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“Qur three new Digital Film

Consoles (DFCs) represent

the first big leap forward in

mixing technology since the

early analogue days.

“The DFCs provide the first
all-digital, completely
automated platform for
feature film mixing. You can
handle more tracks than
ever before, and there is a
marked improvement in
sound quality by staying in

the digital domain.

“The DFCs equalisation and
signal processing are far
beyond what any other
console offers today,”

Chris Jenkins, President,
Todd-AQ

PURE DIGITAL SOUND

TOTAL AUTOMATION b L

% 8T G i B D

i TR EY
i B ER AR AR

CREATIVE FLEXIBILITY ” FEsstzger I e

Todd-AO Hollywood, Stage C
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EDITORIAL

Grey scale

THERE WAS SOMETHING IN THE WATER in Las Vegas and Amsterdam when a
fester of DAY -oriented manufacturers used the trade shows in question to announce
network-oriented news. This varied from vet more examples of manufacturers say-
ing they intend to network. stipulations of now being even closer 1o the intended
goal than they were a vear ago when they first said they intended 10 network, and
assurances that they were very nearly there now, There are also networks that exist
and work, but what has been proven time and again is that networking DAW's is
breaking hearts. And it's hard.

The situation is complicated by a number of factors—the desire in manufacturers
10 go the right route. the desire of manutacturers to do the right thing. and the expec-
ttion of the end-users. The manufacturers” viewpoint is fairly easy o comprehend.
Tough 1o do. and even tougher to do properly with an eve for what is best for the
user. the next generation of sales. the continued lovalty to existing product and the
well-heing of the manufacturer could alt be said 1o depend on the precise nature of
the networking they develop.

For the user the concept is less precise, The word networking” is like the colour
grey and itlicits largely similar responses it you ask someone to describe it. All inter-
pretations are roughly relevant, but the varied nature of the responses is what endures.

Most audio peoples experience of networks has probably been confined to office
environments, environments in which the system is set up and left for vou. you are
told what you can and cannot do. and you work within the rules.

The majority of users of stand-alone DAW users in post will not be acquainted with
system wide rules’, and T would suggest that the majority of facilities. even if they've
put their names down for the net option. will not have given any detailed thought 1o
how they would organise themselves, the work-flow and staff over a network. and
what operational impact and timitation it would impose upon their trade.

If they had then they might have given thought to the type of network they might
want, and this might not be the type that the manufacturer who made their DAY is
planning for them. Ask some more questions.  Zenon Schoepe, executive editor

Paper heroes

SOMEBODY ONCE QUOTED the apparent inability of some women to program
video recorders as the contemporary arbiter of the difference between the sexes. Yel
somehow the prospect of a man sitting down with a beer to watch a recorded sports
hroadcast from the other hemisphere only to find he's caught a nite-time” talk show
on the unsettling subject of Impotence, and an investigation into the causes of crop
circles. must also happen.

Certainly, some men use the obfuscation of video recorders to intimidate women,
but conceat that fact that they regularly fail the same test of technical prowess them-
selves, So why haven't we mastered the video timer? What can be so difficult about
setting a TV channel and clock that it eludes us so consistently? The fact is that soci-
ety is a lechnotogically complex entity and as such itis difficult to keep the public at
large consistently educated in the workings of its amenities.

The point was brought home to me recently when ' was on my way to take a look
behind the scenes of the recording and broadeast setup hackstage at the UK's show-
case opera operation. Glyndebourne—a setup that had also piqued the curiosity of
one of the British national newspapers. the Mail on Sunday. The MoS interest was
in the coltision of high art and technology. or tradition and progress. i you prefer.,
The technical journalist in whose company 1 found myself claimed a background in
the technical press. but had no understanding of matrixed surround sound. let alone
digital technology. How many bits are on a CD? Pro Logic. is that a manufacturer?
And so on.

Let's just make clear that this lack of information was openty declared—there was
no (typicatly masculine) temptation to bull through the situation. Rather. it seemed
odd that a national newspaper should tender someone so unfamitiar not only with
the professional audio and video technology. but also with consumer technology
already found in many homes.

So T am left to ponder: how does the popular press intend to inform its better
informed readers? And how can we hope to see the likes of DV, digital radio and
digital TV accepted by a general public served by such a press?

Oh. and yes. the JoS§ journalist was a woman, Tim Goodyer, editor
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A UK:While Sam Neill’'simage graced the preview screens in Abbey
Road's Studio | recently, the LSO worked on Trevor jones Score to
Mysterious Passions’ production of Merlin. Directed by Steve Bar-
ron and also starring Helena Bonham Carter, Miranda Richardson
and Rutger Hauer, the recording used the facility’s 64-channel Neve
VRP and 48-track digital-Tascam DA-88 recordersin the careof engi-
neer Simon Rhodes.Abbey Road Studios, UK. Tel: +44 171 266 7000.

UK: Hosted by Emtec Magnetics und London
mastering-duplication tacility Chop Em Our,
a recent Archiving and Remastering forum
saw a panel of speakers address a selection
of studio and record company personnel on
topics including technical considerations and
project case studies. Opened by Simon Hey-
worth who was involved in both the original
recording and remastering of Mike Oldfield’s
Tubular Bells. the session continued with a
personal account of tape ageing problems

Japanese

Japan: Tokyo's Nippon Sogo
Seisaku has dubbed its 1-inch
2-track analogue recorder ‘the
Monster Machine” Itsarrival coin:
ciding neatly with the resurgence
of interest in Japan's Godzilla.
NSS™ custom Studer was built by
American JRF Magnetics and will
be availuble for hire alongside
NSS” other speciality—high-per-
formance  digital - cquipment
Already blooded in the recording
of a forthcoming release from
drummer  Svuichi
Murakami on which the muli-
track machine was a 3348, the
Monster Machine prompled NSS
president Masamichi Ohashi 1o
comment, ltillustrtes analogue’s

continuing ability 10 compete in
an increasingly digitised industry
We started doing mixes with it at

INC studios in May and the engi

neers were  astonished. The

thought such  quality  simply
couldn’t exist even though the

have used the newest 192kHz.
24-bit svstems’. He also com-
mented, 1ve felt that the V=inch
standard didnt fully demonsirate
the potential of analogue butwhat
we have heard from the Monster
miachine is truly unbelievable”. On
the test bench. the Machine deliv

ered  25Hz-25kHz  trequency
response. ruler tlat between
250Hz and 12.5kHz with 4 78dB
SN ratio. www.jrfmagnetics.com

4 US: The recent refurbishment of
Superdupe’s No.| Suite has seen it
upgradedtoaS.l-capable digital room.
Designed by theWalters Storyk Group,
the new look for the New York-based
facility is centred on a 160-channel,
48-fader Soundtracs DPC-Il and an
active Spendor surround system.Com-
pletion of the refurbishment has sig-
natted orders for two further DPC-IllIs
for Superdupe’s sister Lower East Side.
Soundtracs & Spendor Audio Systems,
] UK.Tel:+44 181 388 5000.

A Finland: Loudspeaker manufacturer Genelec had the marq
celebrate 20 years of business. The company, which has been responsible for establishing the
concept of active monitoring in the professional environment, has also completed a substantial

from BMG's Andy Griffin whois currently cat-
aloguing and rearchiving the company’s
70,000 tapes. Charged with building and
archiving the Elvis Presley catalogue, Castle’s
Roger Semon offered a mixture of education
and anecdote on the recordings themselves,
and what has been done to thent in the name
of restoration. While Emtec’s Matthias Bechly
offered an insight into the tape manufactur-
ers challenge. Mixing recording spanning
several decades with footage of Elton John

uee out on the lawn recently to

A US:San Francisco's Music Annex music recording and post facility
has been celebrating its 25th anniversary,as can be seen from the gath-
ering around the Neve 8108 console in Studio C. Founded by David
Porter in a San Jose garage, the facility is still under Porter’s presi-
dentship—any drink in the Flying Faders systemis,therefore,hisrespon-
sibility. The Music Annex.Tel: +1 650 328 8338.

to match, Henry Scott-Irving offered a unique
insight into the problems and opportunities
offered by a useful archive before Sony's
David Walstra made a bid for the future with
an account of the Sony-Philips Direct Stream
Digital system. The technical depth of the ses-
sion was limited by the inclusion of record
companies. but offered insights into the con-
siderations of archiving, and the attitude of
some of those involved.

Tim Goodyer

i UK:Reopening after a major refit,

Scotland’s Castlesound studio
now boasts a newly refurbished
Neve 51-series console complete
with Opitifile automation, Studer
24-track analogue and 32 tracks
of Tascam digital recording, and
an 8-track Spectral hard-disk sys-
tem. Founded by producer
Calum Malcolm in 1978 and
based in Scotland, Castlesound
is characterised by an impressive
and varied client list that includes
acts such as Simple Minds, Aztec
Camera, Wet Wet Wet and the
Royal Scots Dragoon Guards.
Castlesound, UK.

Tel: +44 131 447 0991.

expansion of its manufacturing facility in the north of the country. Genelec.Tel: +358 17 813311

6
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A Singapore: The recent Pro
Audio and Light Asia exhibition
marked the 10th anniversary of
an event which has grown con-
sistently in size and in the aware-
ness of the Western faction of
the pro-audio industry. Setting
out as an exclusively Eastern
event, PALA increasingly
tempted European and Ameri-
can exhibitors who came either
to seek distributors for South-
East Asia or to support their
established distributors,or alit-
tle of both. This year. however,
the dramatic downturn in the
regions economy was evidentin
terms of exhibitors (down by
some 25% by number to 17% by
floor space) and visitors (down
25% to 6,108 with some 34%
coming from 22 overseas coun-
tries). Notable absences
extended from the support pre-
viously lent by the likes of Focus-
rite to its distributor Team 108
and previous years’ indepen-
dent showings from such as
Spirit. ARX and the Australian
Monitor Company, meanwhile,
continued to wave the flag for
Oz, while Fairlight continued
not to. The show continued
regardless and still provided
opportunities for business and

Worldwide: The recent PALA
show presented the platform for
Turheosound's re-catablishment as
an independent company away
from privr parent Haman Audio
T the 1S, the announcement his
been made of the merger of E-
mi Systems with Ensonig Corp
10 form Emu-Ensonig who will
‘continue tooffer audio and music
products with different featunes
andl prives under seperite brancd

Studio Sound August 1998

product launches.The finalising
of HHB's arrangement with
Sennheiser Electronic Asia, for
example, saw the British-based
manufacturer-distributor sec-
ure its presence in no less than
14 Asia-Pacific territories; the
Victor Company of Japan (JVC)
thought PALA a suitable oppor-
tunity to champion its XRCD
(extended resolution CD) sys-
tem against Sony's SBM without
any opposition; East-West
Communications unveiled its
go- events.com website; while
BSS andWembley Loudspeaker
premiered their FCS-966 con-
stant Q graphic and close-field
monitor respectively. It may
have been down-sized,but there
was enough going on.

The 1999 PALA exhibition
will take place between 8th and
10th of July, and will see its
venue move from the World
Trade Centre to the Singapore
International Convention and
Exhibition Centre.Significantly,
it will mark the last annual
PALA for the time being, as the
exhibition is to become biennial
in the face of the economic sit-
uation. Whether this is a wise
strategy remains to be seen.
Tim Goodyer

mumes Al the same time, in the
northem reaches of the UK hands
were being shaken over the
merger of the digital division of
Scotish mustc netatler Sound Con-
tredl with KGM Studio Specialists
a5 KGM Sound Control. The
merger brings rogether the most
promminent equipment distribo-
tors outside of London.  KGM
Sonmnd Control, UK, Tel: +44 1924
171700

B London recording studio activity has
seen London’s newest studio, Stanley
House. open its doors with an SSL
SL9000 )-series console.restaurant. bar
and roof garden.The studio has been
set up by Andy Morris and occupies a
Victorian warehouse near Shepherd's
Bush. Olympic Studios. meanwhile, 1s
preparing to install an SL4080 G+ SE
console in its newly refurbished Stu-
dio 3.The announcement accompanies
a move towards providing a new stu-
dio. Studio 4. to house the displaced
SL4064. Abbey Road has adopted two
Genex GX8000 MO recorders as a
floating digital recording resource. The
studio sees the machines as a practical
alternative to DASH and Hi-8
machines, capable of combining porta-
bility and high-resolution recording.
CTS Studio joins the list of TL Audio’s
C- | stereo valve compressor.
Stanley House, UK.

Tel: +44 181 735 0280.
Olympic, UK.

Tel: +44 181 748 7961.

Abbey Road, UK.

Tel: +44 171 266 7000.

SSL, UK. Tel: 1865 842300.

HHB, UK. Tel: +44 181 962 5000.
TL Audio, UK.

Tel: +44 1462 490600.

B Istanbul's Sinefect has installed a
1 6-fader AMS Neve Logic 3 and 24-out-
put AudioFile Spectra in its Studio |.
Already up and running. the newly-
equipped studio has seen use In posting
commercials for BMW and Pirelli.
AMS Neve, UK.

Tel: +441282 45701 1.

W New York's Bearsville studios has
installed an SSL 4064 G+ console with
Total Recall to concide with the facility's
10th birthday. The new installation has
already been field tested by Bob Clear-
mountain and Stephen Hague on a Pre-
tenders session. Out on the streets of
New York, Randy Ezratty's Capricorn-
equipped L7 mobile has seen the instal
lation of Spendor SA500 3-way monitors
toassistit on its tour of major live record-
ing and broadcast projects. NYC's Sony
Music Studios has invested in a pair of
Martech MSS- 10 mic preamps
Bearsville Studios, US.

Tel:+1 914 679 8900.

Effanel, US.Tek: +1 212 807 1100.
Sascom Marketing, US.

Tel: +1 905 469 8080.
MartinSound, US.

Tel:+1 203 466 1104.
BKualaLumpur's KLCC building project
has involved Abbey Road as design con
sultants in the building of the control
room of a prestigious new concert hall,
Dewan Filharmonik Petronas.The hall is
part of the Petronas Twin Towers where
it forms a low-level bridge between the
two halves of the tallest building in the
world. The project. which is optimised
for classical use. was overseen by Abbey
Road's Neil Aldridge. is built around an
SA&Y SADIE 24-96 and has consider-
able abilty to link with OB vehicles. The
hall will be home to the newly formed
Malaysian Philharmonic Orchestra.

M Los Angeles' Novastar Digital Sound
Serwvices has installed a | 28-input Otart
Advanta digital console as the centre of
its 2-year renovation of Mix Stage A The
2-man desk sits in a THX-certified, sur-
round capable room designed by
George Augspurger where it will sup-
port Novastar'srosta of TV and film post-
production services.

Novastar, US.Tel: 213 467 5021.
Otari,US.Tel: +1 650 341 5900.

www americanradiohistorv com

Mitalian state broadcaster.RAl has taken
delivery of 15 Orban Audicy worksta-
tions to make a standard in its facilities
around the country including those i
Milan.Rome andTurin.The choice of the
Audicy follows a period of consideration
and consultation involving all those con
cerned in their operation.

RAI, Italy.Tel: + 39 1] 810 4442,
Orban,US.Tel: +1 510 351 3500.

B Chinese Ninjang Television has
installed a Euphonix CS2000 console.
The move brings the facility m ine with
a number of key facilities in Beying and
has already been used on a television
production entitled Linlin Mumu Sensen
as well as a musical variety show, Meidi
Zhi Chun.

Euphonix,S.Tel: +1 818 766 1666.
B Hire: London-based Orbital has pur
chased some 61 d&b E3 loudspeakers,
16 9025 and 12 602s together with
matching d&b P1200 amplifiers. The
company has also taken 25 Lab Grup-
pen 1200C 4-channel amps. Elsewhere
in the UK, CVA has purchased 48 Nexo
PS-15 compact loudspeakers
Orbital, UK. Tel: +44 171 978 7828.
CVA, UK. Tel: +44 1932 341400.

B [A-based Ruthless Records has
installed a par of Westlake Audio
BB- 10SWP loudspeakers in its demo
control room.The scale of the monitor-
ing system reflects Ruthless' specialisa
tion in rap and R&B artists. Memphis'
Woodshed studio has commissioned its
40-channel Otari Status console while
Bobby Croft’s The Grey Area studio in
Orlando has purchased a Martech MSS
10 mic preamp for use with its Augan
24-track digitalworkstation

Ruthless, US.Tel: +1 213 782 1888.
Westlake, US.Tel;+1 805 499 3836.
M BBC Belfast has ordered a 6-channel
Calrec X-senes on-air desk for installa-
tion in its Radio Studio 2.The digrtal con-
sole will be used for broadcasting hourly
news bulletins on Radio Ulster:Elsewhere
in Belfast. Production House has pur-
chased 6 XTA GQ600 dual-31-band
graphic EQs.and an XTA DP266 speaker
management system to complement its
new L'Acoustic ARCS speaker system.
BBC Belfast, UK.Tek: +44 1232 338000.
Calrec, UK.Tel: +44 1422 842159.
Production House, UK.

Tel: +44 1232 673786.

XTA Electronics, UK.

Tel: +44 1299 879977.

B New York post house Jonathan
Helfand Music & Post 1s a new 3-room
facility set up by established NY engineer
Jonanthan Helfand. Having been early on
the Fairlight MFX platform. Helfand's
commitment to the MFX3 in the two
completed rooms with an MFX2 sched-
uled for the third comes as no surprise.
Already in the can are a short film. and
anumber of promotional spots for cable
and radio programmes. One of the
MFX3 rooms also doubles as a music
recording room.

Fairlight, US.Tel: +1 212 481 3456.
B UK-based Fon recording studios has
seen the completion of a £0.25m refit
to become The Steelworks. Under the
control of the Eliot Kennedy. Tim Lever.
Mike Percy songwriting-production
team. the 3-room facility now houses
two identical studios containing 32-chan-
nel Soundcraft Ghosts consoles, Alesis
ADATs and Logic Audio software. The
third studio.fed by the other two.houses
a 40-channel Amek Mozart console.
The Steelworks, UK.

Tel: +44 1742 754644,

Soundcraft, UK.

Tel: +44 1707 665000.
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TC INSIDE

From one of the world leaders in
signal processing technology comes

UNIT-Y, a dual engine effects plug-in card for the Yamaha
O2R digital mixer. UNIT+Y delivers the kind of high quality
effects TC Electronic is famous for - right inside the O2R
Completely integrated. Fully automatable. The ultimate
solution for anyone who is truly serious about recording.

EYERYTHING YOU WANT

UNIT-Y gives you a wide selection of the most dense,
natural sounding reverbs you can imagine... shimmering
plates, lively halls and ambient rooms, they're all there -
plus a lot of extras including TC's famous Chorus, Pitch
Shifting, Delays, Phaser and more

Plug-in the ultimate reverb today. UNIT-Y.

NO COMPROMISE

An optional

AES/EBU 1/0

8 channel
expansion board provides access to the O2R's

digital /O, (as you might normally do with a basic I/O
board in one of the O2R’s four expansion slots). As a
result, you don’t have to sacrifice your card slot or a single
input on your mixer to get these premium effects right at
your fingertips.

