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A new generation of digital
release formats requires a new
generation of film dubbing consoles.

AMS Neve's digital dubbing consoles are
setting new standards in quality and
creativity at leading facilities worldwide.

USA

Buena Vista Sound, Burbank
Digital Cinema, New York
Enterprise Post, Burbank
Lucasfilm Digital, San Rafael
Photomagnetic Sound, New York
The Magnolia Studios, Burbank
Sync Sound, New York

Todd-AQ, Hollywood

Warner Bros, Burbank

Uk

Boom Studios, London

Broadcast Film & Video Services, Bristo!
dB Post, London

De Lane Lea, London

GDO, London

Pinewood Studios, Iver

Videosonics CinemaSound, London

Europe

Cineberti, Belgium

Europa Studios, Sweden
Exa, Spain

Filmtel, Spain

GLPIPA, France

The Icelandic Film Corporation
Jackson Studios, France
Nordisk Film, Denmark
Sonodi, France
Soundtrack, Spain

Studio Hamburg, Germany
Tremens Film, Austria

India
Gaurav Digital, India

Neve

Digital Film Consoles
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Warner Bros, Burbank - Stage 3

warner Bros, Burbank - Stage 4
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HEAD OFFICE - AMS Neve plc - Billington Road - Burnley - Lancs 8811 SUB - England - Tel: +44 (0) 1282 457011
Fax: +44 (0) 1282 417282 - LONDON - Tel: 0171 916 2828 - Fax: 0171 916 2827

GERMANY -~ Tel: 61 319 42 520 - Fax: 61319425210 - NEW YORK - Tel: (212) 949 2324 - Fax: (212) 450 7339
HOLLYWOOD - Tel: (818) 753 8789 - Fax: (818) 623 4839 - TORONTO - Tel: (416) 365 3363 - Fax: (416) 365 1044
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Going to market

HAVE YOU EVER HAD CAUSE to upgrade software or hardware on a system and found the
resulting performance disconcertingly different to what your best informed estimations
might have expected? You change your computer to a faster one, maybe not the fastest pos-
sible, but just enough to not force you to also upgrade every piece of software you have
grown 1o like. Or you change a sound card, even a modem or take advantage of that spell
of downtime to install the latest revision of that piece of software that has been sitting in
the box with an accompanying manual now swollen to telephone directory proportions.

Almost without exception, the exceptions cover those instances when you have had the
luxury to heta test the additions on somebody else’s system at great length, you will be sur-
prised. bemused or disappointed. It seems that the number of variables and possible per-
mutations involved is so great that the only sure fire way to see is to assemble and try it.
Having ‘progressed’ from proprietary hardware and software to the democratising influence
of the personal computer. the audio industry like every other is now being led by the nose
like some castrated domesticated beast by the operating system manufacturers who create
the environments in which our applications run.

While 1 understand fully the logistical and economic reasons why this has come to be,
I have to question where it is taking us. | cannot be persuaded that the performance
requirements of a professional audio editor figures highly in the plans of those who are
salivating at the prospect of power business take-up and every-home-should-have-one mul-
timedia systems where audio is about getting noises over the web or changing the sound
of your error bleep.

Some operating systems come closer than others, but if we are to continue pursuing this
route, and it seems as if we must, then energies must be devoted to developing perhaps a
derivative of an existing operating system that can be developed and grown to serve the
specialist requirements of audio in the professional environment. Audio has to make some-
thing its own. What exists may be adequate for the time being, but will it get us where we
would expect to be in years to come? We may be surprised, bemused. and disappointed.

Zenon Schoepe, executive editor

Wide, fast and bloody

ALTHOUGH IT SEEMED AN ESOTERIC ISSUE to address back in early 1997, 96kHz sam-
pling has taken until now to really kick in. Please don't mistake this for another in the tired
tradition of polite trade editorials belatedly acknowledging what an industry has already
achieved—we are playing hardball here.

Sitting in on the inaugural 24-hit/96kHz recording session conducted by dCS and Merid-
ian at Cambridge's Queen's College Chapel early last year (and the subsequent 24-192 ses-
sion), two things seemed pretty evident to me—the potential benefits in terms of audio
reproduction and the potential problems in terms of equipment manufacture. At the time,
however, the academic approach prevailed and almost all public discussion related to such
issues as low-pass filter architectures and spatial information content. Since then much has
changed—further sessions have taken place, more engineers and producers have experi-
enced wide and fast recordings first hand, manufacturers have been polarised towards and
away from supporting them. Most of all, the politics have kicked in.

Where the bit budget is concerned, the consensus is clear—the details of exactly how
you justify 24 bits, everybody who wants digital wants them all. But where almost all con-
vertor manufacturers have signed up for 96kHz or better. other areas of manufacture are
less forthcoming. Enquire of your console manufacturer when 96kHz will appear on the
spec sheet and you are likely to be fed a main course of processing overheads with a lib-
eral garnish of uncertainty as to its audible benefit. Now, while not alt 96kHz sceptics are
equipment manufacturers, the way philosophies and commercial activities line up at this
point in time is clearly unnatural.

That the issue is a hot one is in no doubt. The response to John Watkinson's critique of
90kHz recording was phenomenal—and it did not simply come from those manufacturers
looking to sell flash kit to gullible recordists. The 96kHz features and letters elsewhere in
this issue represent a cross-section of that response, but do not fully recognise its breadth.

As | said in opening, this is no polite acknowledgment of developments that are evident
10 all. Studlio Sound has tracked the emergence of high sample-rate recording from its incep-
tion. Now that the flood gates have opened, there is much to read about it elsewhere, but
fittle of it seems to me to represent the real state of the debate. And the debate is bloody.

Tim Goodyer, editor
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Made for Mixing

A digital multi-track console so straightforward,

it could be analogue!

Solid State Logic’s new Axiom-MT
provides up to 96 fully configured
channels with standard SSL in-line
ergonomics. Every control is 1
dynamically automated - including

surround panning on the small fader!

Axiom-MT supports all mixing
formats via 48 multi-track buses
and 12 main mix buses, and SSU's
innovative EFX matrix provides
access to 60 effects sends from
each of the 192 automated inputs

in mixdown.

Combining a familiar control
surface layout with outstanding
digital processing. Axiom-MT offers
the many thousands of highly
experienced SSL mixing engineers
worldwide a seamiess transition

to the digital domain.

Solid State Logic

international Headquarters
Begbroke Oxford OXS |RU England
Tel: +44 (0)1865 842300

Fax:+44 (0)1865 842118

Email: sales@solid-state-logic.com

htep:/iwww.solid-state-logic.com

New York Los Angeles Tokyo Paris Milan Toronto Singapore

+1(D212315 1111 41 (1)213 463 4444 +81 (0)3 5474 1144 +33 (0)1 3460 4666  +39 (0)2 2622 4956  +I (1)416 431 9131 +65 (0)285 9300
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NAB campaign

TOSAY that the Las Vegas NAB Con-
vention has grown too big would
he 1o suggest that the event has in
sore way risen in a tew vears from
a small regional assembly. It has
always been big, vet the proportions
of the gathering, like Frankfun, have
become unmanage:ble for anvone
not prepared to plan their campaign
indetailand without tracing out their
walkabout route on the tloor plan
hefore hand. Still a two-centre ex-
hibition, the Sands Hotel section
looked as large and busy as the Con-
vention Centre itself this vear with
a positively staggering level of in-
vestment by participants from the
broadcast-based industries. Anyone
entertaining thoughts of market con

traction could not have been there,
These are up-beat times and great

Reading and
reference

Headling this month's crop of read-
ing matter is a new book from the
desk of John Watkinson entitled
The Art of Sound Reprodiction
(ISBN0240515129: £35). Published
by Focal Press. its 700-odd pages
mix theory and practice in an at
temptio provide ‘evervthing the au-
dio engineer needs 10 know” and
covers subjects from audio basics
and microphones 1o loudspeakers
and considerations of audio quali-
ty and psychoacoustics. SPARS’
Time Code Primer(1ISBN 09638309
0X; $19.95 + $4 P&P) confines its
auention to the thorny mauer of
code under the headings What is
Time Code. Handling Time Code
and Recommended Practices, mak-
ing it clear that its 68 pages are a
no-nonsense guide for practical ap-
plication. More specificstill is BAL's
catalogue of proprietary video and
audio interfaces. At a4 mere eight
pages this still manages o claim to
be first single catalogue from the
manufacturer. Switcheraft's Volded
Cable Assemblies and Patch Cords
Guide is similarly exclusive in its
appeal it more extravagantin its 32
pages. File these last two under no
wre kickers'. Finally, tor those who
don't know and who are 100
ashamed toask. NTL has produced
a simple 3-page Q&A sheet enti-
tled The NTL Nontechnical Guide
to Digital Raclio. Seuing aside mat-
ters of professional pride, this is the
sort of paper 1o infrequently seen
in times of rapid development.
Focal Press, UK. Tel: +44 1865
314301. SPARS, US. Tel: +1 561
641 6648. BAL Broadcast, UK.
Tel: +44 1203 357827.
Switchcraft, US. Tel: +1 773 792
2700 x243. NTL, UK. Tel: +44
1962 822891.
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times for buyers. Yetstill it was pos-
sible to waste 90 valuable munutes
a dav on the whim of attempting a
return trip between the two centres.
Audio had it's own hall again,
although some manufacturers still
chose. or were obliged to choose,
space outside it. There is talk of
this hall at the Convention Centre
heing expanded next year with
some major building work. Audio
highlights included Calrec’s digital
T-series (see page 42), an entry-
level digital desk challenger trom
Tascam  (TMD1000) plus the
MMP16 MMR8 variant plavback
dubber and the tirst public ap-
pearance of the ADSG dubber
(p306). We survive NAB only 1o re-

wrn again. [ love it.
Zenon Schoepe

UK: Being screened by BAFTA in London to mark the 30th anniversary

of international film distribution and production, Neville's Island can
also claim to be the first flim in Europe to be mixed on an AMS Neve Logic
DFC console. With tracklaying, Foley and ADR done to AudioFile and post-
ing conducted at dB Post on AudioFile and DASH multitrack, Terry
Johnson’s film stars Timothy Spall and Martin Clunes, was mixed by Alan
Sallabank in Dolby Surround and will be screened on ITV later this year.

Recording awards

US/UK: Brad Guildermian is cele-
brating a Grammy nomination for
using Quantegy 499 2-inch tape 10
record Babvtace's platinum-selling
The Day album. The Grammy cer-
emony was recorded by Randy
Ezraty's Fffanel mobile—on Quan-
tegy tape. BASF's Master Awards.
meanwhile have gone to Mike
Hedges and David Kahne. Hedges

US: Teddy Riley is pictured
with the SSL SL9000j
console that has recently been
installed in his private Virginia
Beach studio, Future Recording.
Intriguingly, a key factor in
Riley's choice of console
was its immunity from
obsolescence through advancing
standards In digital audio.
The console will lose its cherry
on a mix of Janet Jackson's
' Get So Lonely'.
SSL, UK. Tel: +44 1865 842300.
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Argentina: Fito Paez’ Buenos Aires studio is Argentina’s newest and

most advanced facility. The work of the Walters-Storyk Design Group,
Circo Beat offers SSL SL4056 and Genelec 1039 console and monitors, Pro
Tools, 2-inch Otari multitrack, ADAT MDMs and vintage Neve equipment as
well as a recording acoustic variable between 0.6s and 1.3s RT time.
Walters-Storyk Design Group, US. Tel: +1 914 691 9300.

\ An

Evening
: with

Wit and wisdom
from around the world
with cricket’s greatest
storyteller

UK: With audio sourced from a

series of one-man shows, An
Evening With Dickie Bird is a testa-
ment to the life of the renowned
cricket umpire. When Bird retired
from cricket and took to the road,
Network Audio’s Chris Seymour was
charged with the task of capturing
and compiling his anecdotes for
commercial release. Using only a
pair of portable DAT machines, Sey-
mour made two stereo recordings
—one of the performance and one
of the audience. He then transferred
the non-time-coded recordings to a
Soundscape DAW where they were
shuffled to obtain sync and spun
into a flnal stereo mix. The results
were then edited down from seven
hours to 90 minutes for release.

secured his accolades for No.1s
trom Texas, The Beautiful South,
the Manic Street Preachers and
McALmont & Butler which were all
recorded on Studio Master 911
while Kahne. along with engineer
John Travis and NRG studios. for
Sugar Ray's double platinum
album, Floored.

Quantegy, US.

Tel: +1 770 486 2800.

BASF, US. Tel: +1 805 295 5551.
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vUK: Eight Genesis DPM-101 digital programme meters have been in-
statled in Abbey Road's postproduction and interactive departments,
and a further six DPM-101s assigned to ‘roving duties’ throughout the stu-
dio complex. Pictured with Technical Operations Engineer Cotin Johnson,
the meters have been chosen with aczuracy and legibility in mind. Aspen

US: Burbank’s Four Media Company has recently completed the in-
vstallation of a pair of film consoles: a 3-position 160-input Otari Elite
film console and a 144-input Harrison Series Twelve. The Elite (pictured) is
the largest yet built and features Otari's PicMix monitoring and busing
system, and has three bays and three separate automation systems. The
Series Twelve is the third of three ordered and is installed in Studio B
which has been redesigned by Tom Ho'man, acousticians Veneklasen &
Associates, and architectural experts Heathcote & Associates. Both con-
soles have already seen use on a selection of film and television projects.
Otari, US. Tel: +1 415 341 5900. Hzrrison, US. Tel: +1 615 370 9001.

4MC. US. Net: www.4mc.com

Aty

High and

mighty

UK: Recent recording projects un-
dertaken by British-hased classical
specialists Green Room Productions
have seen a 176, tkHz session 1ake
place at Henry Wood Hall where the
Leopold Trio performed Beethoven
String Trios for Hyperion Records
and a parallel DSD (2.8224MHz)
and 90kHz sessionat Dundee's Caurd
Hall involving the Scottish Chamber
Orchestra performing Schubert's 8th

Studio Sound May 1998
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and 9th Symphonies tor Telarc
Records. Both sessions were engi-
neered by Green Room's Tony
Faulkner whose concern for the
longevity of classical masters has
pushed him into high sample-rate
practices. Presently Green Room is
the only UK independent produc
tion company offering these facili-
ties which are run in parallel with
lower standard recordings at noex-
tra cost to the client.

Green Room Productions, UK.

Tel: +44 1895 822771.

M@ America’s first Amek DMS has gone to
Hollywood's The Bakery postproduction
house. The console is the central element in
a new all-digital mixing suite that, along with
four new editonial suites, constitutes a $2m
expansion of the facility. First use of the mix-
Ing suite will be a muttichannel music pro
duction for a Taiwanese theme park. LA's
LA Studios, meanwhile, has committed to
the dSP Poststation to accompany the open-
ing of its second facility in Santa Monica.
The Bakery, US. Tel: +1 818 508 7800.

LA Studios, US. Tel: +1 213 851 6351.
Amek, UK. Tel: +44 161 834 6747.

dSP, Australia. Tel: +61 2 9557 2292,

B Sri Lanka's Asla Broadcasting Corpora-
tion Is to have seven studios and interview
studio built by Sonifex which will include
Sovereign desks, Sentinel audio loggers and
HYO2 telephone hybrids as well as other
essentials such as power supplies and light-
ing. The studios will be assembled and test-
ed in the UK before being shipped to Sri
Lanka and reassembled for use.

Sonifex, UK. Tel: +44 1933 650 700.

B London's Decca Record Company has
adopted the dCS 972 sample-rate conver tor
as a house standard. Capable of handling
rates from 11.025kHz to 96kHz and a vari
ety of HO formats, the 972 represents Dec-
ca's ongoing Investigation of 24-bit/96kHz
as a recording and archiving standard. Sain
Studios in Wales has opted to make the
Genex GX8000 MO recorder the centre of
its archiving effort. which involves a large
catalogue of sixties and seventies record-
ings. The transfer from analogue tape to
24.bit disc also facilitates a forthcoming
remastering programme which will see the
original tapes pass to the National Library of
Wales for research and public use. Back in
London, mastering house Tape to Tape is
claiming to have Europe’s first complete
Focusrite 'Blue’ mastering suite following
the construction of a new 4-room facility.
Delgned by Recording Architecture, the
development includes three mastering
suites and a tape transfer room containing
a complete set of Focusrite Blue units and
Sonic Solutions system.

Decca, UK. Tel: +44 181 747 8787.

Sain, Wales. Tel: +44 1286 831111,

Tape to Tape, UK. Tel: +44 171 371 0978,
@ Croatian Allegro Studio has taken delivery
of a 64-input D&R Merlin console for use on
its pop music production work. Located in
Split, Allegro has clocked up three No.1 hits
in 1998, Also in Croatia, 13 BGW Perfor-
mance Series Model 3 power amplifiers and
two M1100 subwoofer systems have been
installed in the country's largest concert
hall, the Concert and Congress Centre
Vatroslav Lisinskl. Destined for the smailer
of the venue's two halls, BGW is expecting
to supply amplification for the larger hall
subsequently.

D&R, The Netherlands.

Tel: +31 2940 18 014,

BGW, US. Tel; +1 800 468 2677.

B LA's A&M recording studios has installed
a Euphonix console and Berkeley Hills'

Live Oak studio has installed an Otari Elite.
AZM's 96-fader CS3000 is sited In its 5.1
surround compatible Studio C which has
been renovated by Vincent van Haaf and
Blackhole's 48 fader CS3000 is to be found
in Studic A. While A&M has hosted the likes
of kd lang. Chicago and the Wallflowers
since its reopening, Live Oak's Elite repre-
sents a timely upgrade for the facility and
will run with 32 tracks of ADAT serving a
variety of music from rap to opera.

A&M Studios, US. Tel: +1 213 469 5181.
Live Oak, US. Tel: +1 510 540 0177.

Otari, US, Tel: +1 650 341 5900.
Euphonix, US. Tel: +1 415 855 0400.

8 Videolondon's Studio 4 has recently un-
dergone a refurbishment by Munro Associ-
ates which has seen a 64-channel SSL Avant
film console join its existing Lightworks and
Avid systems. The 5-studio complex handles

www americanradiohistorvy com

a variety of TV work and sees the new con
sole as addressing the closing disciplines of
film and television. Another London post fa
cility, World Wide Sound, has installed a
Fairlight MFX3 workstation at one of its three
Soho sites in response to the growing de-
mands made by its load of film and broad-
cast dubbing work which invoives foreign lan-
guage dubbing for European release.
Videolondon, UK. Tel +44 171 734 4811,
World Wide Sound, UK.

Tel: 444171 434 1121,

SSL, UK. Tel: +44 1865 842300.

Fairlight, Europe. Tel: +44 171 267 3323.
B Turkish postproduction house, Sinefekt,
has invested in a 16-fader AMS Neve Logic 3
and 24-output AudioFile Spectra. Installed in
Studio 1 as part of a refurbishment. the Logic 3
is equipped for surround work and will be
used for mixing television commercials.
Sinefekt, Turkey. Tel: +90 212 275 7234.
AMS Neve, UK. Tel: +44 1282 457011.

B New York’s Superdupe has become the
first US facility to invest in Soundtracs’ DPC-
Il digital console. The 48-fader desk will take
pride of place in a new Walters-Storyk de-
signed 5.1-apable postproduction room and
will serve recording and audio post duties for
TV, broadcast and advertising. New York's
Sound One post facility now has 53 Akai DD8
digital dubbers in use for major feature film
work including Martin Scorcese's Kundun.
Superdupe, US. Tel: +1 212 683 6854.
Sound One, US. Tel: +1 212 765 4757.
Soundtracs, UK. Tel; +44 181 388 5000.
Akai, UK. Tel: +44 181 897 6388.

B Hire companies worldwide continue to in-
crease thelr stock with Istanbul-based Altin-
cizme purchasing 40-input Midas XL3 con-
sole; British-based FX Rentals and Stage
Electrics investing in a compiete set of TL
Audio Ivory processors and 16 channels of
beyerdynamic U400 UHF radio mics respec-
tively; the German Westfalensound buying
three 48channel DDA QIl desks equipped
with DDA’s Spatial Imaging System; and Cal-
ifornia’s The Enterprise recording and post
facility is sharing three Genex GX8000 ma-
chines between archiving and rental duties.
FX Rentals, UK. Tel: +44 181 746 2121.
The Enterprise, US. Tel: +1 818 505 6000.
@ France’s Europe 1 radio station has or-
dered two 24-fader Amek DMS consoles 1o
handle its style of news broadcasting. The
first console to be installed in the Paris stu-
dio will replace a 17-year old Schlumberger-
Digitec desk, the station’s oldest, in Studio
Coluche while the second will go into the
main news studio, Studio Seven. Radio
France. meanwhile, has equipped its FM2
mobile with an SSL Aysis Air desk. The new
console follows the station's Axiom in Stu-
dio 103 and the mobile will be operation by
the end of 1998.

Europe 1, France. Tel: +33 147 23 12 02.
Radlo France. Tel: +33 1 42 30 33 20.
Amek, UK. Tel: +44 161 834 6747,

SSL, UK. Tel: +44 1865 842300,

B Deutsche Telekom has adopted CCS'
CDQ Prima 2Mux-M 2Mb/s codec for an au-
dio programme exchange network allowing
inter-studio transmission and direct transfer
of programming to the transmitter; the net-
work will aiso carry ancillairy data. The pro-
Ject will involve the use of some 700 CCS
systems and is expected to undergo opera-
tional testing at the time of writing.

CCS, Europe. Tel +49 811 5516-0.

B Maastrichtbased regional broadcaster
Omroep Limburg has installed a Digidesign
Pro Tools 24-bit system complete with DINR
and Focusrite plug-ins to handie the restora
tion and archiving. Operating since 1945,
the broadcaster has an estimated 4.000
hours of material which will be digitised and
stored on MPEG2 CD ROM. A new OB van
has also been built containing a Mac-Audio-
media Ill system, 24-bit Technica Del Arte
convertors and Sound Designer software.
Omroep Limburg, Holland.

Tel: +43 346 7777.
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compressor that forgives, but never forgets.
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Compressor Limiter

eaevinaf

Set parameters for threshold,
ratio, attack, hold, release, and
output gain. See the effect of your
settings on the graphical display,
as well as on the gain reduction and
audio level meters, they all interact
In real time with your manlpulation
of the parameters. Start with a
threshold setting of about -604B
to ciean off the noise In between
the vocal takes.You can eave your
final gate settings as a “gate
preset” building block and recall it
into any other setup you do.

The effects of the gate settings
are visible on the graphic display to
help you determine where to set
your compressor threshold. Move
through all the regular parameters
(displayed in real time), like
threshold, ratio, attack, release,
and output gain. For vocals use a
threshold of about -25dB, a ratio
of about 3:1 or 4:1, and a slow
attack and faet release for the
most natural sounding effect. Your
compressor settings can also be
saved as a building block to be
called up into any other preset.

Changes you make to the limiter
settings are also seen on the
graphical display. You can adjust
the level and also the speed at
which the limiter lets go of the
signal as it goes below the
threshold. This is truly smooth
limiting, with patented dbx
PeakPius™ algorithms, 8o rest
assured that wherever you set
your threshold level, your tape will
not distort. And like the other
parts of the processor, your
limiter settings can be named and
saved for later recail.

De-essing worke the same way: sec
the effecte of your settinge
displayed on the graph.
Parameters here are the common
ones: threshold (BOOHz to 8kHz),
and amount (%). Other processing
includes EQ - both in-path and
sidechain - for special-effect typee
of processing. When you are editing
any of the building blocks, ite icon
is visible on the display, and the
parameters are shown on the
graph, 80 it's always easy to know
where you are.

You can also work in stereo, or set
up a completely different and
independent processing chain for
the other channel. Optional digital
output with the TYPE Ivy™
Conversion System with TSE™
(Tape Saturation Emulation)
provides up to 24-bit output in
either AES/EBU or $/PDIF formats
with the trademark digital
processing of TYPE Iv™, The DDP
also has full MIDI/Automation
capability, with separate midi in
and thru jacks.

* And speaking of stereo, you can work in stereo
with dbx's True RMS Power Summing™ for phase-
coherent tracking, or in dual mono mode, without
the two channels interacting at all.

* When you make changes to any parameter, you
can see where your adjustments are effecting the
signal, simply by looking at the Hi-Res graphical
display, which shows the processing curve in real
time as you make your adjustments.

It Forgives

* New dbx technology, the TYPE IV™ Conversion
System with TSE™ (Tape Saturation Emulation)
gives you the pleasant overload characteristics of
analog tape without the harsh distortion of most
digital input systems. No more dancing around with
the input levels to protect the integrity of your
audio.

it Never Forgets

* The DDP works right out of the box. It comes
with 50 factory setups that are guaranteed to
knock your socks off. There are presets for every
application you can think of, and then some.

Check out the DDP at your local pro audio dealer,
and experience DIGITAL performance you'll never

dbx

PROFESSIONAL PRODUCTS

* Ultra-wide dynamic range 24 bit A to D
converters with TYPE IV™ make your signal sound
better than you ever thought possible. * Want to duplicate that perfect compressor set-
up? Each processor in the chain has all the
parameters you would expect. After you set the
parameters the way you want them ,save it as a

processor preset, available to be recalled any time.

* With the extensive metering of the DDP, you can
see EXACTLY what is going on with ALL parts of
your signal.

ARBITER PRO AUDIO - Wilberforce Rd. London NW9 6AX - Tel: 0181 202 1199 - Fax: 0181 202 7076 - web. www.arbitergroup.com
www americanradiohistorv com


www.americanradiohistory.com

May
10

The National Vintage
Communications Fair

Hall 11. NEC Birmingham. UK.
Contact: Sunrise Press.

Tel: +44 1392 411565.

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

18-19

News Technology
Conference

Radisson Hotel. Portman
Square. London, UK.
Contact: News World Ltd
Tel: +44 171 491 0880.
Fax: +44 171 491 0990.
Net: www.newsworld.co.uk

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.
Contact: Scientific Society
for Telecommunications
Tel: +361 153 1027.
Fax: +361 153 0451.
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
Miami 98

Miami Convention Centre,
Miami. Florida, US.
Contact: Studio Sound
International.

Tel: + 1 914 993 0489.
Fax: + 1 914 328 8819.
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

Studio Sound May 1998

NS gvents

June
1-5

CommunicAsia 98
Singapore Suntec Centre.
Singapore.

Contact: Singapore Exhibition
Services.

Tel: +65 338 4747.

Fax: +65 339 5651.

Email: info@sesmontnet.com
Net: www.montnet.com/ses/

2-4

Replitech North America
The Moscone Centre, San
Francisco, California, US.
Contact: Knowledge Industry
Publications.

Tel: +1 914 328 9157.

Fax: +1 914 328 2020.
Email: kipi.event@kipi.com
Net: www.kipinet.com/rep

2-5

5th Broadcast Asia 98

and others

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

Tel: +44 171 486 1951.

Fax: +44 171 413 8211.
Email: singex@montnet.com
Net: www.montnet.com

10-13

IRS: International Radio
Symposium and Technical
Exhibition

Montruex, Switzerland.
Contact: Ms Patricia Savioz.
Tel: +41 21 963 32 20.

Fax: +41 21 963 88 51.
Email: message@symposia.ch
Net:wwwmontreux.ch
/symposia

10-15

International Electronic
Cinema Festival 1998
Chiba city, Japan

Tel: +41 21 963 32 20.

Fax: +41 21 963 88 51.
Email: message@symposia.ch
Net: www.montreux.ch/
symposia

15-17

Mecon 98

Medienforum NRW, KoinMesse
trade complex. Cologne.
Germany.

Contact: Musik Komm.

Tel: +49 221 91655.

Fax: +49 221 91655 160.
Email: mecon@musikkomm.de
Net: www.mecon.de

25-26

2nd Musicom Europe
The Mount Royal Hotel.
London, UK.

Contact: World Research
Group.

Tel: +1 212 869 7231.
Fax: +1 212 869 7311.
Email: info@worldrg.com
Net: www.worldrg.com

July
9

Biz Tech 98

Loew's Vanderbilt Hotel.
Nashville. Tennessee. US.
Contact: SPARS National
Office.

Tel: 41 800 771 7727.
Email: spars@spars.com

July
17-19

Pro Audio and Light

World Trade Centre,
Singapore.

Contact: IIR Exhibitions.

Tel: +65 227 0688.

Fax: +65 227 0913.

Email: ruohyi@iirx.com.sg
Net: www.mediav.com.sg/pala

September
26-29

105th AES Convention
Moscone Convention Centre.
San Francisco. California, US.
Tel: +1 415 558 0200.

Fax: +1 415 558 0144.
Email:
105th-chairman@aes.org
Net: www.aes.org

October 12
-November 6

ITU Plenipotentiary
Conference

Minneapolis. Minnesota. US.
Tel: +41 22 730 5969.

November
4-5

22nd Sound Broadcasting
Equipment Show (SBES)
Hall 7. National Exhibition
Centre. Birmingham, UK.

Tel: +44 1491 838575.

Fax: +44 1491 832575.
Email: dmev@pointproms.co.uk
Net: www.i-way.co.uk/~dmcv/
sbes.htm

4-8

News World 98

Fira Palace Hotel.
Barcelona. Spain.
Contact: News World Ltd
Tel: +44 171 491 0880.
Fax: +44 171 491 0990.
Net: www.newsworld.co.uk

17-19

Digital Media World 98
Wembley Exhibition and
Conference Complex.
London. UK.

