good-sounding records today,
but i's craziness 1o always link up three
48-rack  digital machines.” he exclaims.
Regardless of how many tracks there are, I'm
still making my choices as 1 go. I know that it
there’s going 1o be a cerain reverb on the
final picture of a sound, [ will tell mv engineer
to record that reverb to tape and not wail o
put it on in the mix. The more choices vou
leave 1ill the end. the more time it takes and
the more potential you have to drift away
from the original vision of the picture.
Mardin has an affinity for the wavs in which
musicians work, ard for anv economies of
eftort they invent that allows him and them 10
get the aesthetic point faster. For instance. he
recalls seeing musicians in Memphis using
numbers on charts instead of chords—1. 4 and
5 instead of C. F and G—allowing them 10
change keys instantly to accommodate >>>>>
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<cccc the singer
(The svsiem origi
nated in Nashville
in the 1950s. and is

unofficially known
s the  Nashville
number  svstem.)

But I also used 10
watch John Robie, i
real pioneer of Rap
music. cut up the

inch tape  an
throw it around and do cruzy edits,” Mardin
avs, ‘1 like that kind of thing. as well. and
now you can do it on digital editing systems.

Mardin was also one of the carlv propo
nents of  svathesiser technology on pop
records. which was used heavily on the Bee
Gees' Main Cowse record in 1975, the record-
ing that marked a transition for the band from
the introspective, at times thematically pon
derous pop of “Trafalgar and ‘Odessi’. 10 the
disco kings who fused R&B with pop. RSO
Records president and Bee Gees™ Svengali at
the time Robert Stigwood recruited Mardin 1o
work with the Bee Gees for that record. which
was done at Criteria in Miami. It resulted in
Jive Talkin', which went 10 number one that
year, and gave the Ixind
its first platinum album
Mardin is credited with
precipitating  the  ta
mous Bee Gees funi
falsetto that became
trademark of the hand
and of the entire Satur
day Night Fever era

1 1old Barrv 1o take
the line up an octave
and  he  went into
fulsetto and that was
it.” Mardin remembers
That was it It sounded
so good that we kept
on using that approach
Jive Talkin™ also has ;

measure in it that B eame up with in the

twrnarounds. The drums stayed on with 44
but the synth part is played in 7 4. Lisien to it
and vou'll find it. That's one of the lavers of
that record

Mardin insists that Main Conrse was not
envisaged as a dance record. However, atien
tion was paid o tempo, with the drummer
playing to the flashing visual pulse of an
clectronic metronome. “The tempo was com
ing out at about 120bpm. he says. even
though we didnt know it at the time. 1t was an
instinct. Apart from seeing Gloria Gaynor,
I didn't go into clubs much. Then Ahimet and
Robert Stigwood came into the studio 1o listen
thev hoth said this is a great dance recor

So was “Nights On Broadway'. the other hit
single off that album. on which Mardin was
asked 10 remove @ musical interlude from
between verses. He cut the 2-inch tape

Back before computerised mixing. if vou
cut the masier tape and il the section
demanded an incredible change in feel, like
this did. you had 1o mask the splice some
way. So we had 10 make a satety copy and
test the edit. then add some new sounds 10
cover the edit. | remember a jazz session | did
at Columbia Studios once where | went out
into the stair well and played o cvmbal 10

Hall & Oates’ Daryl
Hall—Mardin on
pop funk

Studio Sound March 1998

Mardin created the definitive ‘Jive Talkin' for the Bee Gees

cover up the splice

Aretha Frunklin is a long-time Mardin diva:
he produced Live At The Fillmore and Amaz
ing Grace in the early seventies when Frank
lin was on Atlantic. and he joined her again in
1980 for her first two efforts on Arista
Records. Aretha. and Love All the tiurt Away
Mardin liked the gospel record approach that
Franklin herself had used so many times
betore. and Mardin made sure that each

Sony Pro Audio.

It fitS with what

you’ve got.
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record had an old soul standard as a sort of
spiritual guide for Franklin, such as the
remike of ‘Hold On. I'm Comin’ from 1981's
Love All 'Ihe Hurt Away, which went 1o num-
ber six on the charts

Those sessions at Criteria were incredible,
Mardin waxes. “Any number of people walked
in and plaved on those sessions—Donny
Hathaway. Dr John. the Memphis Horns. The
record was made mosily everyone playing
ensemble, with maybe a tambourine or some
other horns later. Aretha sang o guide track as
we recorded on a 16-track machine. We usu
ally recorded a final vocal later. but it might as
well have been the guide vocal. That's how
good it was when she sang in the same room
with evervone. And anyway. there was onl
one vouil hooth. Tom [Dowd] would choose
microphones for her. depending upon  the
type of song: he picked an old Neunnn for
hallads and some kind of dynamic mic tor
when she sang big. What Aretha would >>>>>
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<<<<< do i, she would sing and play the
piano on the sessions. And sometimes that
would actually wrn out to be the final vocal.
So we always made sure we isolated the piano
well. But she had 10 play on the sessions.
Everything on the record stemmed from her
playing. The bass plaver would take his cues
from her left hand and the guitar player
would play the same inversions she was mak-
ing with her right hand. .