ULTIMATE TECHNOLOGY

At the core of every UNIT-Y is a powerful 100 million-
instructions-per-second processor, making it possible to
run two full-blown 24 bit effects simultaneously, stereo or
surround - for the most pristine and transparent audio
processing you've ever heard

It's at your local TC Electronic/Yamaha O2R dealer.

t.c. electronic

UL TIMATE SOUMND MACHINES

TC ELECTRONIC A/S. SINDALSVE 4

TC ELECTRONIC GMBH FLUGHAFENSTRASSE 528

DK-8240 RISSKOV, DENMARK
EMAIL INFO@TCELECTRONIC. COM  HTTP
22335 HAMBURG TEL 4 5310 8399 FAX (04

PHONE + 45 8621 7589
WWW TCELECTRONIC.COM/FIREWORX

FAX + 45 8621 7598

5310 8398
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LETTERS

Shooting waterfalls
I WOULD LIKE to thank vou for greatly
extending the information provided with
vour speaker reviews. While T wouldnt
consider them “definitive” by any streteh
of the imagination. they are a significant
improvement over anvthing Ihave seen
in pro-audio journals for a few vears,
However, T wonder why vou have
neglected to provide a fulb watertull plot.
You show uan impulse response. so
clearly vou have a way to generate an
impulse and measure it with sutficienty
tlat phase and frequencey response to give
an accurate and significant time donyin
impulse plot It this is the case. then it
shoualdbe relatively trivial inthis day and
age to derive the waterfall plot from the
impulse response. And ifits not the case.
then you shouldn't be presenting the
time domain impulse response anywuy.
The waterfall plotis a very convenient
wiy of presenting a lot of information
and goces as far as anvthing will toward

displaying on paper a representation of

how the speaker will sound GE such a
thing is even possible). Many of the hi-
fi maguzines have presented themas pan
of reviews for quitea few vears. although
they havent always bheen well-con-
ducted or as accurate as they might be,
It would be a good thing to see real live
accurate duti on studio monitors and on
PA speakers rather than the smoothed
and incomplete curves that manufactur-
ers have tken o providing today.
Scott Dorsey, US

Keith Holland replies: Thunk vou for
the encouraging comments. | agree that
our reviews are perhaps not -definitive
as itis impossible to measure evervthing
and. even it we could. how would we
display the results? The aims of this series
of reviews are 1o measure the objective
performance of a wide  range of
foudspeakers  under  near  identical
conditions as accurately as possible and
o present the results ina way that
permits meaningful comparisons 1o be
drawn between them. The first two
points are really just a matter of deciding
what to measure and then proceeding
with care: the final pointis the one that
is open to the most debate.

As the tests have progressed. it has
hecome clear that. although the method
of presentation reveals a lot of detail and
ditferences between the loudspeakers.
there is a tair degree of overlap hetween
the various plots in terms of what they
revedl. For example. the overall power
response does notappearto provide any
information that is notavailable from the
directivity plots. Your suggestion that we
display watertall plots is a valid one. and
1 am confident that our measurements
are conducted to sufficient accuracy o
vicld  meaningful - plots  (the  step
response. acoustic centre and power
cepstra results are actualhy all derived
from the high resolution frequency
response measurements), [ propose o
generate waterfall plots for all of the
foudspeakers tested 1o duate and see it

10

they reveal any interesting information
that is not readily available from the exist-
ing plots, If this proves to he suceessful,
waterfull plots will be publishedin future
reviews—probuably in place of the above
mentioned power response plots,

IUis my experience that some people
consider watertall plots to be useful
while others do not: 1 sit on the fence,
for now...

Keith Holland, ISVR

. .
Answering service

I REFER TO Robert Marino's interesting
letter (Studio Sound. June 1998) claim-
ing an alternative inventor for the wle-
phone. While T have carried out some
rescarch on Bell T had not come across
this one before. T do, however, huve
some reservations about Mr Marino's
assertions.

If they are true and documents really
existed to the knowledge of the US patent
office describing a device which would
read onto the claims of Bell's patent.
these would have constituted prior art
and Bell's patent would not have been
granted. However, Bell's patent was
granted and so the US patent office must
have been satisfied with its novelty and
Bell's priority.

In the case of any invention which
proves successful o queue invariably
forms brandishing prior patents claiming
1o represent the sume thing—as we have
seen recently with compact dise. Bell's
patent was certainly no exception. The
patent was filed in 1876 but the Htigation
didn’t end until 1887 when the Supreme
Court decided in Bell's favour,

I am sure that unyone seeking o
undermine Bell's patent would have
scearched very ditigently for prior art and
it Meucci's documents were in this cat-
cgory | am sure that they would have
been used against 3ell.
JohnWatkinson, UK

Back to stereo

It is impossible 1o open a copy of Str-
dio Sotntd or any other trade magazine
without mention of DVD. Much is being
written about it. all from the perspective
of technical issues (data compression
systems ¢ al). Am 1 alone in secing
potential - nightmare  scenario for
music-only applications in what is the
actual business end of this. the end-user.
or Joe Punter as he s aftectionately
known. he who eventually pays our
wages.

Stick a pin in a map at random and
check out the stereo system in Joe's liv-
ing room. Chances are vou've got one
speaker ona bookshelf. one on the floor
at right angles to the other. one blown
tweeter and @ 50-30 chance of being in
phase. All of this is hefore the smiley
curve in the graphic,

Now let's give Joe five speakers to play
with. the possibilities are endless. Even
it he's a good boy. how wide does he
have his left to right spread? As wide as
the TV for movies or eight odd feet apurn
for music.

So how to mix an atbum for DVD

www americanradiohistorvy com

release. Well T'd be daft to use the rear
chunnels for anything serious. reverbs
perhaps or the odd effect. Taantrely on
even a half decent S-speaker system 1o
haveanything other than junk at the rear.
and I certainly can’t rely on placement
at all. real fiving rooms vary in size and
shape almost infinitely. So let's forget
those.

Now I'm down to LCR. Well these are
nottime aligned. chances are that theyre
in a straight line. in other words the cen-
tre leads in time. Even if' they are on the
correctcircularare there's only one point
they're true for. So. like cinema systems,
panning is out. There are 3 positions only
available: left. centre, right. Classical mic
techniques (eoincident pair m-s) could
be adapted for 3 channels, but lack of
time alignment makes the centre chan-
nel completely unusable.

So tassuming I'm making a non-clis-
sical record) Fve only got the three LCR
positions to use. Check out the majority
of records. vocals in the centre, drums
in the centre, bass in the centre. In real-
ity all but T or 2dBs of the total level is
in the centre. Now we're going to put all
of this in one speaker instead of two.
The resulte Joe's system craps out qui-
cter than it used to with regular stereo.
f compromised centre channels happen
this gets even worse, We can solve this
by using a phantom centre from left and
right of course. Hang on a minute. that's
2-channel stereo! Oh and 1 get my pan-
ning back. and my time alignment. Hey
this is good.

Quite possibly DVD will prove 1o be
as popular and long lived as quad. If not
we at the hot end of mixing desks need
to think about these problems seriously
it we don't wunt to end up with egg on
our faces. IUs likely that we could muke
some very expensive albums which urn
out to sound like rubbish on the major-
ity of svstems.

Andy Jackson, Freelance producer
engineer, London N8, UK

NY shuffle

My name is Marc Ruschand Tam the engi-
neer for CIMP records in the US, We nake
only live, unedited, unmixed, unpro-
cessed recordings using a single stereo
pair of mics.

In the July 1998 issuc of Studio Sotned
you ran an article on page 92 by John
Watkinson cualled Stereo Mic Tech-
niques. He describes a shuffler” cireuit
for monitoring intensity stereo feeds via
headphones. This problem has been a
source of frustration to me for some time
and I have been looking for some sort
of solution. T have heard of such things
before but have never been able to track
down a schematic for a design. If any-
one can provide me with a direction that
might lead to a schematic or a product
I would be grateful. BTW. 1 should also
mention that the high-quality of not only
the tech sections of your magazine but
the editorial section as well. is much
appreciated.

Marc D Rusch, Cadence Building,
Redwood, NY I
August 1998 Studio Sound
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POST PREDUCTION

R=CORDING

New delivery channals. ncluding DVD.. satellite
cable, digital TV and the internet. are providing an
explosive increase in the number of routes available
to deliver material to an ever-mare enlightened
audience, demanding complex levels of audio format.

This in turn has created a requirement for
powerful audio tools capable of generating and
controlling these signif canzty more complex formats.
effortlessly combining and distributing the increase in \ - D
the numbers of audio dran-els. \

Manual operation is 10 longer an option.

Are you ready for tris?

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

They're assured of 150 automat'ed channels with
comprehensive digital audio processing. controlled by
an intuitive worksurface.

They're also dubbirg in all aurrent and known
future mix formats in 24 bi- and feeling secure with
the knowledge that ‘future proof’ 96kHz resolution and

7.1 operation is built in.

And they're saving time by opening up creative
possibilities with each new project they produce.
For a full colour prospectus or better still book a

personal demonstration sinply call Soundtracs.

V& Worksifices from 150 9€ motorised faders
""‘ﬁ Com Fsion :
.{' N

*§ rép. LCRS. 5.1

- A ' 4 - ék“u"ﬂ%
‘ ‘ —,if B 77 ! ' } . _ 1998 WINNER

P OLICT 100N, = :
’ "n’:{w{_ﬂ:}l: _:—-" w N

Soundtracs DPCII
' .

N

: Seundtracs PLC. Blenheim Road . Longmead Business Park . Epsom . Surrey KT19 9XN . UK
pOU DTRAC S Tel: {+&4) (01181 388 5000 . Fax {+44) (0)181 388 5050 . email: sales@soundtracs.co.uk . web: hitp/
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REVIEW

DAR Scalable Audio Multitrack

Meeting the expectations of film people for the uses of digital dubbers is an increasingly
exact art. Rob James revisits DAR's dubber to discover an extended concept

NY MANUFACTURER whoman-

ages to produce a successtul

design for a digital dubber will
reap a rich harvest of spin-offs into the
rest of the muarket for DAWS, A digital
dubber looks deceptively simple. In
realityitis nothing of the sort. Asa con-
sequence, atruly successtul dubber
design provides a solid foundation for
almost any other application vou cun
think of.

When Treviewed DAR's digital dub-
beroftering. the OMR-8, Twas lessthan
impressed. There were a number of
problems withthe machine that needed
urgent attention, notably in the area of
multiple consecutive punch-ins and
punch-outs. L am happy to report DAR
has been tar from idle over the last few
months, One of the carly purchasers of
the machines was Granada facilities
who bought them to complement their
existing DAR workstations. The expe-
rience gained through the use of the
muchinesinfilmandtelevision dubbing
has been put to good use and the prob-
lems I encountered  have  been
addressed. The resultisawell-designed
machine that now aequits itselt well as
a dubber.

Butthisisfarfromtheendofthe story,
In addition to sornting out the early
teething problems DAR has taken the
busic building block of the dubber and
extended the concept in a number of
interesting wavs, For a start muliple
michines can be locked together to
sumple accuracy using a proprictary
clocking system. This kind of accuracy
betweenmachinesisnot really required
in a film situation where the previous
technology could only manage around
a quarter of a frame at best. but it is
absolutely crucial in music work. The

{100004 00

el

32-track display of SAM with waveforms, fades,

marks, and a region outlined as editing
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theoretical maximum number of tracks
isanussive 1024 which would require
128 machines. So fur no one has had
deep enough pockets to specify a sys-
temofthese dimensions, butif vouwant
to getintothe record books now is vour
chance.

The really cleverstuff starts here. One
muchine is specified as @ SAM master
or interfuce unit with additional slave
muchines specified as SAM processing
units. Inadditiontothe proprictarysyne
connection. and conventional audio
and control. the machines are tinked to
a network hub using (for the sake of
interest) 100-Mbit Fast Ethernet. The
technology emplovedisirrelevanttothe
userand can.inany case. be upgraded
asbhetterthings become affordable. The
pointiswhatthis networking offers the
uscrintermsoffunctionality. Inthis case
audio transfers across the net are typi-
cally 10x faster than real time. This is
one of the factors that enables SAM o
appearas:asingle machine to the oper-
ator. The SAMinterfuce unitis provided
with o screen. QWERTY kevboard and
mouscortrackerball, Thisis usedtodis-
plavallthe tracks fromallthe connected
machines as it they were on one piccee
of tape. Transportcontrol. track arming
and recording can all be accomplished
using on-screen buttons in addition to
the hardware buttons on the individual
machines. So SAMisavirtual multitrack
with high quality reel-rock’

Thave nodoubtmany potential music
userswillbe wondering where the hard-
wareauto-locaterhas gotto. DAR s well
aware of this requirementandare work-
ing on it

SAM s also a well-specified worksta-
tion. All the editing tools vou might
expect are provided. Not only on the
normal “segment’
basis, but also a
timeline that can
CNCompiass parts
of segmentsacross
multiple  discon-
tiguous tracks and
also cross mac-
hine™ boundaries.
Where an editing
operation requires
a move trom, say
Track TtoTrack v,
the actual audio
will  be o copied
acrossthe network
to the machine
whichhastrack9's
output.  This s
done rapidiy and
intelligently so. if

micdad

&
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the audio already exists on the target
machine due to an carlier edit operu-
tion. it will not be copied again. At of
this happens with little or no user inter-
vention. The user's perception is that
of c¢diting using a single. potentially
massive. multitrack machine. The time-
line or region” editing enables a single
audio event. which may be made up of
several segments or parts of segments
across several tracks. to be treated as a
unit and copied. pasted. and so on.
muany times without taking up disk
space rercecording audio.

DAR's Table function provides a sep-
arate recording and editing arcu to the
main ‘multitrack” reel. Material. can be
recorded in Table mode and pasted into
the reel. Onee on the table’. material
can be auditioned and edited before
pasting back into the reel. Slipping
tracks or segments. changing the syne
of any SAM track or tracks. can be done
from the front panels of the individual
machines or from the master,

It adl of this still feaves vou wanting
more, there is more. In addition to the
normal [6-bit. . Ikt z or 418kHz sam-
plingrates, bitdepths of 16, 20 0r 2-4 bits
per sample are standard and sampling
rates of up to 192k1z can be specified
it vou cun afford the convertors. still
want more? Well DAR have long been
admired for the segment-based +-band
EQ on their DAWS, SAM can play back
material prepared on other DAR work-
stations with all the EQ applied in real
time. And. of course. vou can adjust it
using SAML

The number of tracks that can be
simultancously displayedislimited only
by the resotution of the monitor. On a
modest 17-inch screen with 1280 x
1.024 pixels around 32 tracks are com-
fortablv viewed. Twould have preferred
o see a greater contrast between the
bluesegmentblocks and the blue back-
ground. but this is purely my taste and
inany event, casily changed if enough
people agree. There are two main dis-
plavs. the multitrack window as just
mentioned uses most of the screen o
display tracks with the reninder con-
taining transport controlsanda counter.
Theothersereenisusedforediting. The
waveform  display comes in two
flavours.envelope atlow magnification
and sample accurate waveform when
zoomed in to allow surgical precision
editing,

DAR have been having a very busy
time since the company was acquired
from Carlton by managing director Mike
Parker. As well as developing SAM the
whole product runge has been con-
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vertedtoanew disk fomat. Genesis. This
is bused on the industry standard
Microsoft/ TBM . WAV formatand is com-
patible with OMFi. AAF and the puta-
tive AES A1 not to mention BYXAV, All
files usedinternallyarein standard WAV
mono format. but can be exported in
other formats. The disks are now ftor-
miatted in MS-DOS 16 or 32 Dit FAT with
2Gh 8Gh partitions. By taking the rad-
ical stepof udopting the computerindus-
uyformatused in 93 cof PCs. DAR have
positionedthemseves admirablytotake
advantage of the rapidadvancesinmain-
stream PCrechnology Fixed and remov-
ableharddrives, magneto-opticatdrives
and even Jaz GE vou insist) can all be
accommodated together witly Exabyte
Data DAT or DLT for archiving

Each SAMunitisa 3-unit-high 19-inch
rackmountingorfrece-standing box. The
front pancl is inished in DAR's house
colour of charcoal grey. The most
prominent feature is the meter display.
Eight hright orange bhar graphs with

W

chunky control

wheel has good teel

and is used in con-

junction with three
associated  buttons
to provide audible
reet rock or audible
speed control, The
audioqualityinboth
these modes s
excellent. The third
kevispositionwhich
cnables  you 1o
adjust the currently
displayedtime code
value. A fourth key
in the same group
cnables Gate re-
cording. The time
code display also
conveys other in-
formation depending  on mode.
Beneath the display are seven illumi-

nated editkeys whichallow marking of

in and out points. ERasE. OvERLAY and
s comy together with
tNbo - and a st

kev  that o gives
accesstoCut. Insert
and  Clean  func-
tions.  An allumi-

nated mains switch.
headphone  jack
and  volume  pot
and a selector swi-

tch for i, oo or

srrected tracks co-
mplete  the  tront
panel controls.

On the busy rear
panclareaplethora
of connectors. Six-
teen XLRs take care

Directory and assembly page of OMR8/SAM with
real-time waveforms being generated during record

over-mod indicators and select huttons
for recording. editing and locating.
Below the meters are 7 sence panels
which are used to enter and display all
importantmachine settings. Totheright.
arranged vertically, there are seven
function kevs. sy resets the overload
LEbs. 1y changes the time display
between time code. 33mm feet tunits
of 10 trames) and Tomm feet tunits of
O framesr e 1 and viev 2 are serateh-
pad locator memories. Pressing cither
kev loads the memory with the current
location. vaan Tocates to the last point
at which pey was pressed and plays
from that point. 1oor does the same
thing except when vou arrive at the
pointatwhichtheroor keywas pressed
the section repeats until another trans-
portconurolis used. The final keyselects
what the stereo Digital 1-0 addresses
Transport controls are on the right and
with two exceptions are tape-recorder
style. The exXeeptions are i reverse sy ne
playkevandthe s kev. Allthe trans-
port buttons are illuminated. the
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of anualogue -0,
convertors are
24-hit oversampl-
ing types. Four fur-
ther NLRs deal with LTC 1-O and
AES-EBU 1-O. All cight outputs are
optionallv available in AES-EBU formut
on u D-connector. SP-DIF is also pro-
vided on the usuat phonos. The stereo
AESand SP-DIF1-Oareable
to be selected to pairs of
tracks or to carry @ mix of
alleight. This can belooped
through additional  mac-
hines to give a mix of all
tracks. Further D-connec-
tors cover biphase. MIDEor
IBM  compatible
mouse, RS-422and external

VGA monitor. RS--122 provides Sony P22
protocol (9-pin) remote control capa-
bilities. Functions remotely controltable
include. truck arming. chase svac con-
trol. transportcommands und disk pres-
ence indication, Video reference and
AES wordclock 1-O are on BNCs. An
IBM compatible computer kevboard
can be connected to an AT-style DIN
socketand there are further connectors
on the panel for options such as SCSL
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Digital Audio Research,
2 3ilverglade Business
Park, Leatharhead Road,
Chessington, Surrey.