Contact: Digital Media
International

Tel: +44 181 995 3632.
Email: digmedia@atlas.co.uk

www americanradiohistorv com

It killes... it's the most versatile compressor...
you con make It chear ond distinet, or o3 fof as you
could ever want. You can make it sound like half o
dozen different units, including the 1176, 2254 and

the LAZA, 1o all the shodes in-between_..it rules!
(FLETCHER Mercenary Avdio]

| recammend everyona try one - they won't
be disappointed.
(MIKE KEATING Sting Tour Engineer)

o

\
=

/

£y
EEL
N gen
s 2
TEs
N h%_it'q\
E’:_S: &
~ *E}-E*'E
Feg |88
AR
2= E|ES
. g8l 2 .
i £ Eﬁ E=
I EIS =2
“, é—_u'lé -'5
= SES |z
ok EFST1 L
C sE5le2
\u? e .;-_5'*.‘5_5'
w—O gi-ﬁ £
1% B 1= ne
- Sy RAFPE
o .
ES 33 45
(55 ="T=..h§ S&
\-..-_-& -é‘izm.__&
] = a =
9 = ‘§a§ g“i'
— - ] . 3
NI BF. 124
ec 2 F52 €2
w = 2 b=
s TS ' B
.- Em_"‘\q,g_‘.
T ‘gig 8
“ = 2 E"
= £i5/38
S ‘tg%“fﬂ.f{
34z |2¢
\ RN EE
EE‘\E
E
. E--gg &
X - Loex |x
“ /N E'EEE“E
. §TE
HET-E-\
\\. \\ \’iE_E >
i
o"E&
~\ “‘g; N

UNXNITHY)

Tel: 01920 B22890 Feu: 01920 BI2892
E-moil: sales( @ vaityoudio.couk web: www.inityaudio.couuk



www.americanradiohistory.com

Letters

The 96kHz debate

ON THE SUBJECT of pseudoscience
(Spotlight on 24-96". Studio Sound. February
1998) can | point out 10 Mr Wukinson and
anv readers he's mislead that the interdepen
dency of time and frequency resolution
p102) has nothing whatever 10 do with
Heisenberg's Uncertainty Principle. grand as
they may sound

For those who have forgotien or never studied
basic quantum mechanics, what Heisenberg
postulated was that it is not possible simulta-
neously 1o determine the position and velocity
(or related property) of a material particle with
arbitrary accuracy. The relationship between
time and frequency resolution, although anal
ogous, is not even a quantum mechanical
problem otherwise Fourier would not have
been able o state the basic principles in the
carly 19th Cenwry. 1t is also inadvisable 10
refer 1o Q factor in relation to critical bands
and the basilar membrane (Fig.2) since 10 engi
neers that immediitely suggests resonance. In
fact the trequency dependent displacement of
the basilar membrane is o travelling wave, not
1 standing wave, phenomenon

Readers interesied 1o test Mr Watkinson's
contentions about the significance of ultrason
ic frequencies 1o human hearing and the gen-
eration of ultrasonic components by musical
instruments may care to read the following:

Oolashi et al. *High-Frequency  Sound
Above the Audible Ringe Aftects Brain Electric
Activity and  Sound  Perception’.  Audio
Lngincering Socicty Preprint No 3207 (91t
Convention. New York)

Lenhardt ef al., ‘Human Ultrasonic Speech
Perception’. Science. July 1991 p82

Bovk. |. There's Lite Above 20 Kiloheriz!
A Survey of Musical Instrument Spectia (0
102:4kHz". obtainable from www.cco.caltech
edu ~boyk
Keith Howard, London

Dear John
I ALWAY'S READ vour articles in Stitddio Sownd
and 1 most often find myself in agreement with
vour views. [tis still the case after reading vour
‘Spotlight on 24-96'; however, there are a couple
of points that | require comment

You suie. . young person might judge
25kHz 10 be 19kHz, whereas an older person
might judge it 1o be 16kHz. Because of this vari
ability. there is no useful information at these
high frequencies’. In my opinion Gind Professor
Zwicker's. founder of psychoacoustics. and his
followers). it is correct 1o say that there is no
useful pitch information, but there is undoubt
edly energy and transients which are funda
mental to the perception of thythm, which is an
integral pant of music. on one hand. and on the
other hand 10 the overall sense of brightness.
Your wording nuiy induce some in believing
that this information is not refevant and may us
well be discarded. which, | understand. is cer
tainly not vour opinion

Also, It the human ear really did respond
instruments would have evolved 1o excie that
response.” In fact, these instruments do exist,
they are called cvmbals. triangle, mbourine

10

and so on. Again. thev don't produce a specit
ic pitch but rather a large spectrum and it is
quile interesting 10 note that musical instru
ments have evolved in pure conformity with
the findings of psychoucoustics. The pitch dis-
crimination of the human ear is very poor at
high and low frequencies: in consequence per-
cussion instrumients such as hass drum and
cvmbals are used. which exhibit both wide tre-
quency spectra. QED

lhese are minor criticisms on an article that
I have enjoved reading and on the contents of
which | tully agree, in particular when you
mention that if it sounds better at 90k. it is
because the 48Kk implementation was  not
good. it is the conclusion of many DSP engi
neers. who have decided 10 process at 96k
because the implementation of algorithms is
much easier as the warp effect is significantl
furthered. thus reducing the need 10 ‘tweak
processing of high frequencies.

Keep all the good fun and wit
Jean Luc Moncel, SCV France

I'VE JUST READ John Watkinson's article on
the merits of further development of digital
audio technology. and must say that this com-
mentary hardly belongs under the heading
lechnology; though Editorial, Opinion. or Bias
(perhaps even "Open Mic) would all work

Among the numerous problems | have with
this article. let me mention a few. First, the
point that ‘one hears that the laws of physics
are temporarily suspended 1o allow the latest
theory 1o hold water' is well-made. The
author's later conclusions, however, are not
based on laws of physics. but rather on “evo-
futionary - survival  advantage’'—a  pseudo-
science’ it there ever was one. Webster's defi
nition of the scientific method is as follows
Principles and procedures for the systematic
pursuit of knowledge involving the recogni
tion and formulation of a problem, the collec-
tion of data through observation and experi
ment, and the formulation and testing of
hypotheses’. (See www.m-w.com/netdict.him)
As evervone knows, neither evolution nor
Noalv's Ark may be recreated in the laborato-
1y so this is hardly appropriate 10 a scientific
discussion in your magazine

Next. the author is caretul 10 point out the
physical limitations of the car as a basis for
pointing out the needlessness of any new dig
ital systems. This, also, is not physics but phys-
ologv. which while a4 science is also a liule
understood one. For all of our physiological
knowledge, most of the function of the human
boddy is still a mystery to doctors

Finally, the author concludes that “even if a
ditference can be heard...” Puuning physics,
pseudoscience.  physiology and  speculation
aside, it can be proven in a laboratorv (listen-

ing tesis) that humans can perceive
difterence  between 44 1kHz 16-bit audi
and 96kHz 24-bit audio (not 10 mention

192kHz: 24-bit audio). Fll even wager that
Mr Watkinson can hear the difference—that's
my ideua of science!

Paul Griffith, Technical University of
Gdansk, Sound Engineering Department

www americanradiohistorv com

t.c. electronic

ULTIMATE SOUND MAGHINES

International Head Office
Sindalsvej 34, 8240 Risskov, Denmark
Phone:(+45) 86 21 75 99
Fax:(+45) 86 21 75 98

E-mail: info@tcelectronic.com

htep:/fwww.tc

GERMANY: TC Elect

U.S.A.: TC Electronic Inc., (805) 373 1828
ASIA: TC Electronic Asia, (+813) 5456 4071

ARGENTINA
AUSTRALIA
AUSTRIA
BELGIUM
BRAZIL

BULGARIA:
CANADA:

CHILE:

CHINA:

CYPRUS:

CZECH REPUBLIC:
ESTONIA:

FINLAND

FRANCE:
GREECE:
HOLLAND:
HONG KONG:
HUNGARY:
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electronic.com

ronic GmbH, 5310 8399
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2160117
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: 11604 8339
52 600 172
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22312356

02 191 3660
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455 622 591/6
6418 006
:5123 530
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302 414 500
02 191 3660
22 328 990
588 5010

22 633 5450
21 829 2202

ISRAEL: 3 562 2361

ITALY:
JAPAN:

LATVIA:
LITHUANIA:
LEBANON:
MALTA:

NEW ZEALAND:
NORWAY:
PHILIPPINES:
POLAND:
PORTUGAL:
RUSSIA:
SINGAPORE:
SLOVAKIA:
SOUTH AFRICA:

51 766 648
(03) 5456-4071
2 296828
722 3288

1 581188
554195

09 279 7206
22710710
819 1243

58 5104 70

| 4754 348
503 956 1826
748 9333
7214051

11 482 4470

SOUTH KOREA: 02 565 3565

SPAIN:
SWEDEN:
SWITZERLAND:
TAIWAN:

THAILAND:

TURKEY
U.AE
UK

335177 62
46 320 370
56 450 2170
27192388
223695119
23732722
940 9700
:212 224 3201
14 626683
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¢4 BIT AD/0R CONVERSION

THE ULTIMATE
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& STEREO/DUAL MONO MIC PREAMP & 48/96 KHZ INTERNAL DYNAMICS PROCESSIN( & 24 BT DA CONVERTERS

& TRUE 48V PHANTOM POWER & EXPANDER/GATE & AES/EBU

& 24 pT AD CONVERTERS & COMPRESSORS & S/PDIF

& Lo Curt FILTER & EQs & ADAT

& SOFT LIMITER & De-esser/Dynamic EQ & ANALOG XLR

& AES/EBU & DRG™ DIGITAL RADIANCE GENERATOR & Simultaneous Analog and Digital Outputs
& S/PDIF &  MICROPHONE TIME ALIGNMENT DELAY

& ADAT™ & M/S ENCODING/DECODING

RECALL THE MAGIC: VERSATILE FACTORY PRESETS AND CUSTOM USER BANKS ENABLE YOU TO SAVE THE EXACT
SETTINGS FROM YOUR FAVORITE RECORDINGS AND RECALL THEM AT WILL, SAVING YOU HOURS OF WORK IN THE STUDIO
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ULTIMATE SOULUIND MACHHNIES
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% Alesis XT20

If upgrading the ADAT was a logical move for Alesis, challenging the DA-88's acceptance in postproduction
circles was something more. Dave Foister looks at longer words and extended features

ORMAT WARS are not supposed 10 be
like this. Alesis ¢ Tascam should have
been either a long-drawn-out war of
attrition or ut bloodbath. but instead the two
sides settled quickly and comfortably into their
respective territories. Rarely have two such
similar systems managed o achieve a peacetul
co-existence. and this came about largely
because, broadly. DTRS became the choice of
the professional Facility while ADAT won the
battle for the home studio market
It has to be said. though. that this was not
what Alesis originally had in- mind. And
despite ADATS undoubted  suceess, it was
inevitable that moves would be made 1o push
it turther up-market. The Fostex ADAT was a
bit oo low-key 1o help. but eventually the
ADAT XT appeared. addressing openly the
arcis where ADAT was perceived 1o he dess of
a serious contender than DTRS, Now Alesis
has taken the fight to Tascam by giving the
format 20-bit capability, making the XT20 the
first tape-based MDA 1o g0 bevond 16 bits
without third-pany assistance
Externally the new machine is identical o
the XT apart from a few details of printing, but
since the NT itselt seems 1o have passed many
people by it is. perhaps, worth looking again
at what made it such o significant step for-
ward. 1t can not be denied that by teday's
standards, i image counts for anvthing, then
ADATS presentation needed some attention
The original machine looked and felt like o bit
ol lightweighe: plasticky and basic, it gave
the impression that cosmeties had been saeri
ficed in the interests of a price point. The XT

SIW=L

got the full reatment, with decent stvling, bet-
ter finish and enough extia buttons and dis
plavs to make it clear that it coukd do more by
itself. And this was perhaps the kev: a stand-
alone ADAT had considerably fewer facilities
than o stan and was more
reliznt on the addition of @ system controller
for anvthing more than hasic tunctions. The
Big Remote Control (BRC) in fact adds more
operational niceties than Tascam's equivalent,
but without it ADAT barely made it as a
machine to do o serious session on. fargely
because of its cludgy ansport and its short-
age of locators, The original two plus a zero
were increased on the X1 1o 10, enough 1o
cope with a typical song and 1o provide a cou
ple of extra features. Specific locators are used
for looping and punching: 1 and + define a
section o be looped while 2 and 3 set auto
punch-in and punch-out points. for which
there is arehearsal function

The XT ofters a genuine choice of sample
rates, rather than the original varispeed
workaround. jnd the rate for o given tape

-+ EKHZ or aSkHz—muast be decided when
formatting it. as on the DASS. A limited
amount of varispeed s also avaikible, cali-
brated in terms of pitch and giving +100 10
300 cents at i8KHz £200 cents at etk z
Delavs tor individual tracks or whole groups
of them are adjustable from the front panel up
to 170ms. and a Track Copy function allows
up to four tracks at o time to be copied digi-
tally within the machine

Along with the look of the machine. the feel
also responded 1o user comments and - gave

www americanradiohistorv com

the XT some of the solidity and responsive-
ness its predecessor Licked. ADATS use of
S-VHS tape has certain physical advantages. in
that the width of tracks and the space oceu-
picd by each bit of data is quite large
todav’s standards. This provides a certain reas-
surance, but brings with it a comparatively
clumsy operation. with much higher masses to
he shifted about when winding and synchro-
nising. This is compounded by the format’s
use of high running speeds s normal video
speed) which means there's even more tape to
wind to get from one place o another. The
resulting refative sluggishness was a kev point
10 be addressed in the XT. and major improve-
ments were mide o the ransport, giving it 2
lightness. spead and directness comparable o
the competition. This should have improved
lockup times in- multiple: machine  scetups.
another drawback on the originals. but as
I only had one machine o deal with 1'mnot
in i position to cheek.

HE REAR panel ditched the b -inch jacks

in favour of phonos. a retrograde step in

my view in terms ot both the quality of
the connectors and the compatibility with the
carlier machines. At o stroke it ensured that
the XT was not a plug-in replacement for the
original in 1 studio using the unbalanced
-10dB - interfacing, which probably accounts
for most of them given ADAT's particular areas
of high penetration. Balanced +4d13 inputs and
outputs remitin on i single EDAC, o useful and
rugged cost-saver for permanent installation
but & nuisance for o reviewer—ever tried

May 1998 Studio Sound
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hiring or borrowing an ADAT tlail with
B-gauge jacks on the end? strangely. both sets
of anmalogue connections are adtive ull the
time. 0 good idea as far as output s con-
cerned. but, perhaps, not ideal on the input
side. Tascams switch the bakanced - 25-pin
D-connectors out when phono plugs are
inserted, which, Tam told. can give problems
when the switches get tired but otherwise pre-
vent any risk of two sources appearing,
together on a bus never intended for mixing

The other connedtions reniin the same as
on the original. with 9-pin
D-connectors for svne in and
out. and two U -inch jacks for
simple remote operation inchud
ing the use of the file remote
kevpad. which as before is sup-
plicd as standard. This - ofters
basic  tmsport control - and

locators. The Y-pins have the Tels
stme svne implementation as
before, making the XT equally
compatblé with other &
and the BRC Besides this there are optical
connectors for the ADAT multichannel digital
signal. the format which has begun 1o estab-
lish itself as something of a standard becaase
of its convenience and small size

Like AES-EBU, the ADAT digital format sup-
ports word lengths Tonger than 16 bits, which
means it can happilv emain on the new
machine. As the name implies, the NXT20 not
onlv has high-bit convertors, 1 common
enough feature even on 160-bit DAT. but can
now record 20 bits on tupe. a Ladlity previ-
ously only available on MO and hard-disk
recorders in this market. OF course, various
devices exist to interface with tape ntultitracks,
from companies as diverse as des and
Deawmer. to put long digital words on Tascam
machines. but abwavs by splitting them across
tracks. Three or four tracks may be required
for a stereo signal. bringing the available num
ber down from the expected cight. This is not
a problem tor the kind of classical work where
the dCS svstem, for instance, has found favour,
as this is generally straight o stereo anvway
and it wouldnt matter it all eight tracks got
used up tor two signals, For conventional mul-
titrack work, on the other hand. this compro-
mise  undermines the usefulness of  the
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Alesis Studio Electronics
1633 26th Street, Santa
Manica, CA 90404, US
Tel: +1 310 558 4530,
Fax:1 310 836 9192
access o the four important  UKs Sound Technology
w4 1462 480000, Full
Fax: +44 1462 480800

machine, particularly it it is o
be used on it own and not as
part of o multi-machine systen,

I'his then s the breakthrough
on the XT20. retaining the full
functionality of the ADAT con
cept but with real 20-hit record
ing on cach track—no  data
compression or other tricks but
a resolution thar until recently
would have been regarded as
oo much o expect from this
kind of tormat. Like the sample
rate. the word length Tas 10 be
decided before work starts and
i~ embedded in the formatting
of the tape. Fhis means that vou
can’t put 20-bit overdubs on o
an existing 10-bit tape. although
a complete 20-bit tape could be
run in osvne with o 16-hit
machine for critical overdubs.,
For new  projects, however, there doesn't
appear to be any trade-oft in- setting up 1o
work 20-bit throughout. Of course there must
be: since the running time on e given size of
tape remains the same. the date must be
packed more densely on the tape in order 1o
accommaodiate the extra bits, but as already
mentioned the density of the original fornuat is
very low, leaving plenty of room for this kind
of expansion. Alesis gives 1 cogent explana
tion z1s 1o why 20 bits may he regarded as near
the reat-world limit of the connected analogue
acar. but i, despite this. vou
feel vou desperately need 24
bits. the atorementioned type of
technique can be used o
achieve 2+-bit recording using
taccording o the manuahy the
Rane PAQRAT or the ubiquitous
Yamaha 02R 1o split the bits
across multiple tracks
copving  facilities
between machines are available
as before. with the BRC capable
of routeing various  combina
tions of tracks Detween multiple nuchines
since the optical fibre link carries o format
capable of ransmitting cight 24-bit signals
there s, again, plenty of room for the new
word length—one up 1o Alesis for making an
affordable: convenient format ~o future-proot
when its capabilities could have been pared 1o
the bone on the grounds of cconony

e increasing number of computer cards
convertors and mixers capable of interfacing
directly with the ADAT format. notbly the
various components of the Korg SoundLink

svystem. makes this new increased: resolution
very portable, given software and DSP capable
of handling it. There may be situations where
the destination is limited 1o 10 bits, and the
NT20 takes care of this with a choice of meth-
ods of reducing the recorded resolution. On
the one hand. it ofters dithering down o 16
bits. while on the other it is prepared to sim-
ply chop the Tast four off. on the basis that
using truncated words and dithering Tater in
the process may be preterable 1o dithering
here and doing it again luer on,

I was very favourably impressed by the
NT20 on several counts. T osaw the original
ADAT very carly on. when the whole idea of
digital multitrack for less than six figures was
big news. and it had the same impact on me as
on most: that impact faded o livde as we got
more blasé about the idea and Alesis had com
pany in the market. The XT revamp makes
major strides in making up the lost ground.
creating a machine that's comfortable 1o work
with. does much more of what's wanted. and
feels more ar home in o protessional environ:
ment. The 20-bit capability of the XT20 puts
Alesis™ nose back in front in one important
areit. although it surely won't be tor long

sonically too, the results are impressive
The sound is smooth and effortless, with the
only slight shortcoming being a possible Tack
of warmth in the lower middle—too subtle 1o
he significant but 1 felt sure it was there, The
low level performance is exeellent. with the
extra air and space that come with more than
10 bits. A ~triking example was 1 moment
when 1 eft the machine recording while play
ing something clse back. which was audible
only on ans on the floor of the studio. The
resulting signal was almost too low to register.
but cranking the monitors up showed it to be
clear and precise, with any noise sitting below
that of the open microphone and the monitor-
ing svsen

The NXT20 has the potential o introduce
MDA to more specialised areas than have cur
rently embraced it [ would like, given time, 1o
ke it out on location for classical concert
recording. particukurly o record SoundFiekd
B-Format signals: not only would T feel at case
with it on the road. but it would fulfil the
requirements of being an order of magnitude
beter than the final mixed DAT in o way not
previousiy possible on this kind of machine
In other fiekds Tascam may be ~o well
entrenched as 1o make it hard even tor the
NT20 1o make an impression. but it could
open things up in an intriguing wav. Not only
has ADAT come of age: its moving us on (o
the next generation.
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TASCAM

A impact ' | production tools

TASCAM’S complete range of MD professional recorders offers
a breadth of low cost, d i g i t a L production

nd playout capabilities for broadcast, newsroom, theatre,

SR and installation sound applications.

RC-801/RC-8

B
A‘
X
b
]
"

full tunction and transport o :
function remote control units for MD o= 564
series recorders. 3 o MD digital multitrack
MD-501 recorder and mixer
MD-801R * random access recording, editing (divide, erase, move and with proprietary high
* proprietary high speed transport gives 5 x track search, 4x combine} and playout e XLR balanced analog i/os speed transport
track star access speed and INSERT capability e low cost, non- 3 digital inputs and optical digital output e digital input level * 4 track digital recording destructive track ‘bounce’, and
destructive, programmable random access digital editing adjustment e Fader or Event start port for play/stop contrc editing capabilities * balanced XLR inputs: effects sends, cue
* balanced analogue and digital i/os; + 9.9° from console/ automation system e Auto Ready and Program and monitor outputs e individual track outputs and analogue
wide-pitch control; instant cue replay Play modes for On-Air applications and digital stereo outputs
MD-801P MD-301
* playback and editing only version o fow cost version of MD-501 with unbalanced 1/0s, 2 digital ins and 1 digital out

TASCAM 5 Marlin House, The Croxley Centre, Watford, Herts, WDi 8YA. Brochure Hotline 01923 819630
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SSL Axiom-MT

Amsterdam’s AES Convention will witness the introduction of SSL's long-awaited
digital mixing console. Zenon Schoepe goes in for an exciusive preview

AVING COVERED pretty much all the

areas of broadeast and postproduction

that could see benefit in digital tech-
nology. it was inevitable that SSL would finally
have to face up 1o the challenge of presenting
a digital alernative 1o its market leading ana-
logue music desks. T have seen it visitors 1o
the Amsterdam AES this month will see it. it
will ship in October. and it is called the
Axiom-MT.

An outline of what is being oftfered should
set the scene. The MT can run to 96 in-line
channels (192 automated mix inputs) plus
12 stereo effects returns to the centre section,
It has 48 multitrack, 12 aux, and 12 main mix
buses and each strip has access to +-hand fully
parametric EQ with high and tow filters and a
separate compressor-limiter and expander-
gate section. Automation is fully dvnamic and
snapshot with 5.1 capability.

However, most significantly ot all. the
Axiom-MT looks from even a few paces like a
generic SSL analogue desk—bits of the look of
4 9000 and a 4000—with hays of 8 channels
loaded with in-line long and short motorised
fader-equipped  strips filled to brimming with
pots and switches. It really does not look like
the popularly accepted picture of a digitl
desk. There is predictably some familial
resemblance to the Axiom, but the MT pips it
substantially on knobs per strip. Dimension-
ally the MT is identical to the 9000, it actually
uses its frame like the Axiom does.

We are looking at yet another manifestation
of the original core Axiom technology that
started the whole  A-Series thing  rolling:
although it has to be said that this is probably
the furthest out from the centre thar the tech-
nology has been taken as the demands of the
music mixing fraternity were seen 1o be spe-
cific and unique.

SsL stresses that the MT does not replace
anything and does not signal the rapid aban-
donment of SSU's analogue desk interests. SSL
want us 1o see the MT as an accompaniment

10 its analogue desks as the new digital board
is deseribed as a mixing product rather than a
tracking desk. The later function remains in
the tap of the SLY000 which is the company’s
answer 1o the requirentent for 90kHz capabil-
ity: although it could in effect be any other
high grade analogue bouard. If readers cast
their minds back some vears they may remem-
ber rumours of SSL ARC (Analogue Recording
Console) which while it never materialised
was at least conceptualised as being part of a
duo for analogue recording and digital mixing.
It is also worth recalling that the 9000 and the
Axiom were announced simultaneously and
very looselv packaged along these lines even
though the Axiom never had the blatant music
production slant that the MT has.

This time it thinks it really has hit the
mark—analogue tracking hoards for capturing
the source material in wide bandwidth on 1o
the chosen medium. Thereafter the MT fixes it
into digital with all the benefits of dynamically
awtonnated mixing.

The announcement of a digital music desk
from SSL has been something that has been
expected. vet the recent concentrated focus on
broadcast and post made some believe that
such a board would not necessarily: emerge,
particularly as SSL was keen to play down the
appropriateness of such a product. 8o what
has changed? In o word DVD. With the certain
remastering of music for the new formatts) the
majority of the workload will be at the remix-
ing stage where a digital music console makes
alot of sense and one of the MT's primary fea-
tures is its ability to pan in 5.1 and other sur-
round formats from large and small faders.

As far as the interface goes vou can either
go for a physical channel strip per in-line path
or vou can go for a smaller frame and employ
another laver accessed by single buttons in the
centre section, per bay or locally on each strip.
It is important to remember that “lavering” as a
concept was originally decried by SSLin s
digital desks, whereas AMS Neve and others

adopted it with vigour. SSL then introduced
‘banking’ 10 the Axiom. but now frecly refers
to its desk'’s use of lavers.

The 12U processor rack comes with four
Highway ports each of which can split out 10
a range of 1-0. such as 72 mic inputs, an ana-
logue RIO with 48 16 or 20-bit -0, a digital
RIO with 96 1-Os, and an SDIF2 1o Highway
convertor. Or you can opt for the Hub router
and access 24 Highway ports. This arrange-
ment within the MT negates the need for a
patchbay as vou can control your routeing
from the desk once eventhing is connected
up and labelled within the system. DiskTrack
will be a future option (the desk T saw was
running DiskTrack). but it is clear that the
company is keen. in the first instance. to pro-
mote the message that this desk can go in zny-
where and interface to anvthing.

The strip itself is neither 4 9000 or a 4000
direet lift: although it is close enough for jazz
and familiarity with short and long fader paths.
an aux section, EQ section. separately split-
table filters. a dvnamics section with gate and
compressor, and gain. It is extremely impor-
tant to note that this is the processing available
per strip not per signal path in a strip and has
to be divided between the two. just like on the
analogue. 1 do not have a problem with this.

The desk is status-driven from traditional
record. replay, and mix modes. Each bay has
a routeing tile at the top for assigning what
comes in to the strips as named source groups.
Thus where vou route is where vou would
expect to find it at the top. However. there is
a spare assignable routeing tile placed in the
centre section that permits some of the more
mundane work associated with i session to be
performed while sitting. You can also load EQ
and dvnamics presets from here across: the
whole desk. Bay swapping. as on the Axiom,
can be used to move bays closer to the oper-
ator for adjustment, Additionally, vou can
create bays of stereo channels.

The EQ has high and low-pass fil- >>>>>
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<<<<e [ers.accessed trom one pot. but use:
fully indicated by an associated display. while
the 4-band fully parametric FQ has two pots
per bund—Q is assigned 10 the upper control
o the press of a switch. These bands are fre-
quency imited. just like the analogue, and not
20-20 arrangements. M1 sports new cards that
ou will not find in the Axiom. The dyviamics
ofter a compressor-limiter and a noise gate per
strip via four controls which are switched
between for the separate functions.  The
desk's dviamics use twice the processing
cemploved in the Axiom

Each strip has an external switchable insert
with the allocation of patching controlled from
the monitor

here are 12 aux sends aceessible from the
long and short faders, but adjusted from six
controls with each switchable for pre-post and
groupable tor stereo. Additionally. any send
can be tloated off the aux buses and sent 1o
any of the 48 multitrack buses,

In all instances vou get a numerical read
out of the control you are tuming simultane
usly in displavs at the top and botom of the
stiip. The built-in- monitor will also track
adjustments: made with muliiband  numerical
read-outs superimposed over an FQ curve in
the case of the EQ. and a graph in the case of
the dynamics. However, the design is such
that in reality vou will only need 1o resort 1o

16

the screen for the patching. and the finer
points of the autonution. as the amount of
desk visual feedback is enormous

The continuous rotary controls have display
rings around them dae minue the pointer on
an ordinary pot cap and the FQ. for example.
is even panel legended. You can copy section
settings across strips and draw FQs and
dynamic settings from o preset librany. There
are no onboard eftects

Two pan controls alter LR and tront-back
panning and can be switched between shon
and long faders with the fornats dictated by the
selected surround mode in-cach bay's output
assigniment routeing tile at the wop of the strips.

The centie covers traditional  monitoring
functions. master compressor (inked 3.1 capa
bility possible). tader. levels. comms and solo
External sources can e 6-channel with selec
table large and small surround lowdspeaker
systems. A simall sereen with associated rotany
controliers and cut and AFL push buttons are
switch selected to perform the function of aux
masters, eftects returns, Toldback. and groups
Motion control takes in one parallel port or
four serial ports

The awomation is fully dyvaamic tor all desk
functions with snapshots and is effectively a
new  svstem oriented  towards . music, but
retiins terms like snap. autotakeover, auto-
glide. and mach and play. You can >>>>>
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Andy Jackson - Pink Floyd
Sound engineer) - “All the lead
vocals on the “Division Bell”
atburm mix were run through the
£Q-1 and the new EQ-¢ 5
probadly the best ali-round EQ
Ive ever used

Chris Fogel

Engineer - Alanis Morssette,
1 was amazed ot what the (-1
cid for the track. The bottom
end was warm and solid and the
righ end was clear and open.

cool on the outside,
warm on the inside

>

L Audio Vailve 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. Yocals
simply sound better, clearer and more ‘human’
with TL Audio valve compression. Drums and
percussion have more attack and more impact
with TL Audio 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
professionals, packaged it in

enclosures oozing style and

Chris Porter (Producer
Take That) - “| bought one
of the first EQ-1s and I've
enjoyed using it Immensely.
it gives a unique quality to
the vocals in particular -
Take That's ‘Back For Good"
is a typical example of the
EQ-1 adding depth and
presence to a vocal track.”

presence, and combined it
with an ultra-affordable
price tag.

There are simply no better
sounding or better value
valve signal processors.