The Scottish constitution of The Average
White Band was an unlikely foundation for
serious funk, but when they were signed 10
Atlantic in 1974 by Jerry Wexler after an
unspectacular debut on MCA Records the year
hefore, Mardin was asked to produce three
new (racks with the band; the rest of the
record would be rereleases of the MCA mate-
rial, which AWB—as they started calling them-
selves around this time—had retained reuse
rights for and which virtually no one had
bought anywav. However, Mardin and the
band got along well personally—'I had been
to school in England so we talked about soc-
cer constantly,” he says—and musically: the
title track "Pick Up the Pieces went to No |
When Wexler heard what Mardin had done
after a listening session at Criteria, he asked
Mardin to rerecord all the other songs, as
well, and produce the entire album.

ARDIN MAY BE the Julio Iglesias

of the control room; his theme

could be ‘For All The Girls I've

Ever Produced’. He calls 1997 his

Year of the Diva afier produc-
tions with Barbra Streisand, Beue Midler,
Carly Simon, Patii LaBelle, Brandy and Whit-
nev Houston. However, there is nothing
Lotharian about this scenario. Instead, Mardin
uses it to underscore both the fact that artists
such as these are often long-time associates
and tend 10 become part of his family, and the
fact that, ves, there is a difference between
men and women. ‘Evervone said that
Sueisand is difficult to work with, he savs.
But 1 have to respect anyone | work with
before 1 work with them. And 1 admire Bar-
bra's genius and because of that. I would
deter 1o her in the studio. The worst thing a
male producer can do is to have macho aspi-
rations when he's in the studio with a female
artist. A lot of people do just that.

Mardin still gets to do recordings with large
orchestrus playing ensemble—he produced
the show cast albums for Broadway hits Rent
and Smokey Joe's Café. But even those were
not done in the usual two takes with singers
and orchestra playing together. Instead. Mar-
din recorded the orchestra and then mulu-
tracked the singers. ‘Smokey Joe's Café was
done more like a record than a cast album
he savs. ‘Leiber and Stoller wanted it that way
because they wanted to have more of a
choice on the vocal tracks at the end. As a
result of how that record tumed out {it earned
him his sixth Grammy Award| the people from
Rent approached me to do their cast album,

That earned him a platinum record and
another Grammy nomination.

Mardin likes big studios—he expresses a
preterence for Right Track Recording and The
Hit Factory in New York. and Conway
Recorders and Ocean Way Studios in Los Ange-
les. But while he says he chooses a studio

Studio Sound March 1998

Mardin's currency is currently maintained
through acts such as Smashing Pumpkins

based partly on its vibe (1 love the trees in the
gardens at Conway; that studio is like home to
me’) he puts more emphasis on maintenance.
He mayv not know the hrand names but he
knows when it works and when it doesn't.

‘I don’t want anything to stop in the middle
of a session,” he savs. "And [ leave the board
to the engineer; 1 don't care if it's a Neve or

Sony Pro Audio.
N It fltS together

an SSL or a Focusrite. IU's the engineers
choice,” although he specificaily expressed an
appreciation of the Neve Capricorn he
worked on with engineer Frank Filipetti at
Right Track on Streisand’s recent recording.
The EdNet svsiem, though. was more appre-
ciated hy Ms Streisand. ‘She didn't have to fl
1o New York,” he quips. "We got the mixes
recalled in minutes instead of hours and we
mixed five songs in seven davs

He is not picky about formats: he likes the
sound of Dolby SR but he has no problems
with 48-track digital. He is a bit fastidious
about choosing engineers. though. He has
worked with Michaei O'Reilly for the past two
decades, and likes to work with Jack Joseph
Puig and Jeremy Smith in LA, and Filipeti in
New York. ‘An engineer not only has to be
good technically. but he also has to be able to
be your friend and to have a sense of humour.
he obsenves, ‘because vou're going to spend a
lot of hours in the studio with each other.” W
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Given what we were looking for, along
with dependability and signal quality,
there was really only one choice for
Westwind - the Euphonix €53000."

Todd Langner of Westwind Media
Brooklyn South, Total Securities, Bella Mafia,

Under Wraps, Magnificent Seven

It's the obvious choice for any new
console because it is better than
anything else around."

Mark Isham, Film Composer
Night Falls on Manhattan, Michael Hayes,

Gingerbread Man

" The Euphonix sounds incredible and it
has all the technology of tomorrow’s
console - it can do so many things that
no other console can."

Chuck Howard of Curb Studios
Hal Ketchum, Wynonna, Eddie Arnold,

Blake & Brian
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PHOTO: THE STOCKMARKET

Some years have
passed since the first
firm promises were
made on behalf of DAB.
In the absence of a
revolution, Kevin Hilton
offers a re-evaluation of
the state of digital radio

ADIO IS NOW some 2!/, years
Jinto its third age, or at least it
should he. In September 1995 Liz
Forgan. at the time managing

; director of BBC Network Radio,
said that the medium was entering this new
phase in its life due 1o the stan of Digitl
Audio Broadcasting (DAB). a technology that
would do tor the wireless of the future what
AM and FM had done in the past. That
autumn press launch was intended as one of
optimism, with the BBC. and other broadcast-
ers in Sweden and Denmark, becoming pio-
neers of an exciting technology.

Even at the time, the optimism was imme-
diatelv tempered by reality, something the
BBC had 10 deal with in those early days.
Focusing on the BBC experience is not just
another case of UK-centricism; the Corpora:
tion had chosen to push ahead with DAB
without waiting for the relevant receivers 10
hit the domestic market. There had alw