KET9 2L, UK.

Tel: +44 1372 742 848,
seria]  Fax:+44 1372 743 532,

The expanded screen showing 8 tracks with waveforms
and names, with a region marked for editing

GPIO. R] 45 networking. and a remote
front panel. GPIO can e used to con-
trol the transport functions, phus record
arming and tallies.

The gated record mode allows a
thresholdto he set to trigger recording,
a minimum record time after a trigger
cvent and  the minimum  spacing
between trigger events. Two triggers
closer together than this parameter set-
ting will result in one recording cover-
ing both events. To avoid mishaps and
clipped recordings the segment is actu-
ally started hetore the gate opens. If
this sounds implausible.abitlike atime
machine. itisachieved by continuoush
recording intoarolling RAMbufferand
retrospectively setting the point at
which the recording starts on disk.

As well as the obvious music and
sound-for-picture applications SAM is
alsowellsuitedto tive recording. In the
cvent of some unfortunate occurrence,
for example tripping over the mains
lead 20 minutes into a recording. the
most vou will lose is the fast 20 sec-
onds.SAMulsoformsthe basisof DAR's
theatre systen.

SAM isa texthook demonstration of a
thoughttul. modularapproach o digitat
recording. In time the innovations in
sAMwillAindtheirway back
onto the company’s other
DAWS via software
upgrades. HDARsochoose.
their entire future range of
products couldbebasedon
SAM moduleswithapplica-
tion specific hardwire and
software front ends. This.
then isthe realisationofthe
promise inherent in the successtul
design of a digital “dubber’. With SAM
and Genesis, DAR have effectively rein-
ventedthemselves. They have managed
the extremely challenging trick of not
only keeping up with the market and
their existing user-base. but continuing
toinnovate. Thiscanonty betothecom-
pany’s benefit, their customers benetit
and. ultimately. evervbody elsesasother
manutacturers get the point. @l
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SADIE 24-96

Aspirational audio recording makes 24-bit, 96kHz digital standards an essential consideration.
Dave Foister evaluates Studio Audio &Video's 24-96 workstation

TUDIO AUDIO is. perhaps. one
of the best examples you will find
ol & company that listens to its
users. One of its biggest selling points
is its policy of free software upgrades
lor lite. which even included the major
rewrite that was SADIE version 3. The
frustrations of its extended gestation
period were compensated tor by the
capabilities of the finished product. and
now that v3.04 has been rcached the
stability is such that few users still ¢ling
1o v2. The current version incorporales
Most wish lists in terms of project man-
agement, functionaliy and signal pro-
cessing power. with a family of plug-
ins atready growing. and support for
customers’ problems, Lrge or small
genuine or self-intlicted. is unrivalled.
SADIE has more than kept pace with the
competition in terms of softwure power.
and although its corresponding hard
ware was developed several vears ago
it has done a remarkable job of sup-
porting the increased workload. Now,
however, that workload and the needs
of users mean iU's time 10 move on.
SADIE hus run since its inception on
dedicated hardware, the XS card. whose
physical 1-O consists of two inputs and
four outputs. 24-bit digitat sources have

1l

been supported foralong time, but ana
logue can only be converted 16-bit, and
the sampling rates are restricted 1o the
conventional set wirh no facility o han:
dle the doubled-up rates. 1t is also true

1o say that the new software's palette of

processing has outstripped the card's
ability to deal with the demands, so that
cvenasimple stereo EDL with any com-
plexity of processing—reverb and i cour-
ple of EQs. suv—can occasionally lead
o error messages as the DSP capabili-
ties are exceeded. In tact even serub-
bing can cuse hiccups it there is a lot
of processing bolied on. All these are
arcas that other workstations  have
addressed. and the need tor more 1-O
(tor surround among other things) plus
the enthusiasm for high-resolution oper-
ation has prompted a hurdware redesign
every bit as radical as SADIE 3.

The new svstem sets out its stall suc
cinctly with its very name. The svstem
is called 24-90 tor obvious reasons. and
willinfuct handle 192kHz for those who
can deliver i although it would be a
mistake to assume that the high-res
compatibility is the onty benefit. Equally
important is the increase in physical
inpurs and outputs: now u single card
provides eight of each. The standuard

{ER ] S [T ]

SADIE surround mixer screen
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breakout box cuarries these in AES-EBI
and unbalanced analogue forms. and
like the XS the analogue output is
restricted in its headroom by the com-
puter power rails. New for 24-96. how
ever. isanoptional active break-out box
with full-headroom halanced ins and
outs tor all eight channels.

The XS card is [SA and while SAV has
always supplied turnkey svstems in stan-
dard PCtowers it hus been common for
users 10 assemble their own. The 24-90
cardis PClLin line with current rends. and
while it is possible to fir it into another
PC. SAV now supplies ruckmount com-
puters with enough cooling to deul with
three cards as well as all the associated
drives. The potential for heating prob-
lems i multiple cards are fited into a con-
ventional case is stressed by SAV. and,
indeed. the benefits in terms of rugged-
ness and convenience of i rackmounted
PC muke it appealing anyvway

Perhaps the most obvious and impor-
tant benefit of the new system to exist
ing SADIE users is the increased DSP
power. It's abwavs difficult 1o quantihy
exactly whata given amount of DSP can
deliver, but a rule of thumb here is that
a4 24-96 svstem should run up w0
27 tumes as many simuhancous audio
tracks as an NS, 2a-track operttion. and
more. is no problem at all, with the
expected trade-offs as more demund-
ing processing is added.

Eartv converts 1o the new hardware
will have been supplied with the exist-
ing v3.04 SADIE sottware. and its impor-
tant 1o realise that the software will con
tinue to run on both plitforms for the
foreseeable future. It should even be
possible 10 set up a project on a 24-96
svstem, put the hard drive into an XS
system for further work (with the unsup-
ported options simph greyed our). and
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then stick it back into the big system for
completion. By the time vou read this it
is expected that v3.6 will be available,
and this, while still compatible with the
NS aard, adds facilities that exploit the
potential of the new hardware. The main
example of this is the addition of sur
round panning on the mixer.

SADIEs mixer is tullv user-definable.
allowing as many channel strips 10 be
assembled as required. with tlexible
routeing including aux sends to inter-
nal processes or external outputs. The
channel strips come in several tlavours.,
allowing many configurations of mixer
10 be built up, and now it’s possible 10
incorporate various types of surround
channel. The most basic is & mono
channel that can be panned 1o LCRS.
and this can be used with the existing
XS card as it hus tour outputs. With more
outputs available the 24-96 can give
stereo surround,  with tull panning
wound the five channels. Separate vir
wal pots appear for lett-right and front-
hack panning. and tor divergence. and
the whole lot can be controlled with a
virtual jovstick. In this mode a square
grid appears with the five loudspeaker
positions marked. and the source is sim:
plv dragged around the space with the
mouse. Its response is fust and precise,
and. of course. SADIE'S mix automa-
tion coversall of this inexactly the same
way as evervthing else, with real-time
dynamic automation or snapshots. For
full-blown surround mixes. various
combinutions of surround channels can
be set up. including 5-5 channels where
a premixed set of five sueams passes

through a single tader while spots and
other tracks are mixed in trom other
channels as required.

Although the screen display for the
panning looks very much like that used
in Dolby Surround Tools for TDHM. no
Dolby encoding has been incorporated
into SADIE on the assumption that users
may wellalready have
the external hardware
for this. SADIF deliv-
ers discrete surround
pure and simple. and
whar you do with it
after that is up 1o you.

Another brand new
feature on v3.0 is an
additional editing
mode called  Region
Editing. This 1S
ntended 10 simplity
the job of editing mul-
tiple streams or tracks
simultaneously. and is
obviously targeted
surround mixes
among other applica-
tions. Previously there
wis no easy mechar
nism tor cutting ;1cross
several streams und
then trimming them
identically, maintain-
ing sync¢ throughout the track. but Region
Editing addresses this with a whole new
toolbur and several new tricks.

The teature that brought most excite-
ment to the SADIE otfice. and which
will hearten old SADIE hands, is literally
the smallest: the return of sample-level

waveform  editing.
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when fullv zoomed
in, but the facility dis-
appeured in version
3. clearly someone
has been on a mission
lo restore it and now
. it's back. Along with
i the big additions
== come some smaller

SADIE Playlist editing screen

ones including faster

shares its 1-O capabilities. Further proot
of the consistency is the fact that | did

n't immediately notice that the system |
was looking at had the Portia video hard-
ware added. The new rackmount case
has room inside for the Portia card, and
an associated hard drive, allowing video
1o be transterred into the system and

SADIE Portia half-rack

integrated scamlessly with the audio
operations. An CxIril stream appears al
the top of the screen for the video sig-
nal. which can be scrubbed, marked
with hot spots and cut exactly like an
audiotrack. This is nornew. but the addi-
tion of the 24-96 and its surround facil-
ities makes this streamlining even more
attractive for postproduction work. The
new Region Editing has particularappli-
cation in this context as ir greatly sim-
plifies cutting out or adding scenes. and
generally  shifting  whole multitrack
chunks around with the pictures.

The thrust into pictures does not stop
there: SAV's drive for more helptul file
transfer and interchangeability svstems
has already resulted in SADIE's ability
1o work directly on Lightworks files sim-
plv by plugging in the drive with the
Lightworks project on it.

SADIE’s success
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the world will be
further enthused
by the new de-
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SADIE background recording screen able from Octavia, piciures are addressed so powerfully by
and, of course. now  the new hardware and software. ll
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REVIEW

Sonosax Stelladat |

Long awaited and generously featured, Stelladat Il comes with extravagant claims for its
significance to the location recordist. Neil Hillman puts them to the test

OULD THERE HAVE BEEN
greater leap inaudiotechnology
since the ability 1o record and
reproduce sound wis made possible,
as that from analogue to digital? Cer-
tainly, the wire recorders of the 19 10s
that evolved organically into the tape
recorders of the 19305, with the subse-

quentdevelopmentinthe mechanics of
head  design and the  addition  of

noise-reduction systems, ensured mul-
titrack recording reached @ highly
acceeptable level—think of the priceless
recordings that have been made this
wav—>but the ability to record and

|

manipulate a signal without losing the
original spiritofthe soundalongthe way
remained an elusive struggle untl the
golden dawn of the digital revolution.

This new age brought @ ray of hope,
and promised the freedom to take a
recorded signattotape, process itatwill,
andwhileremaining in the digitaldomain
experience only imperceptible degrada-
tion fromthese previously lossy multiple
signal paths, and faithfully reproduce
what was Liid down on that tape.

But what af that input stage to tape.

the encoding process: it what came off

the tape bore little resemblance to the
original sound being made who really
cared how clean subsequent stages
were? The advent of 16-bit, 20-bit and
24-bit. 9okHz sampling has addressed
these digitatdowntalls and its meritous
suceess is the matter of some consider-

16

able debate. not least of all within the
[eaves of this publication.

Into o DAT market dominated by the
HEHB PDRI00OO, and to a lesser degree
the Fostex PD i then comes the second
generation Sonosax DAT. appropriately,
though not inspiringly. named Stelli-
datlTandottering 16-bit. 4-track 48kHz
or44. TkHz recording or 2-track, 90kHz
recording with 2 power consumption
claiming to be tar more efficient than
its rivals. Do not confuse this machine
with the original as the SteHaDAT 1 has
bheen completely re-engineered from
the ground up.

With the Steltadat I notonty isit pos-
sible 1o produce a recording of high-
quality outside the studio, the location
recordist is able to in effect track-tay at
source in a manner designed to please
the hardest of hearts and ears in post-
production: perhaps with four separate
and discrete radio mics, or an MS pair
withtwoartistes on personal mics—this
isarcalgainintlexibility. Andwith DD
courting 90k Hz. Sonosax has positioned
its machine caretully indeed.

Routeing aside. the Stelladat H has a
very different feel from that of cither
the HHBor Fostex machines andlooks,
well, very Swiss with its stark function-
ality and uncluttered layout. The top
face of the machine has a removable,
hinged. clear perspex lid covering a
deck housing. on the left. halfa 4-input
mixer. within-line fromthetopa 3-posi-
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tion toggle switch to seleet either 127
phantom. dynamic-line or 18V power-
ing for microphones. Below this, the
input gain is a rotary knob marked 0.
1128, 42,56 and 70 ¢dB) and helow
that is a 3-way scelection switch for the
12dB octave LF cut filters: SOHz. linear
and 120Hz. Below this is the centre-
detented pan pot with the Tast knob
being the 1avel control calibrated 0-10.
Atoggle-switch sitsbelow the levelcon-
trol potsof channels 2and 4as astereo
link switchandfoursmalloverload s
sit at the bottom of cach channel strip,
setto trigger 1OAB before clipping.

The right-hand side of the top face
houses the tape transport, and its asso-
ciated controb kevs: smalll fiddly rub-
her-covered buttons that also double
as five function kevs (F1-F3). for the
software configuration of the machine.
Thankfully. the transportkeysare dupli-
cated on the front tace with Larger push
buttons. Along the right-hand side of
thetoptaceare dturtherbuttons: power
S1aNDBY, Escarr, this button being used
while configuring the machine through
the software menu, and tape et the
door being  heavily sprung  and
undamped is reminisceent in use to that
of the cjector seat in the Corgi model of
James Bond's Aston Martin DBS. Now
that I think ofit, the polished atuminium
tape dooritselflooks substantial enough
1o double as a bullet-proof screen.

Those larger, rubbertransport buttons
are set into nickel-sized recesses with
smiller highintensity LEpssitting along-
side cach one, in 2 rows on the right-
hand side of a wondertully uncluttered
front face that has the 2 main Gais pots
sited centrally, with a tiny grille in
between them for the slate-talkback
microphone. These big rotary dials are
calibrated indBsfrominfinityto+ 10d B,
withOdB murkedinboldatthe 2o'clock
position. Immediatelyto the right of the
dials are 3 small buttons, mounted one
abovethe other:vos formonitoring sig-
nals cither direetly or off tape. rre for
toggling between blank search being
on or oft, and bise that scrolls through
the three pages showing machine and
1D status.

The left-hand side of the machine
housesthe 4 inputsonfemale XER sock-
cts, electronically balanced with RF
filtering, and introducing noise of just
-129dBuat 150€ with 80dB of gain.and
directly below these the 1 outputs on
male NLR plugs, electronically balanced
with DC protection against 48\ phan-
tom power. Also on this left-hand-side
panel is the monitor selection switch
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—to enable the individual monitoring,
of Leftand Right outputs, Channels 1—,
andstercoOutputs 1& 2and 3&-4-ubove
the -inch headphone socketwith an
impedance runge of S0Q-600Q: the
monitor level pot is sjited next to the
monitorsclectswitchand below thisare
3 toggle switches that switch the MS
decoder into the monitor chain, switch
the headphones between mono and
sterco and switeh the headphones on
and off.

The right-hand sice of the machine is
home to the digital inputs and outputs
with a row ot 3 female XLR sockets for
AES inputs of pairs 1&2, 3&+ and time
code (the preview machine wis non-
time-code: although o time-code ver-
sion is promised for Liter this sunumer)
withmirrored AES outputsonmale NLR
plugs below their respective inputs.
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Time code conforming to the Aaton TC
stundurd for film-camera operationswill
also be accessible through a 5-pin
Hi-rose connector fitted alongside the
2-puir optical in and outs. set below
2 BNCconnectors forsyae
IN-7302 and SYNC O T-WORD-
Aok, A slider switeh
cnublesthesesocketstobe
set to either wordelock or
loop. Two turther con-
nectorscompletethe right-
hand  panel. an RS22
D-connector conforming to Sony pros
tocol for edit controllers and an acees-
sory Farting socket for remote control:
ling of the transport.

The bottom right-hand cormner of the
muachine housesa Canon t-pin plug for
an external DC input in place of the
NP-1 tvpe battery that is carried cley
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crlv onboard in o a spring-loaded
recessed stot in the bottom face, mak
ing quick and easy power changes pos-
sible. There is no bhattery charging cir-
cuitry within the Stelladat due to spuace
constraints, but most recordists who
favour the NP- 1 would have a separate
charger-conditioner anyvway, At the
opposite end ot this bottom face is the
built-in 300\ monitor speaker.

The main menu offers complete
access to all of the machines variables
and navigating through the configura-
tionsoftware isvery straightforward: the
length of time spentin this state is due
directly to the fact that the options are
so comprehensively. perhaps overly,
availuble to the user. The menu s
opened by use of o small jovstick on
the bottom right of the top deck. Click-
ingon by pushingthe stick down causes
the signal metering Len onthe lett-hand
sideofthe front panelto show the menu
options. then up. down, forward and
hack instructions are casily actioned by
moving the jovstick appropriately.

The  configurations  are accessed
through 4 main menu
headings: 1. Setup, Con-
figuation, and Power.

The stelladat Hois cer-
tinly o a heavvweight
—and notjust in terms of
costataround £8.000(UK)
for a non-time-code mac-
hine and around £10.000 (UK) for one
supportingtime code—butalsoinspec
ification und physical terms. In opera
tion, however, the depth of complexity
is sheduand the machine becomestrins-
parentin the recording process, so cisy
it is to use: controls fall to hand logically
and the reknown limiter is happily still
as reliable as ever. The ckim from
Sonosiax is that to switch from station-
ary recording to over-the-shoulder doc-
umentary-style simply requires the
recordist to plug in a mic, pick up the
recorder and run. T would ask vou o
ensure that vour osteopath could
arrange o home-cuall shortly after vou
attempted to do this. Its naturat habitat
willundoubtably become thatofthe fea-
ture-drama trolley environment or for
seriouslocation musicrecording. Inever
reatly wouldanticipate using the in-built
mixerotherthanastrack-sendlevel con-
trols, but I would suggest that we are
seeingtheemergence ofahigh-end mar-
ket teader: indeed given the modular
androbustconstruction of the StellaDAT
I1. there should be no reason why the
processing chassis should not support
othertransportformats suchas MiniDisc,
PCMCIA or hard disk

Comrades! I bring vou news that the
glorious digital revolution is tar from
over. As George Orwells detighttul pig
Napoleon might have noted. all DAT
muchines are created equal. but some
are more equal than others™. He might
well also have been heard o grunt,
2 trucks good . 4 tracks beuer.” B
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REVIEW

Eventide DSP 4500

A limited edition Harmonizer without limits, a neat science toy, or the next Ford Cortina
Crusader special model? George Shilling meditates on the stuff of engineers’ dreams

HE EVENTIDE  NAME  has

become synonymous with the

studio pitch-shifterin spite ofthe
fact that the American compuny’s more
recentdesignsinclude many othertvpes
of effects. Probably the most widely
known Eventide unit is the H3000 and
its variants—these wonderful units con-
tain a variety of superb effects and did
much to establish the pre-eminence of
the Harmonizer, Although two versions
of this unit remain available, Eventide
introduced the DSP4000 several vears
ago, as a truly top-tlight effects main-
frame, borrowing many features of the
H3000 and expuanding on them. Spe-
cialist  versions  for  broadeasters
(DSP4000B) and guitarists (GTR4000)
have since been introduced with tai-
lored presets, The DSP000 has not
provedas popularasthe H3000 incom-
mercial UK studios—perhaps this is
hecause of the high price. or the spe-
cialist nature of the unit. In my carly
encounterswithit. Hounditless friendly
than the H3000, with anirritating. com-
plex. cold blue display. occasionathour-
glass waiting times and even a couple
of software bugs,

Fortunately there are no obvious bugs
inthe DSP4300 Limited Edition. a special
model, that brings together all the pre-
sets fromallversions of the DSP3000. and
includes a new library of 225 presets, by
scott Gilfix named Alchemy 101, which
are also available on a memory card for
DSP4000 owners. In addition. an 87-see-
ond samplerboardis included. The front
panel is painted blue and printed with
Limited Edition legending, and all this is
included at a much lower price than if
youwere tobuy a DSP4000. all the mem-
ory cards and a sampler board.