Worldwide distribution:

Tony Larking Professional Sales Ltd.
Letchworth, $G6 - 1AN (UK)

Tel: +44 (0)1462 490600

Fax: +44 (0)1462 490700

Web: http:/www.tlaudio.co.uk
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SASCOM
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Canada & USA: SASCOM DIRECT
Tel: +1 905 - 827 9740

Fax: +1 905 - 469 1129

Web: http://www.sascom.com

[3 Germany: S.E.A.
Tel: +49 5903 93 880
== Fax: +49 5903 1463

France: Music Business
Tel: +33 1 43 38 1595
Fax: +33 143387079
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Perfect
CD-R
Copies?

o from DAT Tape?
e from Master CD’s?
e from Stored Data?
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The MediaFORM
CD4600 CD-R
Duplicator
provides an
instant solution
for all your CD-R
duplication
requirements.
Whether you
require CD-R’s
from existing DAT
tapes, master CD’s
or images stored
on your PC’s hard
drive, the CD4600
enables you to
produce up to 20
perfect CD-R’s per
hour, time after
time - all at the
touch of a button.
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...for further information or details
of our free evaluation, contact us on
+44 1256 681186. .

It's DAT Easy!
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<<<<< choose 1o wrile in absolute or trim and
the routines of join and revise and all replay
are supported which SSLanalogue users will
be familiar with. The depth of the automation
can be specified so if you want 1o break vour-
self in with just faders and mutes with the rest
manual then you can. One of the great feel-
good factor that ¢ngineers have about SSLs s
that they become proficient in driving the
automation computer. MT's package. while not
identical 1o anything that has existed before in
the analogue domain, has enough hooks in it
1o at least sound familiar initially. 1t is then up
10 the engineer 10 learn the extra 1o tackle full
dynamic automation. All the controls can be
droppued into write by touch sensing.

lowever, there are several automation
modes that will be more familiar 10 users of
SSL digital post systems. You can. for exam-
ple. run the desk in a Roll-back mode. which
hasically writes every single twitch and press
on the desk. or a Mix Fill mode. The laner
allows EQs. for example, 10 be tweaked and
tuned while listening 10 the mix. but only
remembers the last setting that vou arrive at
and presumably you are happy with. Again,
just like the analogue.

Five mixes can be held ina temporary
butfer for immediate direct comparison on-
the-ly and for permanent storage the mix plus
the routeing. effecs returns and everything
else is stored in a project.

Dynamic automation is augmented by snap-
shots that reset the whole desk in less than a
second. Cuts are frame accurate.

There is o long and shon fader and cut
grouping and the ability to group EQ and pan
controls  plus strip switches for instances
where you would want to perform simultine-
ous multiple aux cuts. for example.

It really is quite a package and a familiar
one at that. Geuing the interface right on iis
digital music mixer is probably more impor-
tant for SSL than anvone else as tailing 10 do
s0 could alienate the generation of engineers
who have grown older while sitting hehind
their analogue ones. The MT manages 10
achieve the halance of incorporating estab-
lished working practices and expectations in
to 1 new board.

Anyone with even a passing acquaintance
with the philosophy of how an SSL works will
grasp the concept of how this digital desk
works without 100 much trouble. 1t looks
largely like an analogue music SSLoand 1o a
point it hehaves like one. Probably the biggest
learning curve resides in o mastering  the
nuances and peculiarities of thought required
to get a grip on tull dvnamic automation.
Every engineer has 1o learn about this at some
stage, but thankfully it is not an immediate
prerequisite for the MT

I am most impressed with the tact that you
do not uctually need 10 bother with the com-
puter monitor 10 get the desk going. Things
happen on a local level and while there are
some dual function controls on the strip. they
are obvious ones.

It is ironic how quickly the concept of
assignability. the superstrip and a handtul of
strip controls gained credibility with digital
desks when in reality it was introduced origi-
nally to allow the same work-surface to be
able to attempt 1o satisfy different applications
and, more pertinently. to keep costs down
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All everybody ever wanted was a digital desk
with an analogue teel and a knob and switch
on the top for every function. This is siill 10
happen, presumably while the slow process
of evolution extends our arm reach to that of
an orang-outan, but at this point
in time the MT gets closer than
the rest

Yes, you can choose to opt for
the smaller work-surtace and the
two lavers, but T have a suspicion
that most would probubly prefer
the visual impact of the fully
expunded versions. Shipping will
start in October. according 1o the
company. for around the price of
an -0 tor 1O 9000 | Series.
Indeed, if you were to think long and hard
about the 1-O side of the MT and identify what
you could live without and go for the smaller.
lavered. surface then it would weigh in signit-
icantly cheaper than a 9000).

SSL, UK.

New York.

Japan.

Tel: +44 1865 842300.
Tel: +1 212 315 1111.
Los Angeles.

Tel: +1 213 463 4444,

Tel: +81 3 5474 1144,

While the MT is not intended 10 compete for
sales with the 9000] on the grounds that the
analogue board outpertorms the digital one
sonically, and because SSL sees the two as
working alongside each other in tracking and
mixing duties, | am not sure that
their customers will necessarily
see it that simply. As a tool for
DVD mixing, absolutely. but [
suspect that the digital moniker
may sway some buvers tonards
the hoard with the intention of
using it as an all-rounder simply
because it will allow them to dit-
ferentiate themselves tfrom their
local compwetition

Either way the Axiom-MT 1s 1
surprisingly logical extension of the A-Series
range and i verv promising atiempt o transter
analogue operability 1o digital for music.

The Capricorn and the Oxford have some
company. 1l
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Wonder

The miraculous DPA 4060 Miniature Microphone tops the
bill in wireless systems for theatre and television. Not only
does the 4060 offer outstanding audio performance
under difficult conditions, it is also extremely
robust in operation. Unique connection adapters
ensure compatibility with a wide vanety of VHF
and UHF systems. A range of sensitivities
encompass the vast majority of applications
where high quality audio, near
invisibility and lightness is required.
Developed from many years of
professional audio experience, the
4060 is just one of the high
quality products from the
renowned 4000 series -
available now from

DPA Microphones.

W00 Microphones from DEA
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Digital Audio Labs V8; Big Block:
MinneTonka MxTrax

The competition for the nonlinear PC-based recorder-editor market becomes progressively
hotter with every new release. Rob James assesses an American contender

FTER AN UNCERTAIN START. there is

now i amazing variety ol choice in

multitrack add-on Digital Audio Work
stations (DAWS) for IBM compatible PC com-
puters. A few short vears ago. the only real
choice was a0 Mae and Digidesign's Sound
fools or Pro Tools. Over the Tast couple of
vears. however. the
personal  computer
market has  become
almost— completely
dominated by the
Intel-Microsoft — axis
Fhe Apple Macintosh
percentage share of
lardware  sales has
dropped  significantly
as the Wintel platform
has  become  more
capable of challeng
ing and arguably beat
ing the Mac on its
home ground of multi-
media. This  has
resulted inaceelerated
hardware and  soft
ware development for
the plauform as devel
go  tor  the
Diggest potential mar
ket. There is now a much larger range of
viable choices for pro-audio use available on
the PC platform than the Mac

One of the early champions of the PC plat-
torm for audio was Digital Audio Labs (DAL
with its CardD and siblings. The subject of this
article. the V8 card. Big Block and MxTrax
softwire from MinneTonka (sic) are the muhi
track oftering from the company. The CardD
family: has established a0 solid reputation s
audio interface cards for the PC. The VS s
atempting to capitalise on this success in the
multi 1-0 plus DSP market.

The V8 card. MDM custom interface for
ADAT and Deuce Coupe stereo interface
arrive in rather givish packaging featuring the
Kind of automotive catoon that will be imme-
diately familiar 1o those who  remember
Coznric Comix. The manual tor the hardware
is similarly adorned

The main VS card is o full-length [SA tvpe
This is o lide unusual these davs and may
ciuse some head seratching over instalkition

{ )IK'I'\

BIG BLOCK

=
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in certaine machines. but should not cause
problems with ATN form Tactor motherboards.
The main reason for the enormous size of the
card is the capacity o aceept two memory
SIMMs (single In-line: Memory Madules) in
acutel angled sockets and up to three daugh-
ter DSP boards that in turn aceept “piggyhack”

L]
(R ]
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memory modules thig fleas have litde fleas
upon their backs to bite em and so ad infini-
fem. There is also a1 40-pin connector for 1SA
bus -0 option cards such as the MDM Cus-
tom interface. A tuither 1-pine connector
allows connection to a0 CardD) Plus which is
another -0 option. The external connection s
one S0-pin miniature 1D V8 bus™ socket and.
despite all these options. the board can hap-
pily co-exist with others immediately adjacent.

HE VS USES two Motorokr 56002 DSPs

and is capable of sustaining @ maximum

of 16 tracks of record or replay. The lim-
iting factor is svstem throughput'. This in wirn
depends onthe 18A bus speed. the application
software overhead and the disk and controller
performance. Equipped with a0 suitable SCSI
intertace and SCSE disk with o spindle speed
of 7.200rpm or beter, the S should be able
o sustiin somewhere between S and
16 simultancous tracks, The V8 supponts
maximum of 16 active inputs and outputs at
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anyoone time. A T00MT Tz or better Pentium
processor and SCS| storage for audio are
strongly recommended by Digital Audio Labs.

Provided there is sutficient physical space
for the card. installation is kept drama-free
with only the 1O memory address s @ con-
figuration issue. The default value of hex 300

amn - be o simply
changed by means of
a DIP switch on the
board it this address
is already in use by
another card or wliat
ever. In fact my card
arrived set 1o hex 240
which was already in
use. Software installa
[ tion—the driver(s) for
| the card is reasonably
straightforward — and
well dealt with in the
manual. There is one
APL driver specific o
applications  written
for the V8 and four
others may he
nstalled o allow
multiple  cards 10
work  with “wave
applications—other
software such sonic Foundn's Sound
Forge. The cateh is. the optional daughter
boards. each containing two further 36002
DSPs Tor EQ and ¢ffects processing will only
work with applications written specifically for
the V8. Any application that DAL considers
suitable will carrv a Gearhead - Approved”
sticker. Meanwhile the only applications
capable of making use of this expensive extra
horsepower are MxTrax from MinneTonka
and a V8 specific version of the estinable
Waves Power Pack plug-ins. For other appli-
cations the V8 hehaves as a0 collection ot
stereo sound 1-O cards. All internal - digital
audio progessing is quoted as 2+4-bit which
does not allow a huge amount of headroom
when equalising.

Software supplied includes a Tachometer
that gives an indication of resource use and
diagnostics 1o reassure vou all s well with
the card

Continuing the auwtomotive metaphor. the
Big Block breakout box is a 2U-high, 19-inch

s
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rackmount unit. The rear panel caries tvo V8
bus connectors, this time of the Centronics
twpe—note though. that the cable used 1o
connect the V8 card o the big box has the
same connectors s one v our of SCSEable.
For all FRnow. it may even ase the same con-
figuration. but T wouldnt like 1o risk it so. if
vour SCSEsystem uses these conneators. label
the cables.

Analogue 1-O is catered for by two rows of
I -inch jacks. Digital O options are 2-chan-
nel: phono sockets Tor SPDIF; and a pair of
TOslink connectors for optical SPDIF compli-
ment NERs for AES-EBU 1-0). The fromt panel
h as XERs for AES-EBU and phonos for SPDIF,
Only one of these five digital interfaces may
he used at any one time. The analogue Chan-
nels 1 and 2 connections are also brought out
1o the Tront panel on jacks. The inputs are
arranged such that inserting a jack into the
front pancl sockets disconnects the rear. but
the front and rear outputs may be used simul-
taneously. A prominent 1o alphanumeric dis-
plav indicates power on with a full stop and
the 1D number assigned 1o the Big Block.

The V8 bus connectors allow several Big
Blocks 10 be daisy-chained 1o enable the
creation of large and complex O sestems.
The Big Blocks are fullv routeable. Other 1-0
options may restrict the total namber of inpuats
and outputs available at any one time. The
A-D convertors are daal fo-bit signia-delta
Gax oversampling tvpes and the D=As are ~im-
ilar 8&x oversampling devices, The quoted sig-
nal 1o noise fgures are unusually: good for
10-bit devices: although no weighting is given.
Levels are selected via the MXTrax software,
+4dBu balanced or -10dBu unhalanced with
rim of +0.3dB -19dB if the +1dBu option is
selected or +0.3dB and -13dB tor the -1dB
option. Annovingly. there appears 1o be no
wav 1o make these selections when using
non-\B-specific software. It would have been
nice o see these options as part of the wave
driver software. There are no separate word-
clock connections on - cither the V8 or Big
Block. Digital syne must, therefore, e cither
internal or sourced from digital input.

HE APPLICATION software supplied for
review is MXTrax from the implaosibly
named MinneTonka software. This is a
VR spedific 16-track recording, editing and
mixing package. The  minimum  system
requirements for this would have been daunt-
ing i couple of vears ago. but seem relatively
mundane now: 100MHZ or better processor.
SCSE hard-disk subsvstem with =.260rpm spin-
dle speed drive, the DAL VR card and wn -0
option plus 21Mb of RAM and @ monitor capi-
ble of at least 860 x 600 resolution.
software installation is straightforward and
uses the standard nstall Wizard, The first step

—after softworrmstathton s o seruprrdetooie

monitor output to allow the wtordal files o be
heard. These provide a painless introduction
to the software and | would strongly advise
taking the time to work through them.

The main sereen is divided into two main
sections—irack displavs at the top and mixer
at the hottom. A splitter bar. that divides the
two arcas, cin be moved with the mouse to
reveal more tracks or more mixer according 1o
the current task.

The transport rangements are fairly con-
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ventional with kevhoard shorteuts supple-
menting the on-sereen buttons, usetul when
mixing, The track display is of the moving-
cursor (vpe, o the sereen redraws when the
cdge is reached. Recording involves first set-
ting up or loading a previoush designed suit-
able wixer in order 1o route and monitor input
signals. With o blnk track display vou will
need 1o add atrack or tracks 1o record into.
The tracks can be named by selecting them
and entering a name. Selecting the ke krm
button on the track display arms the track
ready Tor recording and vou can then record
using the transport controls. The wavetorm
display in individual tracks can be scaled by
+3dB and a single track may be expanded to
fill the widow for viewing fine dewil. The
track display can also he zoomed in time,
Editing is done with cither Regions or Areas.

representation of a1 ladder. Buses can be
freely creaed and one of the pull-down
menu options allows the busing arrangements
10 be reviewed.

The kicorn button on the channel strip per-
forms the same function as the RECORD R
button on the track when the strip s set up as
a track input. The fader awtomation is wel-
come and cleanly executed. Global write will
prohubly be the starting point for most users,
followed by selective updating. There is no
direct provision for saving mix passes. but a
work-around is 1o save the project with a dif-
ferent name.

[ oalso used the hardware with - Sonic
Foundns Sound Forge software that behaved
perdeatly normally asing the V8 hardware and
wave drivers simply tor 1-0.

Other hardware options include the MDM

Custom  Interface For ADAT

LS

which uses another 1SA slot and

1 [n e bt e Smm P W B B
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adds connedtivity for multiple
ADAT machines including digi-
tal audio and machine control.
since there is only one pair of
optical - connectors only - one
machine's audio output can be

aceepted at any one time. The

software allows any connected
machine to be selected and con-
trolled and, of course. several
machines can be run in sy
together in normal ADAT fash-
ion. 1f there are enough Tree
slots in the PC and vour pocket
is deep enough, multiple MDA
Interface cards mav be fited.
daisv-chained together with the

MxTrax from Minnetonka Software

A Region is the complete waveform area on
sereen that corresponds 1o one soundtile. An
Areais o selected portion of the waveform dis-
play in a highlighted track or tracks and can
spun across Regions, The editing is pretty rudi-
mentany: cut. copy and paste with no fades or
crossfades. T am worried though. about the
lack of stereo ek functions, 1Uis oo casy o
move one half of a stereo pair and the only
wivs of getting it back in syne are cither man-
aally or by using Undo which may be highly
inconvenient it other edits luve been per-
formed after the error,

The mixer section has a Components Tool-
box. From here individual Duild-
ing blocks are dragged on 1o the

V8 via i ribbon cable.

The Deuce Coupe is a stereo
analogue and digital board that
will provide separate stereo mastering and
monitoring. For purchasers already in posses-
sion of a DAL CardD) this may be integrated
in o similar wav: although use of any of these
options may reduce the total number of
inputs and outputs depending on the specific
configuration.

In conclusion. the DAL VE svstem s
solid, with a goad sound. if rather unexcit-
ing with the MxTrax software. The interface
is clear and unclutiered and the learning
curve is fairly flat Anvone familiar with
other PC and io packages will quickly find
their way around.

The  available  hardware
options are almost bewildering

mixer et o buaild up complete Digital Audio Labs in their profusion and serve to
mixers. These can be sived in 13705 28th Avenue, partially disguise the high cost
their own right or saved with pro- - Nerth Plymoauth, of a fully configured svstem.

jects. iy suggested - channels

should have a Channel Nanee text

hox at the bottom of the strip fol-

towed hy——tader e —soro—
attosion and krcorn button block and a
i control block. Other blocks in the palete
are an ey with 2 aux send and return con-
trols. various spacers o pretty things ap and.
i vou have the optional DSPcardts) 3-hand
parametric EQ. put and output assignments
are made with pop-up menus attached 1o the
relevant blocks. Pop-up menus also allow
channels 1o be copied. pasted. saved and
inserted or deleted. Each fader black is
cquipped with a meter. the usual graphical
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MM 55441, US.
Tal: +1 612 559 D098,
Fax: +1 612 568 0124,

A lot of ¢ffort has gone into the
hardwire design. bat 1 feel the
lack of softwuare support is a
handicap. The svstem Tooks
expensive in the context of systems released
to the market in the Last few months, well into
one box™ dedicated  hardware  territory,
1 think this downward trend in prices is set o
continue for o while vet. and will further dis-
advantage the VR Unless there is room for
manocuvre in reducing the prices and DAL
can cither fully open the platform o a wider
range of existing software, or persuade other
software authors 1o support it the appeal
would be seem 1o he somewhat limited.
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The Sony family-of'24-bitiproduetst puts-you at today’s leadirfg edge in audio quality.

The OXF-R3 recording &onsole has been designed by audio engineers for audio engineers. The
resulting ergonomic design combines analogue familiarity with digital efficiency, (For example, it
can re-set all of its individual control settings. Instantly.)

Its software=carries our commitment to continuous upgrading. The latest release provides you with
even greater capability in multi-format surround sound mixing.

Yet it all comes at a lower cost than you'd expect. The OXF-R3 console can cost less per channel
than the equivalenf analogue unit. Make the calculation yourself, or simply ask us to do it for you.

No wonder the OXF-R3 is in daily use in major recording facilities worldwidg.

And for applications where space is limited? We've created a ¢dmpact versjon: the OXF-R3 24C.

Sony s a trademark of thesSony Corporation, Japan
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It brihgsall the channel tapability arid functionality of its bigger brother to smaller focations, with-
out compromising its ergonomic design.

At Sony, we offer ydu 24-bit digital quality from end to énd, whether you're récording, mixing or
mastering. ‘From the OQXF-R3 recdrding console to the PCM-3348HR DASH 48-channel recorder
and the PCM-3000 ma¥fer sterec recorder.

lt's just ane examplessf bur cgmmitment to bfoadehing the horizons of whatis possible in audio.

Why not contagt usto o find out more?Or see us at the' AES show on stand F60, Hall.8.

Sony 24-bit:audio. Sound thinking, from Sony.
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Steinberg Cubase
VST plug-in effects

Steinberg’s Virtual Studio Technology incorporates master and mixer
effects into the Cubase multitrack audio environment via a plug-in
architecture. Simon Trask looks at the standard setup

S DESCRIBED in fast month's article on
plug-in audio ctfects for MIDHAudio
sequencers, the computer-based  MIDI
sequencing environment has - expanded  in
recent vears oo incorporate digital audio
recording. 1o the point where sophisticated
multitrack audio sctups complete with virtual
mixer and effects processing capabilities have
become standard features of the market-lead-
ing professional packages
Steinberg’s  Cubase VST MIDI+Aadio
sequencer iy one such package tearrently at
V3.5 available in versions for the Mace and
PC plattorms
The company’s Vinal Studio Technology
provides a multitrack digital audio recording
and mixing environment complete with master
(stereo busy and mixer (channel send-return)
effects that can be slotted into graphical racks
via an open plug-in architecture. Last month's
atticle: provided an overview of the wider
MIDI+Audio plug-ins environment as a pre-
lude 1o more specitic coverage of audio plug
ins in what is o growing area of digital audio
recording. Steinberg’s cross-platform (Mae-PC)
ANT plug-in tormat has atracted  significant
third-party support and established Cubase as
the premiere audio-and-effects package for
MIDI+ Mudio users. making it the logical pack-
age 1o dook at initiallv. Hlowever, as
MIDI+Audio packages may be  unfamiliar
ground here. before we concentrate on the
plug-ins themselves itis worth taking a look at
the general audio capabilities and architecture
of Cubase, and at how plug-ins can be utilised
within the Cubase audio environment
As discussed Last month. Steinberg not only
developed their own VST effect plug-in archi-
tecture, they also published the spec in order
to stimukate a market in thied-pany VST plug-
ins—a decision that has proved well judged.
The top-of-the-range Cubuase Audio X pack-
age also supports Digidesign THM plug-ins tas
does rival Emagics new top-of-the-rnge Logic
Audio Platinum package). but these require
Digidesign hardware. The advantage of VST
plug-ins is that they can run without the need
for add-in boards. Cubase VST technology
running on a PowerMae can utilise native
audio processing o run - all its FQing and
eftecting purely within the computer. while
the Madcs built-in audio connections allow
CD-quality stereo audio input and output as
stundard in conjunction with the Macs Sound
Manager sottware; vou can also record direct
from CD using the computer's buili-in
CD-ROM drive and standard AppleCD Audio
Plaver software
Steinberg's software package abso supports
agrowing number of PCE-hased audio -0
cards v its ASIO CAudio Stream Input-Out-
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puty open udio interface protocol. enabling
more sophisticaited audio 140 options tor
Cubase than the Mac's basic stereo configura-
tion. For instance. Korg's 10-bit 12:12 -0 PCl
board €£399 UK) gives vou 12 inputs and 12
outputs tin cach case eight digital and two
anmalogue—the digital 1-O being via the ADAT
multichannel optical interface).

The Cubase range consists of - Cubase,
Cubase Score and Cubase Audio XT (priced
X329, 81499 and 2019 respectively for Mace and
PC versions alike).

AlE three packages are audio-enabled and
utilise Steinherg's VST echnology, though the
Audio XT package requires that vou use only
Digidesign hardware and  Digidesign's TDM
plug-ins. but also includes o VST version as an
alternative option. Steinberg also market the
entry-level Cabasis AV package (£129), that
has a scaled-down version of VST with cight
stereo audio tracks. Cubase and Cubase Score
can each handle up 1o 32 channels of Mac-
native audio using Steinberg's VST technol-
ogv. while Cubase Audio XT can handle up to
18 audio channels (Mac) or eight audio chan-
nels (PCY using the appropriate Digidesign
hardware.

In the Cubase VST environment, MIDIE and
audio data co-exist in a common graphical
multitrack setting. with individual tracks clas-
sified as cither MIDU or audio tracks. You
assign an audio Track to one or more audio
channels tdiscrete audio data streams), with
of course two channels being used for record-
ing a stereo audio source. For both MIDI and
audio Tracks vou can record into any bar
range. creating @ Part within the Track. You
can then move and copy Parts around within
4 Track or between different Tracks by drag-
ging or Option-dragging the refevant graphi-
atl blocks in the Arrange window. Copving
does not duplicate the audio dati, however;
rather. it creates new Audio Events and asso-
ciated Segments, which essentially are point-
ers into the audio data. As vou record and
edit audio Parts. vou build up a common pool
of Segments for vour Song. available via the
Audio Pool window. You can then drag Seg-
ments into Cubase’s Arrange. Audio Editor
and Wave Editor windows, automatically cre-
ating a new Part complete with Audio Tvent
and Segment information.

An on-screen virtual mixing desk (the Mon-
ftor window) provides facder. pan. solo, mute
and input channel controls for cach channel
strip. together with X and 1o buttons which
callup o combined Effects and EQ window for
the channel when clicked on with the mouse,
Each audio channel has its own input on the
mixer. s0 of course any Trackes) assigned 1o a
channel will automatically: be routed through
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channel. with an enable ox-orr button for
cach band; the actual total number of huands
vou aan use will depend on the processing
power of vour computer. though.

Y CLICKING on the wwiit button in the
upper left of the Monitor window vou
can enable a special Audio Mix Track
and record an automated mixdown using the
fader. pan. mute, solo. FX and EQ scttings.
Plavhack of the mix is enabled by clicking on
the Reap button. You can record into any bar
range. loop the range, and overdub as nany
times as vou need 1o in order to build up a full
mix. Its also possible 1o build up multiple
mixer Tracks, one tor cach channel. so that
vou can mute and delete mixes for individual
channels. All mixer settings can also be edited
numerically or graphically per channel in List
Edit mode. Multiple audio Tracks, including
the audio results of all enabled automated mix
settings, can be hounced down onto a new
mono or stereo Track in order o free channels
for new recordings. 1o turn a stereo track into
a mono track. or simply 1o ix” the autonted
mix of a track into the audio data
Cubase VST has two virtual effects racks,
one labelled Effects and the other Master
Etftects. Fach rack can hold up to four ¢ftects.
which vou sclect from a pool” of effects
plug-ins stored in the VstPluglns folder
within the main Cubase VST folder. Cubuse
comes with several plug-ins as standard: oth-
ers are available either free from the Internet
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the relevant channel strip. You can enable up
1o four bands of built-in parametric FQ per
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(go 1o Steinbergs Web site at wwwsiein-
berg.de english, index.himl as a starting
point) or as commercial packages from the
likes of Prosoniq. Waves. and Steinberg
Spectral Design. To add new plug-ins. you
simply install or drag them into the VsiPlug
Ins tolder. Plug-ins can also have eff folders.
which go in the VstPluglns tolder: these each
conttin individual eftects Programs and
Program Bank which can be loaded into the
effects processors via the rie button on the
processor's front panel. giving vou a ready
made collection of cffects settings

Within the program. vou select the Eftects
and Master Effects windows trom the Audio
menu. Each window has four slots’. with
parameter field initially Labelled “No effect in
each slot. Click on this field within a slot and
4 drop-down menu presents

vou with a list of uall the
citects in the  VstPlugins
tolder. When you sclect an

cffect from the list. a graphical
tront panel appears in the
slot: you then have to wrn the
effect on by clicking on the graphical Power
button. that lights up the front panels visual
display. You cuan actully assign the same
plug-in to multiple rack slots 10 give you sev
eral completely independent processors. For
instance. you could assign the Choirus plug-
in 1o all four Fttect rack slots, assign o difter
ent Program 1o cach processor, and then
enable all four eftect sends for o particular
channel. In this way vou can readilv create
compaosite’ effects. though of course at the
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Steinberg, Eiffestrasse 596,
20537 Hamburg, Germany.
Tel: +49 40 210 330.

Fax: +49 40 211 598

= o
£oiC  program

Rack Xpai

B4 1e6
expense of being able 1o use o variety of
plug-ins

Selecting and editing Ettect and Master
Eltect Programs is wondertully straighttorward
and intuitive. You can select difterent Pro-
grams and make changes 10 any parameters
live and hear the results in context—and also
vou can record Wl changes. including send
and cftect levels. as part of an audio mix.
overdubbing in loop mode as necessary. The
immediacy of having all these effeas grouped
together in front of vou on-screen. under your
‘mouse hand'. is impressive.