Physically. the DSP4300 is a bulky
2U-high device with a solid. profes-
sional feel about it. The front panel has
many similarities with the H3000. but
looks slightly cluttered in comparison,
with buttons scattered across it. A sim-
ilarlarge knob-cum-wheel. the keypad.,
four softkeys and the bright twin LD
level meters are included. The 1cp is
much larger. but uses a smaller tont. In
addition. there are vser Fand vser 2 but-
tons, i@ PATCH button, CURsoOR and SELECT
buttons. and the PCMCIA memory card
slot with gject button. On the back. the
two analogue input sockets are of the
dual-type. which will accept XLRs or

~inchijacks. Tavo normal XLRs provide
analogue output, while digital connec-
tors are available on XLR and phono
which can simultaneously be set to
AES-EBU or SPDIF with Input and Out-
put formats separately menu-switch-
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able. There are a number of blunked
panels, suggesting potential future
expansion, andaspace forthe optional
fitting of an RS232 PC serial interfuce or
aSonyY-pin RS122V T Rintertace. Three
juck socketsare provided for Footswitch
and Footpedal inputs, and Relay Out-
put to control another unit's footswitch
input. MIDIInOutand ThruS-pin-DINs
are present with extensive MIDEimple-
mentation, and a fuse-carrving 1EC
socket with a switchable voltage selec-
tor rounds up the back panel.

At switch-on there are reassuring
relay clicks, and the unit goes through
ascelf-testroutine. The 1000+ preset pro-
grams are divided into grouped banks
by type. cach bank containing roughly
between 3 and 30 presets in alphabet-
ical order. However. due to the sheer
quantity of presets in this special edi-
tion model. simikir programs or types
are sometimes spread over a number
of ditferent banks. T waded through
nearly all of the presets during my time
with the unit. and was occasionally sur-
prisedto findcertain programsin unex-
pected places. Unfortunately, Eventide
lags behind Lexicon and e electronic
who have made an effort to provide
some sort of ‘search by type” facility in
their latest models. which would cer-
tainly have been usetul here.

The DSP4500 comes with uprated
24-bit A=D and D=A convertors, which
sounded great, boasting extremely low
distortionfigures. However. inanormal
+4dBenvironmenttherewas notalways
enough Input Gain to make full use of
the large headroom allowance. Press-
ing the tevews key brings up the neces-
sary settings. but with Inputs set to a
maximum 0.00dB and Input Gain Trim
atthe maximum +10dB a 0dB tone only
lights the first 4 of the 10 1eps. Con-
nected to a digital device the output
seemed 1o be set with internal 0dB
cquivalent to -18dBFS. Samiple rate is
normally +8kHz. but can be set to
44.1kHz. 44.056kHz or 32kHz. A use-
ful global parameter bypasses the mix
control for 100% wet studio use. The
Veinch jack inputs are nominally
-10dBm. Impedance is not quoted. but
these seemed perfectly happy toaccept
a signal directly from an electric guitar,
with just about enough gain.

The proGRAM Key brings up a screen
where you can see the current program
banktitleand scrolldown the tistof pro-
grams, Turning the knob further at the
bottom of the list will tip you over the
edgeintothefollowing bank. Atthe bot-
tom of the screen the 4 softkeys” fune-
tions are displaved. and by pressing
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PROGRAM again o further -+ functions
appear. Loadand Delete functions wor-
rvinglv share the same kev, but Factory
programs cannot be deleted, and User
programsrequire a confirmation before
deletion is performed. User programs
can be stored in the Factory banks:
although vou can create new banks of
vour own, or save to the memory card.

When vour chosen program is high-
lighted, pressing the 1oab softkey will
instantly load the program and display
the first page of editing parameters.
Alternatively the vser 1 and tsek 2 keys
are preprogrammed to toad next” and
‘previous’ programs within the current
bank respectively, nomatterwhere you
are in the menus. This could be seenas
a curse ora blessing. It enabled me to
quickly run through the availuble pro-
grams, butcouldendintearsifvouwere
1o accidentally press one of these after
much fine-tuning ofa program. Nocon-
firmation is required before program
load, and this function is not immedi-
ately obvious, Armed with this knowl-
cdge you might want to reprogram the
User keys, The cursor keys below the
wheel takes yvou through the editable
parameters, which can bechangedwith
the knob. The knob feels heavy yet
rotates very freely, a slight gripe being,
perhaps, the lack of any variation of data
entry speed. Sometimes vou cannotturn
it stowly enough for fine-tuning: other
times vou wish that parameters would
change quicker. In these instances. it is
often preferable to enter the exact
desired number with the keypad. Most
programs contiain a parameter page
called Info or About where a text mes-
sage displays hints or usetul informa-
tion for the particular preset. Some-
times, softkeys can access multiple
pages of the same name with repeated
presses: this is indicated graphically.
Like the H3000. some presets contain
‘expert’ parameter pages formore com-
plex tweaks.

Preset creation and manipulation is
achieved from the Patch menu, where
graphical representations of the flow of
audio and-or processing can be dis-
plaved and manipulated. This is where
you sometimes see an hourglass while
the processor computes. Users can cre-
ate their own algorithms from the huge
number of ‘blocks’ provided. Possibili-
ties are manitold. but there are such a
huge numberof programs provided. that
thereis every chance thatyour need has
already been fulfilled. Even some of the
much-vaunted artist” presets by famous
users are simple modifications of basic
presets, where little patch modification
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has taken place. A number of presets
includetheabilitviocrosstade intoother
presets, and this capacity is indicated
by a svmbol on the program page.

Let's parade some of the prescls,
which have benetited from help and
contributions from well-known pro-
ducers, engineers and musicians at the
top of their respective professions

Firstcome the DSP Stadio banks. The
DSP 1500 as expected performs excep-
tionallyv with its Harmonizer programs
there are many imaginative implemen
tations of its market-teading pitch shitt
ing algorithms. There are clever mualti
ple-shift and  delay programs for
heautitulatmosphere creations orhuge
textures, aswellas chythmicallv delayed
harmonised repeats. The Eilities bank
includes a uscful MS decoder and
nunipulator. andalistotall factory pre
sets. Other preset banks availuble
include  the  self-
explanatory Delay FXL
Chorus-Flangers,
(tape-phasing  pro:
grams are particularly
good), Dynamics
(with gates, compres
sors and panners). EQ
and Filters, and Dis.
tortions. The Mixdown
suite bunk includes
usetul pitch "Whip
pers’ tor momentary
tuning correctionsand
the 13000 Emulation
bank contains 27 old
favourites. There are
some (rarely usable)
fun things in the
Bizarre,  Curiosities
and Multi FX banks.
while Dual FX con-
tains  mostly  twin
mono cffects which
include reverh.
Reverbs are grouped
by size and are gener-
ally big. smooth and
sophisticated in char
acter, with the huge processing power
being puttogood useincreatinganum
ber of gated settings, The Larger spaces
are exceptionally smooth

The Big Delay. Big saumpler and Big
Loops banks make full use of 87s full-
bandwidth sampling capability. Next.
the Guitar presets, some of the which
were it litde drritating in that they
required a plugged-in footpedal to
work. Also. some of these programs
required MIDE data input, for example
to control pitch change. It would have
been nice to easily be able to use the
knobinstead. butthe creatorsobviously
did not consider Luddite studio engi-
neers like me when creating presets for
the GTR1000. Virtual Pedalboard fea-
tures 21 multieffects programs with
MIDI control for the gigging musician
who does not want the deafening
silence thatoccurs when switching pre-
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stls. Each of these contains a variety of
cffects, many of which feature graphic
representitions of virtual knobs for
fevel, and mix, and so on. Notable are
Trey Gunn's presets. which are clhurie
terised by heavy compression with a
touch of distortion and atmosphere
Artist Bank A includes EMT T4 with a
decav of up 1o 1000s, and  AMS
dmx 15808 that includes the smooth
Eventide Harmonizers, but facks the
warmgrunge of the originalb device that
still sounds great to me. Broadceast and
Production banks include @ number of
sound effects. which require no input,
some good. others unrealistic and a
wiste of time. Many of these hiave an
overwhelming American slant, There
arcall sortsof telephoneand radioenmu-
lation. hum and hiss elimination. and
the remarkably successtul Solo Zapper.,
which gives an instunt karaoke version

(inaway).

Finally, the real treats: Scott Gilix's
Alchemy 101 banks. These are mostly
alternative takes on the DSP Studio
banks. but put together
witha huge dolop ofimag-
ination, and a good grasp

Eventide, | Alsian Way,

Preamps-Overdrive  banks  include
some great settings

Overall, thereissomething forevery
once—collaboration between manufiag
turersand end-usersis evidently i good
thing. One problem in an analogue
environmentisthe convertordelay. that
canatfect phase if vou mix any dry sig-
nal externatly. but this does not affedt
digital-domain users, Eventide describes
itsclfas purvevorsof neatscience toys '
hut this sounds almost too Hippant to
describe the DSP 500, which is a com:
plex ool for the serious professional
However, it sometimes seents operi
tionally more scientific than musical
and friendly. While there is no doubt
ing the quality of the effects achiey
able by this box, some of the operat
ing architecture seems a bit clunky
whencompured withthe latest Lexicon
and tc units. And at this price. why is

there no dedicated remote?

The distributorwas cagey about how
truly limited this Limited Edition might
he. but it will apparently be available
forapproximately a vear. The DSP-4500
contains some outstand.
ing audio manipulation
tools.  However,  when

of what goesoninstudios.
A chromatic tuner pops up
in the Utilities Too bank.
along with a metronome
and the tongue-twisting
Tap  Tempo  Template.
Delay Based, Verbs, Dyn-
amics and Filters banks all
contain novel and useful

Litzle Ferry, M| 07643, U5,
Ted: +1 207 &41 1200

Fax: +1 201 641 1640

UK: HHBE Communicabons,
7375 Scrubbs Lane,
London NW 10 60U,

Tel: +44 |81 960 2144,
Fax: +44 |B| 960 | |60,

investing such a large
amount of money one has
to consider whether this
Limited Edition is possibly
a last-gasp DSP+4000. a
Ford Cortina  Crusader
special model. perhaps,
before the nextgeneration
of Eventide Hurmonizer is

presets, and there are loads of sample-
looping templates. The guitar effects
provided on the Preamps-Pedalboards
are mostly setup with overly expansive
effects. butthe Preamps-Fuzzpedals and
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released. (1150007 Anvone?) On the
other hand. those blanked panels may
mean this design will be around for a
while.with improvementsstill tocome
[ hope so. B
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REVIEW

MediaFORM 5900/Easi-DAT

The shortcomings of using a PC-based system for short-run CD-R copying
are well recognised. Tim Frost tests an audio-optimised alternative

N JANUARY 19970 0 CD-R cost 83
and wdrive in the region of S800. by
the start of this vear that had dropped

to S for the dises and under $ 100 tor
the drives. These casing prices have cre-
ated a new product—the desktop CH-R
duplicator—which has been taken up
by companies distributing reports on
disc. producing short-run software pro-
jects, or credating quantities of beta-sam-
ples of software. The desktop €CD-R
duplicator can reliably produce dozens
of copies in an hour. and is a huge
improvement on attempting to make
dozens of one-to-one copics on a PC.
The growing range of duplicators has
spawned a number of units specifically
designed  for  audio  applications
—primarily studios and broadcusters

who need to produce small runs of

work-in-progress and mix copies. US-
based MedialFORM has been in the
duplication business from the carly davs
of diskettes and moved heavily into
‘desktop” CD-R - duplication several
vears ago. Rather than produce a com-
pletely dedicated audio copier. Media-
FORN has taken the approach of devel-
oping a range of duplicators and then
offering pro-audio functionality as an
add-on software-hardware package that
cian be used with several of the svstems.
This wuay the studio can choose the
duplicator specification that suits it best
and add the audio functions to it.

The unit supplied for review by UK
distributor Magellun is the 8-drive 3900
CDH2CD tower loaded with the addi-
tional Easi-DAT tupe import packuage.

Not having  covered  tower CD-R
duplicators hefore. it is useful 1o out-
line the way the 3900 works as o disc
duplicator. before going onto the spe-
cific audio functions,

On the outside, it is a PC tower with
8 CD-R drives topped by a simple con-
trol panel with a small LCD. Inside. the
3900 is a recognisable PCosvsten.,
A motherboard with a 086 processor. a
hard disk. and a0 pair of Adaptee SCSI
controllers cuch connected 1o four
CD-R writers.

What ditferentiates the CD-R tower
from a PC system is the way the hard-
ware and software has been fine-tuned
just to copy data and write it to CD-R.
Anvone who has used CD-R on a PC
svstem will be well aware of the ran-
dom vagaries that Windows adds to the
CD-R writing function. PCs are ill-
cquipped for continuous and uninter-
rupted data flows. throwing up record
mode problems and butfer-overruns
and end up producing more gold drinks

20

coasters than good CD-R copies. The
dedicated desktop duplicator. on the
other hund. has all these problems
designed out of it and is not tving 1o
write reports, do accounts and play
Dooni at the same time,

The 3900°s Panusonic ix drives cun
copy a completely tull €D in under
20mins and if the master has only a few
tracks on it. the copving process for
T dises cun tuke under 3mins.

The hurd disk is an important conve-
nience point on any CD copier. as it
can temporarily store a complete image
of the master CD. I a couple of dozen
copies need to be made. the master CD
is copiced at 4x speed to the 7 remain-
ing CH-R writers. while the 3900 simul-
tancoushwrites a bit-for-bit image onto
the hard-disk. When the first run is fin-
ished all the CDs
inctuding the master
are removed. and
blanks put in all
8 drives. which are
then written  from
the CD image stored
on the hurd disk.

The process of
copving trom a CD
master is o ostraight-
forward.  Having N
loaded the source
discinthetop drive.
the  LCD  asks
whether vou want
to copy the dise from a hard-disk
image or a source CD. Selecting
Source €D the 3900 analyses the
source dise to work out whether it is
an audio disc. or one of the 20 other
ROM. video. enhanced. or multises-
sion variations on the CD theme. Hav-
ing c¢stablished the format. it auto-
maticatly sets up o copy in the
corresponding format and starts writ-
ing. A progress bar comes up on the
LCD and whenthe copying is finished.
the drive travs open and it softly beeps.

The whole process is that simple. and
works for any tvpe of source disc,

If it is essential to know that the copy
is absolutely perfect. there is also a Com-
pare routine. that runs the source and
copics and executes a bit-byv-bit com-
parison hetween the twou I it passes
this test. then the copy is guaranteed to
be bit-perfect with the original.

The unit as it stands can hold up o
S CDH-Rdrives. buta network kit can add
up to 7 slave units. cach containing 8 dri-
ves, so that @ maximum of 04 dises can
be burned simultancously,

It cun be attached to any PC via the
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SCSI connector. but this offers no real
advantage: although the SCSTean also
be used to import from an lomega

Jaz drive.

Withthe generalities of the copier dealt
with its time to wirn to the audio-specific
functions. Even without the addition of
Easi-DAT. the 3900 can create compila-
tion masters by importing tracks from dif-
ferent CD sources onto the hard disk
and using the hard disk as the source to
write to the CD-Rs. The 3900 also attows
data 1o he added to list of audio tracks
on the hard-disk. to create an ‘enhanced
CD CD-ROM NA muster,

The addition of the Fasi-DAT pack-
age turns the 3900 into a pro-audio CD-R
duplicator that can take digital audio
from any source. Easi-DAT adds a
soundcurd (the unit tested came with

Zetiro Acoustic's ZA2) and additionat
software toautomatically handle inputs
from a DAT tape.

The card offers o pair of analogue
phono outputs. SPDIF and AES-EBU
in-outs using a pigtail lead fitted to the
I18-pin D-connector. There is an addi-
tional analogue input option: although
MediaFORM may change to a card that
also offers analogue inputs as standard
some time in the future.

The digital inputs can handle sam-
pling rates of 32kHz. 11 1kliz and
18kHz. To avoid any digital signal
degradation. all 1 TkHz sources are
passed straight through the card and are
not processed by it

Easi-DAT adds. as its name implies.
the ability to burn dises directly from a
DAT master. using the Start [Ds o
create the individual tracks on the dise.
Atitssimplestlevel afinished DAT mas-
teristedtothe 3900 via the SPDIF inputs
and the copier set up to copy from
audio” which puts the audio and track
information onto the hard disk. The
menu asks for the maximum recording
tme and the maximum number of
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tracks—with default values
f Tamin and 99 respec
tivelv. so it is not critical that
these be entered before
hand. However, the number
of tracks” can be used 1o
avoid long chunks of silence
being recorded onthe end of
a disc. if the music on tape
isonly. sav. 55 minutes long.
Mhe trick is 1o put an addi
tional Start 1D onthe DAT just
at the end of the last track
By instrucring the copier 10
import just the actual num
ber of music triucks on the
DAT. it will rranster all the
rrachs and stop when it
detects the final Start 1D
Fhe finished  hard-disk
master is used as the source
to copy as nuny CD-Rs as
required at 4x speed (2 s
optionally selectable). Tracks
canalso be plaved back trom
the hard disk using a sepa
rate menu structure that apes
the tunction of a DAT player
It the DAT is a working
copv. rather than a final mas
ter. then Easi-DAT offers
manipulation of
the material
once it has been
ransierred  to

MediaFORM, US.
Tel: +1 610 458 9200.

an 1D as the music starts. but
mostiy places the Start D
couple of seconds 100 late
Audio tracks can be deleted
and the svstem also offers
onbourd track fude

Sound quality is excellen
Comparing source to hoth 2x
and 4x copies. the speed
appears 10 make no difter-
ence to the sound

In operation. the 5900-
Easi-DAT package does all it
sets out 10 do. The case
speed und reliability of the
operation comes as a huge
relict toanvone used ro using
PCs for burning CD-Rs. In the
time it takes 1o get a PC
booted up on and get the
CD-R copying softwure run
ning, the 3900 can already be
writing the tirst rracks on
7 blank CD-Rs. The Easi-DAT
ofters the key functionality
needed 10 quickly trunsfer
trom tape. It does not have
avast range of edit functions
but then it does not set out
1o be an audio editor. To be
picky. the display could be
little bigger o
show more
menu items at
once and the

hard disk Fax: +1 610 458 9554. nomenclature
Edit-DAT'S Net: www.mediaform.com on the conrtrol
Start 1D editor  UK: Magellan. buttons chang:
cuan individually Tel: +44 (256 681 100. ed to nuke
remove. add or Fax: +44 1256 6811 11, menu  selec
adjustany of the  Net: www.magellanplc.com  tions o little

Start IDs

global start 11D Shift tunction
can move il the 1Ds back by
a selected amount. useful it
the tpe has been made
using Auto 1D which insernts
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more obvious
But the only major hurdle to
sloppinganvone investing in
such a useful svstem is sim-
plv going to be the £5.000
price tag. W

VISIT US AT AES SAN FRANCISCO BOOTH ADVANCED SONIC CONCEPTS INC.