There are two types of front panel: Internal
and Rack Xpander. Internal eftects allow pro-
gram selection and all editing to be done from
the graphical front panel using page and par:
meter buttons ard a value dial

Rack Xpander ettects have
a standard intertace of Pro-
gram and Edit buttons

fn this case. clicking on the
Eoir button calls up a sepa
rite window on screen: the
design ot the editing intertace
in this window is completely up to the plug
in developer. Onee vou have edited  the
selected Program. vou simply click in the
window’s close box in the usual manner 1o
get rid ot it

Cubase comes with the following etfects
plug-ins as standard: Choirus. Choirus2
Espacial'. Externalizer. Fuzz. Panner. Sco-
pion. Stereo Feho, Tun-a, Wizard. and Wun-
derverb3. There are also three eft tolders
Choirus.ett. Espacialeff. and Speciral Design

www americanradiohistorv com

Plugs.ett. Choirus and Choirus 2 are versatile
chorus-flanger-phaser processors which can
generite some pleasingly  smooth. rich
sounding eftects. You get 32 program memo
ries. with time (measured in samples). width
LFO frequency. feedback amount. teedback
balance. glimmer. and output level parame
ters. Espacial’ is a versadile it not particularly
rich or smooth reverh processor that can be
used as w Mixer Ettect, with atotal of 64 pro-
gram menories and size. width, time, ER
start, ER width. ER gain. ER decav. ER output
and output level parameters. The Externalizer
is o Master Eftect designed 10 give 1 more
spatial sound tor headphone monitoring by
credting the crosstalk’. frequency and delay
characteristics that come with listening 1o
external speakers: in practice | found it 10 be
@ subtle ver pleasant ettect. Fuzz s a lide
Electro Fuzz “footpedal” Mixer Effect with 1¢
Programs and boost. cliphack and volume
knobs—simplicity itself 10 use. and great tor
creating cruddy sounds—while Panner s
simple et versatile and eftective awto pan
module. available tor the Mixer Effects rack
only. with 16 programs and LFO Frequenc
Width. Wavetorm (sine. pulse. sawtooth, tri
angle) and Out Level parameters. The Stereo
Fcho is a Mixer Effect that provides 16 Pro
grams and delay. teedback, balance and vol
ume for Left and Right signals. with an option
10 link the Lett and Right settings. Wizard is
subtle stereo enhuncer eftect, with eight Pro-
gram  memories and just two o parameters
(width and LR RL reverse). while Wun
derverh3 is a reverb plug-in with @ small edit
window that provides size. decav and damp
parameters on three graphical knobs. plus
ten Programs based on different-sized spaces
Hall. Large Hall. Large Room. Medium Room.
sSmall Room. Plate. Gated.  Effect One
Echoues. Fftect Two. A strmightforward  vet
versatile processor. with a pleasingly smooth.
dense reverb qualin

Although they slot into the eftect plug-in
architecture, Scopion and Tun-a are utilities
rather than eftect processors. Scopion s
Master Eftect that provides an ascilloscope dis
plav of the master stereo output. You ¢an
select Left or Right channel and adjust the ver
tical and horizontal axes of the display by
rotating 2 couple of red Kknobs using the
mouse. Tun-a. a Mixer Effect. is a graphical
chromatic wuner with a built-in tone generator
you can select from cight wning scales, set the
master wning in the range 420—60Hz. and
select anyv one of four octaves for playback
then scroll through the chromatic notes using
up and down arrows,

Steinberg's VST eftects plug-in aorchitecture
and user intertace provide o well integrated
and reasonubly versatile extension of the
Cubuse environment's audio recording and
mixing capabilities. The standard eftects them
selves are of middling quality and ofter a re
sonuble degree of programnuability. but they
are not about 1o signal the demise of the ded-
icated rackmount multi-effects unit,. nor does
the VST setup mateh the depth and flexibility
of the traditional stuctio combination of patch
bay and eftects rack. Sl the whole point of
the VST plug-in concept is 10 provide an
open-ended effects environment. and future
reviews will look at the growing runge of
third-pany VST eftects plug-ins, ll
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l he new Alesis ADAT N'T20 s a 20 Bit Digital Audio
recorder ottering a new standard in audio quality while
remaining completely  compatible with the huge
foundation of over 100,000 ADA'IS in use worldwide.
Using ADAT "Type I, the only modular digital multi-
track recording format that writes 20 bits to tape. the
X'T20 raises the standard ot sonic excellence that ADA
recorders have established since their introduction in
1991, Rather than just a 25% increase. the jump from
16-hit to 20-bit recording provides audio quality thad’s
sixteen times more detailed than the 16-bit sound of
compact dises, resulting in a wider dvnamic range and

lower quantisation noise.  This.  coupled with high

quality A-to-D) and D-to-A convertors and the lack of

any form ot data compression gives unparalleled sonic

quahty.

N'1°20: 24-bit 128 times AY oversampling

A/D) convertors and 20-bit x128 times AY
When Sound Q//{I//{\' Matrers oversampling /A convertors (441 and 48k1Hz

sumpling rate operation). 24-bit ADAT Opucal
inpur capability, 20-bit data onto tape.

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

Sound Technology on 01462 480000

Sound ‘Technology ple, Letchworth Point, Lerchworth, Hertfordshire, SGO 1ND Fax: 01462 480800 www.soundtech.co.uk
wwWw americanradiohistorv com
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Studer D950S

Studer is now on its third generation of digjtal consoles and its
latest is arguably its most adventurous. Zenon Schoepe reports

OME DIGITAL consoles are far easier
to categorise and pigeonhole than
others simply because their degree of
digitalness is less or more visible. At the
extremes we have consoles that attempt digi-
tal approximations of analogue desks while it
the other end there are creations that have
only fleeting glimpses of analogue analogies
[ will start by saving that the full capabilities
of Studer's D308 are not casy o communi
cate in the written word because it has a
degree of configurability that makes it ditficult
1o pin down and offers an answer for most
eventualities. It is casier to demonsirate than it
is 1o communicate. While undoubtedly an all
rounder it won't he a desk for evervone sim
ply because many buvers clearly  like
something a litle more fixed. Yet it is this tlex
ibility that is one of the 19308 most impres-
sive features and will endear it immediatelv o
those of a like mind
What I will touch on here are some of the
ideas and concepts behind the board and
some of the unique and interesting routes the
company has tiken 1o ofter a digital desk that
cannot be described as ordinary or plain. Most
particularly | will be looking at the S in 1D9508.
To understand the lineage of the 1950,
which represents the third generation of
large-scale digital desks from the company
and which was launched last June with the
D950 (tor surround) version debuting at the
US AES. vou have 10 go back a tew years. The
first eftort was the D920 some ten vears ago
as a pure Studer desk. Following Studer’s
acquisition of the Digitec brand and its Viru
oso digital console 2 collaboration ensued

Studio Sound May 1998

resulting in the D940 (broadcast general pro
duction desk) and the D941 (on-air) version
Digitec contributed the DSP and 1-0 of the
board while Studer did the rest. The D930 has

redesigned work-surface of the previous
series, but evervthing else is new. The 1D95(
should not. however. be associated  with
Studer’s 2000 on-air desks with which it only
shares similar convertors

It _has a completelv new plattorm and
where the last generation was Motorola 56000
based the newest product is SHARC-hased
The structure is such that it starts with a mass
of processing horse power that can be config
ured and allocated according 1o what the user
wants. Studer prides itself on the custom
aspect of its analogue desks and wants 10 be
seen 10 he oftering the same in the digital
domain. Tt is intrinsically scalable without ded
icated cards for specific functions and can thus
create very small or very Lige systems using,
the same boards. The work-surface is also
scilable and the manner in which the avail
able processing is mapped 1o the surface is
also tlexible

The difterence between the plain D950. or
195013 (for broadcast) 1o give it its proper title
and the D930S is the Jatter has all the functions
of the stereo original desk. but adds surround
panning. surround monitoring and a tew other
tricks in terms of machine control. A D9308
can be upgraded 1o S status which adds about
107 1o the cost. Thev are available in multi
ples of tour fader modules up 10 a maximum
ot 256 faders per desk

The hasic console comes with snupshot
automation. but dynamic automation and an

www americanradiohistorv com

automation control package are optional. The
surround packages includes a surround moni-
tor panel plus surround source selectors and it
will extend 10 7.1, There is also a joystick
option and software for advanced panning
capability. Other options include  machine
controt as the basic dynamic automation pack
age comes with a 9-pin serial port. For film
there is the PEC-direct panel option

With regard 10 1-O. consoles have combina
tions of TDM hus satellites into which A-D
cards can be plugged and are then muli
plexed onto MADI direct digital connection
and Studer D19 mic A-D pres front ends

HE D950 uses an oft-line approach to the

assignment of DSP power that involves

specitving what vou want and then the
software optimises the performance. reduces
propagation delay and creates the desk. This
is done by Studer when a console is speced.
but if you want 10 he able 10 reconfigure
yourself. and power users will. then vou need
to buy this Configuration Tools package

The desk surface connedts 10 the rack via
two optical cables, a multiplexed cable for
screen, kevboard and mouse plus any cables
1o feed comms
Things that ¢an be included on a channel

include 4-band EQ. channel insert. a fader.
input source. high and low-pass filter. phase
reverse. 4 direct out and the metering. You can
specity multiformat or stereo pan. delav, mas-
ters. auxes, dvnamics. solo, PFL, and bus
iccess. How muny buses you have is up 10
you within the limitations of the amount of
processing fitted and you can add EQ. >>>>>
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<<<<c for example. o any signal path

A 36-chanacl desk can live on just two
cirds. but 20 cards can be housed in the rack
for seriously Lirge systems or serious amount
of redundancy as the more vou Gt and the
smadler the  configuration vou  choose  the
more cards are available to sit scan and kick
in 1o take over from any card that Tails. This is
an interesticg point as - broacdeaster could
wne redundaney through configuration for
particulrly impeortant events

This sttt really does not go down. | wit-
nessed cards being switched out and pulled o
of the rack numerous times. with only the small-
est of clicks on one occasion. In all other

nstances the audio was uninterrupied on 2
18-rack plavhack. Almost uncanny. In fact it the
screen had not thrown up an alert vou would
not have known anvthing had happened.

\s regards general operation,

each channel

o am an G

can work 1o ten lavers of signal path organ
ised as five hanks with two Ll\Ll\ per hank.
You tweak by assigning functions to sirip con-
trollers—there is no centre-section supersirip.

Strips have four identical continuous con-
troller sections ench with a 4-character display
showing numerical values and  parameter
name. a switch for pertorming such things as
pre-post switching when dealing with auses.
an LED har to give a visaal display of the para-
meter value and an assoctated LED that shows
centre for those paramicters that have one.
You assign functions 1o these controllers glob-
ally from o Master Menu Selector paned
that has dedicated butons for 1Q. filters,
compressor-limiter,  gate-expander and - the
auxes. Taking the example of the 4-band
20H7-20kHz fullv parametric EQ. you press
the 19 bution and the controllers show one
hand of EQ for the strips across the desk. Four
rack buttons in the same centre section
select cach of the four bands one at ¢
time again across the desk. but you can
also scelect the processing 10 be dis-
plaved and the pages locally on the strip
viat buttons. Similar principles apply tor
the other functions.

Auy fevels additionally ¢an be Hipped
over 10 the taders for setting as well as
copying fader levels directly to the auxes
on a single button push. Pan control ¢in
also be allocned 1o the strip rotaries
with LR and tront-back and adeditional sur
round parameters.

The channel strips are fairly - busy
because vou have @ wealth of local tunction
select buttons and as such are different 10
most other digital desk control implementa-
tions. In this respect the D950 will not be to
evervone s liking.

Automation is straightforward tor o dynim-
ically awomiated hoard as vou only need 10
write over previously recorded data using the
ouch sensitivity of the controls, There s
glohal control of read, isolate and write in
absolute and relative values. There
auto tikeover and glide.

s far s surround goes. o mono channel
can be equipped with a stereo or a selection
of surround pans—in multitormat and Studer's
Virtual Surround Pan (VSP) modes. The later
is possibly the strongest feature of the D930S
and involves a library of soltware panning
functions that allow the placement of sounds
within virtual 3D spaces. Grand claims, but
read on. Positioning is calculated within the
DSP and is optinvised for all surround tormats
You get the usual controls of LCR pan. tront
back pan. LSRS pan. and divergence plus
frequency-dependent pan pot with variable
frequency panning flters permitting intensity
hused and delay-based panning. An adjustable
number of discrete echoes can be produced
and routed as noncorrelated. difluse signals o
the surround loudspeukers from any console
channel. Fehoes are controlled by adjusting
ambience. source distance and room size pari
meters which allow natural reproduction of
audio sources from various distanees and posi
tions within a viral room without external
effects. It can approximate Doppler etfects and
sounds disappearing into the diftuse room. All
parameters e autoniatible

Pan can he performed via jovsiick or Iy
using Strip rotaries. How it works in >>>>>

s lso
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digidesign’
A division of AVid

Credits
Let Love Rule
Mama Said

Teut™ atest
{ album 5

irely in

ProTools..
N0 tape!”

.Lenny Kravitz ref
by his creative tools.

" turned to Pro Tools, becaust

kid who needed more crayons t:

Now anything is possible. I record

~ into Pro Tools and have this tremend

~to work with. [t's all album-quality, S
piece songs together anc mix them however
| like. There are no boundaries.”

— Lenny Kravitz

Wait a minute: Isn’t Lenny, like, an analogue guy?

] can still run sound through my old tube

-~ equipment or use Plug-I1s like flange or some

weird little filter. Any colour that | want, I can
t with Pro Tools. It depends on the record

[ want to make. Pro T(%ins the future.”

Lenny’s finally found & Cox of crayons as
unlimited as his imag at n't it time you
had the tools to expand

496 for a free Pro Tool  vidleo,
demo.

Westside Complex Pinewood Studios;h

Bucks, UK SLO ONH LEnNY KRaviTz, ARTIST|PRODUCER|SONGWRITER

www.digidesign.com S

www.avid.com
SETL A B
Wi : a’:{#

“1998 Digidesign, a divisicn o Avid Technology, Inc. Pro Tools is 2 registered trademark of Digidesign. All trademarks Aﬁ*\r respective holders.

wwWw. americanradiohistorv com
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<<<<<  practice is quite convineing as the
immediate impression is one of the straight
lines of conventional panning being repliced
by curves that give the impression of a larger
and more circular sound stage. There is cer
tinly more depth 1o the sound and the feel-
ing that the centre speaker. for example. is
turther buck than itactually is. A neat demon-
stration is the routine of moving a sound from
the edges of the virtual soundficld towards
vou as this is accompanicd by a subtle tonal
change that is not dissimilar to real life. The
effect is casily heard especially: when com
pared 1o traditional panning of the same
move and [ have no doubt that in skitled
hands it could be put to quite dramatic eftect.
You have to hear this for vourselt

It is especially good at positioning mono
sources in a surround space by virtue of gens
erating echo signatures for the designed area
and. consequently, is a prime contender for
DVD remixing work. What Studer
has created here s effectively a
multichannel ambience processor
that is tied into the panning of
the console

There is a multitormat monitor:
ing pancl with monitor format
selection. pre-post decoder moni:
toring, meter o monitor switch-
ing. and “an additive  mode
selector, The D930S abso sports - so-called
‘dynamic stems” that allow stems to be config
ured and reconfigured as the need arises

Not unrelated is the fact that desks can be
split for up 1o four operators. but can also be
physically split and run off the same system

Studer

Switzerland

THE SURROUND CAPABILITY of the 02505 is
extremely well organised and offers ownrbrand
Virtual Surround Panning (VSP). The perception
of the distance in a room 5 largely datermined
by the time and spatial distribution and the
location mechanisms for left-ight and front-back
are different. To imitate this, in

addition to comentional means, delay and
fittesing is used and the coefficients of these
fiiters vary depending on the selected pan

pot angle,

30

Althardstrasse 20,
CH-B105 Regensdord,

Tek: +41 1 BT 7511,
Fax: +41 1 840 4737,

as a tpe of networked desk arrangement
with the exchange and sharing of data plus
zoned automation

If vou get to see the configuration routine
on this desk then vou cannot miss the phe-
nomenal potential power of the DYIOS. Tt is

advanced stuff and a decidedly individual
approach to taditional problems. Applicable
in one form or another 1o music recording,
production and post environments, it is so
obviously attractive to broadeisters hecause it
can e customised for methods of working.
but it ¢an also be configured 1o behave as a
completely different desk for completely dit-
ferent applications. It is a lot of flexibility for
vour money that is also long lived as vou witl
be able to alter and expund the desk funda-
mentally as vour needs evolve

e work-surtiuce won't be to evervhody's
taste. particularly the strip pages. and it is dit
ferent to other manufacturer approaches. but
not necessarily unfriendly. 1 do
not doubt that if vou really know
vour configuration inside out and
have it st up pertectly for vol
then it must be an incredibly fast
surface 10 work on.

More than anvthing else Studer
has areal digital contender in the
19508 with all the entry require-
ments to make it qualify for cons
sideration, Tt feels like o mature product

It is reassuring that while the simplification
of digital desk's potential seems to be a goul
for many manufacturers. Studer can still come
out with a1 console that can be configured to
I as simple or as complex as vou need. W

The delay hne represents the time differ
ence between the sound armving at the left
and right ear while the principal function of
the variable FIR flter is 1o imitate interadral
intensity differences.

Mipass filters can perform a uniform phase
rotation of 180° above & certain cut-off fre-
quency to permil sources to be piaced outside
the speaker base.

Studer says that VSP can be used for sur
round recondings where main microphones ane
supported by spat mics a&nd for the creation of
synthetic stages during remixing.

Hear it.
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Compact Disc Recorder
INTERNATIONAL DISTRIBUTORS

AUSTRALIA: AWA LTD
Tet 02 9898 7666 Fax 0
ct A

38 1135

slair Dewar

AUSTRIA: STUDER AUSTRIA GMBH
Tel 01865 1676 Fax 01865 167699

Co.

ntacl Ren

BELGIUM: EML N.V.
Tel: 01123 2355 Fax 011232172
Contact: Enk Gysen
CANADA: HHB COMMUNICATIONS CANADA LTD
Tel 416 867 9000 Fax 416 867 1080
CZECH REPUBLIC: AUDIOPOLIS
Tel 4202 322 552 Fax 420 2 323 069
DENMARK: INTERSTAGE
Tel 39 39 46 004(

FINLAND: HEDCOM
Tel 358 9 682 866 Fax 358 9 682 8489

FRANCE: MILLE ET UN SONS
Tel 1 46 67 0210 Fax: 147898171

Contact Dideer Rupin

GERMANY: MEDIACOM

Tel 05451 94690 Fax. 05451 946919
C st

Lontact Uwe Seyte

GREECE: KEM ELECTRONICS
Tel 016748514 fax 01674 6384

Contact Thim

HOLLAND: TM AUDID HOLLAND 8V
Tel 030 241 4070 Fax 030241 0002
Contact Peter de Fouw
HONG KONG: DIGITAL MEDIA TECHNDLOGY

Tel 27210343 Fax 2 366 6883

IRELAND: BIG BEAR SOUNO LTD
Tel 016623411 Fax. 01 668 5253

ISRAEL: BAND-PRD FIMNIDEO INC

Tel 03673 1891 Fax 03 € 34

ITALY: AUDIO EQUIPMENT

Tel 039212 221 Fax 039214

MEXICD: LOLA OE MEXICO

525 250 6038 Fax 525 250 60

NEW ZEALAND: FATS LTD

el U U9 3

NORWAY: SIV. ING BENUM A/S

Tel 22 1 39900 Fax 22 148239

PORTUGAL ESTEREOSOM LDA

RUSSIA: A&T TRADE INC

SINGAPORE: TEAM 108 PTE LTD

SOUTH AFRICA: E.M.S. LTD
Tel 01 6 2552

SPAIN: LEXON
el 93203 4804 Fax 93
SWEDEN: EM NORDIC AB
Tel 46 8 603 2300 Fax 46 8 603 2390
Contact: Mats
SWITZERLAND: DR. W.A. GUNTHER AG
Tel 019104141 Fax 01 910 3544

TAIWAN: DMT TAIWAN
Tel 02516 4318 Fax 02 515 9881

USA: HHB COMMUNICATIONS USA
Tel. 310319 1111 Fax 310319 1311

HHB COmmumcalions 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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FIRST WE MADE
CD RECORDERS
AFFORDABLE

COMPACT DISC RECORDER (DR800

NOW WE'RE GIVING
AWAY THE DISCS

pack of 10 HHB CDR74 Gold blank discs, absolutely
i free. That's more than 12 hours free recording on the
most advanced Phthalocyanine, audio - optimised CD-R
discs that money can buy.

CDR74i
ol oA m=_-- There’s never been a better time to record your
=4 r _ work on GCD-R. Call HHB about the CDR800 today.

No other pro audio CD recorder sounds better.
No other pro audio CD recorder is easier to use.
And no other pro audio CD recorder is backed
by HHB's award winning technical support.’

No wonder the HHB CDR800 is so hot.

And it's about to get even hotter. Buy an HHB
CDR800 CD Recorder and you'll now receive a

- Winners of the Professional Recording Association
— Award for Technical Achievement, 1997

ALSO FROM HHB - COST EFFECTIVE, HIGH PERFORMANCE DIGITAL RECORDING MEDIA

[_ .,,J 7
CoATH L C) 90 1368
e - = LN ADAT45
- P- A -
. 1 =

DAT Tape CD-R MiniDisc MiniDisc Data Magneto - Optical ADAT DTRS
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 s ey P Al
Y ."f’
HHB Communications USA - 626 Santa Monica Boulevard, Suite 110, Santa Monica, CA 90401, USA - Tel: 310 319 1111 - Fax: 310 319 1311 - E-Mait: sales@hhbusa.com 4 -

{HB 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

& 3 4
et o B £
A

DISTRIBUTIO

Visit N line at: http://www.hhb.Co.uk
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The Sony Freedom

Escaping its enduring shroud of secrecy at last, Sony’s low-cost Freedom UHF radio
microphone system attracts the attention of Neil Hillman who asks if it will fly

HE MUCH HERALDED. but somewhat
Tclumc. Freedom series of radio micro
phones was finally Liunched by Sony in

February at the Frankfurt Musikmesse—a tull
vear after its original laanch at the same
venue. With a name suggesting an item with
wings (in stock at a chemist near vou) Sony is
keen 1o enter the budget UHF miarket. which
is at this time the tastest grosving microphone
sector. Interestingly, the Freedom  series is
heing distributed by Sony Professional and
Broadcast in the UK. even though  Somy
regards the Freedom range as semi-profes.
sional. with its intended market being conter
ences. exhibitions. musicians and entertainers
in pubs and ¢lubs,

sSonv's stated intention with the Freedom
wis 10 break new ground in the price o per:
formance. case of use and set-up stakes and
cerainly several features within the range
show that they have been single-minded in
their pursuit of this: not least of all by their
delivery of a unique modular-form 6-channel
diversity receiver inoa standard 19-inch.
1U-high rack

he main rivals 10 Freedom in the 800MEz
UK channel 69 hand will be the Trantec S 1000-
series and the ARG WNIPT 300-series. hoth in
price and teatures. an area addressed by the
Freedom's off-the-shelf guitar. hand-held and
lavalier-hoxed svstem-packs approach

Mhe full Freedom runge comprises of

.-uw .

P
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hand-held microphone ransmitter, WRT 800A.
a beli-pack transmitter, WRT 8057, and diven
sitv receivers in the torm ol either a single
channel receiver in a half-widthy  10-high
19-inch rack. WRR 800A. or an expandable
receiver supplied with one channel module
and aceepting up to 6 modules in o standard
19-inch 1U-high rack, WRR 801A

Both transmitters and receivers use PLL
frequency synthesis providing frequency sta-
hility. and frequency vilues are stored on
User Group preprogrammed  channel plan
allowing tor intermodulation-free - operation
for up to 14 channels simultancously. as well
as access 10 the individual 64 frequencies
available in the UK 8MHz handwidth

sony clims that the Freedom's cost advan
tage over the existing 800-series has been
achieved by providing a limited range that
does not have 1o bear up 1o the demands of
day to dav broadcast and location operations.
and this certainly becomes apparent when
you listen 1o the cirdioid electret condenser
hand-held mic which does sound rather aver
age. Channel sclection for this device s
achieved by unscrewing the bottom halt of the
microphone body revealing two small rotary
switches adjusted by small screwdriver.
thoughttully provided and  clipped into
recess on the inner body. Unscrewing the
body also accesses the battery compartment
that houses one 1.5V AA battery that gives lite
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10 the SMW transmitter for typically 12 hours
and both the hand-held and belt pack trans-
mitters share o tiny ewave helical stub
antenna that 1 suspect owes much 1o the Sony

Sony's stated intention with
the Freedom was to break
new ground... and certainly
several features within the
range show that they have
been single-minded in their
pursuit of this; not least of all
hy their delivery of a unique
modular-form 6-channel
diversity receiver in a standard
19-inch, 1U-high rack
mobile phone factorv's parts bin. A slider
switch is mounted on the upper part of the
microphone body. with a red showing

when the transmitter is switched on

The belt-pack transmitter is nicely con
toured in plastic 10 cunve with the wearer and
the belt clip allows for the pleasantly light

weight unit o be worn cither way up:
although the battery retaining clip >>>>>
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AMEK UK +44 (0) 161 834 6747 - AMEK US Los Angeles +1 818 973 1618 - AMEK US Nashville +1 615 360 0488 - www.amek.com

AMEK DIGITAL

GET MORE
MUSCLE FROM
YOUR
MIXING CONSOLE

The AMEK Digital Mixing
System is built around a single
powerful principle; a revolutionary
DSP core that is a large array
of parallel processors, capable of
very high speeds.

Its architecture enables the
console to be configured precisely
to the preferences of the engineer,
to the requirements of the session,
and ultimately, to the needs of your
business.

Whether that business is music
recording, broadcast or post-
production.

Spec what you require now; no
need to guess at future require-
ments because the modular 1/0
system and flexible chassis design
of the AMEK DMS allow complete
fiexibility to increase console
functionality. So you can bolt onto
it and grow your desk as your
business grows.

Leaving you in great shape for
the future.

Call the office nearest to you now.

A
i

H A Harman Intemational Company
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Six into one
does go.

AT

More features and more performance per pound than any other
UHF Radio System on the market.

The new Freedom range of wireless microphones gives you the choice of upto six full diversity
UHF receivers in 1 U. Freedom is a fully synthesised, frequency agile UHF system with additional
features such as auto set up, selectable user groups and battery status indication. The system
has a built in DA, allowing you to run an active aerial system giving outstanding audio and

R.F. integrity even in the most demanding environments. Freedom allows you to choose

from a range of six transmitters giving you the flexibility ta match a system to any application.
Why use VHF systems when UHF technology is now so affordable?

For further details € prices, and to arrange a demonstration,
please contact Total Audio Solutions

Total Audio Solutions Limited,
Stockwood Business Park, Stockwood, Worcestershire B96 65X
Telephone: 07000 45 6000 Facsimlile: 07000 45 5000

Freedom is a trademark of Sony Corporation. Sony s a registered tr of the Sony Corp: N

wwWw americanradiohistorv com

<<<<< gives the distinct impression of being
extremely fragile by screaming break me!
each time it is operated. This 10mW device is
again powered by a single 1.5V AA bauery
and by simple maths, the batery life is
reduced to typically 6 hours.

Frequency response for both transmitters
and receivers is said 10 be 100Hz-15kHz. but
10 use this optimally. the ECM 77 lavalier
microphone would need to be used rather
than the cheaper ECM 301. 44 or 121 micro-
phones also available. The microphone con-
nector is cither via locking 3.5mm jack or an
optional Hirose plug

The input 1o the belt-pack transmitter is
switchuble between -40dBv and -60dBy
tiny. fiddly plastic slider switch is set on the
right-hund side of the unit next 1o a
similar-sized phase reverse switch; a nice
touch that could be useful in multichannel
setups. Frequency selection and input attenu-
ation of up to 2IdB ure achieved via 3
recessed buttons—set and + and - mounted
on the front face below an LCD screen show
ing selected channel. atenuator setting and
cumulative operating time. A low batterv
warning is also sent to the receiver—a real
hoon for multiple-channel staged events.

The receiver molules are essentially the

Sony claims that there is a
complete compatibility across
the range of both Freedom
and the 800-series, but this
does require the removal of
the Raycom tweaks—by
Sony—at the expense of the
audio integrity of existing 800
models. What will present
multichannel users do?

same whether you opt for a single or 6-chan-
nel diversity receiver with the single receiver
having its line-level output adjustable via a
knob on the front face through to a halanced
-inch jack on the rear of the unit. while on
the 6-channel receiver there are 6 individual
outputs at 0dBm line-level and a mixed output
switchable between Mic level at -38dBm and
line level at 0dBm. The receiver units slot into
the 6-channel housing allowing a modular
build-up of any number between 1 and 6 10
be used as needs or finances dictate. with a
clever tacility for automatic search and setting
of available channels. By holding down the
SET button on the first position receiver for 3s
the receiver searches for available channels in
the selected group and these are then assigned
to all wner units in use. This can then be
repeated with a second 6-channel unit, and
provided the first 6 channels are powered. the
second 6 will be assigned 1o another 6 fre-
quencies in that group. After this automatic
operation it is then possible. should you wish,
1o manually retune any of the receiver units.
The tner's LCD panel shows AF level as a
moving ‘magic eve. RF level as a series of
4 venical dots with 4 being the optimum
antenna  reception, Group and Channel
selected, and transmitter batery-level shown
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% Tube Tech MEC1A

The recording, or voice, channel is now an established concept in outboard paraphernalia. Zenon Schoepe
looks at a variation on the theme from a company that always comes up with something a little different

ELL ITS BEEN a while but it was
inevituble that Tube Tech  would
turn its attention to the outhouard

recording  channel sector. What it has
responded with boasts all the traditional attrib-
utes normally associated with the Danish blue
brand-quality, sound and quality, and. of
course, its valved as well.

Combining a mic-input section with EQ
and opto compression in a single channel
device satisfies the basic requirements for
direct to tape work and it is interesting to note
that the box draws from existing models in
the company’s range. Namely the preamp is
from the MPIA, the compressor from the
CLIB and the equaliser is based loosely on
that found in the more elaborately detailed
EQIA. How the whole lot is patched together
is interesting, but it is apparent that fuller
implementation of the EQIA has not been
made, nor has the gain reduction control of
the newer LCA2B compressor-limiter been
employed, presumably because it would have
jacked the price up considerably.

You come in through a transformered
preamp with 20dB to 70dB of gain on
switched coarse and  fine controls and
encounter  switches  for phantom, phase
reverse, a 20dB pad and a 20Hz-40Hz low-cut
filter. This is a slightly different arrangement to
the MP1A which provides only one control for
the gain setting. Rear-panel connections offer
an XLR input and output with two jack sock-
ets accessing the two buses, selected from the
front panel. for linking the compressors of
multiple units together.

You are then into the 3-band EQ which
equates to the high shelving gain band of the
EQIA. a marginally modified frequency selec-
tion of its low shelving gain band and a fully
parametric mid band that is a sort of amalgam
of the frequencies addressed by the EQIA's

three parametric mids.

The whole section is  bypassable and
emplovs switch gear to activate boost or cut
in all three bands. Given the sclection of
frequencies and bands oftered by the EQ1A-1
would say that Tube Tech designer and com-
pany founder Jon Peterson has done a pretty
good job in distilling these down to just three
bands. I think it's important that he’s left the
low and high ends largely intact as these
shelving sections pin down the whole EQ
path leaving the mid to roam between the
two: although there's a smart degree of over-
lap if vou really are hell bent on unseating
those drivers.