Each SD Systems microphone system is designed for a specific instrument, picking up the
complete sound spectrum the right way. The mics are positioned at the best acoustical spots
Extensive research has been don2 to find out which sound patterns each instrument produces
which sort of clements matches he specific instrumental sound and wtere t0 position these
elements. SD Systems oMers a toal solution for instrument miking

LDM94: features a warm sound, LCMB89 {above): LCM70: smoothly balanced freq.response. that
pure natural sound with worlds best shockmount satisfies the most exige 1t musicians and sound
system engineers,

LCMT?: perfect trumpet sound dasn%nad with LCMBO{EW): soprano, LCM82(B): (bass) clarinet,

engineers of the late Miles Dasis. FREEDOM LCMB83:bassoon. Double mike systems for perfect
OF MOVEMENT enhances your inspiration | reproduction of complete sound spectrum

INSTRUMENT MICROPHONES

MASTERS IN MIKING

For dealer histcall: ¢ 31 20 692 6413 Fax: # 31 20 66 848 77 Email: s3mikes@woridoniine.nl
Website: Hitp://www.sdsystems.com

www americanradiohictorvy com


www.americanradiohistory.com

REVIEW

ZONAL 999

The arrival of a new high-output analogue recording tape is an event that will surely raise
the pulse rate of enthusiasts. Rob James goes behind the scenes of its development

ONAL is a rather unusual mag-

netic tipe manutacturer. While

less well recognised than certain
manufacturers, it is the only company
manufacturing tape in the UKL The com-
pany began by striping film in Acton,
West London in the fifties. Nowadays it
supplies the film industry with sprock-
cted magnetic film products across the
world. The company is also popular in
some areas tor 4 -inch tape. indeed

Zonal tape is used in considerable quan-
tities by the BBC. und exclusively
the UK National Sound Archive (A sec-
tion of the British Library). Both organ
isations have many examples in excess
of 20 vears old which are still plaving

without problems. Zonal also mukes
logging tpes for city institutions and
the aviation industry, and the pancakes
and shells used by cassette duplicators.
But until now it has had a fairly low
profile in the music arena. Previously.
Zonal has only offered multitrack ver-
sions of formulations with a reliable, but
pretty average. performance. but with
the launch of 999, this looks set to
change. Zonal 999, then. is a high out-
put. low noise mastering tape aimed at
the music business. If the relative vol-
ume of words written over the last few
vears about analogue and digital record-
ing technologies are anvthing to go by,

22

any company introducing a new ana-
logue recording tape might as well fol-
low it up with a new feed tor dinosaurs
betore filing tor bankruptey. However,
the insight behind the digital ballvhoo
is there is a large number of 2-inch ana-
logue machines in use quictly(?) mak-
ing records and the number of '/ ~inch
2-track mastering machines is actually
increasing. There are also vast numbers
of ‘narrow gauge” multitracks around
thatjust need the right tipe to give them
a new lease of lite.

Although  digital  technology  has
stolen much of the limelight in recent
vears—in certain applications, justiti-
ably so—in other areas, notably multi-

track music production. analogue con-
tinues 1o used side-by-side with digital
and enjovs many pereeived advantages
and die-hard users. Not the least of its
altractions is its ubiquity. Just as with
35mm fAilm. a reel of 2-inch tape can be
plaved anywhere from Calcutta to Cal-
gary withoutany big compatibility wor-
ries: something digital users are still
dreaming about. In many ways, ana-
logue is still the most future-proof me-
dium, provided the tape is still in a
plavable state. In 50 years time it will
still be possible to construct an analogue
tape machine with modest engineering
resources, but the same cannot be said

www americanradiohistorv com

for any of the current digital machines.

In rather the same way that picture
film technology has been improved to
keep its edge over video, analogue
audio tipe development has progressed
over the yvears to provide higher out-
put. lower noise. less print-through.
improved wind and better longevity.
The elusive goal is improving all these
desirable characteristics without com-
promising others. Analogue tape has a
rather Jow-tech image. but this is far
from the reality. Even in this digital age.
sticking rust to plastic is both an art and
a profitable science.

The manufacture of magnetic record-
ing tape is a serious industrial under-
taking: a tape plant is part chemical
works. part engineering shop, and, of
course. part production line. Zonal's fac-
tory is situated in leafy Redhill, Surrey
where  technical manager. Mehvyn
French describes the first stage in the
process as mixing the magnetic “paint’.
The iron oxide powder. known in the
industry as ‘pigment’, is mixed with
resins, binders and other additives using
ketone-based organic solvents as the
carrier. These solvents are highly intlam-
mable so the safety precautions are a
major consideration and in this enlight-
ened age. precautions against poltution
are also stringent.

As in music. the mixing process for
tape manufacture is highly sophisti-
cated: it is not simply a matter of adding
the ingredients in the right proportions
and giving it a quick whizz in the indus-
trial equivalent of a food processor. The
magnetic particles need to be of uniform
size for optimum results and are sus-
ceptible to mechanical damage. Hence
the mixing is done using tiny glass balls
as stirrers’ in a pressurised machine that
resembles an Archimedean screw,

The plastic tape base arrives as wide
rolls of clear polvester, known as webs,
that are loaded onto a coating machine.
In essence. the object of the exercise is
to deposit a consistent layer of emul-
sion onto the polyester base with all
the magnetic particles aligned in the
same direction. The coating process is
aided by finely grooved and toleranced
rollers. and the particles are aligned by
powerful rare carth magnets. The
longest part of the production line at
Zonal (some 30m) is where the tape is
dried. Again, serious precautions are
necessary to avoid static induced sparks
that can cause Hlash fires. and to enable
the volatile solvents to be reclaimed.

The webs are passed through a fur-
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ther coating process that adds the back
ing and then move on to Zonal's kaest
acquisition, a highly sophisticated slit-
ting machine that cuts the webs down
into the standard tape format widths.
This substantial investment has been
made 1o ensure azimuth stability. The
outer edges of the web are discarded
and removed for reeveling by a vac
uum systen.

Within the required standards. the
webs can beslitin whatever width com-
hinations are required—tor example. it
would be possible to make seven 2-inch
and two 'V -inch tapes from cach web,
but for a top quality professional prod-
uct such as 999 the outer” 'V -inch sec-
tions are also discarded. From here the
lapes continue to the packaging sec-
tion and on into the warchouse. Due to
careful management and Sjust in time’
production the finished tapes rarely
spend longer than 3 weeks on the shelf.

The great secret of suceess with this
kind of production process is quality
control. Constant vigilance by every:
body involved at every stage of pro-
duction is combined with meticulous
record keeping and checking. In addi-
tion to the more industrial aspects of
process control. Zonal has a room full
of analogue recorders which are used
to ensure the real-world performance
of cach batch meets the design specifi-
cation, Keith Harvev, Zonal's R&D man-
ager after working in BBC radio deal-
ing with magnetic media from the users
perspective explains what makes the
new 999 tape special.

"Conventionally the design and devel-
opment of a new tape always involves
considerable compromise in respect of
the various key pertormance parame-
ters. Improving one, say Maximum Out-
put Level (MOL—will lead to a deteri-
oration in another. for example
print-through. The pigment used in 999
provides big improvements in all
areas—>MOL, noise and print-through
—without the usual compromises.”

And 1 thought rust was rust, and 10
improve performance vou had to seek
out more  exotic compounds  and
processes, such as chrome dioxide or
evaporated metal. ..

Harvey put me straight: apparently
the shape and consistency of the crys-
talline structure of the oxide has a pro-
found etfect on performance. It is the
number of particles per unit volume
that is significant not the
weight of magnetic mater-
ial. The particles must be of
near uniform shape and size
and as free of ~dendrites
(umps and bumps) as pos-
sible. The uniformity allows
the maximum number of
particles to be packed into the mini-
mum space. IUis possible to improve
certain aspects of performance using
a more conventional tand far cheaper)
oxide by simply making the couating
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Zonal Led,

Holmeathorpe Avenue,
Redhill. RH1 ZMNX. LK,
Tel: +44 | 737 767 | 7|
Fax: +44 | 737 767 610

thicker, but this compromises other
arcas, notably shedding.

Zonal is using the same tried and
tested binders for 999 as in its other
products. These have been selected for
outstanding "hyvdrolvtic stability to guar-
antee tong life even underiess thanideat
storage conditions. This means low
shedding and no sticky residues. Obvi-
oushy, there isalotmore to it than using
the right pigment and other ingredients.
There are a large number of variables
in the way in that cach stage in the
process is carried out. It is rather fike
baking a cake—blindly tollowing a
recipe is no guarantee of success. 1tis
as much art as science.

To find out whether 999 will work as
well in the real world as its claimed
pedigree would suggest. spoke to one
of the studios evaluating it. Robin Black
of Black Barn Studios in Surrey has
heen trving out 999 on an MTR-90 2
inch machine. 'mvery impressedwith
it.” he admits. 999 seems to handle bet
ter on the MTR than other tapes and
the wind is very good. It appears to be
a very fine product.” Commenting on
the analogue-digital debate. Black recks
ons “The MTR-90 works hand-in-hand
with our Otari Radar. Our clients like
10 use the editing capabilities of Radar
while keeping the master analogue
recordings intact. Paul Weller, will only
use analogue for recording and we
have a lot of other clients who feel the
same, especially with these new high-
quality tapes.”

Analogue guru Tim de Paravicini,
who's EAR Yoshino company makes
exotic and  highly regarded  valve
amplifiers among other things. is even
more enthusiastic, "It holds azimuth
very well, there are no drop-outs and
it runs very clean. It comes back hot
and should breathe new lite into ana-
logue recorders.”

This augurs well coming from a man
who makes and modifies analogue
recorders and other equipment for an
impressive list of clients including David
Gilmour's Astoria studio.

Will 999 be a success? Its carly days
vet but to judge from this enthusiasm,
it should have a good chance. Zonal is
a relatively small company with a low
profile compared to their major rivals,
the mighty Emitec and Quantegy . (BASE
and Ampex tapes). Iwould like to think
people in this industry are sufficiently
savvy o evaluate a product
properly and make their
purchasing  decisions on
merit. Zonal has built its
enviable reputation on pro-
viding the right product at
the right price coupled with
excellent technical back-up
and support If it can riise its profile and
change its slightly stodgy image 1o
match the bright new product. 999 will
soon mean more than the UK emer-
geney services number. l
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How Many
Codecs Do
You Need
To Make
All Your
ISDN Calls?

The NEW Dialog4 VP-Pro communicates in
stereo with both the Prima and the Zephyr So
you no longer have to have one of everything
to be compatible. And with Layer 2, Layer 3,
G.722, G.711, builtin TA's, X.21, One-Touch
dialing, analogue & digital audio i/0, remote
control, no fan... All as standard - It has
everything at a price which makes it the only
codec to buy!

T:
F. 01442 870148

E: tuko@theukoffice.co.uk

Berkhamsted House, 121 High Street
Berkhamsted, Herts, HP4 2DJ, Engiand
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REVIEW

AVI NuNeutron

For methodology see Studio Sound, April | 998, page 4.
See it on the Internet website:

www.prostudio.comfstudiosound/apr 98/ r-tannoy.htmi

Studio Sound's 'bench test' loudspeaker reviews continue with the NuNeutron. Keith Holland reports

HE AVINUNEUTRON s
a sl 2-way puassive
loudspeaker comprising
a S-inch (125mm) - doped-
paper driver with a
25mm voice-coil and
28mm fabric dome tweeter.
The cabinet has o rear-fac-
ing port and hus dimensions
of 2065mm by Lomm by
205mm deep and aninter-
nal volume of 5 litres. The
crossover is  described  as
being a computer-modelled.
second-order Linkwitz Riley.,
The NuNeutron s specified
as having a maximum SPL
capability: of [04dB at Im
from a TOW input (one
loudspeaker driven),
The  on-axis  frequency
response (Fig D) lies within
£3dB between 90lz and

huass

20KkHz exeept for o peak of

g ) -
about #dB at 1kHz.  The
low  frequencey roll-off s
seen to be well controlled.
having a 2nd order (12dB
per octave) slope. which s
unusiit for a ported design.
Fhe harmonic distortion s
maintained  below —40dB
(1o relative o the funda-
mental from 100t 1z upwards.

with the second  harmonic
rising o -ladB 2000w
S35ttz. The hori-
zontal  off-axis

response (Fig.s)
shows good
directivity control
over the  impor-
tant £30 with the

AW, Unic F3, 3c Bach
Road Trading Estate
Stroud, Gloucestershire,
GLS IQKE UK.

Tel: +44 1453 752 656,

less good, with a broaden-
ing of the directivity evident

between aktlz and SkHz
The vertical off-axis
response  (Fig.6) is - domi-

nated by the  interference
between the bass driver and
tweeter between 2kHz and
SkHz which is inevitable in
non-couxial designs.

The step response (Fig.3)
shows good time alignment
and crossover design with 2
sharp rise and steady decay.
Some ringing” at about 1klz
is evident up o about Sms:
this  corresponds  with the
peak in on-axis frequency
response shown in Fig. 1.
The low frequency transient
behaviour is particularly well
controlled.  The  waterfall
plot (Fig.™) shows some evi-
dence of ringing at 125, 500
and 1kHz. and demonstrates
the excellent Tow-frequency

control: very fittle low-fre-
QUENCY  energy is - present
after 20ms. The  acoustic

centre result (Fig.2) shows
that the fow frequencies suf-
fer a group delay that corre-
sponds 1o a shift of about
Im refative to the high fre-
quencies, further confirming
the effect of the gentde low-
frequency roll-off, The
power cepstrum plot (Fig, +)
shows some evidence of a
reflection at about  {8ops
which is probably u baffle
diffraction cffect.

Overall, the loudspeaker
performs well. The good
on-axis response is spoiled
somewhat by the peak at
IkHz which also gives rise
o some ringing on  tran-
sients. The distortion per-
formance is good with the
ris¢ in distortion at low fre-
quendies, perhaps inevitable
in u loudspeaker of such
smaldl dimensions. A strong
feature of this design is the
low-frequency roll-off per-
tormunce:
although the
Fesponse iy not
extend  as far
down as some
larger loudspeuk-
ers, the smooth-

TCSPoONse  main- ness  of  the
tained within roll-olt should
£3dB of  the  on-axis  alow  the NuNeutron  to
response. further off-axis interface well with many

however, the
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Fig.7: Waterfall chart

AFTER STUDYING the measurement results of the
loudspeakers tested in this series to date, it has been
decided that no iformation can be inferred from the
overall power output plots that is not evident in the off-
axis response piots The power output plots have
therefore been dropped from this and subsequent
reviews in response to requests (see letter in this 1ssue),
the power output plots have been replaced by waterfall
plots which. 1t s hoped. will provide additional
nformauon

There are numerous ways in which a waterfall plot
can be calculated and presented. The following describes
the result of much experimentation to find 2 method that
yreids the clearest and most conase picture of the
loudspeaker performance. The waterfall plots are derived
from the high-resolution on-axis frequency response
funcion The impulse response 15 first cakulated as the
inverse Fourer transform of the frequency response and
2 50ms ‘'window’ 15 shifted along this impulse response at

for “central’ umes from Oms to 100ms As with all such
plots, the overiap between the time segments gives rise to
redundancy  the displayed results. but this 1s considered
desirable for ease of interpretaton. The use of 2 SOms
ume window also necessarly gives a restricted frequency
resolution of 20Hz. To reduce tme-domain smearing to
acceptable levels, the time segments are subject 1o a form
of flat-top” window function that results in 12ms pre-
“tails’ and post-"tails’ on transients; this can be seen in the
wnitial slope away from the main spike of the mpuise
response (the back-most frequency response piots).
Waterfall plots show to what degree certan
frequencies or bands of frequencies continue ringing
after a2 wansient signal has been reproduced by a
loudspeaker  Ringing can be seen as peaks in the
response plots at later umes when the other i
have decayed zway. Looking at the plot for the AVI
loudspeaker (Fig.7) as an example. the ‘buttress’ shape at
500Hz 13 evidence of nnging at that frequency A ‘perfect’
loudspeaker would show ever smaller repeats of the

2ms intervals, the of the Fourier of
each windowed segment 15 then plotted in cascade form

www americanradiohistorv com

back frequency response function decaying to
nothing after 12ms
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THEY EXCEEDED ALL EXPECTATIONS BY PRODUCING SOME
ig st itre OF THE CLEAREST IMAGING | HAVE HEARD TO DATE
SOUND ON SOUND. SA200
! | THE SPENDORS REVEALED A STARTLINGLY TRANSPARENT
i ' SOUNDSTAGE. THE STEREQ IMAGING ACCURACY WINS HANDS
| DOWN THE MIX. $A200
o THE STEREO IMAGE AND DEPTHWAS OF STUNNING PRECISION.
= COMBINED WITH AN EXACT AND RECOGNISABLE MID POSITION
=l { )' | WITH FIRM AND DEFINED LOW FREQUENCY RESPONSE. THESE
E 1 SPEAKERS SOUNDED DAMN CONVINCING

STUDIO MAGAZINE. SA300

IT IS FAIR TO SAY THAT THESE ARE PROBABLY THE BEST MONITORS |
HAVE TESTED IN THIS CONFIGURATION WHETHER ACTIVE OR NOT.
AUDIOMEDIA. SA300

0 3 10 15 20

Time (ms) OVERALL | FOUND THESE SPEAKERS TO BE EXCEPTIONAL THEY

ARE ABSOLUTELY RUTHLESS WHEN IT COMES TO REPRODUCING A
RECORDING WITHOUT COLOURATION
MIX MAGAZINE. SA300

l IN MY PERSONAL EXPERIENCE | HAVE NEVER HEARD MONITORS
4 WITH SUCH INCREDIBLE IMAGING. EFFORTLESS REPRODUCTIVE
ACCURACY AND MOST IMPORTANTLY AN ACCURATE. NON
3 MYSTERIOUS BOTTOM END.