I have no reason 1o believe that the sharpest
bandwidth setting in the MECLIA's mid is any
more extreme than my recollections of the
EQIA. it is just that the leap between frequen-
cies is greater, and, consequently, the switch-
ing effect is more pronounced. The cumulative
eftect of this section is remarkably pleasing
and a good deal more precise and powerful
than it would seem on paper. You're not nec-
essarily going to be able to tune out exactly an
offending honk, but the available range means
vou'll get pretty damn close. This is more than
countered for by the wider bandwidth settings
as broad in Tube Tech parlance is ¢normous
and class-leadingly smooth and delightful.

as two distinet sections—the LF and HF

and. then, the fully parametric mid. You
want treble 'n bass, sir? Then [ have just the
thing for you. This will give you the smiley
face curve to end all others with just the begin-
nings of a smirk in the corners. Phenomenal
power is available with the wonderful signa-
ture that Tube Tech's manages to massage out
of the associated valves. The EQI1A positively
glows with good health and the same can

THF, EQ CAN be regarded as performing

www americanradiohistorv com

certainly be said Rere. Of course T would have
1o point out that this EQ section, while rude
with health and vigour, still falls some way
short of the EQIA, which I would consider to
be the finest box the company has built to
date. Against such a backdrop it is only natural
10 want more.,

The MECIA compressor is more basic than
the aforementioned LCA2B most notably with
the absence of the preset constants and the
separate limiter, but then it is effectively a
CLIB with fixed. or fully variable, manually
adjusted time constants. The section can be
bypassed independently and has fully variable
ATTACK, RELEASE, THREsHOLD and Ramio pots. Its
not lightening fast, as you would expect. but
when it catches up. then it squeezes firmly vet
with consideration, in & manner that is not dis-
similar 1o the way some of those old boxes,
that none of us can afford, do their business.

This is almost too good a compressor. more
than a mere recording channel  deserves.
Superb on vocals and mic sources in general,
bang up one side of a final mix through the
thing and vou'll be wondering why the last
remaining bastion for mono, aside from TV in
certain underdeveloped and so-called devel-
oped countries, is the recording  channel.
They're all the same in this respect and the
good ones will always mean that you're prob-
ably going to have to buy two.

A 10dB output gain pot is accompanied by
gain reduction-output level switching for the
vu meter. the obligatory Elvis lookalike signet-
ring-style power indicator, and a switch for flip-
ping the order of the EQ and compressor
circuits, The last of these is probably one of the
smarter liule tricks of the MECIA and it is cer-
tainly worth flipping the switch when you are
getting close 10 happy with the sound to see if
it can give you something better.

You can do some extremely filthy >>>>>
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A revelation... %

a reliable, bulletproof PC Workstation, outstanding value for money. 2

MEL LAMBERT MIX MAGAZINE. F=BRUARY 98.

» Windows® 95 or NT* SSHDR1  plus

¢ 12 to 196 <rack playback
* “Rock Solid" sync. to tape and MIDI sequencers

* Full dig tal connection to Yaraha 02R/03D, Korg, Mackie i y
264 TRACK SYSTEM ' d

and Taszam Digital Consoles =:-

(20 IN/24 OUT. ADAT. TDIFY

* Free 241it recording software upgrade (in the works for '98)

FROM £7.,800 + VAT csery

» Balanced +4dBU XLR’s 20 in/24 out (optional)
——— 7

* Real time custom mixing and EQ’s - _ et
B /oo ] 2] SIS~ X/T.

' i = — rw o 4= A

* Simple -0 use powerful editirg tools : (LTI Z

* Punch in/out on the fly (tape machine style)

* Optiona &ffects plug-ins inclading Reverh from
TCWorls and Wave Mechanics Inc.

* Optiona removable hard drivzs
(IDE/EIDE up to 26 hours per disk)

* EDL file support (optional)

* ADAT/DA8S editing

* Fully nezwerkable

NI TR 1f -

MEEEETCEOE

]3'“/00' TDIF' r— Designed tor ™
298 WW@

'_isln/émaia&.___

1188200003800 08 m(m

' % internet:http:/,www.soundscape-digital.com
lMi Windows 95

N B _ International Sales Enquiries:
il e adat TEL: +44 1222 450120 FAX: +44 1222 450130
s T, amail:sales@soundscape-digital.com

20 Analegue Ins | s s L. 24 hnclogue Outs | IS E SHAAleE '
ek ey - A— U.S. Sales Enquiries:
T gt P TEL: (805) 658 7375 FAX: (805) 658 6395

4 In/8 Ot AES/EBU P e . -
i o b emiilus-sales@soundscape-digital.com

CCPYRIGHT 1993 T0 1998 BY SOJNDSCAPE DIGITAL TECHNOLOGY LTD. ALL RIGHTS RESERVED. SDUNDSe APE IS A REGISTERED TRADE MARK OF SOUNDSCAPE DIGITAL TECANOLOGY LTD. ANY OTHER TRADE MARKS NENTIDNED ARE THE PRDPERTY OF THEIR RESPECTIVE OWAE3S
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How Many
Codecs Do
You Need
I'o Make
All Your
ISDN Calls?

“he NEW Dialog4 VP-Pro communicates in
stereo with both the Prima and the Zephyr So
/OU Nno Ionger nave 10 have one of everything
0 be compatible. And with Layer 2, Layer 3
3.722, G.711, built-in TA's, X.21, One-Touch
dialing, analogue & digital audio i, remote
~ontrol. no fan... All as standard - it has
=vervihing at a price which makes it the onlv
wuuey (0 vuy

How Many

Codecs Do
You Need
1'o Make

——
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<<<<< things with the low end by pliving
around with the order of the processing
(a strange word 1o use in the context of this
unit) as it stands to reason that driving EQ
into the compressor is going to sound differ-
ent to processing a nicely compressed sound
with EQ.

Mic preamp performance is
spot on, not blatantly valvey
in character just on the classy
side of suggestive. What it
also is. is forgiving as it goes
pleasantly soft just before you
hit the limits of the headroom,
meaning that if vou are a
chancer then vou will proba-
bly get away with running it a
lile hotter than you might
otherwise dare.

Then, of course. there s
the DI that, unusually on a
unit of this calibre, is activated
by inserting a jack in to the
front panel socket rather than by switch
selecting it. [ have not had cause to use the DI
on the MP1A, but the capacity to handle
instrument level signals on a recording chan-
nel is to be expected, And what a great circuit.
Unlike some recording channel boxes with a
DI, the MECIA can take an awfully hot signal
without complaining. In fact I'd
sav it thrives on it and vou can
push it to a truly acceptable gui-
tar overdrive tone with some
sensible decapitation of the top

Lydkraft

Yed Damhissoen 38,

compression control, and the fact that this
box is going to used for. among other things,
a fair proportion of straight 1o tape. and digi-
tal tape at that, it would have been a master
stroke to have included the altogether won-
derful independent limiter from the LCA2B to
stand guard over the output.
Similarly another mid band
would have been even better.

However. you've got to
ask where these controls
would fit on the front panel.
It would have to be bigger

L

and  considerably more
expensive and that is clearly
not to be encouraged.

Judged as a whole it per-
forms impeccably. The sound
of the constituent parts in
isolation is class leading. Put
them together and the effect
is brilliant. While still not a
cheap unit it nevertheless
represents a considerable saving over assem-
bling the equivalent from the relevant parts.
It's extreme value for money. This really is a
killer box.

The good thing about the MECIA s that it
is built from parts of existing proven and pop-
ular Tube Tech products. However, it is by no
means just a piece of “best of
outboard as it has its own charm
and individuality. Put it this way.
if vou had a desk full of this stuff
vou would probably never go

end. It soaks up the level and DK 2720 Vanlose. out again. Its almost 100 good
smoothes it out into sustain with  Denmark for a mono channel and it is not
Tel: +45 38 710021

none of that awtul fizz vou can
generate from boxes that do
their best work with clean
sounds.

I can not pretend that T was not surprised at
just how applicable this unit is to instrument
level sources. You could track exclusively
through the MECIA with no problems at all.

Any suggestion? Well given the level of

www americanradiohistorv com

UK: Systems Workshop
Tel: +44 1891 B5BEE0

just for rich bedroom-bovs as the
MECIA's skills extend into com-
mercial studios and voice-over
postproduction

Highly recommended if vou are interested
in a characterful high-quality signal path. And
I cannot get over the fact that Tube Tech s still
one of few brands that make me smile with
delight when I take one out of the box.
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MUSIC RECORDING |

New delivery channels. including DVD.. satellitel

cable. digital TV and the internet. are providingan  *

explosive increase in the number of routes available 4 & »’

to deliver material to an ever-more enlightened y f,"’/ ’,'.

audience. demanding complex levels of audio format. \ . 0 !} 711’1'4:/:3:;:":',:'“ f"__.-"‘\\\
This in turn has created a requirement for \ ; £ GGEEN 4 r’{' .

powerful audio tools capable of generating and v > /'r,";::/ ’

controlling these significantly more complex formats, 4 ‘

effortlessly combining and distributing the increase in : ' /

the numbers of audio channels. ' . '

Manual operation is no longer an option.

Are you ready for this?

People who work with Soundtracs DPC-II Digital
Production Consoles are.

They're assured of 160 automated channels with
comprehensive digital audio processing. controlled by
an intuitive worksurface.

They're also dubbing in all current and known
future mix formats in 24 bit and fealing secure with
the knowledge that ‘future proof’ €6kHz resolution and
7.1 operation is built in. S gl

And they're saving time by opening up creative

possibilities with each new aroject they produce.
For a full colour prospectus. or better still book a

personal demonstration simply czll Soundtracs.

els
“Werksurfaces from 16 to 96 motorised faders
" O6ikHz operation
® Stereo. LCRS.51. 71

¢ Soundtracs PLC. Blenheim Road . Longmead Business Park . Epsom . Surrey KT19 9XN . UK
U N DT RAC s Tel: (+44) 101181 388 5000 . Fax (+44) (0 181 388 5050 . e mail: sates @soundiracs.co.uk . web: http./
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Fg.1: Onaxis frequency response and harmonic distortion at 90dB SPL @ i1m
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Fig.2: Horizontal off-axis frequency response
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Hafler TRMS8

Studio Sound's ‘bench test’ close-field
loudspeaker tests continue with Hafler's
TRM8. Keith Holland reports

HE HAFLER TRMS is a 2-way
Tactivc loudspeaker  system,

with an in-built amplifier and
electronic crossover package. The
200mm  polypropylene  woofer
and 23mm soft dome tweeter are
housed in a ported cabinet having
external dimensions of 260mm x
392mm x 330mm deep. and an
internal volume of 13 litres. The
front of the cabinet is shaped such
that the tweeter flange is mounted
some 20mm behind the wooter
and a hass reflex port is located in
the rear of the cabinet. The mag-
net systems  are magnetically
shielded allowing positioning near
1o CRT monitors

The manual, which includes full
circuit diagrams and pans  lists,
recommends that the loudspeak-
ers be listened to with the drivers
aligned vertically (portrait)

The electronic crossover is
described as being 1 24dB/octave
Linkwitz-Riley with a crossover
frequency of 2.5kHz, and incor-
porates a 2nd order high-pass

filter at 30Hz for subsonic filter-
ing as well as bass and treble
shelving controls.

The loudspeaker is finished to
a high standard and looks and
feels as solid as its 15.88kg net
weight suggests

Discussion of measurements:
The on-axis frequency response
(Fig.D) lies with £3dB between
45Hz and 20kHz except for peaks
of about 2dB at 700Hz and -tkHz.
The response is seen to fall
rapidly below 40Hz due 0 a com-
bination of the port tuning and
clectronic subsonic filter.  Low-
frequency harmonic  distortion
performance is seen to be good,
with both 2nd and 3rd harmonics
lying below -40dB (1%) relative 10
the fundamental throughout the
entire bandwidth:  although  the
level of 3rd harmonic rises above
100Hz 10 a4 maximum of -#0dB at
1500Hz.  The horizontal off-axis
response (Fig.2) is reasonably
well controlled  except for a
broadening of coverage angle for
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about an octave above crossover
and some high trequency lobing,
Vi peiaks and dips in
off-uxis response between 12kHz
to 15kHz.  The vertical off-axis
response (Fig.3) is dominated hy
the dip at the cross-over fre
queney which is characteristic of,
and unavoidable in.
spaced driver (non
coaxial) nid
speaker systems
The  step  res
ponse (Fig. +) shows
excellent time-align
ment and crossover
design with a sharp
rise and steady decays although,
as confirmed by the acoustic cen-
tre result (Fig.3),
of some 10ms in the low fre
quency energy. corresponding to
a shift in acoustic centre of some
3m behind the loudspeaker at
low frequencies,  This group
delay is probably due to the 6th

Studio Sound May 1998

Hafler, 546 South
Rockfard Drive, Temps
Arizona 85281, US
Tel: +1 602 B17 3058
Fax: +1 602 894 1528

< -

Sk
10k|
20k

order roll-off at low frequencies
The power cepstrum (Fig.0o) s
well behaved with small spikes
evident at about TOms.  FSOms
and 200ms. The overall power
response (Fig.™) shows a dip at
the crossover frequency followed
by peak at slighthv higher fre
‘ o

broadening of cover
age angle shown in
the off-axis responses:
the  lower-mid-range
perfomuinee is smooth
however.

Overall. the Hafler
performs well. The
design has no obvious flaws
and the loudspeaker is particu-
irlv well-built. The  low-fre
queney  time  problem s
probably a direct consequence
of the adoption of a subsonic
filter.  The low-frequency har-
monic distortion performance is
patticularly good. Wl

'audio routing

| (,“B

Morzre

a truly flexible audio router

The MCX2’s 48 audio circuits can be specified, in groups

of four, as either inputs or outputs, giving many possible
matrix sizes, even multiple matrices, in a single 1V case.
DC switching modules are also available for logic routing.

Exomple sizes:

QUTSIDE SOURCE 32x16 mono
il REVERSE CUE wilching 24x24 mono
TRANSMISSION wilching 12x12 stereo
16x8 stereo

REMOTE AND PC CONTROL OPTIONS

A simple and intuitive front panel control option is
complemented by a range of remote control modules
and PC control options. The MCX2 can even be
interfuced with third party software packages.

FOR MORE DETAILS CONTACT WILL EATON AT:
AUDIONICS LTD
PETRE DRIVE, SHEFPIELD S4 7PZ TELEPHONE 0114 242 2333

FACSIMILE 0114 243 3913 Email info@audionics.co.uk
hitp:/ /www.audionic.d co.uk
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Calrec Digital T-series

One year after the unveiling of its first all-digital desk, Calrec has
gone digital with its flagship T-series. Zenon Schoepe explains

F COURSE. we always knew it was
0commg hut the revelation of an all-dig-
ital. large-scale console from Calrec at

NAB was nevertheless something of a surprise,
not least hecause of the form that it has taken.
The writing was on the wall with the
unveiling of the company's first digital desk.
the radio-orientated X-series previewed at last
vear's European Munich AES Convention, and
the intention was clearly to use this as the test
hed for the technology and then to up-scale it
for- an ahogether larger beast. That it should
manifest itself as an all-digital version of the
established digitally controlled analogue flag-
ship T-series hoard proves that the company
has been looking long and hard at the issue
for sometime. Incidentally. it also makes Cal-
rec the first 10 achieve the all-digital conver-
sion that so many manufacturers steeped in

DCA technology have ahwayvs been threaten-
ing to do.

The Digital T. as it is heing referred 10.
emplovs the T-series control system. T-series
operating system but runs digits instead of
analogue circuitry. The system can extend to
96 stereo channel or 192 mono or a mixture
thereof. which is as big as anv analogue
T-series has ever gone

The design of the T-series started around
six vears ago and it emerged. in the first
instance. as a digitally controlled analogue
desk predominantly due 1o matters of cost.
Calrec maintains that it was not that the digi-
tal processing was inaccessible but that build-
ing in hot-plugability with the requisite
amount of redundancy would
have made such an all-digial
desk prohibitively expensive vet
these were requirements  that
the company wanted 10 meet.
Its digital console had 1o have
the same level of on-air reliabil-
ity as anv of its analogue desks.

It embarked on creating a
console that consisted of three pans: the con-
trol system based on fast parallel processing,
a memory system hased on a PC and an audio
processing system that was originallv ana-
logue but which can be replaced by digital.
All parts were designed 10 be independent of
cach other and can thus be changed or

Calrec Audio,

HX7 8EZ UK.
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Nutclough Mill, Hebden
Bridge, West Yorkshire

Tel: +44 1422 842159.
Fax: +44 1422 845244,

updated. For example, the memory system is
likely to go 10 NT next vear in response 10
user requests.

Within this scenario and on the Digital T
you can disconnect the control surtace and
audio continues to pass through the desk and
similarly a DSP card can be physically
removed and a hot spare kicks in within
4 seconds. The new console will siill reset
totally within two frames and will boot up
from cold within 15 seconds.

As already implied, the N-series was cru-
cial 10 the development of the company’s
digital technology as it was deemed beter 10
get it working on a smaller scale while at the
same time identifying the unmistakable trend
in the radio market towards small uncompli-
cated digital radio boards. A scalable version
of the X-series hardware is employed in the
new Digital T-series and the X-
series  starts  shipping  this
month with the tirst desk being
installed at BBC Radio Notting-
ham in the UK.

The control surface is likely
1o remain unchanged for the
short term but is likely o be
modified in the tuture as poten-
tial users grasp the potential of
the digits. Such a remake should
also give Calrec a good oppor-
tunity 10 reassess the worksur-
face components, many  of
which ¢an now be substituted
with cheaper controls than those that were
availuble when the surface was originally con
ceived. The potential of the all digital pro-
cessing  would also  strongly  suggest
applications in postproduction and should
this appeal take off then the control surface
would certainly need 10 be re-evaluated 10
harness the in-built total dynamic automation
capabilities that are currently not supported
by the existing control surtuce.

Internally, the Digital T-series uses 40-bit
floating point, 24-hit available on the mic
inputs and the potential 10 run at a higher
sampling frequencies than 48kHz should it
be required.

The Digital T will be available for shipping
in January 1999 and Calrec is
confident of this timescale
because it states that so much
of the console has already been
well proven. The objective is 10
weigh in within 15% of the
price of an analogue T-series
depending on contiguration

The Digital T is undoubtedl
an important step for the small UK compan
but one that still adheres 10 its rademark of
sensible and waste-not engineering. It is a
credit to Calrec that its new flagship digital
desk looks. for all intents and purposes. very
much like an analogue console. After all. is
not that what everybody is trving 1o achieve? ll

www americanradiohistorv. com

Cheap digi desk

Tascam unveiled an entry level digital con-
sole at NAB, called the TMD1000, which is
expected to ship in July for around $1199
US. The 16-channel mixer has four mix
inputs with phantom, 8 channels of TDIF
and two AES-EBU and SPDIF outputs. It can
be expanded through two optional cards
which are expected to ask in the region of
$150 US. The IFTD1000 adds 8 channels of
TDIF and 4 channels of AES-EBU or SPDIF
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while the FX1000 effects boards doubles the
on-board processing of four channels of
dynamics and a stereo pair of effects. The
desk boasts 128 snapshots and MMC, but no
moving faders.

The news coincided with the arrival of
the MMP16 derivative of the MMR8 dubber
which offers 16-channel of playback, 20-bit
D-A and 24-bit digital output capability
and can load and play Pro Tools session
files, Waveframe projects and OMF compo-
sitions directly.

Version 1.25 software for the MMRS and
MMP16 includes OMF export, 9-pin, PC-AT
keyboard connection with the MMRC
remote and Pro Tools 3.2 and higher ses-
sion files compatibility. For DTRS machines,
the RC898 remote control incorporates all
the functions of its predecessor but adds
individual input monitor switches for each
of the six machines, confidence mode
access on the DA-98, dedicated function
keys for 20 macros, a large LCD, illuminated
transport keys and the ability to access track
copy functions on the DA-98 and DA-38.
Tascam also introduced the 4-machine
RC828 remote.

Tascam, US. Tel: +1 213 726 0303.

AudioFile 98

and networking

AudioFile 98 is based on AMS Neve's 24-bit
platform with networking capability and
Version 3.0 software. Features include 24-bit
recording with 16-bit and 24-bit editable
together, waveform display and >>>>>
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Sonic By e

Introducing the THAT 2002 Modular VCA Upgrade for SSL Consoles
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For over 10 years the engineers at THAT Corporation have been improving the sound of the world-famous
202 VCA. Each new 202 model has advanced the state of the art in sonic quality and performance...Well,
the state of the art just took a big leap forward!

INTRODUCING THE BEST SOUNDING VCA ON THE PLANET - THE THAT 2002
With the lowest noise, lowest distortion and widest dynamic range of any 202-series VCA ever made, the
THAT 2002 is not just about better technology or better specs — it's about better sound.

AVAILABLE AS AN UPGRADE FOR ALL 202 MODULAR VCA’S

Regain that industry leading audio performance with the THAT 2002. Available as pin-for-pin upgrades for
every 202 ever made. You and your clients will hear the improvement!

“THAT Corporation has outdone themselves with their new VCA module! With
lower distortion and increased transparency, it is A&M'’s new standard for both
the Recording and Mastering facilities.”

Bob Borbonus, Asst. Studio Manager
A&M Recording and Mastering Studios

Give us a call or visit our web site for all the details.

JRsV:MNM Corporation

MAKING GOOD SOUND BETTE,

THAT Corporation, founded by senior engineers from dbx, designs and manufactures high performance
integrated circuits and products for the professional audio industry.

734 Forest Street, Mariborough, MA 01752 USA « Tel: +1(508) 229 2500 » Fax: +1(508) 229 2590 ¢ www .thatcorp.com

The THAT 2002 is available to owners and operators of consoles from SSL, Veve, Sony, MLCI, and Harrison.

www americanradiohistorv com
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Frontier Design Zulu

Taking its lead from the ADAT, Frontier’s Zulu convertor is
raising computer audio standards, writes Dave Foister

NE OF THE SMARTEST THINGS Alesis
Odid when designing the ADAT system

was putting all eight digital signals on a
fibre-optic link. Not only did this give the most
cost-effective and space-saving multichannel
digital interface in the field, but it invited
others to exploit those very advaniages, giving
the format an even wider appeal than it might
otherwise have had. The usetulness of the
intertace in such a space-intensive application
as a computer sound card is obvious. and
indeed, several have adopted the idea.

One such card is the WaveCenter from
Frontier Design. that has ten digial inputs and
outputs, two on SPDIF. and the rest on ADAT
optical connections. For those with access 1o
ADAT tape machines this is all that is needed
but in the absence of the recorders the prob-
lem remains of how to get analogue signals in
and out of the compuer. The expense of suit-
able convertors would once have negated the
benefits of the card, but the price keeps
falling; keen 1o maximise the appeal of their
own system, Frontier has produced Zulu, a
simple set of 20-bit convertors dedicated 10
the ADAT digital formar.

Anslog Inputs
® o 00

Zulu is very much a real-world practical
hox, making sure o0 offer only what is
needed in order 1o keep costs down. The first
sign of this is the fact thay; although it has the
full complement of eight analogue outputs, it
only has four analogue inputs. This assumes,
probably fairly, that few of the kind of jobs it
will be doing require more than four at once.
The four channels are supposed to be dupli-
cated across the digital outputs, appearing on
58 as well as [-4; although this did not
appear (o be the case on the review sample;
even so, most destination sysiems, including
tape machines, should be capa-
ble of routing the signals as
required themselves

Four tricolour LEDS show
analogue input levels. chang-
ing from green 10 vellow as
level increases and turning red
at digital maximum. There is no level control
on the box, and the inputs are designed for
unbalanced -10dBV signals, which means
that +4dBV sources must be used with great
care—there is not a lot of headroom here.
The translation between incoming levels and
digital indication on the destination machine
seems 10 behave as expected. with Ovu giv-
ing -15dBFS on an ADAT meter, and Zulu's
red lights coming on exactly as the ADAT

UK: Etcetera
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ZULv

» 453 20-bit convarter

Frontier design
Tel: +1 603 448 6283.

Tel: +44 1706 228039.

maximum bar lights up.

The eight analogue outputs are also unbal-
anced -10dBV feeds. appearing like the inputs
on Y, -inch jacks. Again. no level control is
necessary, neither is there any metering—an:
damage will have been done by now. The
small size of the hox means that the back
panel is a forest of Y, -inch jacks for the
12 analogue signals. the two optical connec-
tors hiding in the corner next to the power
connector. This is ted from a wall-war, and
the one supplied to me was a European 2-pin
version necessitating a lile dodgy bruality
with a rubber 13A boot to make it work. I
trust Zulus sold in the UK will have the cor-
rect power supplies. | was also surprised that
no optical cables were included.

The other main cost saving comes from the
fact that Zulu's convertors do not have their
own sample-rate clock on hoard. Safe in the
knowledge that almost everything the box is
likely 10 be connected 1o will have a clock,
Frontier has decided to eliminate the duplica-
tion and use the external clock at all times.
For this reason it has to have a digial input
connected even when it is being used purely
as an A-C, so two optical
cables are required. A green
LED shows the staws of the
incoming  digital  signal,
going off in the absence of
anything. glowing steadily
when receiving ADAT format
signals, and tlashing to show
the presence of an inappro-
priate tormat, Toslink SPDIF
uses the same connectors but
means nothing (o ADAT.

This arrangement has the advantage that it
avoids the dangers of clocks chasing each
other that used 1o plague some systems. Its
only slight drawback is that it cannot easily be
used with the original ADAT machines,
because if they are set 10 digital input they
can only slave to incoming clock, not act as a
master. }f the possible exira resolution of the
Zulu convertors is necded another external
clock has 10 be used.

Straight comparison of Zulu with the con-
vertors in an XT20 showed them 1o be very
similar in terms of sound, giving
them the potential 10 bring very
good quality indeed 0 a com-
puter card and mainain 20-bit
compatibility with the new
ADAT if required. One differ-
ence worth noting is that the
processing delays are significantly ditterent
from those in the machine itself, which could
lead to cancellation if a careless mish-mash of
sources is used.

Zulu does its job very well, with quality
and simplicity its priorities. Getling decent
audio in and out of a computer without
spending a tortune seems to be a common
quest at the moment, and this litle box is just
what the doctor ordercd. Il

ADAT Optical
In Out

www americanradiohistorv com

<<<<< threshold recording. Strip silence
can be used to tidy up an EDL while multi-!
levels of Undo and Redo are now available.
The machine supports 4.3Gb and 9.1Gb dri-
ves, OMF2.0 import and a MADI 1-O option.
StarNet networking provides multiple
AudioFiles with access to multiple drives
connected via fibre-optic cables. The net-
work is a star configuration running
400Mb/s optical connections. When an
AudioFile is connected to StarNet the direct
connection between the worksurface and its
storage devices is replaced by connection to
any storage device on the network with all
disks housed in removable chassis.

A system-wide directory of network disks-
can be viewed at any time and the transfer
of individual sound files is available to all
StarNet users while the off-line backup and
restoration of projects is also facilitated by
the Media Toolbox that manages this and
the import and export of files from other
systems, such as OMF2.0 and .WAV files.
Media Toolbox is available as a stand-alone
device for use with a single machine or as a
networked device.

AMS Neve, UK. Tel: +44 1282 457011.

Waveframe 408 Plus

Waveframe's 408 Plus workstation plays

‘back 8 tracks from a single SCSI bus which

is identical to Tascam’s MMR8 dubber. Ver-

sion 6.2 software adds OMF2.01 file com-

patibility, support for optional multichannel
digital 1-O and import-expont filters for
WAV, AIF and SDII formats. Other features
include 64-bit graphics, Sony P2 and ES bus
machine control, ISA and PCI expansion

slots and integrated Ultra SCSI controller for

OMF and multimedia applications. The 408

Plus shares the same underlying architec-

-

DA v,
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ture as its predecessors the 401, DCS and

DAWS80 with prices starting at $10,995 US
for an 8-track, 8 analogue 1-O configuration.
Advanced Systems Group, US.

Tel: +1 510 654 8300.

Cream Scope

Creamware has announced the Scope (Scal-
able Object Processing Environment) modu-
lar DSP platform for Mac and PC, which
combines the technologies of sampling,
synthesis, effects and mixing. Based on a
multi-DSP PCI board that can use 12 SHARC
processors, it includes a large library of
components from DSP modules to complete
devices with their graphical >>>>>
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Euphonix is the future of mixing

consoles - the specific combination of
digital control and the high-quality
analog signal path rivals traditional
consoles that are noted for their sound

and far surpasses other consoles that

have sacrificed some sound quality in

favor of control."

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

Gingerbread Man"
" 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 Seccrity, Bella Mafia, Under

Wraps, Magnificent Seven

" q . . . <>
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

“a . -
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R

) World Headquarters Tel: (650) 855 0400 Los Angeles (West US) Tel: (818) 766 1666 New York (East US) Tel: (212) 302 0696
Nashville (Central US) Tel: (615)327 2933 London (Europe) Tel: (171) 602 4575 Tckyo (Japan) Tel: (03) 3288 442z
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LA Audio SPX2

Finding yourself short of desk inputs is as inevitable as it is
inconvenient. Jim Betteridge may have the answer

AN A DESK ever have enough inputs?

Of course it can not. Whatever config-

uration makes sense at the start of vour
installation. you always end up making some
compromis¢ or other, having less-used
sources available on the patchbay rather than
ready (0 go on a fader. it is no hig problem,
but I think we would all agree the less time
spent crouching by your client’s lap fiddling
with patch leads, the better.

Some of the main contenders for relegation
1o the parchbay are the stereo sources: the
casselte. the Y-inch machine. the CD plaver.
the VHS. possibly the Beta and even the DAT
machines. Except for good old-fashioned radio
productions involving the live spinning-in of
unnumbered cants and Yi-inch machines, it is
seldom that more than one of these sources is
required at a time. With this in mind. a pain-
less and inexpensive compromise hetween the
profligate assignment of precious inputs and
the inconvenience of the patchbay is the SPX2
Stereo Source Selector from LA Audio.

This  1U-high rackmount box 1akes six
stereo line sources, provides screwdriver-
operated trim pots wide enough 1o accom-
modate -10dB and ++dB standards and then,
via 6 front-panel buttons, allows any one or
more 10 be selected and sent, via its mix bus
10 its stereo outputs. You can select any num-
ber of sources at once and thev are mixed
together according to their trim settings. To
ensure there are no clicks and thumps on the
monitor speakers, the SPX2 uses silent CMOS
switching on the input select, and soft, relay
controlled switching on the main outputs.

Each button has i status 150 10
show the currently selected
source(s). There are 3 stereo out-
puts on the rear panel. all
atached to the same stereo bus:
The two main outputs are hal-
anced on TRS '/w-inch jacks. Fach
has a front panel on-off button
with status tep plus a Trize knob.
The third, called kecornp o, has no level con-
trol. is unbalanced on phonos and remains
unaliered by any of the front-panel controls
except for the input trims. In addition. there's
a stereo headphone output on the front panel
with its own level control. Also on the front
panel, a single Baaxce knob plus 4 pin and o
mono bution relate equally 1o the two main
outputs and the headphone output.

Effort has heen made 1o offer a variety of
connection  possibilities: input one is on
balanced XLRs. Input 2 and Input 3 are on hal-
anced jacks while Inputs =6 are unbalanced
on phonos. Input one has a parallel pair of
break jacks on the front panel 10 accept the

N1 3JJ, UK.

SCV Electronics, 3A 6-24
Southgate Road, London

Tel: +44 171 923 1892.
Fax: +44 171 241 3644.

occasionil visiting sterco source and associ-
ated with it is a s1EREO TRIN knob that replaces
the screwdriver tim provided on Inputs 2-6.

It seems 10 me that all balanced inputs. even
it on TRS jucks. would have been far better.
A lot of potential users will have almost exclu-
sively halanced analogue sources and will be
very refuctant (o unbalance them here. 1 put the
point to LA's head of R&D. Paul Bird. who said
it would not actually be that much more expen-
sive and he'd definitely consider it for v2.

So | strapped the SPX2 into the rack and
connected my Beta SPoand the two DAT
machines to balanced inputs and the VHS
machine. cassetie deck and CD player 10 the
unbalanced inputs. being caretul 10 keep
cable runs to a few teet. | then set a stereo
channel on the 02R 10 expect +4dB. sel the
trim knob on the $PX2s Output 1 trim 10
mark 7 (actually 3 O'clock) and adjusied its
input trims to achieve a good nominal level
No Problems. All as expected.

One of the limitations of the stereo inputs
on the 02R is that they have no balance con.
trol. It's sometimes necessary 1o have indivicl
ual control over the left and right channels
(when conforming audio for video when you
may only want one of a split pair). The 02R has
pan controls for the left and right channels but
no balance or individual faders. For this reason
it is somelimes necessary 1o take up a pair of
precious mono inputs. The provision by the
SPX2 of a balance control, therefore, is 4 hoon

I then connected Output 2 of the SPX 10 the
arulogue 2-irack return on the 02R. This allows
the monitoring of 4 siereo source, whose inputs
are also normalled 10 the stereo
output of the desk, without fear of
1 feedback loop. VHS machines
are particularly nasty in this regard
as they switch to line-in (E-E) on
stop. Very handy.

The components used in the
SPN2 are the same as those used
in many other protessional ana
logue equipment and its sonic performance is
certainly good quoting around 90dB S-N with
0.015% THD and noise. It sounded okay to me.

Once in the rack [ became irreversibly
attached 10 SPX2 and at this price it was an
easy decision 10 whack a cheque in the post
and throw away the boxes. My main criticism
is that all the inputs aren’t balanced; and if
we're looking at the possibility of a slightls
more pro version for the future. 6 dual
coloured LEns to show signal present and clip-
ping for each of the inputs would be very
useful. 1ts still a very handy linle box as it
stands. though. Il
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<<<<< user-surface and presets. Scope will
be able to operate several devices at the
same lime to emulate a complex
studio set up.

The system will be open to third-party
developers and integrates into the Triple-
DAT family of workstations. Many of the
Pentium-native DSP effect modules of
TripleDAT will be able to be used within
Scope and all Creamware’s present hard-
ware can be integrated into the system to
increase the number of physical I-Os.
Creamware, Germany.

Tel: +49 2241 59580.

Digital valve mic

Each side of the CAD VX2 valve mic cap-
sule has its own independent valve head
amp and output amplifier including sepa-
rate custom output transformers. This, says
the company, allows the head amp valve 1o
be optimised for low noise while the output
valve is optimised for driving the trans-
formers and cables. Polar pattern switching
is performed at the output of the mic rather
than at the capsule. Cardioid, figure-of-eight
and omnidirectional patterns are available.
Noise floor is claimed to be lower than
many FET designs and the valve circuit has
been optimised for flat phase response and
has a claimed bandwidth that extends
beyond 100kHz. The capsule is 1'/.-inches
in diameter.

A 24-bit, 32kHz to 96kHz sampling rate
output module with a claimed 120dB
dynamic range is also available
CAD, US. Tel: +1 440 593 1111.

Marantz CD-R

Marantz has what it describes as an entry
level priced CD-R machine in the CDR630
‘which can play CD, CD-R and CD-RW discs
and record CD-R and CD-RW. Features
include balanced analogue inputs, coax and

optical digital inputs, automatic indexing,
sampling-rate convertor bypass, CD sync for
auto start recording from digital sources,
rackmounting casing, and remote control.
Shipping is expected in june for around
£750 (UK).

Marantz, The Netherlands.

Tel: +31 40 273 7978.

Digi radio desk

Klotz Digital has targeted the radio market
with the Paradigm digital console, it has
sample rate convertors on every input
channel, all mic inputs with voice process-
ing, an AES reference clock for master syn-

chronisation and an integrated timer, cue
speaker and clock. It boasts 24 stereo input

-sources, 8 input channel faders, and 4 out-

put buses in a compact and attractive pack-
age. The announcers mic feeds the
talkback bus, there are 16 GPl and >>>>>
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OBAL INTEGRATION

A8: The “small” Audiobahn

The Al is already amazing: on AD/DA converter with 16 Ins and 16 Outs that offers
superior sound ot a very interesting price point. If 16 channels is more than you
need, look at the brand-new AB. Holf the channels, lower prite but still the full A16
quality. This makes the AB the ideal gear for expanding dighal mixers, synths, effect-
Processors...

* 8 Inputs 1/4", bolanced or unbalanced

* 8 Outputs 1/4”, bolanced or unbalanced

o 1 x ADAT In/Out

Open DSP-plotform for * WordClock Sync In/Out
Moc & PC

DSP Power

i(0PE is based on o revolutionary P(-Board for Mac & P,
equipped with up to 12 brand-new and lightning-fast SHARC
floating-point DSPs. SCOPE is extremely powerful and flexible.
All modules like sompling, synthesis, effeds, mixing aad
recording work at the same time, without any audible latency,
in one stable and reliable environment. No more hassls with ’

getting the pieces to work together. SCOPE is the new pletform & .“lﬂ,@b
which is getting more and more support by 3rd parties.

8<hannel AD/DA~onverter
ADAT-Interface

16chonnel AD/DA-converter
2 x ADAT4nterface

Regltime Plug-In Suite

with 8 outstonding modules

Lok
\g

osiris
SONIC  RESTORATION 016"
Realtime Plug-n Suite 164/0 Audio
for audio-restoration Workstation for PC

L =

Professional Realtime
Audio Workstation fir PC

i : The solution for anyone who is serious

:U::i?mn,:i:,:’o':?:, PC about hord disk recording. tripleDAT's

hardware and software are

guaranteed to work fogether smoothly

as bath hardwore and software come

fram the some compony. The drivers

that are included, MME, ASIC ond

DirectSound, enable any user fo easily

integrate fripleDAT info any sequences:

setup. And tripleDAL is not o dead

mm Ort end sireet - SCOPE demanstrates ot

"3‘9 masterort \.ﬂhlth h!gh level of engineering u_nd

Mastering Quality }r;:ggmh:n f:n.ur l;zlleuses V;!" :)u;ld.

! : i is makes tripleDAT your first step
s t",’f:,',‘:‘,,'f,;‘g'yﬂ:?n for PC tawards SCOPE technology

Realtime Effects - included
in tripleDAT & TDAT16

MMport - pro-quality audio board

Here it is at last! The renawned pro-quality tripleBOARD - sola. Excellent converters and drivers for any need.

MMpornis the borgain ticket to CreamWarld!
®
http://www.creamware.de c r e a m I.U @ r e

» drivers for MME, DirectSound, MIDI and ultra-ow latency ASjOidriver for Cubase VST
o upgradable to MasterPort / tripleDAT / TDAT16 anytime

# 4In/0ut, analog + digital, MIDH-nterface
http:/ /www.creamware.com

Distributicn: CreamWaore GmbH, Wilhelm Ostwald-Str, 0/K1, $3721 Siegburg, Germany  «  North Americo: CreamWare US fac., 446 Harrison St., Sumas, WA 98295
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Review

SD Systems LDM94; LCM89

Viewed with suspicion by purist players, brass bugs are still the best
solutions to many problems, Dave Foister comes over all saxy

OME MICROPHONES are born special-
ists, others have specialisms thrust upon

them. Many of our favourite one-job
microphones were intended as all-rounders.
but the discoverv of a particular characteristic
linked them irrevocably with a specific appli-
cation. Less common are the microphones
designed from the ground up 1o perform best
in a one-niche appiication. One give-away is a
fancy mount for a panicular instrument. so no
prizes for guessing which pigeon-hole these
two models from SD Systems helong in

Sax players are a breed apart. On siage
they can strut their stuff almost as much as
guitarists, with an
instrument  almost as
phallic. They can do
this because they clip
little microphones on
to their bells. freeing
them from the con
straints of standing still
In tront of a micro-
phone stand. Trouble
is the litle  micro-
phones usually aren’t
up to studio use, vet
the plavers resent hay
ing to stand rooted 10
the spot in tront of something that might
actually record their sound properly. It's the
same with double bass players; the bug that's
good enough night after night on stage
sounds crap in the studio, vet the difficulties
ot miking them up don't interest them,

Several solutions exist for the saxophone,
usually in the form of a grown-up clip-on
microphone like the DPA miniatures on their
linle goosenecks. While many remain all-
rounders with a mount that happens to work
with saxes. these SD Sysiems microphones
commit themselves 100% to the sax with
big wire spiders that clip over the hell and
could hardly fit anvthing clse. There are two
models. dvnamic and condenser, distin-
guished largely by their colour and the pres-
ence of a powering hox on the end of the
condenser’s leacl.

The mount is common 10 both and resem-
bles a small tripod. with a soft plastic cover-
ing round the ends of the legs. These are
genty curved to clamp snugly
on 1o the hell of either a tenor
or an alo (soprano’s 1oo small
and baritone 100 big) without
scraiching the lacquer. The
legs are surprisingly long, and
place the microphone capsule
itself considerably further out
of the mouth of the bell than some such
devices. which can only be a good thing in
my opinion. Regardless of the quality of the
microphones themseives, many of these
arrangements fall down because they are sim-
ply oo close, putting spill rejection and
inconspicuous mounting hefore sound qual
ity. I've always wondered why they bother. as

SD Systems

48

PO box 2603, 1000 CP
Amsterdam, The Netherlands.
Tel: +31 20 692 6413,
Fax: +31 20 66 84877.

most saxes are loud enough that spill isn't a
problem and most plavers seem only too
happy 1o have so much stff sirapped 1o their
instruments that they look like a weapon out
of Star Wars.

The mount, then. holds the microphone
firmly in a fairly suitable place. and has at its
top a rubber suspension (spares provided) that
supports the microphone element iiself. The
simpler of the two is the LDM94 dvnamic. a
remarkably small black capsule connected hy
a thin wire direct to an XLR. Properly halanced.
it can handle up 10 155dB SPL (just as well
really) with a reasonably respectable frequenc
response. For me this
one remains more
suited 1o the stage. as it
puts brightness before
depth 1o give quite a
pretailored  sound,
with plenty of edge 10
cut through. It also
seemed susceptible to
LF  bumping effects
which could have been
either the mechanical
shocks of the keys
being moved or a bit of
wind from the bell
itself—perhaps less likely as the capsule has a
foam shield to prevent this.

More interesting is the 1LCM89 condenser.
This is coloured brassv gold to match the
nstrument (tough it vou've got one of the
flash black lacquered ones) and its lead ends
in a small plastic box with a helt clip. This can
take a 9V batery (with a claimed life of 1-2
years) hut also accepts 48V phantom power
via its output XLR. It even has two controls on
it, allowing the plaver 1o adjust both volume
and tone (funny but I atways thought they did
that with their mouths). There is also a aUTE
switch, which is either a hoon for the plaver
or a pain for the engineer according to vour
point of view

The big plus point is that its sound is alio-
gether cleaner and smoother and more appro-
priate for use in the swdio. Its sill on the
bright side compared with a more conven-
tional studio microphone in a more conven-
tional position (a 414 in this comparison) but
much more complete than is
dynamic  stablemate  at the
lower end. The overall curve
gives a full spectrum with a
useful presence lift, and this
can be smoothed out with the
TONE control on the plaver's
box it desired.

Sometimes a player comes into the studio
saying ‘it is all right mate. vou can ke a feed
off this” and your heart sinks at the prospect of
the mix ot diplomacy and EQ it is going 10 take
to make it work. If it is a sax plaver with an
1CM89 you can relax—it will work and it will
carry on working when he stants swinging that
bell around. M

www americanradiohistorv com

<<<<< GPOs, an intercom port with auto-
mated input sensor, console set ups. LCD
channel labelling and a mix-minus system
for phone lines.

Also, the desk is expandable to 48 input
sources and 16 faders and can add a profan-
ity delay and redundant power supply. All
this for around $6,000 US, in August.

Klotz Digital, Germany.
Tel: +49 89 4623380.

tc electronic 02R card

1c electronic has released details of a plug-
in effects card for the Yamaha 02R mixer
called the Unity. Offering M2000 perfor-
mance, the card plugs into one of the four
02R I-O expansion slots and can be ordered
with or without an 8-channel AES-EBU I-O
connector. The card is loaded with M2000
effects and two effects can be run at the
same time with all settings remembered and
automated in the 02R’s automation.

The two effects can be run from the
desk’s aux, group or main buses and exter-
nal signals can be mixed with the Unity
returns on the card.
tc electronic, Denmark.

Tel: +45 8621 7599.

GPS DTV console

Graham-Patten used NAB to air its plans for
a DTV-capable digital audio mixer.

Hardware platform for the scalable
processing is a 333MHz Pentium I using
Compact PCl architecture to provide dual
plug-in power supplies and hot-swappable
modules. The DSP core is modutar and can
be configured with up to 144 SHARC
processors with a full-blown desk able to
cope with 512 channels.

1-O for the system is modular and avail-
able as a combination of analogue and dig-

"y ’ ’ .

ital and connects to the engine using
IEEE-1394 networking technology. Mixing
engine control in large systems can be
through dual 100-base T network connec-
tions while smaller systems will use RS422
serial control ports.

GPS has introduced Comparisonics sound
matching software that can be used to cata-
logue and search sound effects libraries to
find the occurrence of specific >>>>>
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Soundcraft B400

The broadcast quarter’s use of live desks prompted the design
of the BROO. Paul Shure meets its smaller sister

COUPLE OF YEARS AGO, Soundcrafi
Aimroduccd a broadcast mixer in
response 1o the observation that many
broadcasters were ordering modified live
sound consoles for broadcast production use.
The reasoning was that live consoles pro-
vided the large number of aux sends broad
casters needed 10 create clean feeds but
lacked the more specific broadcast features.
Consoles providing this feawure set may be
available but generally not at a pricing level
that fined average budgets. The BR0O is
intended 1o address these requirements, hit
the required pricing range vet still remain
flexible in specification
The B400 is the result of some potentiul
customers of the 800 considering it over-spec
ified for radio work. It draws on the structure
of the BB00 hut is far more radio production-
orientated and can perform as an on-uir mixer
if needed. 1f you directly compare the two
consoles. you find a common approach but a
different feature set—both share the concept
of providing a range of frames from 24 10 36
modules within which can he specified a
choice of modules. In the case of the B400

these are chosen from Mono, Stereo and
Stereo Teleo for the inputs; the 8 groups can
be addressed with Mono or Siereo group
modules: leaving the essential 3 modules

Stereo Master, Comms and Monitor. In 1ot
this creates a bus siructure with 8 audio
Lroups. masier slereo outpul. separale mono
oulput. 3 mono auxs and | stereo.

A second layer of user specification is
added with one of the most comprehensive
nternal jumper-link  option:
sets you'll find. As an exam-
ple. the mono input module
has at least 15 options cover-
ing EQ functions and signal
chain positioning of kev feu-
wres. plus logic options that
mainly concern the operation
of the fuder cueing. This flexi-
bility continues throughout mixer and makes
detiled explanation redundant as. if you
don't like what vou see. there is a strong like-
lihood that it is a jumper option. To this must
also be added basic tansformer 1-O and
fader type choices

The major difterences between the 400 and
800 arc 1o be found in the input modules. It

Soundcraft
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Cranbourne House,
Cranbourne Road, Potters
Bar, Herts ENG 3JN UK.
Tel: +44 1707 665000
Fax: +44 1707 665000

would he wrong 1o give the impression that
the 400 modules are slimmed-down versions
of the 800—they have been designed with
ditfering  priorities, and a quite different
appearance—the order of the FQ and aux
sections is reversed

The Mono Input module has both mic and
line inputs with the expected ancillary controls.,
routing 10 the 8 groups in LR pairs and siereo
hus. 4 aux sends (1 stereo) which are individu-
ally switchable pre-post. and a 3-band EQ with
sweepable HF and MF. but fixed LF plus a vari-
able high-puss filter. The module also has a
direct output whose level can be controlled by
reallocating Aux I's 1EvEL control

The ox-ctr butions are particularly radio
orientated in their functions with the on but-
ton going to halt illumination when the fader
is fully lowered. The Cue modes ditfer accord-
ing to how quickly the button is pushed and
the internal jumpers: although it would be
most common for it 1o route 10 the Cue buses
It can also be used. in the Line mode. 1o set
up triggers for remote start-stop of exiernal
sources. An Lip bar graph running parallel 10
the fader can be jumper selected 10 read dif-
terent points in the channel

The Stereo input is similar, but with no mic
inputs and can select from both or either sides
of the L&R inputs. The EQ is simplified as
reflects the likely type of line sources in
radio—CD. tape. hard disk and so on. The
Stereo Telco module differs mainly in its pro-
vision of a telephone input from an external
hybrid, u dedicated direct output and a a1k
Back button that takes the desk 1atkback 10
that direct output

The Group modules add sterco and tape
returns and 4 aux sends. The stereo group
adds the ability 1o control the sierco image
width from mono 10 wide siereo

The Stereo Master module brings aux mas-
ters, main stereo bus with optional limiting,
and the separate mono output, 10 hand. The
Comms and Monitor modules add the monitor
functions and  select—both external and trom
6 internul sources. phones. cue. talkback and
oscillator functions.

Meter bridges come in two styles—a DIN
standard type that accepts any DIN dimen-
sioned meters. and a more basic
vu bridge with lower sightlines
over the console. The talkback
mic and small speaker are also
housed in the meter bridge as are
LEDs (0 wirn the user that any of
the numerous internal VCAs have
been selected for external control

The B+00 has pulled off the
same trick as the successful BBOO—it is com
pact. easv 1o use and remains flexible at the
control-surface level. plus has the ahility 1o
reset internal jumpers on i per-channel basis.
If this is added 1o the ability 10 mix and
match modules when specifying. you can
end up with a ‘custom’ console at off-the-
shelf prices. @

www americanradiohistorv com

<<<<< sounds in soundtracks. The soft-
ware contains proprietary algorithms which
reduce complex sounds to compact data
signatures and databases can be searched
rapidly to find a sound using a ‘prototype’
of the desired sound.

GPS, US. Tel: +1 530 273 8412,

8-channel convertors

Benchmark has an 8-channel convertor sys-
tem made up of the AD2008 8-channel A-D,
DAC2008 8-channel D-A plus the ADA2008
4-channel A-D/D-A combo unit. All have
44.1 and 48kHz capability plus varispeed
with prices starting at $3950 US.

Claimed specifications include THD+N of
-108dBFS (0.0008%) and CCIF intermodula-
tion distortion that is -128dBFS (0.00004%).
Benchmark, US. Tel: +1 315 437 6300.

Smaller Logitek digital

Logitek now has a S5-fader version of the
ROC10 digital radio mixer called the ROC5
that runs with the company’s Audio
Engine processor.

ROCS prices for a 16-channel configura-
tion start at $8,000 US and the system can be
scaled up to 64 inputs. Target markets are
newsrooms, newsbooths, dubbing studios
and automated stations.

Logitek, US. Tel: +1 713 782 4592.

TV80 desk

The TV80 broadcast console draws on the
TV1000 desk, but is presented in a more
economical package with all electronic
switching. Available in a range of frame
sizes it includes computer recall of prese-
lected audio sources, alphanumeric source
displays, a house router interface, an eight
mix-minus system and master confidence
IFB panel. Talkback is available 10 submas-
ters, auxes, and mix-minus while standard

«configuration includes eight mono submas-

ter and two stereo master outputs, eight
user-configurable aux sends, four mute
groups and direct outputs from every input.
Wheatstone, US. Tel: +1 919 638 7000.

DAB processor

Orban’s Optimod-DAB 6200 is designed to

meet the demands of digital audio radio,
Two-channel TV broadcasling and web-

casting. Features include Protection >>>>>
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The World’s Best Sounding
Hard Disk Recorder ... JUST GOT BETTER

Otari’s RADAR has replaced analog & digital together and the new dedicated controller provides

multitrack recorders in hundreds of commercial and  track arming, solo and optional metering of 48
private facilities. RADAR has become the benchmark  tracks. RADAR I locks to all standard SMPTE rates,
of sonic excellence and ease of use in HD recording.  video composite and word clock formats.

In keeping with Otari’s legacy of innovation, RADARII  Sampling rates are variable between 32 and 48 kHz.

offers the highest digital multitrack performance. Varispeed, MIDI 1/O, and RS-422 are standard,

45 minutes of 24 bit, 24 track audio are available making interfacing with all existing studio equipment
from a single removable hard drive - with longer simple.

recording times possible by adding internal or ex- Contact Otari today for RADARII information and
ternal SCSI drives. Multiple RADARIIs can be linked listen to the future of digital recording.

Otari, Inc. Japan Otari Corporation USA Otari Singapore Pte., Ltd. Otari Europe GmbH r
Phone: +81 {0) 424-81-8626  Phone: +1-650-341-5900  Singapore Germany

Fax: +81 (0) 424-81-8633  Fax: +1-650-341-7200 Phone: +65-284-7211 Phone: +49 (0) 2159-50861 lr
www.otari.co.jp www.ctari.com Fax: +65-284-4727 Fax: +49 (0) 2159-1778

The Otari Logo is a registered trademark of Otari. € 1998 Otari Europe GmbH
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TL Audio Ivory C-5021

Extending TL Audio’s range of valve outboard range is the
lvory compressor. Dave Foister tracks its progress

speak. The Indigos have gone. replaced

in TL Audio’s colourful range hy a new
and striking series of processors, again valve
hased. and again pushing the boundaries of
what can be done at a price. The expecied
TL line-up of preamps. EQ and compressors is
included. and here we have the C-502]
dual-channel compressor.

Each channel of the unit includes a muli-
input preamp, a simplv feaured compressor
and a basic gate. laid out with TL's usual logic
and clarity. An obvious omission compared
with previous models is a microphone input,
that seems 10 have been a standard compo-
nent of every TL processor for years, but is the
sensible thing to leave out if the design is 10
be rationalised. Retained, however, is the

THE [IVORY TRADE is flourishing, so 1o

front-panel jack for a high-impedance instru-
ment input, that according to the block dia
gram appears to be mixed with the rear-panel
inputs rather than overricling them. This block
diagram is a regular and very useful feature in
TL manuals, showing clearly how the signal
path is laid out and where, in this case, the
valves are doing their jobs.

The 5021 has two valve stages along the
way. with the rest of the gain blocks being
solid state in line with TL's familiar hybrid
philosophy. The first is the preamp stage fol-
lowing the combining of the inputs. and this
comes after the input gain control and the
rear-panel  switches for level
matching. These last introduce a
feature I have never seen
before; while the unbalanced
jack input can be matched to
10dBm or +4dBm, the balanced
XLR is switched hetween
+4dBm and +[8dBm. This is a
very sensible reaction 10 the
high levels often produced Iy
DAT and other digital recorders,
bringing the operating parame-
ters of the compressor and other
controls much more in line with familiar ana-
logue setups

The valve preamp feeds straight into the
valve compressor. in parallel with the prive
LED which glows brighter as the level climbs
higher above nominal 0dB. Compressor tunc-
tions are kept as simple as ever. with fully
variable THRESHOLD and raTIO controls but push
button FasT-sLow switches for arrack and
RELEASL. As betore. all is not quite that simple
as there is 4 certain amount of programme
dependence in the release time, which also
interacts with the attack setting, resulting in a
surprisingly flexible and tolerant range ot

Tony Larking

US: Sascom
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Professional Sales, UK
Tel: +44 1462 490600
Fax: +44 1462 490700

Tel: +1 905 827 9704
Fax: +1 905 469 1129
Germany: SEA

Tel: +49 5903 93 880
Fax: +49 5903 1463

possihilities. The ratio can reach 30:1 for
near-lintiting, with the characteristic TL soft
knee, and a small round illuminated vu meter
can be swirched to show output level or gain
reduction. There is a wide-ranging gain make-
up control. a side-chain insert on a TRS jack,
a bypass switch, and the two compressor
channels can be linked for siereo use. Unusu-
ally, this only buses together the control volt-
ages in order to prevent the image shifting;
the two sets of controls both remain opera-
tive. and must be set up the same for proper
stereo working.

The compressor is followed by the simplest
gate you'll ever see, with a single control for
its Threshold. Although its label suggests
expansion as well, that is stretching it a big,
basically it wrns the signal on and off with
fixed avack and release times
and a light 10 tell vou it is
doing it. For corrective clean-
ing up it is fine but dont
expect 100 much more—it is a
little bonus rather than a major
selling point.

In a wav this is uncharacter
istic, because with these boxes what vou get
is generally more than what vou see. This is
certainly as true of this compressor as any of
TL's others. leaving one wondering, vet again
how thev can do it for the money. There is
something about the signal paths in these TL
Audio devices even betore vou start using the
processes that lifts them out of the league sug-
gested by the price.

An illuminating moment with the 5021
came when [ plugged it up to a vocal track,
and before 1'd even brought the threshold
down to make it do something, one of the
band asked ‘what have you just done 10 the
vocal? [t sounds great.’ For
whatever reason, and whatever
you think about valves. the
voice sounded bigger and more
lifelike, and 1 was then able 0
add compression to as gentle or
as brutal a degree as 1 wanted.
The apparently limited set of
controls are no handicap at all

The 5021 is just as happv on
overall stereo programme com-
pression, and here | found its
high-level matching useful. The
fact that DAT will produce +22dBm at digital
full scale can be a worry with some equip-
ment—I have a mixer whose tape returns are
overloaded by such a signal—and it is good 10
see this acknowledged by a circuit that can
avoid being driven perilously close 10 its
limits. TL points out that the matching does
nothing more than manage the internal head-
room—selting the outputs 10 +18dBm does
not increase the unit's dynamic range.

Once again Tl has produced a compressor
that, despite its price, could find iiself among
the first choices in @ rack rather than the last
resort workhorse. Recommended. Il
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<<<<< Processing for peak control to
within 0.1dB, 2-band processing for control-
ling dynamic range while maintaining the
frequency balance, and 5-band processing:
with equalisation.

Other features include digital 1-O at
48kHz, 44.1kHz and 32kHz, a dedicated
external digital sync input for house refer-
ence signal, analogue balanced inputs, and:
analogue monitor output while the 2-chan-
ne} TV option includes the CBS Loudness

: Controller to prevent loud commercials.

Version 3.0 software for the Optimod-FM
8200 includes 21 new format-specific
presets including rap, rock, pop, classical,
instrumental, jazz, news and sports.
It retains the original version’s phase rota-
tion on-off, adjustable output balance on the
5-band compressors, adjustable bass clipper
threshold and control of the AES-EBU status
‘bit to accommodate digital STLs.

Orban, US. Tel: +1 510 351 3500.

ATC pro amp

“The SPA2-200 Pro is ATC's first stand-alone
professional amp and delivers 200W a side.
Claimed attributes include ultra-low distor-
tion, momentary gain reduction circuitry
and huge current reserves. The output
stage, built around three pairs of high

PPN LY, ; e e
current complementary MOSFET devices, is
configured as a transconductance, or
current, output amplifier capable of more
than 30 amps into the loudspeaker. No ICs
are in the signal path but microprocessors
provide protection and indication of over-

“drive, over temperature, offset and RF,
“HHB, UK. Tel: +44181 962 5000.

Independent Audio, US.
Tek +1 207 773 2424.

Fairlight nets

Fairlight demonstrated its MediaLink
PC-based file server supporting multiple
audio networks with multiple simultaneous
transfers between connected systems at
NAB. Storage options include single or mul-
tiple high speed RAID amays with data
redundancy and MediaLink takes advantage
of the PCI architecture of the MFX3Plus for
-an affordable 100Mbit network on ethernet
cabling. Communicating on TCP/IP proto-
col, MediaLink will allow edit lists, OMF
files and audio in standard file formats to be
exchanged between systems in a
multiplatform environment. >>>>>
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The Leading Edge in Digital: now with Surround

With the D950B Digital Mixing System, Studer has intro-

duced a product that sets new frontiers in the realm of

digital audio. The D950 uses state-of-art technology and
highly flexible DSP power balancing to satisfy the needs of
the audio professional. The console can easily be reconfig-
ured to match the specific needs of various applications.

AES Amsterdam.