’ JERRY RAGOVOY, PRODUCER/WRITER. SA300

-~

EVEN THE REPRODUCTION OF DEEP BASS SIGNALS

ARE IMPRESSIVE . THE MEASUREMENT RESULTS CREATED
SPONTANEQUS CHEERING

PRODUCTION PARTNER. SA300

T e © = §till |
I sPENDOR)

, [ ]
Studio Soung'j ¢ 8 u n co nVI n CEd ? | YOUR ULTIMATE REFERENCE

— 1 s = —

Amplitude

SPENDOR AUDIO SYSTEMS LIMITED
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THE GHOST AND THE DaARKNESS
BATMAN FOREVER

Ciear & PresenT DaNGER

1997 BAFTA WINNER

1997-INDIE SPIRIT AWARD

1996 ACADEMY AWARD WINNER
1995 ACADEMY AWARD NOMINATED
1994 ACADEMY AWARD NOMINATED

THE FUGITIVE - 1993 ACADEMY AWARD NOMINATED
1993 BAFTA WINNER
UNDER SIEGE - 1992 ACADEMY AWARD NOMINATED
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Tascam’s 24-bit DAT first

Tascam has introduced the world’s first com-
mercially available 24-bit DAT recorder. The
DA-43HR is the first DAT recorder able to
record true 24-bit audio data on a standard

DAT tape and uses a high-speed trans-
port.Features include XLR balanced and
RCA umbalanced analogue audio [-O,
AES-EBU and SPDIF digital 1-O, Word Sync
I-O uand a parallel control interface.
Tascam, UK. Tel: +44 1923 819630.

SPL new trio

SPL has launched three new products: a
valve version of its stereo Vitalizer, the Qure
equaliser, and the Transient Designer
dynamic signal-effects processor.The new
Stereo Vitalizer MK2-T combines valves
with vintage-type coil filters for a retro
sound. Qure is a dual-channel, 3-band para-
metric equaliser featuring a control
designed 1o ‘cure’ digital harshness by intro-
ducing warmth, depth and dimension to
mixes. The unit is said to selectively employ
valves, coils and transistors at their opti-
mum working frequencies. For easy recall
of control settings, the unit is equipped with
stepped potentiometers throughout. The
Transient Designer introduces SPL's Differ-
ential Envelope Technology said to provide
much greater control and flexibility in level-
independent sound processing. Transients
can be accelerated or slowed down and sus-
tain prolonged or shortened, while all time
constants are automatically adjusted.

SPL, Germany.Tel: +49 2163 9 8340.

Vv3.00 for ARES-C and CPP

V3.00 software for Nagra-Kudelski’s ARES-C
portable solid-state portable recorder and
CPP rackmount ISDN codec variant adds
features aimed at radio. Simplification of

on-screen menus can be assigned on a job
specific basis. The upgrade also enables the
use of bidirectional MPEG encoded uplink

downlink over ISDN with the option of mix-
ing plievback files with mic or line input. Com-
patibility has been improved with Studer >

Studios Sound August 1998

AGM Digital TSSI;TSSI-D

With surround formats still in abeyance, mixing for a centre channel is
becoming an imperative. Rob James searches for the missing link

PERENNIAL CHALLENGE faced hv

film-dubbing mixers. and others con-

cerned with multispeaker reproduction
svstems, is how 1o deal with stereo material,
The sterco format attempts to create the illu-
sion of sounds emerging from “phantony’ sond
sources located between the real” leftand right
loudspeakers. Generally, this only works
aceeptably for listeners located in the central
sweetspot listening position. Oft to either side
these phantom images are pulled towards the
nearest speaker. destroving the illusion.

In the cinema, and increasingly in “home
cinema’ systems. three separate channels of
sound :re used 1o tfeed an array of left. cen-
tre and right loudspeakers intended 10 pro-
vide (among other things) a better experience
for listeners outside the sweet spot.

When films are mixed using the analogue
Dolby Surround matrix system. the encoding
process can he relied on to bleed onto the
centre speaker. not o mention the surround.
However, the effect is not alwavs predictable
and often hasa deleterious effect on the music
halance. With digital multichannel surround
systems there is no encoder matrix 10 help.
Although Dolby do not condone the practice
some mixers use the Dolby Surround encoder
10 produce a centre channel. Apart from this
wheeze. the only option has been to use
delays and filters to produce a hard centre.

AGM Digital's TSS process uses a Trifield-
Gerzon, patented. frequency dependent,
matrix-decoding method for feeding three
loudspeakers. Michael Gerzon. a brilliant the-
oretician, did a considerable amount of
research into how the ears and brain localis¢
sounds. The theory is highly mathematical.
hased on orthogonal matrix theory. and a
velocity-sound intensity theory of sound local-
isation. In Gerzon's words ‘this leads to hor-
rendously complex svstems of nonlinear
equations’. [ do not pretend 1o understand
the maths involved. but the bottom line is it
appearstowork. According to AGN. by care-
ful optimisation. the stereo from the three
speakers is balanced according to the various
different methods used by the ears and bruin
10 localise sounds at different frequencies.
Consequently,  the  German-
huased AGM operation has pro-
duced two 1U-high rackmount
units using the theory to convert
stereo  source  nuterial - for
3-speaker reproduction

The TSN 1 oand the TSS-1D
Processors (equipped with a
programmable centre-channel
delay board) have balanced 1-O on XIK con-
nectors and a centre channel thru tacility. The
TSSID also has an RS 232 interfiace and is sup-
plied with a PC software package. The delay
is there to compensate for the position of the
centre speaker. Settings can be stored and
downloaded 1o 2 unit. Once programmed the
computer can be dispensed with as the unit
remembers the previous settings with the
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AGM Digital,

Am Eisstation 8, D-82467
Garmisch-Partenkirchen,
Deutschland.

Tel: +49 8821 947161
Fax: +49 8821 947450

power off. For convenience of installation
there is a jumper on the processing bourd that
makes the unit switchable via the R$232 inter-
face using ASCH comminds or the supplied
software. Without the jumper, the unit goes
into dumbh mode, and the processing-delay is
switched on or oft by simply linking two of
the R8232 pins. The unit then passes left, cen-
tre and right signals unprocessed. removing
the requirement for external patching.
These AGM processors work. and they are
ridiculously casy 10 use. what more is there
1o say about a box you simply plug in? Well,
the programmuability was added 10 offer case
of installation for live sound-reinforcement
applications. The Windows software allows
comparison between alternative settings using
8 memony locations. and an area where a
sequence of two or more locations can be
switched by simply toggling the space bar. In
practice, subjective evaluation tends to pro-
duce slightly ditterent optimum values tor the
centre-channel delay than mathematics would
indicate. There is also a toggle between two

test modes. Lett input routed to both left and
right outputs, atenuated -3dB. compared 10
left input routed to the centre output with no
attenuation. This allows the user to balance
levels on live systems before allocating the
centre-channel delay

AGM claims 10 have adopted an analogue
form over a DSP: ‘There is no sonic penalty
for huving the unit purely analogue. It was
decided to make it analogue and invest in
making the boards small enough to enable
some larger company 1o make a processor for
domestic computer usage. It does rather a
good job on a desktop PC. Apart from this
the unit boots fuster than a digital equivalent
and is inherently. with the
right  convertors,  96kHz
24-bit ready. And ves. the
delav-board option is digitl.

With multichanne! sound-
only delivery systems such as
audio DVD looming large the
TSS1 will find other uses con-
verting stereo material when
remasiering. 1t also has i number of sound
reinforcement applications. In fact units are
already installed in some 20 German fixed
installations. mostly handling reproduction in
conjunction with a video screen.

Ulimately. it vou need 1o convert stereo
material for 3-channel reproduction this unit
may be the simplest possible way of approach-
ing the problem.
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REVIEW

Oram Octamix

Following the Octasonic, Oram's Octamix brings its modular
8-channel mixing system on line. Tim Goodyer figures the eights

HE SECOND ELEMENT of Oram's mod-
ular sevies is here. Begun st vear with
the Octasonic unit (eight mic preamps
tucked into a 1U-high blue hox). Octamix is
the accompanying mixing stage (similarly
tucked imo w4 1U-high blue box). The brief is
clear: this is no modular studio mixer, as is,
say. MTA's Intermix, but rather a collection of
units defined by function that may be used
outboardtoa studio desk orintheirown right,
tpically as part of it location recording setup.
I there is a near parallel. it is Audio Toys'
8MN2. which combines the functions of hoth
of Oram'’s Octamix and Octasonic, and  bit
more. into half the rack space. It does not.
however. ofterthe flexibility offered by Oram's
modular approach in terms of its modularity
With the scene set by the stvling of Octa-
sonic (Stdio Sornd. October. 1997), Octumix’
front panel offers ten pots, 16 push buttons.
a smattering of s, headphone socket and
power switch. Its rear panel ofters cight bal-
anced inputs on V.-inch jacks (at +4dB. wired
tip ho) and two pairs of balunced bus outs
on NLR giving a +24dBu output with 1811z-
73kHz bandwidth. The jacks reflect the mod-

A.‘,

ularity of the system. allowing ready connec-
ton to Octasonic via the eight short
patch-leads supplied. Alternativelv. Oram's
MWS offers o pair of channels of mic pre and
FQ Cand duplicated XLR-sterco jack outputs)
with which Octamix can be fed. Although the
intention is that the Octa-boxes can also be
incorporated into Oram's Series-8 console

Around the front. the first 8 pots are detented
pan pots for the inputs and the remiaining 2 are
t1-position. stepped. output-level pots for the
Master and Cue buses. Each input may be
switched to cither or both buses with the 1EFi-
riGHT and cUE buttons which have green and
red s respectively o indicate their selee
tion. A S0 ladder accompranies the output
pots: 3 green indicaring -3dB3 10 +4dB. a vel-
low for +6dB and red for +8d13.

With Octamix patched in. routeing and
panning could not be simpler.
but both input trimming and
level mixing fall to the level pots
on Octasonic. And herein lies
the first complication hecause
while the preamps have an
impressive +70 dB gain at one
extreme. they bottom give unity
gain at the other—or Inputs 6-8
do. as Inputs ~ and 8 are desig-
nated “Hot Channels” and are cal-
ibrated tor -12dB 0 +35d8
working. Either way. vou cannot attenuate
an input signal down to inaudibility as vou
would need to for a tade. This is not the case
with the output levels, however, which are
legended 0-10. and go all the way up and
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Oram Professional
Audio,The Old Forge,
Hook Green, Meopham,
Kent DA 3 0JE, UK.
Tel: +44 1474 815 300.
Fax: +44 1474 815 400,
Email: sales@oram.co.uk even
US: Sweetwater Sound.
Tel: +1 219 4328176

down. In most locations settings. where lev-
¢ls would be preset and the mix would renin
essentially static. this presents no problems
and it is i trait shared by the AT box.

The compromise being struck here is in
the gain structure: Ocamix dispenses with the
unity gain wmps used in mixing desks 1o pro-
vide separate trim on the channel amps and
level control via the taders. shortening the
signal path at the costof having the output of
the preamp sitting wide open on anv enubled
output bus. In the same way that Octa-I'Q
will offer 8 channels of MWS-stvle equalisa-
tion, a series of four Octufade units will prc
vide 8 rotary faders in 1U. 8 60mm faders in
20 8 100mn1 taders in 3U: and motorised
faders in U There will also be a 4-jovstick
unit. currently being built as a special order
by Orany’s Custom Shop.

While it makes sense 1o assess Octamix pri-
marily in terms of location recording, it is
worth recognising that while the obvious use
for the second stereo bus is for monitoring,
Octamix does have four independent output
buses and can be used for multitracking.

Of the three systems mentioned. it is relu-

tively easy 1o establish a kind of hicrarchy:
working awav from the recording studio.
MTAS Intermix (Stidio Sound. September.
1996) ofters a svstem that can be configured
10 be uscful in a4 recording studio. but may
also find use in outhoard-location settings.
Oram'’s Octa-series offers a useful ling in stu-
dio outhoard and a flexible location svstem
while ATUSBMX2(Sindio Sornd. March 1997)
is i iy, but less tlexible, location box or out-
bouard studio mic preamp. The hig catch with
the ATI box. however. is that it is no longer
being manutactured.

Hiked the Octasonic-Octamix combination
Gua1.357and & 1.003 UK respectively). ltrakes
just a little getting used to. but it is eminently
functional. and passes audio cleanly and
hrightly. Its uses extend a litle beyond the
obvious it vou have the time or inclination 1o
explore them, but its strength
is clearly in being part of a
compact. capable and pro-
fessional recording system tor
location  recording  work.
whether it is direct-to-siereo
classical or juzz. modestly
multiracked rock n” roll or
location  surround
work—to this end. a reverb
unit could be hooked inusing
the Cue bus and the Hot
Channels on Octasonic. Oram has carefully
defined the target market for this range. in
terms of facitities. flexibility and audio qual-
ity. and its value is destined 1o increase with
further additions 1o the range. @
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< Digitec Numysis, DAVID, Digigram Xtrack
and Dalet workstation systems.
Nagra-Kudelski, UK.

Tel: +44 1727 810002.

XTA

XTA's flagship DP200 digital system con-
troller for PA provides crossovers hetween
drivers plus out-of-band and overload pro-
tection. The DP range also includes the
DP226 speaker-management system with
two inputs and six outputs, with an 8-band
parametric equaliser for each input. Out-
puts all feature crossover filiers, a 5-band
paramertric equaliser selectable to high and
low shelving filters. a limiter and delay.Full
melering is provided for inputs and outputs,
with mute and access butions allowing
quick setup and gain adjusiment. The
DP226 can also be controlled via PC with
XTA's AudioCore Windows control sofi-
ware. The GQG600 dual-channel graphic
equaliser features 2 x 30 bands with long-
throw sliders while the RT1 real-time spec-
trum analyser combines third-octave RTA,
SPL meter. RT60 analysis and a swept fre-
quency analyser.

XTA, UK. Tel: +44 1229 879977.

Flamingo pre

Cranesong's Flamingo is a 2-channel dis-
crete Class A pic preamp with switch selec-
table ‘vintage’ and ‘iron’ sounds. Gain is

adjustable in 6dB increments up to 66dB
with the help of a fine trim pot. A 22 kD
VU meter monitors input.

Cranesong, US.Tel: +1 715 398 3627.

CCS Olympian codec range

Designed for siereo portable use, the
Olympian audio codec offers compatibility
with G.711, G.722, Layer 2 and layer 3, full
duplex operation, ISDN and PSTN, many
inputs and outputs and programmable func-
tions. Features include three mic and one
line in. stereo return and local mix outputs.
Operation is via a menu, dials and a thumb-
wheel.CCS Europe has introducing its first
audio codec with 2Mb/s interfaces, the
CDQPRIMA 2MUX-M. The modular 2MUX-
M is a bidirectional “intelligent  audio coclec
that includes a 2Mb/s multiplexer and sup-
ports MPEG 1 and 2 Layer 11 and Hil, G.722,

J.41 and .57 audio coding standards Net-

work access via a 2Mb/s El interface is
extended by an additional 2Mb/s
drop-insert interface to allow for various
network designs, while with the addition
of an ISDN intertace card as already used
with the CDQPRIMA audio codec the
2MUX-M supports various ISDN protocols
such as 1TRG. EDSS1 and Nii The MPEG,

J.41 and ].57 audio coding standards also

include the capability to transport low data
rate program-related signals with the audio,
and this capability is supported in the
CDQPRIMA 2MUX-M with various >
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< digital > Menus belong in restaurants

ot TN not on mixers

4 ™\
Spirit's unigue
E-Strip avoids the
need for tedious
menus, so 328 is

, @s easy to use as

_- an analogue desk
S J

42 Channel
Digital Mixer
with the

H A Harman International Company

SPIRIT DIGITAL 328

Digital Mixing Console

Check out the Spirit Website
http www.spirit-by-soundcraft.co.uk
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REVIEW

CEDAR DHX

CEDAR's budget Series X processors have helped remove noise
from many people’s grasp. Hush, whispers Dave Foister

EDAR’'S SERIES N has made a quiet
splash. Facilities that for vears had
dreamed of having their own Cedar
restoration processors suddenly had tha
option as the price of cleaning up plum-
meted. With little apparent compromise in
terms of its capabilities. and few sacrifices
in control functions.  virtually  the  full
armoury ot Cedar weapons became avail-
able 1o o much wider audience
Series N comprises three processors for
the removal of clicks (DCX). crackles (CRX).
and hiss (DHX). Their physical similarity
shows the design philosophy that has made
the runge possible: they share a common
hoard and chassis. with the ditferent fune
tions determined by firmware and requiring
slightly differing controls poking through the
same ser of holes. The chassis and case are
certainly not cheap items, lending a reas-
suringly robust feel and doing a remarkably
thorough e¢lectrical job. Because of the
nature of what goes on inside its equipment.
Cedar’s anention to EMI problems predates

the current regulations by some consider-
able time. and the integritv of these struc-
wres in this context would be hard to beat.

CEDAR's approach to the removal of hiss
has seen. perhaps. more evolution over the
vears than any other of its processes. The
software has developed in terms of hoth its
etficacy. and the way it is operated by the
user. becoming simpler to set up while get-
ting better at its job. The full-blown NR3 sys-
tem still retains the power of fingerprinting
the noise and adjusting the resulting
response. but the stand-alone units will oper-
ate without such preamble and deal with a
remarkable range of noise characters in real
time with minimal user intervention.

The DHX has only three adjustable con-
trols. and, although they interact heavily.
there is a simple und logical process for help-
ing the unit identify and remove the noise.
As with most CEDAR processes, this isa cru-
cial point: the software does the bulk of the
work, with the user helping to point the way
rather than telling it exactly what
1o do. The most critical control
is called Levee. and allows vou
1o find the crossover point at
which the unwanted noise can
be eliminated. This is adjusted
while the second control. called
ATTENUATION, 1S al ils  mosl
extreme. and results in some very odd
soundsindeed. Asthe threshold of the noise
is reached a wwittering is heard. caused by
the presence of low-level wanted signals
around the noise floor, and as the 1EvE con-
trol is advanced further more serious side
eftects appear. CEDAR describes the nain
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CEDAR Audio,

9 Clifton Court,
Cambridge CBI 4BN, UK.
Tel: +44 1223 414117.
Fax: +44 1223 414118.

effect as glugging. and generally the HF is
seriously compromised and the whole sig-
nal is modulued. This is not a problem. us
at this point the unit is seriously overwork

ing. The position to look for is the point at
which twittering gives wayv to glugging (not
a terribly technical description. but that's
how the manual describes i, as this means
the buse level of the noise has been identi

fied. The next stage is to reduce the attenu

ation to nothing. effectively putting the sys

temout of circuir. and then toadvance ituntil
the required amount of reduction has been
applied 1o the hiss.

The third control is the most subtle. and
the hardesttodescribe. partly because Cedar
is understandably cagey about giving away
too much of the workings of the algorithims.
s marked variance. and tells the process
how variable or inconsisient the perceived
problem is—how noisy the noise is. as Cedar
puts it. Not surprisingly. the software can do
a better job of removing noise it it remains
constant. allowing greater precision and

more eftective reduction without  side-
effects. If the noise is less constant the
process must not be allowed 1o be so aggres-
sive as it will inevitably affect wanted sig-
nals. High values of Variance theretore make
the Level setting considerably less critical
and help when a fast serup is required. but
if the nature of the noise allows lower set-
tings 10 be used then the final processing
will be better optimised.