And now. the new revolutionary D950S Surround
Version is available, comfortably supporting all Surround
monitoring formats and featuring the unique Virtual
Surround Panning™ (VSP) software. The D950S easily
takes care of all the aspects of Surround production and
postproduction in a modular and advanced fashion! B

Booth No. F34

STUDER “ """

professional audio equipment

H A Harman International Company

Studer Professional Audio AG. Althardstrasse 30. CH-810S Regensdorf - Zurich Switzerland. Tel. +41 | 870 75 11, Fax: +41 | 840 47 37, http://www.studer.ch
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% Purple Audio MC76

OCEEM When Urei's limiters became obsolete, their usefulness and value

were assured. George Shilling weighs up their successor

who dislikes or actively avoids using Urei

1176 limiters. Every commercial music
recording studio worth its salt usually has two
or more of these mono units in the rack as
standard. Usetul on vocals. drums, guitars,
basses, wind instruments—in fact, almost any-
thing—there is something pleasing 10 most
ears about the way they control dynamics. The
meter shows gain reduction clearty and its
needle ballistics are almost as visually pleasing
as the audible effects. Thev possess wonder-
fully "warming’ properties with not a single
valve in sight—instead, these units make use
of FET technology

Production ceased following the takeover of
the company by JBL (Parent company: Harman
US) who, no doult. wished to concentrate on
the much larger sales of their other lines. Prices
of sccondhand units have crept up recently,
which has undoubtedly led 10 Andrew Roberts
and John Klet stepping into the breach to
develop the Purple replica. Their MC76 (Mono

IHAVE YET TO MEET a recording engineer

Compressor or Roman numerals for 1100%)
model has a front panel virtually identical to the
Urei model, except, obviously, the colour.
Although the manual swdiouslv avoids
direct reference to the original, even the Pur-
ple logo horrows heavily from the Urei one.
Urei models were black or silver, the early Uni-
versal Audio silver-blue 1176 making way 10
the black 1176LN (low-noise) and later the sil
ver 1176LN. There were sieady upgrades of the
mode! during its life designated ‘A" 10 'F’; the
MC™6 most closely resembles an ‘E. The
MC76's knobs look the same but the pots are
a litde out of whack—the ottt pot siops 3dB
hefore the legending reaches
zero; although it starts in the
right place. The releas knoh
pointer is also misaligned, and
the aTTACK knob has a strunge
feel 1o it, like a rheostat or a
pot with lots of very small
steps. It retains the click-off
bypass operation of the 1176.
The Purple features the same
sets of push buttons as the 1176: ratios of 4:1,
8:1. 12:1 and 20:1, and (power) Off, +8dBM
level, +4 dBM level or GR (Gain Reduction)
metering and a similarly illuminated vu meter.
Most 1176s have rear-panel connections on
solder tags-screw clamps. Purple sensibly uses
XLR connectors instead. If you want to link two
11765 you need the 11765A (stereo adaptor) 10
make use of the phono socket on the back of

TL Audio
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US: Purple Audlo

Tel: +1 212 391 5527
Europe: Purple Audio
European Office

Tel: +44 181 960 3561,
Fax: +44 181 960 9892.

most units. The MC76 vastly improves on this
situation with two jack sockets for stereo link
operation, one marked pirect and the other
ofrseT with a locknut trim-pot for offset adjust-
ment and a phase toggle, all neatly grouped on
the back panel. Obviously I was unable 1o
assess stereo operation with only one unit, but
such use is apparently facilitated by an internal
1.5V AA battery that [ am told will give wav 10
a tap from the mains power transformer on
units made from June. This case-mounted tor-
roidal transformer is the most obvious internal
difference from the 1176

It is also worth noting that the main circuit
hoard is far more rigidly located than the Urei:
Purple has worked hard on the build quality
and physical durability of these units. Another
sensible move is the provision of an IEC mains
socket with fuseholder and voltage selector.
I only received the manual by fax at a late
stage, which despite being an early draft
appears well written. It promises purchasers
spare fuses, mains leads and mounting bolts:
although mine lacked these

My initial impressions of the unit compared
10 a late-model, silver-taced, 1176LN were that
the MC76 was a tad quicker in its characteris-
tics. However, some of this may have been
more in the bouncy meter ballistics than the
sound. After a quick comparison recording a
DI'd bass guitar, [ thought the Purple lacked
some of the depth of tone of the Urei. Later,
though, 1 wus able 10 make a direct compari-
son with a mid-period, black face. 1176LN and
an unusual, light-grev, Haeco-badged, master-
ing unit (with the Urei name on the back and
obviously similar construction). With the hene-
fi of the excellent moniloring at Dave
Gilmour's Astoria siudio | was able to deter-
mine subtle differences between the units. The
Urei was the warmest and richest sounding,
with the Haeco not far off. In compurison the
Purple seemed slightly brighter, which |
assume may be due to the newness' of the
components. The compression characteristics
were similar. however the Purple was ves
slightly faster than the others, and seemed 10
distort more easily when driven hard. This was
especially noticeable when 1 tried
the  (top-secret)  all-four-ratios-
simultaneously trick. 1 preferred
the warmth and gentle overdrive
of the Urei to the Purple’s slightly
harsh fuzz, but in most situations
the Purple acquitted itself pertecily
well. It did the job perfectly when
gently  compressing  vocals  or
acoustic guitar on a 4:1 ratio. With
the benefit of easy stereo linking, unless you
can find a black-faced 1176LN for the same
price then this unit would make an excellent
purchase. Choose carefully though: the manual
states that there may be some colour variation
between units! 1l
(Thanks 1o Nick Ryan, Mark Thompson and
Fletcher for hackground information for this
review.)
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Version 2.0 software for FAME
allows support for 5.1 surround, dynamics
on all mixing buses (including auto-gain
and enhanced metering) and dynamics and
EQ are now available on all inputs patched
directly to tracks. V2.0 allows storage of
automated files on the hard drive and com-
bined back up and there is now full cue list
automation including VFX, notepad and
console preset events. Using locate points
as cues permits frame-accurate static
punch-ins from preview to write mode.
New automation modes include auto
takeover and outboard automation plus
expanded macro capability.

MFX3Plus’ revision 14.3 supports audio in
18-bit, 20-bit and 24-bit working in any
combination in a project and a new over-
write recording mode. Fade across clips,
solo follows edit and an enhanced wave
menu have been added to the editing func-
tions. New features for the DaD 24-track
dubber include the ability to be configured
asa2x12,3x8,4x6o0r24x 1 track dub-
ber. It now also features Multi-Project Load
for the simultaneous loading and plavback
of 24 projects in any combination and in
any supported format from six disks.
Fairlight, US. Tel: +1 310 287 1400.
Fairlight, Europe. Tel: +44 171 267 3323.

<€

Dual dynamics

The compressor and expander sections of
Symetrix's 565E dual compressor-limiter-
expander use ‘Dynamic Squared’ circuitry
that is said to control gain without adding
distortion. A separate limiter section is
included with its own threshold control.
Other controls are provided for expander
threshold and release, compression thresh-
old, release and ratio and gain makeup.
Connectors are balanced and unbalanced
and a side chain is provided on each inde-
pendent but stereo linkable channel.
Symetrix, US. Tel: +1 425 787 3222,

Omnia FM

Revised control software for the Omnia FM
digital processor permits remote control
using Windows and a modem or networked

connection. Security features, day part-pro-
cessing capabilities and tiered access to pro-
cessing adjustments have also been added.
Cutting Edge, US. Tel: +1 216 241 3343.

Merging cards

Keops is Merging Technologies’ new
16-track PCl-based v2.1 compliant audio card
for the Pyramix Virtual Studio. It uses a 32-bit
floating-point DSP engine.

Sphynx is a modular A-D/D-A >>>>>

May 1998 Studio Sound
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Proview

ADSG Digital Audio Disk Recorder

Talk of a digital dubber in Sony livery has been rife for the last few
months. Zenon Schoepe reports on its first true public appearance

UMOLURS CONCERNING the existence
Rof a digitat dubber bearing the Sony
brand name have been circulating for
some months; although hard facts on the pre-
cise nature of the product have been scant.
Indeed, the very existence of the product has
been questioned by some observers, with
sightings either side of the Atlantic not being
verifiable and early direct questioning of Sony
vielding no enlightenment. A marketing push
o raise profile was clearly at work with
presentations of the dubber reportedly made
to the European and American film communi-
ties both of which were claimed (o be on the
verge of signing up for the new and siill
unseen format en masse. ADSG. as the entity
hegan being referred 10, even had a presence
at the dubber's AES meeting held just prior 10
NAMM (Studio Sound, March 1998).
Perhaps 1 am being unkind but the word
hype springs 10 mind as the methods
emploved to intro

duce this machine B R —
have been quite

i {
contrary to the more H.L..I.".:!"I L
usual routes ex

ploited by manufac-
turers. However, the
machine was seen
for the first time in
public at last month’s NAB Convention in Lus
Vegas, but not on the Sony stand. on the
lomega stand. Technically it is not a Sony
product, it is an ADSG (Advanced Design Sys-
tems Group) product and the tie up with
lomega centres around this memorably enti-
tled Digital Audio Disk Recorder's use of a
‘Professional” variant of lomega's new 2Gb Jaz
media that is soak-pretesied 10, in ADSG's
words. create drives and media that are virtu-
ally bulletproof and capable of the demands
that the ADSG box has of the media—24-hit
16-channel and seamless punch in-out

ADSG is a wholly owned sub-
sidiary of Sony Pictures Enter
tainment which is itself a wholly
owned subsidiary of Sonv. The
idea for the box came through
Sony Pictures Entertainment
which claims that the existing
dubber products were not giving
them what they wamted. The
hox was developed originally for SPE's own
use. but ADSG says there was always the
intention to bring it to the world market.
Announcements are still 10 be made about
who will distribute and sell the product.

The dubber contains @ number of SHARC
processors. certainly more than are needed for
a plain old dubber, and their presence is
attributed 10 the potential for future full
onboard editing capabilities. This, says ADSG,
is the sort of capability that is now wanted on
the stage and the dubber is said 1o providing
a solution that will be fullv capable as player,
recorder or editor and that can be logged on
1o via a networking system

ADSG
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LT .1 of

3300 trvine Avenue,
Suite 133, Newport
Beach, California 92660
Tel: +1 310 244 5523
Fax: +1 310 204 2123

Even so. the available processing does still
seem 10 be substantially more than is necessan
and ADSG claims that it has built a ol solu-
tion’ box and that it will be announcing other
capabilities in the future. Rumours that this pro-
cessing could be haressed by a third party for
digital mixing would seem to be unfounded.

A curious point is that the PCM uncom-
pressed file tormat is currently unique 10
the ADSG machine; although the company
claims that compatibility issues are heing
addressed through discussions with other
(rival) manufacturers

To outline the specifications of this 16-chan
nel 16-bit, 20-bit. or 24-bit dubber, it claims 10
offer 16 channels of individually selectable
record and play, continuous output in forward
or reverse play from stop 1o 1.5x speed, seam-
less punch in-out monitoring, audio input
switching modes, 16-channel headphones
monitor, cut and paste editing on individual
tracks. units or across
an unlimited number
machines, pro
grammable levels of
undo and individual
track. unit or machine
slipping.  Transport
follows biphase. L.TC.

= \TC. P2 and position
in feev/frames, minutes/seconds and millime-
tres samples. 1-Os are on AES-EBU  with
optional 24-bit A-D'D-A convenors. 90kHz
capability is planned as a software upgrade

Each 4U-high rackmount contains dual Jaz
drives and an external SCSI port, 16 1=p
meters, alphanumeric displayvs, an LCD dis-
play. jog-shuttle wheel plus mode and trans-
port keys. There is said to be no Sony Oxford
technology in this box

Price tor the 16-channel unit is $15.000 US
with shipping claimed to be immediate from a
Sony manufacturing plant in San Diego start-
ing with 50 a month and with
the capability to produce 200 a
month. SPE is planning 10 install
250 units at its studios.

Anvone looking at the dubber
market with a perfectly unbiased
eve could be forgiven for think-
ing that there is no shorage of
viable comtenders with Akai and
Tascam's TimeLine units doing sterling work
bolstered by the strong progress of Fairlight's
Dab) package.

However, ADSG believes that onlvy 10% of
the potential market is currently being
addressed and this is clearly what it intends 10
capitalise on saving that it expects major deci
sions 1o be made in the next few months.

The promise looks good, but vou have 10
question the mock-secretive manner in
which this product has been broached and
the eftect this might have on the purchasing
decisions of existing and established digital
dubber technology. Even so, clearly one to
watch closely. B
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<<<<< convertor, the 8 ins and outs which
can be configured as 24-bit convertors up to
48kHz or 96kHz as an option. It connects
optically to Pyramix.

DUA has an onboard MTM interface that
allows it to be interfaced to the Kefren and
Keops audio cards. It occupies a single ISA
Type Bus PC slot and contains all A-D/D-A
electronics and AES-EBU 1-O circuitry while
a breakout box provides analogue connect
ions and headphones monitoring. DUA has
4 analogue inputs, 6 analogue outputs,
2 AES-EBU 24-bit inputs and outputs, inter-
nal crystal lock, external AES-EBU sync and
external wordclock sync.

Merging, Europe. Tel: +44 1763 849356.
Merging, US. Tel: +1 847 272 0500.

Audio codec

The Barco RE8960 audio codec encodes
according to ITU-R rec724 and ITU-T J.41-
J.42 and MPEG Layer Il and is claimed to be
a solution for studio-to-studio links, FM
transmitter feeds, remote pickups, OB and
remote coverage.

Bidirectional 1.5 and 2Mbit/s encoding
and decoding send audio and data signals
on the network and it supports digital and
analogue audio formats with bandwidths
from 7kHz to 20kHz. It can interface with
six types of audio and data format including
dual channel analogue, AES-EBU and
RS232-422.

The device is also surprisingly compact at
only 1U high with all settings, controls and
monitoring software controllable via the
ROSA graphical interface.

Barco, Denmark. Tel: +45 39 170000.

Lucid convertor

Lucid Technology has a series of multichan-
nel A-D and D-A computer audio interfaces
planned with the first, the ADA8824-Sonic,
interfacing directly to Macs equipped with
Sonic Solution’s 16.24 digital I-O card. The
device has 8 channels of 24-bit A-D and
D-A conversion as well as 8 channels of
AES-3 1-O and 2 channels of SPDIF 1-O.

It has digitally controlled analogue input
and output attenuation while 15 Leps cover
metering. Internally controlled sample rates
are 44.1 or 48kHz while external sample
rates can be controlled by AES-3 sync or
wordclock.

Lucld Technology, US.
Tel: +1 425 787 3222,
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Leading edge performance has been a defining
feature of Audio Precision products §ince the-
inception of our company in 1984. Thousands of our
System One audio analyzers are in use worlidwide,
selected by design engineers for high performance
and 2y test engineers for our comprehensive pro-
grammable analog and digital audio measurement
capabilities.

NOw our System Two true Dual Domainaudio ana-

lyzer joins the System One, setting a new standard
for cerformance and flexibility in audio frequency

test & measurement.

System Two is a true Dual Domain analyzer. Other test
instruments may have both analog and digital inputs
and outputs ... but they're not true Dual Domain!
They rely on performance-limiting converters to pass
analog signals back and forth to a DSP core of digital-
only hardware. Passing signals through a/d or d/a
converters for every measurement robs the test
instrument of perforimrance. System Two includes

Audio .
precision

ew Stand
A . :f Py

@10

r‘_:'-..
—_——

serarate, independent hardqware for direct audio
measurements in'both domains, plus additional and
extensive interface measurement capability in-
cluding jitter measurements, eye patterns and all
Gtrer parameters described in AES3, the serial audio
interface standard.

The new standard of System Two is represented by
rerformance specifications such as guarantzed
gnzlog generator and analyzer residual THD+N

cf -108 dB, guaranteed analog signal flatness of
+0.01 dB for the generator and analyzer; and 24 bit
cigital signal generation with 48 bit FFT dynamic
range.

Frcm aircraft to automobiles, satellites to cell
phones, headsets to hearing aids, System Two
recresents a new standard for audio frequency test
& measurement applications. Compare for yourself -
our worldwide force of representatives will be
pleased to provide comprehensive specifications
nd 2 true Dual Domain on-site demonstration.

Audio Precision

PO Box 2209

Beaverton, Oregon 97075-3070

Tel: (503)627-0832 FAX: (503) 641-8906
US Toll Free: 1-800-231-7350

INTERNATIONAL DISTRIBUTORS: Australia: IRT Electronics Pty. Ltd.. Tel: 2 439 3744 Austria: ELSINCO Gmbt. Te: (13815 04 00 Belgium: Trans European Music NV. Tel 2 466 5010 Brazil: INTERWAVE LTDA.
Tel: {21) ®5-5351 Bulgaria: ELSINCO Office Soha. Tek: (2) £8 61 31 Canada: GERRAUDIO Distnbution. Tel: (416) 696-2779 Zhir a. Hong Kong: A C E (Int1) Co. Lid.. Tel: 2424.0387 Czech Republic: ELSINCO Praha spol s r.o.
Tel: (2) 48 66 89 Denmark: npn Elekironik aps. Tel: 86 57 15 11 Finland: Genelec OY, Tel: 77 13311 Francez ET3 Mesureur, Tel: (1) 45 83 66 41 Germany: RTW GmbH & Co. KG.. Tel: 221 70913-0 Greece:
KEM Eteclronics Lid., Tel: 1-6478514/5 Hungary: ELSINCO Budapes! KFT, Tel: (1) 269 18 50 Indfa: Elcciro Dynenics. Tek 512 364713 Israel: Dan-El Technologies. Lid.. Tel: 3-647 8770 Italy: Link Engineering s.t.l.
Tel: 521 €48723 Japan: TOYO Corporation, Tel: 3 (5688) 6800 Korea: B&P International Co.. Lid.. Tel: 2 546-1457: E&P &un i Olfice). Tel: 546 53-7347/8 Malaysia: Tes| Measuremenl & Engineering Sdn. Tel: 3 734 1017
Netherlands: Heynen b.v.. Tel: 485 496 111 New Zealand: Audio & Video Wholesalers, Tel: 7 847-3414 Norwey: Ludcc nsult, Tel: 47-69-178050 Poland: ELSINCO Polska sp. z 0.0.. Tel: (22) 39 69 79 Portugal:
Aculron Eleciroacustica LDA, Tel: 1 9414087 / 9420862 Singapore: TME Systems Pte Lid., Tel: 747-7234 Slovakia: ZLSINCD Bratislava spol. 5 r.0.. Tel: (7) 784 165 South Africa: SOUNDFUSION MFG. Tel: 11 477-1315
Spain: Telco Elecironics, $. A., Tel: 1 531-7101 Swede: TTS Tal & Ton Sludioleknik AB. Tei: 31 52 51 50 Switzerlasd: Cr.V2A. Gunther AG, Tel: 1 910 41 41 Taiwan R.0.C.: Chz Wer Eleclric Trading Co. Tel: 2-561-2211
Thall M. Id Company Ltd.. Tel: 2-294-4930 United Kingdom: Thuriby Thandar Instruments. Ld.. “el: »1480) 412451

Dual Domain, is a registered trademark of Audio Precision
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The New Instant Replay“2.0

Instant sound effects.
ic. Instant fun.

Instant mus

Instant Replay

WARD DISHR

T8 | ENA P P | P T

Aubio 2.0

HOT-KEYS

379
SOUND FX

INTRO MUSIC

a1:32

v

-

Take it out for a joyride.

Instant Replay 2.0 puts a thousand
audio clips right at your fingertips.
You want sound effects? You got ‘em.
You want music and song?
It’s yours...as much as you want.
In fact, Instant Replay 2.0 holds up
to 24 hours of your greatest material.
With everything on-line, titled, timed
and ready to play, Instant Replay 2.0 is
fast, fun and easy to use.

And with 50 Hot-Keys, you're in the
driver’s seat creatively.

Call one of our distributors for an
Instant Replay 2.0 demonstration.

You'll instantly see how tast, fun and
easy it is to.operate.

So, take us up on our offer to go tor
a joy ride. We're sure that after you try
Instant Replay 2.0, you'll want to park
it at your place.

*A new SCSI port supports the
use of external disk drives to
expand storage capacity.

Newly designed front panel graphics
make for easier operation and
you can now choose linear or

Dolby AC-2 recording format.

Ao~

PROFESSIONAL DIGITAL AUDIO

VISIT US AT AES BOOTH B59

We speak your language.

360 Systems European Sales Office: Voice: (31) 0299437250 / fax: (31) 0299433627

Austria
Kain Audio-Technik Gmbh
Tel. (43) 6624377010
Fax (43) 66243770127
8elgium
Trans European Music
NV SA
Tel. (32) 023665010
Fax (32) 024663082
Bulgaria
Protechnia
Tel. (49) 241871150
Fax (49) 241875028
Croatia
Rockoko Studio
Tel. (385) 13777421
Fax (385) 13777445

© 1997-360 Systems

Czech Republic
AudioPolis Studio Systems
Tel. (420) 2322552
Fax (420) 2323069

Denmark
New Musik Technology
Tel. (45) 86190899
Fax (45) 86193199

Finland
Studiotec
Tel. (358) 95123530
Fax (358) 951235355

France
La Compagnie Du Son
Tel. (33) 153204460
Fax (33) 153200100
Germany
Thum & Mahr Gmbh
Tel. (49) 2173967337
Fax (49) 2173967924
Greece
Bon Studio
Tel. (30) 13809605
Fax (30) 13845755

Hungary
Vektor Ltd
Tel, (36) 12621022
Fax (36) 12627083
laly

Audio Equipment Srl

Tel. (39) 39212221
Fax (39) 392140011
Latvia

Vivateh Technica
Tel. (371) 7284546
Fax (371) 7821302

Netherlands
Dateq Audio
Technolgies BV
Tet. (31) 365472222
Fax (31) 365317776
Norway
PSS
Tel. (47) 33035320
Fax (47) 33035325
Poland
Magnetic Media
Tel. (48) 618615814
Fax (48) 618615614

Portugal

Valentim de Carval
Electronica SA

Tel. (351) 14413584
Fax (351) 14432195
Russia

MS-MAX

Tel. (7} 0952340006
fax (7) 0952498034
Serbia

Lola Audio

Tel. (381) 112352106
Fax (381) 11686044

Website: www.360systems.com / e-mail: info@360systems.com

www americanradiohistorv com

Slovak Republic
Mediatech SRO

Tel. (421) 75424051
Fax (421) 75422193
Slovenia

MTO PYy. Ltd

Tel. (386) 611301270
Fax (386) 61320670
Spain

Fading S.A

Tel. (34) 13772400
Fax (34) 14077507

Sweden

POL teknik

Tel. (468) 7087570
Fax (468) 884533
Switzerland

Decibel SA

Tel. (41) 219253000
Fax (41) 219253010
Turkey

SF Dis Ticaret AS

Tel. (30) 2122279625
Fax (90) 2122279654
UK & Ireland

Preco Broadcast
Systems Ltd

Tel. {44) 1816444447
Fax (44) 1816440474


www.americanradiohistory.com

Norman Smith's days as The Beatles' recording engineer and his work with the fledgling Pink Floyd earned

him a succession of nicknames. Richard Buskin charts the successes that saw Normal become a Hurricane

HEY WOULD CALL HIM ‘Normal
and "2dBs’, and they used 10 rely
on him for their sound. vet Nor-
man Smith was never credited for
any of the landmark recordings
that he engineered for The Beatles from
1962 through until the end of 1965. No engi-
neers were credited in those days. Only in
1968 did Smith's successor. Geolt Emerick,
have his name printed on the liner notes to
The Beatles' White Alhim, and even then it

Studio Sound May 1998

was misspelled, “Jetf.

During those years, we were limited as to
how much bass we could put on a record
without causing too much ditficulty tor the
disc cutter.” Smith explains of his early experi-
ences. ‘Paul McCartney would often ask me
tor more hass frequencies, and I'd say, “All |
can give vou is 2dBs™. After that | was labelled
as 2dBs Smith. not 10 mention "Normal

As a jazz brass player who could also find
his way around the drums and piano, Norman

www americanradiohistorv com

Smith had been working in studios for several
years hefore he embarked on a career hehind
the hoard at EMI Studios in Abbey Road. That
was in 1959. his first child was on the way
and, in need of a steady job, he lied about his
age and secured the position of recording
assistant as one ot about 200 applicants.

‘The age ceiling at that time was 28, he
recalls. ‘I was 34, but [ lied and fortunately was
one of the three "young™ men to be taken on.’

After a short spell serving as >>>»>

£9
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Unleash your creative power

Xtrack

Xtrack”'s intuitive, Versatile multitrack digital audio

full-featured digital

audio multitrack ed|t|ng SOftwa re

editing software, plus
one or more Digigram
sound cards provides Loy Cosog Sard Qpoers_tiod
everything you need
to take your audio
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been easier. = b .-
e pons — — -2
The first editor to ‘
transparently mix ‘ eee - = )
compressed and linear i =
data on a single track, w— - - —
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- i N | ;i Ed
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‘Waves C1-Compressor
‘Woves C1-Gate
‘Waves IDR

‘Weves L1-Ultrsmaximizer 8

'Waves Q10-Parsgrsphic EC —I‘E&]
‘Waves Q1-Parsgrephic EQ Settings...
‘Weves Q2-Psragraphic EQ

‘Waves Q3-Parsgrephic EQ
Waves Q4-Parsgraphic EQ 2]

|

laptop.

¢ External Effects Plug-ins

* Mixing of up to 16 virtual tracks in real-time on two
inputs/outputs

* From 2 to 32 physical inputs/outputs

* Simultaneous record and playback on the same track

* Direct access to a range of effects via a drop down menu

* Instant exportable files for broadcast

Comprehensive sound library management

(local or remote)

* Specific functions for dubbing
Parc de Pré Milliet * User configurable screen, toolbar and shortcut keys i '
38330 Montbonnot - France * Assignable on-screen faders for level monitoring
Tel. +33/ (0)4 76 52 47 47 * SMPTE time-code and RS422 Sync capabilities
Fax +33/ (0)4 76 52 18 44 ] Unhmlted Undo
E-mail: info@digigram.com / b
www.digigram.com See us at AES booth D51 and at Broadcast Asia booth 1B4-1
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More than a saucerful of secrets—Smith's days with Pink Floyd

<<<<< 4 general gofer Normian Smith took
his place at the mixing console. and among
his carly assignments were the recording tests
that potential artists were then subjected t
That's how we started as engincers. because
we couldnt reallv cock anything up, he
explains. "Meanwhile each of the producers at
EMI had their own assistants. and they would
be the ones 1o keep an eye on the potential
talent that was coming in. One day, of course
this group with funny haircuts came in

Not fohn. Paul, George and Ringo. but
John, Puaul. George and Pete—is in Pete
Best. the handsome but professionally inept
drummer who The Beatles would soon be
ousting in tavour of Ringo Starr. The group
had already been twrned down by even
major British record label, including EMI's
own Columbii and HMV. so there was a lot
at stake when they undertook a recording
test for that company's small Parlophone
label on Wednesday. 6th June 1902, Never
theless. their performances of Besame
Mucho’. ‘Love Me Do’ 'PS | Love You™ and
\sk Me Why' hardly made a startling impres
sion on Parlophone’s Head of A&R. George
Martin, his production assistant Ron Richards
or engineer Norman Smith

Visually, they made quite an impression.
but musically we didnt really hear their
potential.” recalls Smith. "They had tiny little
Vox amplifiers and speakers which didnt ere
ate much of o sound at source. Lvery sound
engineer wants some kind of sound at source
which he can then embellish—but | got noth
ing out of The Beatles” equipment except o
noise. hum and goodness knows what. Paul’s
was about the worst: in those davs we had
echo chambers 10 add on the reverberation,
and | had to raid the Swdio 2 echo chamber
in order 1o fix him up with a sound so that we
could get something down on tape

The solution was to tetch a large Tannoy
speaker from said echo chamber and solder
jack socket onto the input of a Leak TLI2
amp. Only at that point could the recording
test properly get underway. “Afterwards we
brought them all up into the Studio 2 control
room,” Smith continues, and for about half an
hour we laid into them about their equipment
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and the fact that we needed 10 get. some
decent sounds. They didnt respond at al,
and so George Martin then asked them it they
had anything 10 say 10 us. Perhaps there was
something they didn't like. George Harrison
looked George Martin up and down and said
Yeah. | don't like vour tie”. With that 1 just
creased up. 1 always admired the Liver
pudlian accent for its potential humour, and
that just about confirmed it for me. After that
the rest of them joined in with the wise
cracks, and that was tar more impressive than
the musical side of things. When thev left
George Martin said 10 me, ~Well, what do you
think of that lo?”. and my response was to
say that I'd never seen anything like them
They were so different.

At that time there was an enormous num
ber of groups coming in for tests and none of
them really showed any potential or anything
visually difterent. but of course these guys
did. I said. “For that alone we should sign
them. Just because of their humour and the
wav they present themscelves they are ditfer-
ent.” So George said, “Well, I'll think about it
and shonly afterwards he signed them

EORGE MARTIN. in tact. didn't even take
charge of the atorementioned recording

test. That task was assigned 1o his assis

tant, Ron Richards. as Richards was really the
pop producer of choice. (Martin had forged
something of a reputation for producing com
edy and variety records by the likes of Peter
Sellers. Beyond the Fringe. Mau Monro and
The Temperance Seven.) Nevertheless. George
Martin Iecame involved in the session after
Norman Smith had alerted him to the com
mercial sound of ‘Love Me Do'. and he subse-
quently produced the first recording session
proper. which took place on 4th September
1962. with Ringo Starr on the drummer’s stool
Not for long. though—less than impressed
with Ringo's debut pertormunce on “Love Me
Do’ the Parlophone men had The Beatles
return for another session a week later, and
this time, with Ron Richards temporarily back
at the helm. Ringo was relegated to plaving
the maracas on 'PS | Love You' and tam
bourine on ‘Love Me Do while >>>>>

www americanradiohistorvy com

Hold tight!
We've
improved
the brakes.

The award-winning HHB DAT Tape.
Now with improved tape braking for
smoother than ever tape loading and
unloading.

Ask for it by name.