In the short time | had the DHX | was
lucky(!) enough 1o be faced with a DAT of a
live concert recording that was unusually
noisy as it had been recorded about 30dB
below full scale by mistake. As somebody
wanted an extract put on CD something had
10 be done. and the DHX was the obvious
solution. All the parameters came into play
to remove the noise: if | asked too much of
it the aimos between items could be heard
faimly wwittering at high plivback levels. so.
although the musical items sounded pris-
tine. 1 had 10 exercise a little more caution.
A brieftwiddle of the variana
and LEVEL interaction pro-
duced the required result: a
clean signal that could have
its gain crunked up as neces
sary without anybody know
ing there had ever been any-
thing wrong

Armed with an upgrade to version 1.02
soltwire—introduced o cope better with the
high amplitude transients of dance and rock
music—the DHX follows in the Cedar tradhi-
tion to provide an uncanny means of doing
the apparently impossible. The difference is
that now vou might be able o attord it. 8
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< interfaces. The configuration of the sys-
temis controlled via RS232-RS485 interfaces
and external PCs or controllers. The
CDQPRIMA 2MUX-M supports point-to-
point and multipoint connections for dis-
tribution. satellite backup. DAB, and other
complex systems. The 4U unit can transmit
uptofive siereo or 10 mono programs com-
plete with additional data signals.

CCS, Germany.Tel: +49 811 55160.

AKG modular pencil

Similar in presentation 10 AKG’s C747 pen-
cil mic, the Discreet Acoustics Mk2 isa mod-
ular system with five capsules

and six installation mics—five
goosenecks and one hanging
module—that can be used in

any combination. A phantom-

powered LED ring confirms cor-

rect connection or can indicate

mic activity status. ]
AKG,Austria.

Tel: +43 | 866 540.

Renkus Heinz total

concept

Renkus Heinz Total Svstem
Concept (TSC), as the name
suggests provides a complete
package of complementary
loudspeakers, controllers and
supplementary equipment for
touring and larger installation
applications. The enclosures
use proprietary CoEntrant
Waveguide Technology, de-
signed to provide a true broad-
band point source, lime
aligned, with a precisely con-
trolled and predictable disper-
sion pattern. All the enclosures
share identical compact dimen-
sions, and boast excellent res-
olution, clarity and efficiency.
Renkus Heinz, US.

Tel:+1 714 250 0166.

A string of Pearls

Pear] Microphone Laboratory has three new
models: the CC 22, TL 44 and DS 60
mics.The TL44 revamps the older TL4
model, but still maintains the original polar
pattern switching flexibility of the original.
The CC22 aims to offer a completely hon-
est flat frequency response and very low
noise. Meanwhile the DS 60 is a multipat-
tern microphone with four cardioid outpuits,
90" apart from each other.Pearl also has a
microphone for fixed installation applica-
tions. The PA 58 has been developed to
replace the old PA 54. The ditference is a
smaller microphone head at a 25¢m goose-
neck. Moreover, the frequency response is
markedly flattened in the frequency band
3kHz-8kHz while the updated PA 58 has its
¢lectronics powered by 15V 10 48V
phantom power.

Pearl, Sweden.Tel: +46 42 58810. >
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There are a few things you'll

miss with the Opal Series

Like noise, distortion, lack of headroom,
limited facilities, and no pedigree.....

the better your mix will be. When you buy an Opal

Series processor by BSS Audio you're getting not
only the best in audio quality, but a heritage and
proven track record that has benefitted artists, sound
companies, studios, broadcasters, theatres and clubs
the world over.

I t's obvious that the better you protect your sound,

From this pedigree, BSS engineers have brought you
a range of products designed to solve your sound
problems without adding either impurities or
complexity in operation. And by exploiting the latest
advances in component technology and
manufacturing techniques, we can now bring you this
thoroughbred processing power for less than you’d
think. Don’t miss out on an Opal - call your BSS
Dealer or Distributor for more information.

Audio Processing
with things missing

BSS Audio, Linkside House, Summit Road, Potters Bar, Herts, England EN6 31B

Tel: +44 (0)1707 660667 Fax: +44 (0)1707 660755 e-mail:

BSS Audio USA,

info@bss.co.uk Internet Site: www.bss.co.uk

Harman Pro North America, Inc, 1449 Donelson Pike, Nashville, TN 37217 USA

Tel: (615) 360 0277 Fax: (615) 360 0480
H A Harman International Company
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REVIEW

Rode Broadcaster

Patiently building its range of affordable quality microphones has
brought Rade into the broadcast studio. Dave Foister listens

ONE'S REPUTATION. impressively
quickly made. has so far depended
entirely on one particular market a
albeit the broadest. All three models—N
Classic. and NT-1—capitalise on the general
enthusiasm  tor vintage microphones by
shamelesshy imitating them. and the result is
three strictly studio microphones that man-
age to give the Havour of certain classics. with
and without valves and frills. and always with-
out the price tag. The impact they, awlong with
the inexpensive eastern European imports,
have had is shown by the response from the
market leaders who have had 1o fight them
on their own territon
IFrom the general o the particular: the new

Rode is as difterent s it could be in terms of

its breadth of appeal. Where its predecessors
aim 1o join the ranks of the all-round classics,
it sets its cap at a very specific marker, namely
the spoken voice, on air. but also in other sit-

uations. Called the Broadcaster (did they have
1o get permission from Fender?). its technical
links 10 other Rode models are clear, but its
features place it firmly in the broadcast stu-
dio or anywhere where speech recording is
the primary activity

Its outer appearance is not dissimilar to the
NT-1 reviewed here in December 1997
A chunky body is capped with o course silver
grille and mounted on a simple vet effective
plastic stand attachment. locked onto it with a
ring at its hase, The big difference is that it is
anend-fire design, using a large gold-sputtered
diaphragm in non-negotiable cardioid mode. Tt
shouldalsohe pointed out that
in this domain where dynam-
icsareoftenthe first choice. the
Broadcaster is a condenser.
suggesting that perhaps it is
indeed a variant on the NT-1.

But if this is the case than
the variations are extensive
Severul aspects of the Broad
caster's design are quite specifically aimed at
its intended application. trom the physical to
the electronic. Inthe first category. there is an
integral pop filter behind the grille. and in the
sccond the bass filter is tailored for the par-
ticular proximity tip-up the expected close
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UK: HHB Communications.
Tel: +44 181 962 5000.
Fax: +44 181 962 5050.
US: HHB Communications.
Tel: +1 310319 1)1 1).

Fax: +1 3103191311,

speaking voice will produce

Perhaps the most obvious outwird sign of
the Broadceaster's role 15 a pod on the body
containing i red L. This is not there to indi-
cate the presence of phantom power, and in
fact has no link to the function of the micro-
phone at all: it is 1o be connected 10 a switch
on the console as an on-uir indicator. Any
switch will do. from a fader switch 1o 1 mute.
and if suitably connected it will tell the il
ent” thow | hate that word) when they should
stop coughing, swearing and farting. It does
nothing at all to the microphone—there is no
on-hoard muting or any other safety fea-
wres—but placed as it is right between the
speaker's eves it should do the job of a sep
arate cue light more effectively.

he unfortunate consequence of this oth-
erwise thoughttul feature is that you cannot
get the microphone out of the box and plug
it straight in in the usual way. The connec-
tons tor the indeator 11D are combined with
the audio output on i1 3-pin XLR. necessitat
ing the construction of u special break-out lead
10 hook itall up. Even the review sample was
supplied with a 3-pin female plug and noth-
ing else—1 had 10 either improvise or nuke
up my own cable. Fortunately the pin-outs
for the audio wre the sume as the leti-hand
channel of a stanckird-wired sterco micro-
phone. so | hacka suitable Y-cord to hand. Of
course for the application the Broadcaster is
intended lor this is not i problem - the micro-
phone will be & permanent installation and it
wouldn’t matter it it needed a "-pin DIN and
an EDAC 1o connect it. The on-uir 1ED is
swilched across the other two pins. open for
on and short for off

The high-pass filter switch is on the back of
the LED's pod. and 1olls off at 6dB per octave
below T5Hz. Ttis awkward 1o get at when the
microphone is hung in its clamp over an on-
airmixer. which is. perhaps. intentional. Other
than that there is nothing to adjust. not even
apad. Thisis. perhaps. surprising as the Broad
custer seems quite sensitive. producing high
levels with close speech and requiring a pad
on the connected preamp. The plus side is @
clean punchy sound with all the presence Rode
generally delivers. Pop filtering is very effec-
tive: its easier o overload the connected elec
tronics with & P than to produce a real blast,
and the filter helps prevent
even this. There is also inter-
nal shock mounting for the
cupsule, reducingthe need for
4 big suspension mount that
would hide the . This oo
does its job well. with as litle
mechanical stand sound as
vou could expect

Fhe Broadcaster is intended 10 be used
where a big bright up-front sound is required,
and it is certainly capable of delivering that
with few penalties,

Other uses suggest themselves as well, but
in its chosen sphere it should shine. Wl
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Wireless range

MIPRO's wireless mic systems are fitted with
Japanese condenser capsules and PitloTone
andl NoiseLock squelch circuitry. The mics
claim low handling noise and the ability to
endlure a2 1m vertical drop without damage
1o the performance or casing.Products in
the range include the MA101 and MAT07
porable wireless PA systems, MR112 sin-
gle-channel true diversity, MR312 16-chan-
nei VHF PLL synthesised diversity and
30-channel MR812.

MIPRO.Tel: +886 5 238 0809

AE200

Acoustic Energy, designer of the AEl
nearfield, has launched the low-cost 2-way
AFE200. This uses metal-cone driver tech-
nology for a claimed power handling ol

125W. sensitivity of 89dB and a frequency
response of 40tz-25ktz. The HF employs
a 2%mm aluminium alloy diaphragm, fer-
rofluid cooled and damped, while the LF
employs a 130mm chassis with anodised
alloy cone thermally bonded to a 32mm
high-power voice coil.

AE, UK. Tel: +44 1285 654 432.

DPA microphones

Thelatest additions to DPA’s range of minia-
ture mics, the 4065 is a lightweight head-
band unit that can be used live and in the
studio. In theatrical application the prob-
lem of humidity is always present so DPA
has paid particular attention to this matter,
building in a double vent protection sys-
tem and a drop stopper on the tube, intend-
ing the mic 10 be less prone to failure. Fur-
ther durability is offered though use of a
new kevlar reinforced cable that has
enhanced tlexlife and tensile strength. The
capsule features a prepolarised omnidirec-
tional cartridge element with a 5.4mm ver
tical cliaphragm that is acoustically identi-
cal 10 the unit used in the DPA 4061. The
headband itself is pre-bent to give a tight
fixes position on any shape of head and
can be easily reshaped. With a sensitivity
of 6mV/P, matching the level of the human
voice tothe general input sensitivity of most
wireless transmitters, the 4065 has a noise
floor of 26dB(A) and can handle SPLs of up
10 144dB before clipping.

DPA, Denmark.Tel: +45 48 142 828. >
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o qgﬁadway is leading the way
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Live sound designers are increasingly being asked for the impossible.
Thankfully, the Soundcraft Broadway delivers.

Already working hard from Seoul to Scandinavia,
Broadway combines an advanced implementation
of digitally controlled analogue technology with a
flexible, modular system design to take the largest
and most complex productions in its stride,

effortlessly providing exceptional sound quality
and perfect repeatability, night after night.

What’s more, it does it from a fast, intuitive and compact control

BROA I)"\'AYn surface that doesn't eat into valuable seating space.

Soundcraft is delivering the future of live sound mixing.
You'll find it all on Broadway.

www.soundcraft.com

Sanknl 10 00 R Soundcraft

H A Harman International Company
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REVIEW

Bellari RP533

Pioneered by solid-state units, multiprocessing is now also the
province of valve outboard. George Shilling warms to Bellari

IE RP333 is one of the cheapest micro-

phone channels 1o include valve cir-

cuitry. It includes two Bellari-hranded
valves, but overall is as much a solid-state
design as it is a valve one. It brings together
processors fromother units in the Bellari range
in 1 cost-effective package. Despite the low
price. this umtis. bke the entire Bellari range.
caretully hand assembled and individuatly
tested in Saht Lake City. Utaly’

The light, vet solidly built. box is fronted
with @ brushed-gold metal panel The rest of
the boxis sprayed black: although some inter-
nal surfaces had been missed. and astonish-
ingly showed signs of rust. The switch gear is
cheap inappearance, but works well enough.
The knobs are pleasantly damped, more
enjoyible 1o use than looks would suggest.
The rear panel includes inputs and outputs
on "rinch jacks and XLRs. the inputs accom-

it indeed it is ever studied. The input gain
seems 10 have been uprated since the man-
ual was printed. and this was undoubtedly a
very necessary improvement. as with +50di3
gain maximum the unit can be used with

low er-output mics. Even so. another 10d1B3 of

giin would not have gone amiss.

The rear-panel pad switch etfectively dou:
bles the range of gain achievable; although
30dB anenuation is excessive. 208 would
have sufficed. This enables use of high-level
line inputs without overloading. it you can
reach the switch, that is. All switches operate
quietly. without anv huge pops and clicks.
I Tound the photocell-activated compressor
slightly avvkward o use, withavery hard-knee
threshold. Itsometimes seems verv-on or off
with the meter suddenly springing overto the
lett as THresnoLD is adjusted. Also. with a min-
imum ratio setting of 2:1. very subtle com-
pression is ditficult 10
achieve. As the RP333 is
marketed primarily as a
valve processor. | found it
surprising that the Attack
setting could not be set

panied by grungy litle push buttons for 30d13
pAD and PHASE REvERSE. This is plain daft: they
should be on the front. Both jack and XLR
outputs operate wt the same ++4dB ref level.
whichis unusual. Alsoonthe back isthe bonus
of jacks for Side Chain In and Out. in order
1o access the compressor control circuitry. For
so-called tube (valve) equipment, venting is
surprisingly minimal. with just a few slits on
the back panel. However. despite the high
plate voltages, the RP333 was only slightly
wirm in use. The mains lead comes out from
the back panel through a grommet, the case
marked 120VAC despite this unit having been
modified for the UK's 240V supply.

Front-panel lavout is commendably clear.
something not alwavs achieved by designers
of multiple-process devices such as this. The
three distinct sections are marked: Preamp,
Compressor-Limiter and Exciter. The Preamp
section comprises a Gaix knob with a marked
range of =20dB 10 +50d1B (although the man-
ual states +13dB 10 +33dB). accompanied by
a PHANTOM POWER push button with Lep. The
compressor-limiter has knobs for THRESHOLD
(-20dB 10 +20dB). RATIO (2:1 1O ©0). ATTACK
(0.5ms 1o 100ms). rReLrase (0.1s 10 2s) and ot~
PUT LEVEL (-o0 10 +20dB with
zero marked at 1 o'clock).
COMPRESSOR ACTIVE and EXCITER
AcTvt push buttons are adja-
cent. (no LEDS, unfortunately).
with Exciter controls com-
prising BOTTOM and DEFINITION.
both marked 010 10. A switch
10 select either +4dB ref. Output or Guin
Reduction accompanies the creamy-vellow
dimly lit vu meter. A clicky rocker power
switch is situated 1o the right.

The manual is short and somewhat vague
in i few areas, but will suffice for most users.
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Rolls Corporation-Bellari,
5143 S. Main Street, Salt Lake
City, UT 84107, US.

Tel: +1 801 263 9053.

Fax: +| 801 263 9068.

slow enough to emulate the great valve com-
pressors we know and love.

Indeed. the two valves would appear (from
the block diagram) simply 1o serve as input
and output butfers. plaving no direct part in
the Compressor or Exciter circuitry. However,
I was pleasantly surprised by the Exciter see-
tion. | rarely use exciters on vocals. but this
one has a very sweet high-frequency boost in
the perinmon knob. This can be used subtly
or more heavily, but even when pushed there
is no obvious harshness or distortion. The BoT-
toM knob added (or subtracted) a great
warmth. My only reservation here was the
massive hoost achievable on frequencies
below those normally desirable on vocals:
there is no high-pass filter. Plugging in an
instrument directly such as electric guitar was
successful. and bass guitar particularly so. the
compression and Bottom boost is well suited
1o the instrument.

Audio performance is very good. with a
quoted frequency response up 1o 40kHz and
a very low noise floor. It audibly performed
as well as a similarly featured competitor at
several times the price: although reservations
about the Compressor's operation renitin.
Whatever. this is probubly the
best value unit in the Bellari
range. slightly smoother in
operation than the dedicated
Compressor and Exciter mod-
els. and iscertainly wortha lis-
ten it vou are considering an
optical-compressor  hased
voice channel. [t has its idiosynerasies. and
one should be wary of overspending because
of the valve hvpe. There are some very good
competing solid-state units (for this price or
less) that include a high-pass filter and full
EQ. But by all means give this one a twirl. W
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Soundscape adds plug-ins
Aphex Systems hasannounced an agreement
tadevelop Aural Exciter Type [11 and Big Bot-
tam Pro DSP plug-ins for the Soundscape
SSHDR1-Plus DAW, and the new Soundscape
Mixtreme 16-channel PCI card. The real-tme
phug-ins for the Soundscape V2 nuxer run
on Motorola 56301 DSP with Windows
93/98 NT front ends. The plug-ins are mod-
elled on the 1op range Aphex Model 104 Aural
Exciter Type It and Big Bottom patented
circuitry. Also announced is the TC
Dvnamizer plug-in that delivers TC-quality
mastering dynamic effects for the SSHDR}
and Mixtreme PCI card.

Soundscape, UK.Tel: +44 1222 4501 20.

Cubase goes Native

The luest version of Cubase Native Audio
Processing and MIDI sequencing technol-
ogy for Power Macintosh has been released.
Developed in close connection with Apple,
Cubase VST/24 4.0 offers 64 tracks of digi-
tal audio in 24-bit, 96kHz quality with each
channel using up to four brands of EQ.
Recordings can be shaped with up to four
Plug-In inserts per channel, with eight aux
sends addressing up to eight effects of Plug-
Ins in the aux effects rack. The new group
mixers offer four insert slots for effects and
Plug-Ins. The mastering section offers bus-
ing to individual outputs of a range of sup-
parted digital-audio cards including the
Korg 1212, Sonorus Studi/O, Lexicon Stu-
dioand Yamaha’s DSP Factory. Internal res-
olution has been increased to 15360 ppan,

and there are a host of new MIDI and audio
editing functions including a controller edi-
torfor detailed editing of any recording para-
meter,a MIDI-Track mixer and Drag & Drap.
Steinberg, Germany.Tel: +49 40 2 10330.