London: 0181 962 5000
Los Angeles: 310 319 1111

Toronto: 416 867 9000



www.americanradiohistory.com

UL t's flexible because

“u Bm | :-

“Addressing radio production,on-air and outside _
: broadcast requirements in a single mnsale‘_a P p—
L demanding brief. Drawing on experience gained
— in designing the highly successful Soundcraft
B800, we have produced a th'afmre y ;E;q
0 - than equal to the task. The B400 is flexible, R
configurable and provides a cost-efféctive -
solution for facilities of all sizes.”

/ = Chas Bridger, B400 and B800 Designer
J;

€ Souncicra
1l == BE
N

- a
-
TR I e i e B B T |
SE2E Al AA TN A ATE A AN A RAABAEA 5 S g 4 .\ ‘,
A d S s a T asa et 2asstaatatate e ta tatetn e e e e WK
Sl diIaldileldlizaleZiza 8 e P-:i:i,: R R R B N R e R R *‘
AAAAAAATAAA A I3 VTR AR A 04
s ieje e ieiee -’-:1 _r'. “.‘-_:“.-. ':. »0'.‘.-';-.__.‘4.--"_...- - le _‘..‘i;‘__ -
-’.‘;o'r-q;- -:_-:-;.."l;.;j.;',.;;.;_.~:_~.ﬂ: J,‘a 5 J -\. .\
R R R R paE
SRRl LB L L L T LR T T L L
F iF NEREN A SR

...“
g1, -

TR

® 24, 32, 40, 48, 56-module frames © 1 stereo and 3 mono

auxes © LED indication on all switches © Wide variation in www. so u n d c raﬂ. co m
module audio and logic / control functions via internal
jumpers @ Stereo ISDN cleanfeed facilities via direct outputs
on Telco channels © Versatile and highly configurable
monitoring via speakers and studio and guest headphones L

* Limiters on master output ® Wide range of meterbridge Soundcraft +44 (0)1707 665000 ( ". Soundcraft
options ® Balanced audio inputs and outputs throughout, on Soundcraft US  1-615-399-2199

XLRs and EDACs ® Balanced internal bussing H A Harman International Company


www.americanradiohistory.com

<<<<< session man. Andy White, took over
on the skins.

‘Two sessions may not sound like o very
long time to get love Me Do” completed.”
Smith opines, *but it does when you consider
that we did The Beatles™ first atbum (Please
Please Md} in one day. Ringo's drumming, |
thought. was okay. He never was a great
drummer. even at the height of their fame,
but he was adequate for The Beatles and the
main thing about him was his personality. On
the other hand 1 didn't see any reason for
Andy White being brought in. because a little
boy could have plaved the drum pant on
‘Love Me Do’

Several yvears ago, George Martin asserted
that, while Ringo may not be the most techni
cally proficient of drummers, he does have a
distinctive sound. and he was also very inno-
vative in his use of percussion instruments in
the studio. As a former drummer himself (and
the son of a drummer). Norman Smith chal
lenges this

“The truth of the matter is that Paul had a
great hand in all of the songs that we did.
and. to the best of my memory. Ringo would
generatly ask him what he'd like him 1o do,

Hurricane days: the haircut that fooled Top of th:

After all. Paul was no mean drummer himself.
Anyway, T can't understand the ~innovative’
remark at all. Perhaps Ringo came up with the
odd thing or two...

‘Love Me Do eventually climbed to No. 17
in the UK charts—better than we expected.
according to Smith—and with confirmation
that Parlophone had a new hit act on its
hands George Martin took over full time as
The Beatles” record producer. 1 think that was
fargely because of [manager Brianl Epstein’s
influence.” Smith comments. "He and George
had a preny good rupport. and initially he
wanted George to come in and give his okay
to "Love Me Do’ Then, after that was a minor
hit. we really started o hear John and Paubs
writing ability. and so the boss of Parfophone
took over from there on in,

Lennon and McCartney's compositional tat-
ents became evident with the songs that they
concocted for their follow-up singles, Please
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e Pops

Please Me™ und “From Me to You', not to men-
tion their first album which ook just under
10 hours for 10 new tracks to be added to
four that had been recorded previously. Fur-
thermore, The Beatles were no slouchers
when it came 10 covering other artists” mater-
ial. as was evidenced when, with nine of the
10 numbers in the can, they performed a
breathtaking rendition of The Isley Brother's
“Twist and Shout” on the first take.

‘After a whole day of singing John's voice
very nearly didn't hold out.” recalls Smith. He
was always under a bit of strain given the tim-
bre of his voice, but the band had a large jar
of cough lozenges—Zubes—as well as a car-
ton of cigarettes. and he just went for it. Due
to the state of his voice, we knew we had to
get that song in one take. and fortunately we
did. There again, if you listen to it, perhaps
the sore throat and the hoarseness improved
the performance. Its a terrific performance.”

HEREAFTER. hit followed hit, and with

each successive album came a new and

distinctive  sound:  double-tracking on
With The Beatles, the trademark jangling of
George Harrison's Rickenbacker 12-string on
A Hard Days Night. and on
and on. This progression was
all the more remarkable when
taking into account the fact
that, during the years 1963 to
1963, the group was releasing
two albums a vear comprising
largely Lennon-McCartney
compositions, and that the
musicians’ and  technicians’
ideas were often racing ahead
of the available technology.

EMI always gave us—the
engineers—the  chance 1o
experiment on our own in the
control room if we had a
certain kind of sound that we
were after,” Smith explains. “We
could go in and try different
ideas, and out of that did come
certain things, such as tape
delays, ADT and other things
of a semi-technical nature.
Actually. back then the sound
engineers were judged—quite
unfairly. in my view—by the
number of hits that they'd
worked on. Consequently. once The Beatles
broke through I was also walking on water at
Abbey Road and T could do no wrong. so
I could more or less do exactly as | wanted.
Before then, Ron Richards and myself had
been struggling 1o get hits with people like
Shane Fenton—who later became Alvin Star-
dust—and Paut Raven—who would become
Gary Glitter—and so The Beatles made it for
me. and from then on 1 was the number one
engineer.

‘Up until the time when [ became a sound
engineer the other engineers would always
use screens. Evervthing was screened off so
that the separation was good on each mic. but
I didn't like that idea for The Beatles once it
had been decided that 1 was going to record
them. T wanted to set them up the way that
they looked. in line with their attitude and
how they approached things. and it seemed
to me that they would be far happier >>>>>
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<<<<< if they were set up in the studio as
though they were plaving a live gig. 1 there-
fore threw all of the screens awav, and the
Abbey Road management warned me that |
was taking a litle bit of a chance. but The
Beatles performed as they did on stage and
although the separation on each mic wasn't
terribly good it did contribute 1o the overalt
sound. We also got a bit of splashback from
the walls and the ambience of the actual stu
dio, and in my view that helped create what
the press dubbed the “Mersey Sound™. T'd
receive phone calls and letters from America
asking how I managed to get all of that sound
on ape

As far as my side of it was concerned—and
all of the other engineers, for that mattier—we
were sort of restricted. The material had o be
transferred from tape on to acetate. and there-
fore certain frequencies were very difficult for
the cutter 10 get on 1o disc. | mean. if we did.
for instance, slam on a lot of bass it would
only be a problem when it got up to the cut-
ting room. but at the same time we were all o
little Dit frustrated that we couldn't get certain
kinds of sounds that we would have liked

The golden wedding party: *...still can't
remember the title of thet song..."

Instruments like the sitar were terribly, terribly
difficult 1o record due to the range of sound
frequencies—the meter would he bashing
over into the red. and so vou didn't get any
value for money.

Of course. there was more equipment
becoming available as time went on, and then
there was the contribution of all six of us—or
five of us. not counting Ringo—so all of that
contributed 1o the progression of sounds, us
did the kinds of songs that were coming
across. Don't forget that their writing was
changing 100 and this demanded a different
sort of approach. By the time of Rubber Soul,
for example, we were dealing with com-
pletely different types of songs. and 10 be
honest with vou the attitude wowards not only:
the recording but also cach other was begin-
ning to show not too nicely

This is an interesting disclosure. Previously
The Beatles and their associates have indi-
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cated that everything was hunky dory in the
studio until the White Albwm  sessions in
1968. Smith's recollections, however, point to
the beginnings of dissent creeping in a full
three years carlier when Beatlemania was still
at its height.

Tp to that time we had a kind of family
setup between the four guyvs. George and
myself.” he continues. ‘Tt was superb. and vou
can probably imagine what o great time it was
to be part of all that. Also—and 1 don” t want
to take anything away from anyone—produc-
tion of The Beatles was very simple, because
it was ready-made. Paul was a very great
influence in terms of the production, espe-
cially in terms of George Harrison's guitar
solos and Ringos drumming. Tt was almost
like we had one producer up in the control
room and another producer down in the st
dio. and john Lennon also knew what sounds
he wanted

This is another interesting remark concern-
ing the inner workings of the group. given the
tensions that would later arise out of John and
especially George's problems with Paul trying
to run matters both in and out of the studio.

When Rubber Soul came around it
was taking a lot longer o record
cach title. savs Smith. T could see
the friction building up and I didn
like it at all. T thought, “To hell with
this™. and I told George Martin,
dont like what I see and T want to
get off this train™. He said. “Thevre
going 1o be very upset about this
But T said. “Well. that's the way it is.”
A few days later, what should appear
by special delivery but a solid gold
travel clock from Aspreys, inscribed
with thanks from The Beatles. That
wis a sweetener o stay on and ini-
tially T agreed, but it was neverthe
less very difficult and I still didnt like
what I could see coming up. particu-
larly between Paul and John. | could
see them drifting apart and 1 did not
like that one little bit.

Work on Rubber Soul ended in
November 1963, Three months car-
lier. George Martin had struck out on
his own along with Ron Richards and
John Burgess to form  Associated
Independent Recordings  (London)
Limited—or AlR—and so there was
room for Norman Smith to move up within
the EMI organisation and hbecome an in-house
producer. This is what he opted 1o do in Feb-
ruary of 1960, and so he bid adieu 1 the Fab
Four and farewell 1o the faders. and within a
vear he was producing an up and coming
band by the name of Pink Floyd

T left engineering completely behind,
Smith savs. T could still put in my four
pennth, but as a producer with Pink Floyd
I had too many other things to worry about.
such as Syd Barrett.

Having scen a Flovd live performance
Smith was sufficiently impressed by their
stage presentation to sign them to EMIL T can't
in all honesty say that the music meant any
thing at all to me.” he admits. 'In fact. T could
barely call it music. given my background as
a jazz musician and the musical experience
that I'd had with The Beatles. After all. with
The Beatles we're talking about some- »>»»>>

www americanradiohistorv. com

DR74iP

mﬁ "ll!l?

STUDIOS| _

The world's
first audio
optimised
CD-R disc.
Now optimised
for your printer

as well.

The HHB COR74 Gold and the new
CDR74 Gold P printable, optimised
for use with CD-capable inkjet
printers,

Secure archival life: 100 years.
Ask for them by name.

London: 0181 962 5000
Los Angeles: 310 319 1111
Toronto: 416 8567 9000



www.americanradiohistory.com

<<<<< thing reallv melodic, whereas with
Pink Flovd, bless them, | cant really say the
same thing for the majority of their material.
A mood creation through sound is the best
way that [ could describe Floyd.

‘There was something about Syd Barreu's
songs which was indescribable—nonde-
script—but obviously had that Barrett magic
for an awful lot of people. His songs were
interesting as far as 1 was concerned, but
more for the question. “Well. why the hell did
he write tha?”. You know, “What inspired
him?” Nevertheless, we got along as well us
anybody could with Syd Barrett. He really was
in control. He was the onlv one doing any
writing, he was the only one who 1. as a pro-
ducer, had 10 convinee it | had any ideas, but
the trouble with Syd was that he would agree
with almost everything [ said and then go
back in and do exactly the same bloody thing
again. [ was really gelling nowhere.”

Add mind-aliering chemicals to what Nor

Mbre transparenw

man Smith deseribes as Barrett's “peculiar per-
sonality’ and it isnt hard to sce why matters
quicklv began to get out of hand.

I never actually saw him taking drugs in
the studio.” says Smith, ‘but he had the kind of
character that, even if he hadnt daken anv.
you'd think he wuas on drugs. You couldnt
hold a sensible conversation with him for
longer than 30 seconds. Roger Waters had the
hest rapport with Syd but even he found it dif-
ficult. T remember them being on Top of the
Paps with “See Emily Play’. and beforehand
I look them into Number 1 studio purely to
rehearse what they would do on tdevision for
the first time. | was almost choreographing
them—silly little old me. thinking they would
aclually stick with my choreography. Of
course, that all went out of the wiadow
thanks 10 Syd. He wasn't happy sbout doing
Top of the Pops. he didnt like singles—he
only liked doing albums—and it was while
waiting around for an appearance on [BBC
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Radio's] Saturday Club that he walked out of
the door and went missing. That really was
the first sign of his complete mental break-
down. and he never did come hack into the
studio after that—meaning that | had a hell ot
a hard time with the recordings

‘As musicians. the Floyd were capable
enough, but again Nick Mason would be the
first 1o agree that he was no kind of technical
drummer. In fact | remember recording 4
number—I cant now recall which one—and
there had 10 be a drum roll. and he didnt
have a clue what 1o do. So. 1 had o do tha
Nick was no threat to Buddy Rich. Roger
Waters. on the other hand. was an adequate
hass player. but to be honest he used to make
more interesting noises with his mouth. He
had a ridiculous repertoire of mouth noises.
and we used that on one or two things: vou
know. a bit of Rolf Harris.

'So, they were capable. but | had a great
struggle with them after Svd Barrert went
funny and left. They tried verv hurd 10 write
material—t remember them writing a song
about apples and oranges, which | dressed up
and released as a single, and that sold about
six copies. It was around the time of the
Saucerful of Secrets album. and 1 really did
think that it was all over. We still had to keep
the singles coming tor the audience that they
had established. but the songs that were being
composed by the other three guys were, to
say the least. lacking in commerciality. Their
recording career was going down the drain
fast, and then along came Dave Gilmour and
things started 10 pick up again. They were
able 10 get back to what Pink Flovd was all
about and re-establish themselves.

After producing Atom teart Mother, Nor-
man Smith was the executive producer on
1971's Medldle album.

These guys knew what they wanted. and
so it was silly for me to contribute anymore
he says. 1 thought I'd done my bit with them
and encouraged them o produce  them-
selves—they were producing tape loops
home and bringing them into me—as well as
10 he resourceful in the studio. Having done
that it was time for me to retire gracefully and
offer 1o help them if they needed my advice
at any time. However. they didn't. because
Roger—a bit like Paul McCartney—had the
makings of being i1 good producer. and Dave
Gilmour showed this ability as well.

Y THIS TIME. Hurricane was standing in

the wings. Having been songwriting

since he was 10 veurs old, Norman Smith
had been dabbling on the piano in Studio 2
during a dinner break from a Floyd session.
Out of that came the germ of an idea that
would evolve into ‘Don't Let It Die'. a number
that he thought would suit John Lennon and
which he thus demo'd in his best pseudo-
Lennon voice. This he subsequently played 1o
that well-known hit-maker. Mickey Most
who, unaware of the identity of the mystery
vocalist, identified the song as a
Top 3 hit. On learning who the singer was. he
insisted that the recording should be released
as is. The composer-producer-pertormer
wanted 10 add strings. Most told him to go
ahead, although not before pointing out that
he wished to pick up the publishing rights. An
astute move, and he ended up getting his
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way—EMI initially twrned the song down,
only 1o do an about-face when Smith
informed them that Most would do so instead
Suddenly ‘Dont Let It Die” was hot propert
and Smith managed 1o cut a deal whereby the
company saved face by releasing the product
of its own employee while allowing Most 1o
secure the publishing.

My wife and 1 were on holiday in Cortu at
the time of the songs release, Hurricane
recalls. “and while we were there 1 received a
telegram to say that it had entered the charts
at No.18. Soon after that it jumped 1o No.2,
but as | was still away 1 couldn’t do Top of the
Pops. At that time | had long hair. and so
Mickey had the brilliant idea of finding some-
one who had hair like me and having the
hack of his head photographed. That's all that
people saw when they did the run-down on
Top of the Pops

Eventually the man himself was available to
promote his own song, as well as the subse
quent "Oh, Babe, What Would You Say?
which topped the chants in America. leading
1o an appearance on The Tonight Show with
Johnny Carson and a full-tledged concert tour.

As for the "Hurricane’ moniker: ‘1 wanted to
retain the name Smith, and atter trying difter-
ent ideas | saw the old movie Hiwrricane
Smith being advertised in the TV Times. As it
happens a group already had that name. and
halfway through the labels being printed for
Don't Let It Die’ their lawyer contacted EMI
and said we couldnt use it. In the end the
thrashed out a deal whereby whoever got a
hit first would retain the name.. [ got the hit

After Hurricane hung up his frilly shirts and
flares, Norman Smith undertook a pair of
independent productions with Dennv Laine
and Malcolm Roberts. Then he decided to call
it a day. Nevertheless. it should be pointed
out that the Hurricane had very nearly
enjoved huge success as a songwriter several
vears before. The time was June of 1965 and
The Beatles were nearing the completion of
the felp! album. Smith kes up the story
which he describes as being ‘like something
out of a Hollywood movie

It wus a Friday evening, 1 shall never for-
get it as long as 1 live. They'd recorded
13 songs for the album, but we always aimed
tor 14. and so they said, “Well, what are we
going 1o do now for this last one?”. The
were running through difterent ideas and dis:
carding them, and I was sitting up in the con-
rol room with George Martin and {their
music publisher] Dick James, so I wirned 10
George and swd. 1 happen to have written a
song for John and it's in my inside pocket
He said, ~Well, tell them over the talkback
I said. “No. | can't do that you tell them. But
don’t get them all to come up. Only Paul”. So
George Martin asked Paul 1o come up and he
told him that I'd written a song. He said.

Reallv , Norm?# 1 said. “Yeah, I have actu
ally.” ~Well, let's hear it then. Come down

I said, “No. no, no. I'm so nervous about it
Let me go across 1o Number 3 with vou and
I'll play it 10 you

So thats what I did and he really did
think it was good. He said, “That's territic,
Norm! It sounds good for John.” 1 said

Well, no oftence, Paul. but I've written it for
John.” “Oh. right. Let’s get John in.” So John
came into Number 3. [ performed it again
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and he said the same. “Yeah, smashing. We'll
do thut

I couldn’t believe it

When we returned 1o the control roon
both Paul and John asked me 10 record a fit
tle demo over the weekend in time for the
session on Monday. and that's what 1 did. but
in the meantime Dick James oftered me
&15.000 10 buv the song outright. Buck in the
mid-sixties that was 2 terrific amount  of
money, and 10 me it was staggering. heing
that 1 had about tour pence in the bank. | was
about 10 say. “T'll take it", but George Martin
was sitting hehind Dick James and he was
shaking his head as if 10 say 1 should ask for
more, so [ went, “Well, 1 tell vou what. Dick
Il think about it and Tl let vou know on
Monday™. When Monday came, T was sitting
with my demo at the mixer a couple of hours
earlv, but when the guys came in they said
hello™ and walked straight down into the stu-
dio. | thought. “That doesn't look too good
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and then Paul spoke over an open mic and
ashed me 10 come down. I went down and
Paul said, “Look. Norm. don't be upset about
this. but do you reafise that on this album we
haven't done @ song tor Ringo?” Ringo alwavs
had a song. so thev now had one for him o
record. and Paul said. “We promise vou that
we'll do your one first on the next album
Well. the next album was Rubber Soul. by
then their attitudes had changed. and so that
was the closest that [ ever got to having one
f my songs recorded by The Beatles

\nd the name of said song? I ihought
voud ask that. and it's produced another
ache in my heart. because not only could |
never ever find that damned manuscript or
the little demo that T gave them. but | can’t
even remember the blasted ritle either. Tt was
a good song with a solid beat. aimost like the
solid heat of “Twist and Shout” but with a bit
of romance 100... 1 try not to think about it
oo much.” B8
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GENELEC 15 A REGISTERED TRADEMARK OF GENELEC OY, FINLAND

Welcome to an oasis of real satisfaction, where
ACT I VAT E your thirst for the Whole Truth and Nothing But
YOUR VISIONS the Truth will finally be quenched.

For Nearly 20 years we've been known for
our active monitoring systems, particularly our
compact, nearfield bi-amplified ones.

But outside the nearfield, where the heat really
gets turned up, Genelec's S30C, 1037B and
1038A integrated tri-amp™ active monitors are
designed for bigger spaces - mucho grande.
1038A

530C

*Amplifier modules may be rack-mounted in any soffitt installation.

GENELEC

The Whole Truth And Nothing But The Truth

In the U:S: please contact: Genelec Inc. 39 Union Avenue, Sudbury, MA. 01776 Phone 508/440-7520 Fax 508/440-7521
International enquiries: Genelec, Olvitie 5,FIN-74100 lisalmi, Finland, Phone +358-17-813311, Fax +358-17-812267 Web: http://www.genelec.com
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Few failed singers go on to

claim responsibility for three
generations’ of American hit
records. Dan Daley believes
that Brooks Arthur is the only one

E WANTED TO BE a singer. But

instead, Brooks Arthur wound up

as an engineer and producer with

a discography that few of his con-

temporaries could equal, cover
ing many of the great records of the 1960s.
trom "My Boyfriend's Back’ (The Angels). ‘The
Locomotion” (Litle Eva), ‘Hang On Sloopy
(The McCovs), ‘Chapel of Love’ (The Dixie
Cups), ‘Leader of the Pack” (The Shangri-Las)
on through virtually every major hit that Neil
Diamond ever recorded, as well as the Janis
lan classic. ‘At Seventeen’. 1o hest-selling
Broadway shows and comedy records for
Robin William, Jackie Mason and, most
recently, a multiplatinum for film and televi-
sion comedian Adam Sandler.

And he still akes singing lessons.

‘What can [ sav? | wanted to be one of the
crooners.” laughs Arthur. who has penned a
stage show by that nume now plaving region-
ally in the US and heacdling for a London open
ing later this vear. ‘That's been a big pant of
the sccret of my success: [ could relate 1o
great singers because [ know how singers
think and what they need in the studio. Three
of the greatest | ever worked with were Neil
Diamond, Van Morrison and Gene Pitney. But
on all the records. the vocals were the most
important thing.

Arthur knew he wanted 1o sing early on,
and thats when the voice lessons first
started, as he was growing up in the ven
Italian-American neighbourhood of Benson-
hurst. in Brooklyn, New York. But it was his
part-time after-school jobs in the mail rooms
of Decca Records and Kapp Records in Man-
hattan that actually gave him the toot in the
studio door. Literall

I was delivering the mail all over Decca
Records and the guys at Decca’s studios [one
in Decca's midiown offices on West 57th

Cashing in on celebrity status with The Angeis

Studio Sound May 1998

Street and a larger one downtown known as
the Pythian Temple] and the studio guys liked
me and let me hang around while they were
making records,” he recalls. ‘One A&R guy.
Milt Gabler, who later turns out 10 be Billy
Crystal's uncle. let me watch my first record-
ing session. [t was Ella Fitzgerald and Gordon

Jenkins together. And Bob Thiele had Coral

Records in the same building and [ remember
watching him do a session with The McGuire
Sisters. [t was incredible. The guys in the mail
room kept wondering whatever happened 0
me. [ was never around. It's cause | was
always hanging around the studios

Arthur found that the staft engineers at the
studios in Manhattan at the end of the 1950s
were an atfable bunch—the crankier ones
were soon to start opening their own inde-
pendent studios in the next decade—and
they were more than happy to answer his
innumerable questions. Meanwhile, he was
also pursuing songwriting, and it was at
wunderkind publisher Don Kirschner's oftice
that the young Arthur met Barry Mann, Cyn-
thia Weill. Neil Sedaka, Carole Baver Sager
and other up-and-coming composers work-
ing out of Kirschner's offices on Broadwa:
He sang. he composed. he hung out at stu-
dios. All of that came together in 1961 when
he suggested 10 several writers in the

www americanradiohistorv com

Kirschner stable that he record their demos
at a local independent studio. Dick Charles
Recording. with its custom console fitted
with Langevin faders and huge Daven rotary
pots, was happy to see Arthur, and didn't
question his engineering credentials when
informed that the kid from Brooklvn was
bringing in his own paying clients

I was flying by the seat of my pants.” says
Arthur of the time. ‘But | was happy to be in
the studio. All those gems of microphones
—RCA 77 and 4a4s. Neumanns and Tele-
tunkens. Back in those days. having them
around was normal

‘I was recording through the custom con-
sole at Dick Charles, which had stepped EQs
But it coloured the sound and loaded it 0o
much. so instead of using them, [ ran the sig-
nal right through a rack of Puliecs and sent
straight to the mono Ampex tape machine.
That machine had huge electronics and
a giant vu meter—you couldn® miss it. We
were using two Ampex mono machines and
bouncing between them. 1 would record the
rthythm track onto one machine. then play
that back to the singers through the phones
and rerecord the track while recording the
singers all onto the second mono machine

Tust that process created the sound. You can

really hear it on My Boytriend's Back™ >>>>>
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Arthur with Dusty Springfield

<<<<< hy The Angels, and on ‘The Kind of
Boy I Can't Forget' by The Raindrops (two of
whose members were the composers, Ellie
Greenwich and and Jeft Barry).

I was using the Universal limiters and com-
pressing the shit out of it. and after four or
five generations with overdubs and more
vocals, it made for an incredible sound. I'd
describe it as somewhere between gating and
breathing. Especially the drums—I limited the
hell out of the drums, the kick and snare. It
was totally adding noise to the tracks each
time, but that was part of the vibe. We didn't
look at it as noise: to us it was part of the
vibe, part of the sound. And the 45s and 78s
that you plaved them back on had surface
noise that rivalled the signal anyway.’

As a result of the demo work, Arthur began
making a name for himself as an engineer in
New York. He was sought out by the produc-
tion team of Bobby Feldman, Jerry Goldstein
and Richard Gotterher—known collectively as
FGG—for records with groups of the day like
The Angels and The McCoys. Arthur moved
from Dick Charles. where he'd been pulling
down $65 a week since the owner put him on
staff, to the princely sum of $120 per week at
Associated  Recording  Studios. Arthur was
developing recording methods of his own by
now. "My Boyfriend's Back', for instance, was
recorded at Associated with Arthur using an EV
6066 on the kick drum, an old—even then—
Altec “Saltshaker” mic on top of the snare and
an Altec Lipstick” mic beneath, an RCA 77
under the toms, a Neumann 67 for the acoustic
bass, a pair of Altec gg
miics on the piano. ..

‘Even  though we
were recording mono,
I still needed two mics
to get the width of the
piano.” he explains.
‘T used a 67 a lot on
vocals because it gave
the girls great body. To
their voices, I mean.
A 47, wo. We ran the
track down a few
times with the girls
singing it for the band
in the room, then the
band laid down a track
with no guide vocals.

Then we  started
bouncing  between
70

Arthur in his Century Sound studio in Manhattan, opened in the mid-70s

machines. | did the overdubs on “The Loco-
motion” that way. too, and the records I did
with The Shirelles. It worked because even
though the recording setups were pretty
much the same, the groups all had very dif-
ferent personalities that would come through.”

By the time Arthur and Neil Diamond met,
3-track and 4-track machines had become the
norm; although Arthur says that the 3-track
format came and went so quickly he hardly
used it. Bert Berns, owner of Bang Records
and cowriter of, among other classic songs,
‘Piece of My Heart' and ‘Hang On Sloopy’,
brought Diamond to Arthur to engineer his
first record.

‘Neil was awesome, a true star, recalls
Arthur. “You knew it from the moment he
walked into the room. He also knew what he
wanted on the record. Me and [producers) Jeft
Barry and Ellie Greenwich called it “the Neil
feel”. That sobriquet eventually became the
title of his 1966 debut album, which produced
the hits ‘Cherry Cherny” and '1 Got The Feelin®,

Arthur marshalled his Ampex 4-tracks at
A&R Studios fairly conventionally: Track 1
was bass and drums (That's a great way to
£0." he exclaims. "It means you have to com-
mit), Track 2 was guitars, Track 3 was
percussion and the fourth track held Dia-
mond's guide vocals. Then the first three
tracks were bounced over to two tracks of a
second Ampex or Scully 4-track. Horns, back-
ground vocals and other parts were added in
a similar manner until it was time to do Dia-
mond’s vocals. It was here that Arthur's touch
seemed most magical,

‘We actually had some keeper pilot vocals
from Neil—Shiloh' and ‘Kentucky Woman’
were two like that,” he recalls. "But he was such
an amazing singer that the hard thing to do,
but the right thing, was to get him do his stuff.

Other groups needed more  coaching.
Arthur engineered “Come a Little Bit Closer’
for Jay & The American in 1964 at Mira Sound
in Manhattan, produced by Artie Ripp. The
group was made up of typical Brooklyn kids
who did most of their singing on the street
under lamp posts and in reverberant high
school stairwells. The studio was something
else, and a check on the vocal pitch of many
of the records of the period on more modern
equipment reveals that many of the groups
were far from the studio veterans of whom
Arthur was now a cohort.

‘We were very concerned  about >>>>>
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With the introduction of the Blue 300 Mastering
Controller, the Focusrite Mastering System is
complete, providing all the functioning you need
outside your Digital Audio Workstation. Recent
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Directing The Chiffons

<<ccc intonation,” savs Arthur. "Artie was
going for the big Tony Bennett-Mario Lanza
vocal performance on these records. so the
vocals were very out front and had to be
good. The pitch was often atrocious on some
of those old records. You should have heard
what didnt make it onto the records. It was
menacing. Monitoring sucked at the time, and
these kids came in off the street or they had
been singing on stages in clubs. 1 taught them
about taking one side of the headphones off.
In other cases. T used speakers in the room
while they were singing. 1 would wheel a
couple of JBL or Altec 60+ monitors into the
studio and position them to the dark side 