TL Audio turns digital

Valve outboard specialist TL Audio has
launched a digital division with the acqui-
sition from Penny & Giles of the rights to
design, develop, market and sell its Audio
Multiprocessor System. Following the
realignment of P&G earlier this year, the
company felt the Audio Multiprocessor
range would be better served by a company
specialising exclusively in the development
of audio products. TL Audio is already ship-
ping the new digital units.

TL Audio, UK. Tel: +44 1462 490 60D.

QSC PLX

QSC’s PLX series of amps use PowerWave
switching power supplies and are said >

August 1998 Studio Sound


www.americanradiohistory.com

The Missing Ingredient Has
Always Been the Amplifier!

R | 578

The engineers at Hafler have
gone to great lengths to mix
the perfect ingredients. Our
Transenova/DIAMOND
amplifier will deliver the
accuracy and transparency
your music deserves. These
circuits combined with our
proprietary high frequency
waveguide and low = S
frequency transducer will ISR L
deliver a smooth response

and create an undeniable

depth of field.
thectandard
ql»‘_‘
: )
|Go hear the TRM8 Transenova Reference Monitor| ma "_5!'.9’
- S
“The TRM8 is a true syneigy béh Tom Jung i, > .
and amplifier, something rare in Technical consultant for i ”?—n@_ >

Pro Audio Revi
“The low distortion lets yot Mg

p——— et e President ond recording/
Y AR . ___mastering engineer of Digital

“At $2400 @ pai, they are o HMastering Products (DMP)

France B The Netherlands
JBK Marketing ~Autohellas SA. Holland PA. Service, BV. Gedetsohs,i-.q_,
6.Rue Beaubourg 3. P Tsaldari&7  Kuiperbergweg 12 poligono [ndustrial. fUnlt 3, CrusaderEstate |
75004 Paris Aristidou Str. 1101 AG Amsterdam-Z.0. “Can Rocq’__\ 167 Hermitage R&gd
(33) 1-44-54-50-03 15122 Athens 20740 Amsterdam C/Mar Caribe No. 29 Manor House \
(33) 144545008 (30) 1-8020777 (31) 20 691 2167 08130 Barcelona, se"f—’s“‘f%mon N4 1LZ. England
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REVIEW

Lexicon PCMS8I

Complementing the PCM9 |'s dedication to reverbation, the PCM8|
embraces a wealth of effects. Dave Foister meets a flexible friend

F A JOB'S WORTH DOING. it is worth

doing twice. Lexicon's PCM91. reviewed

last month. constitutes half of a new pair
of processors designed 1o build on the indus-
try-standard status of previous models. and 1o
bring effects from the top-end boxes toa wider
audience. Where the PCMIIL concentrates
exclusively on reverberation. with a huge
palette of the sort of stuft that made Lexicon's
name. the PCM81 covers the whole gamut of
effects processes while «till centring on the
famed Lexicon reverbs

The two hoxes are nearly identical in
appearance. with only a slight variation in the
pattern of the blue and black livery to distin-
guish them. The control kivout is exactly the
same: & new bright blue display is partnered
by two rotary encoders for parameter selec-
tion and adjustment. with input level control
and metering the other side. The actual roles
of the encoders are determined by the oper-
ating mode of the unit as selected by a bank

ot 12 push buttons, most with integral green
indicator 1Lps.

The default mode is the one for choosing
factory programs. of which there are hun-
dreds. So much ground is covered by the pre-
sets that there's something tor every occision
here. with only the odd tweak to the timing
necessary 10 niike it right for the job. It is
immediately apparent that the quality of the
reverbs, which are available on most of the
configurations. is not in the least bit compro-
mised compared with the PCMIL: although
the derailed programming potentialis reduced
in the interests of manageability. While there
are some reverb-only programs. most work
in conjunction with some other ettect, if not
wo. so even with the complex editing matrix
there's simply not the room for quite so many
parameters

Fditing a program follows
the same procedure as on the
PCMII. Fach program has a
matrix of purameters. grouped
as logically as possible into
rows. Lr and DOSN butions.
which vou might suppose are
for nudging values, are actuall
for stepping through the rows,
and within ¢ach row the seLee
encoder chooses a column. or
A specific parameter. This is
then controlled by the apitst
encoder. Navigation is casy: the
only difficulties are (a) knowing what vari-
ables o expect for a particular setup. and
(M) finding them. when a program may have
as many as S0 variables. Of course it is all in
the manual. which is spectacularly fat. and
there is a limited amount of on-screen help
available by holding buttons down. For those
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UK:

NWé 7SF

Lexicon Inc,US

3 Oak Park, Bedford,

MA 01730-1441,

Tel: +1 617 280 0300.
Fax:+! 617 280 0490.
E-mail: info@lexicon.com

Stirling Audio Systems Ltd,
Kimberley Road, London

Tel: +44 171 624 6000.
Fax:+44 171 372 6370

who do not want to get bogged down in the
nuts and bolts there is a simpler editing mode.
thut allows access to a single row of the most
important parameters.

These will vary enormously depending on
what the chosen preset is doing. The range of
algorithms is very comprehensive, including
alf the obvious delays. flanges and  choruses.
all the wuy down to the simplest of delay line
sctups for generating such effects the old-fash-
ioned wayv. It also includes hanks of wned
resonators and some of the smoothest pitch
shifting vou are likely 1o hear. Both of these
cun be controlled froma MIDI kevhoard to set
multiple pitch values in real time. just pan of
avery extensive MIDI implementation

Editing factory programs is made casier by
the facility 1o patch several parameters to one
control. allowing more intuitive adjustiment
of an effect’s colour than could he achieved
by getting atall the relevant values separately
This is used especially well in some of the

parameters which appear by default on the
Adjust encoder: like the PCM9I, the PCMSI
always has one important setting live on this
knob as soon as the program is loaded. This
is even more appropriate on a multi-effects
hox such as this. and a good example is a pre
set to simulate the accidental stopping and
restarting of an analogue tape machine. Here
the knobhtoggles between stop and play. caus-
ing the pitch 1o drop quickly and ramp back
up again as though the tipe op has leaned on
the machine. Other presets rely on @
footswitch to do things like switch the speed
of a rotary speaker simulation or freeze the
input signal

Both units have the option to tie the ettects
in with the tempo of the music. and this is
even more relevant here with delays and other
tume effects than it is with
reverbs. The working wempo
can be entered numerically.
tapped on a button or driven
from MIDL and parameters can
then be set in note increments
rather than milliseconds

This is not new: neither is
MIDI-controlled  polyphonic
harmonisation: nor are many of
the fearures onthe PCM81. The
point is that capabilities like
this. that others shout about or
focus whole processors on. are
tuken tor granted here, and are
all present in the same box alongside some
of the best reverbs inthe business. There won't
he much vou can think of that the Lexicon
cunnot do. and it can do so much atonce. and
10 such a high leve! of quality and controlla-
hility. that the resulting combinations may well
he unique. [ challenge vou not 1o enjoy it. 1

www americanradiohistorv com

< to combine the performance of the com-
pany’'s PowerLight series with the value of
the MX series. Four initial models are being
shipped delivering 500W, 800W, 1000W and
1500W into 2Q). Proportional response clip
limiters optimise limiting based on pro-
gramme material to preserve dynamics and
user-selectable  low-frequency filters
increase useable power and protect speak-
ers. Features include Speakon and touch-
proof binding post outputs and LED indica-
tors for major functions.

QSC,US. Tel:+1 714754 6175.

Quested passive 3-way

Quested has launched the UD1 3-way pas-
sive monitor with dual proprietary 200mm
bass driver, a 75mm mid-range and 28mm
soft-dome tweeter. The speakers have their
own integral stands with all drivers housex!
in individual chambers. The crossovers use
polypropylene capacitors and air-cored
inductors, and triple gold-plated binding

posts permit multi-amping.The QSB118
18-inch subbass cabinet is designed to com-
plement the HQ210 active system and is
powered by an AP700 amp. The driver is
double-cooled using vented pole piece and
an external radial chassis.
Quested, UK. Tel: +44 181 566 2488.

It’s the Flinstone

Amptec has launched a digital mixing con-
sole called the Flinstone 200D based on
the earlicr Stone D001 console. Using the
same traditional user-interface, is config-
urable by means of different 1-O
modules, features sample-rate convertors
on every digital input, and under the bon-
net uses 24-bit A-D/D-A convertors, and
32-bit floating point DSP. The Flinstone >
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STUDIO MASTER

“If the choice is left to me, iuse
BASF Studio Master 900 maxima. It is such a high-
class analogue tape that | could not find a better one
even after comparing several tapes with it. You get a
super performance from BASF Studio Master 900
maxima even when you push up the level. The clarity
is phenomenal. | don’t use anything else now.”

maxima

Ronald Prent has had success as a recording engineer working with SV 900 maxima, isia high-output analogue ‘tage
. " 3 designed speclficaily for multi-track recording and
such artists as David Bowie, Police, Elton John, Def Leppard, mastering, with extra wide dynamic range. low nolse

Iron Maiden, Peter Maffay, Jule Neigel, Rammstein, Guano Apes el o pela Sl

and Fury In the Slaughterhouse.

For more Information contact
T 01295-227838 or visit EMTEC Magnetics’

EMTEC MOgneﬁCS web site at http://www.emtec-magnetics.com BASF
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REVIEW

Thermionic Culture Phoenix

It is increasingly rare now for valve outboard to appear with a true
heritage. George Shilling on the rising of a retro compressor

IC KEARY has been involved in pro

audio since the 19505, when studios

often had 1o customise and build their
own solutions. This environment has ulti-
mately led him to the happy position e now
occupies as research and design guru of
Thermionic Culture. Over the vears, he has
set up i number of recording studios. most
notiably Chiswick Reach in the early 1990s.
famous for its extensive vilve equipment
Since then. he has had time 10 pursue his own
design ideas tor outhoard equipment featur-
ing valve circuitry, Vie Kearv's Thermionic Cul-
ture partner Jonathan Bailes helps with design
and oversees manufucturing.

The appearance of the Phoenix is striking,
Itis a hefty 3U-high rackmounter. with star
tling square vu meters. The upper casing is
lashioned from bare steel sheeting punctured
with a mesh of large holes: through which the
nujor components are clearly visible, These
comprise: six valves (of three ditferent. rela-

tively uncommon types): three huge trans-
formers: four potentiometer shafis (for service
adjustments) o massive capacitors: and the
aforementioned meters; all mounted ona bare
metal base section. Itis i measure of the design
philosophy that huge shafted potentiometers
are used for trims rather than the tiny trim
pots found more commonly. The smaller elec-
ronic components and wiring are enclosed
within the base.

‘These are accessed by removing the bottom
metal panel, this reveals familiar electronic conr-
ponents, but, astonishingly. no PCl3s. Compo-
nents are cither attached 10 the casing or
mounted on one of three solder-tag strips.

This method of construction is almost
unheard of in these davs of computer design.
The rear of this section includes the [TEC mains
socket. fuses. and two pairs of XLR connec-
tors for input and output. The rough casing
construction could he tfrom a school metal-
work chass. but has a rugged appeal

The black tront panel includes separate
plastic-knobbed damped pots tor cach chan-
nel for caiv (input level). ATTACK. RELEASE,

IRESHOLD and oLTPLT  TRIM
knobs. and  Bypass  toggle
switches. There is also a LNk
toggle for stereo operation. or
as the manual usefully sug-
gests, side-chain control of one
channel by the input 10 the
other. The controls are tree
from any markings of conventional calibra-
tion scales. All knobs are simply legended
from 1 10 11—ves. the Spinal Tap joke has
truly been done 1o death, To the right is a
large rower toggle switch. accompanicd by
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Serious Audio, 96
Queens Road,Watford,
Herts WD 2NX, UK.
Tel: +44 1923 442121
Fax:+44 1923 442441.

a 1orch bulb with a green cover 1o indicate
poweron. There is no illumination of the odd-
looking vu meters. These metersare of Indian
origin. and were reportedly spotted ina
nuclear reactor control room in i certain East
ern nation. Thermionic Culture reject o large
number of these due to sticking needles. but
after one initially paused a couple of times
they were fine.

Their representation ol the compression
chanacteristics is notentirely accurate. as their
movement is somewhat lethargic. This is no

reat problem, and one soon becane accus-
1tomed 1o their nature, 1t should be noted that
the Quiput Trim pots are placed after the elec-
rronics. They can be sately used to lower the
oulput level tor - 10dB operation

Looscly based on the Alee 430, this atest
development of the design features a wider-
ranging ariack control than the original pro-
totypes. There is no Ratiocontrol. asthe design
features o Vari-Mu' soft-knee circuit that ranges
lrom <2:1 initially to >20:1 at 20dB compres:
sion via a pleasant curve, This makes setting
up 2 doddle. the lack of conventional calibra-
tion forcing one to work by car. juggling the
Gaiy and ikeshown knobs enables i wide
range of compression amounts. and the a1\ck
and ReLeast: controls are extremely wide-rang-
ing. providing a variety of usctul settings. It is
remarkably difficult to make things sound bad
with this unit. The Phoenix has a very musi-
cal character, and certainly brought one of my
mixestolife, controlling the botom end beau-
titully, making the vouals more rich and juicy
sounding and generally making the wack
sound more dynamic. ook an instant liking
1oit. andforgave its lack of calibrued legending
straightaway. On vocals the Phoenix is truly a
jov 1o use. suiting all vocalists | tried it with
during my brief review period.

Use with drums and bass were equally
enjovable. Noise levels were extremely low.
and frequency response extremely wide.
If 1 have any criticism. it is possibly that the
sound of this unit is slightly too smoorh and
sweet, lacking a little raw graininess” of char
acter found in centain older valve compressors.

The Phoenix is priced as a professional
product. distancing itself somewhat from
cheaper valve units flooding the lower
reaches of the market. Tuking into account
the manv vears of practical experience behind
this product. it scems like very good value
Indeed. the Phoenix compares
favourably with competitors that
are much more expensive. Con-
struction is undertaken by hand
by a team of just three people.
which muakes cach one inher-
ently more special than any
mass-produced identikit box.
The Phoenix is from a comtortingly old-fash-
ioned Home Counties cottage industry: note
the proud use of the word “England” on the
front panel. lts old-fashioned valve warnih
brings a magical glow to any signal. W
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< aims to be the perfect digital substitute
for an analogue broadcast console, and
without some of the more high-end features
of the Stone is priced attractively. Main-
taining the geological theme, the Boulder
OBl is an analogue production console
designed for OB vans and TV or radio pro-
duction studios. The Boulder features stereo
and mono inputs with 4-band EQ, HP fil-
ter, direct and clean-feed outputs on every
input module, 10 aux sends. 8 mono sub-
groups, 8 VCA groups and 8 mono matrix
oulputs, 2 stereo and 1 mono program out-
put, 2 monitor and 1 communication mod-
ule. Other special broadcast features
include: compressor-gate on every I-O
module, fader start, 1-O transformers, and
programmable channel on/tally output. The
console is prepared for moving fader and
snapshot automation, based on the Stone
snap shot system, specially adapted tor
broadcast use.

Amptec, Belgium.Tel: +32 11 281 458.

Shure unveils UHF system

Shure has unveiled a new UC wireless UHF
system that is designed to be a tlexible and
affordable coniracting tool eoffering fre-
quency agility, interchangeable micro-
phone capsules and extensive LED meter-
ing. The main elements are a diversity
receiver and choice of body-pack or hand-
held transminers. Occupying only half a rack
space, the system's receiver is equipped

with adjustable squelch control. group and
channel switches for frequency changes, a
2-band adjustable EQ section and Shure’s
proprietary MARCAD (Maximum Ratio
Combining Audio Diversity) circuitry.
Shure, US.Tel: +1 847 866 2200.

AD’s PICO mixer

UK broadcast specialist Audio Develop-
ments has introduced its new PICO mixer,
the AD245. This keeps the facilities and
usability found on its predecessor, the
AD145, but features the low noise micro-
phone amplitier originally designed for
the AD140 series of mixers. A hybrid of
this component has been procduced for the
new PICO, which offers powering for 48V
and 12V Tonader microphones. While this
new feature has been added, the main sell-
ing point of the original mixer, its simple
but effective EQ section, has been
retained.Other features include protection
against radio frequency interference on
the inputs, a balanced transformer, a high-
pass filter 1o guard the transformer against
low frequency saturation, limiters on the
main output, switchable PPM or VU meters
and a choice of frame sizes (six, eight or
ten inputs).

Audio Developments, UK.

Tel: +44 1962 868 830.
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L CRYIMInRlte Plug-in

.....................

7 . extreme audio
P _'

The PreSor.us M80 Eight Channel Microphone/Preamplifier with Mix Bus.
Featuring High Quality Jensen® Transformers. FET Class A Discrete
Buffers. Twin Servo® Gain Stages (No Capacitors). Mix Bus assign For
Multiple Mic/Instrument Stereo Imaging. Unique IDSS Control for
Adjusting Harmonic Distortion. Servo Balanced Send & Return Jacks

on Each Channel for External Balanced Processing. Auxilliary Bus Inputs.

« Greatly improve the quality of any console, analog or digital,

! by adding eight very high end mic preamplifiers.
« Amazing front end for two, four or eight channel analog to digital
converters such as the Digidesign 888® or Soundscape S5810-1®.
« Add warmth to any microphone using the proprietary FET 10SS adjust.
« High headroom summing bus allows true stéreo imaging

utilizing more than two microphones.

Reader Response No. 051

PreSonus

internaticnal: global@presonus.ccm « international voice: 714.440.0760 [audio electronics]

Call Today: 1-800-750-0323
fax: 504.344.8881 - voice: 534.343.7887

email: prasonus@presonus.com * website: www.Jresonus.com
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Digital Synergy

'TASCAMTM-D8ooo

digital mixing from the digital recording people

TASCAM understands how intuitive digital recording has to be, and
they have built the TM-D800o around that understanding.

TASCAM DA3?]

B Extensive “up-top” control surface with multiple faders and controls,
provides maximum degree of functionality at any time, while optimum use of
assignability provides deeper access to functions and parameters when required.
8 Synchronization and control: direct digital interfacing (TDIF, AES/EBU, S/PDIF)
and full function transport control (TASCAM sync 1/0, Sony P2, MMC) enable desk
and recorders to operate seamlessly. M High resolution A/D convertors,
high-performance mic-amps and balanced line inputs. @ Programmable level, EQ
pan, aux, solo/cue and dynamics' processing operate under snap-shot scene
automation. with on-line dynamic automation software also available.
@ Full scale monitor and comms facilities,
LCD console/channel status and %
parameter values display,
and full analogue and
digital I/0 metering give
the TM-D8000 an
operational status
superior to far more
expensive analogue recordin
and post product{on.consoles.

TASCAM DA88]

Tascam DA98 ]

5 Marlin House, The Croxley Centre, Watford, Herts, WDi1 8YA. Brochure Hotline 01923 819¢€ 30
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ITE FIRST THING vou have to

understand  about the music

business is that there are no
rules.” proclaims Mickie Most THD was
1o sav 1o vou d few vears ago that a
group from Manchester called Ouasis
wis going 1o do The Beatles and sell
mitlions, you'd sav. "Oh come on. that's
all been done”. You never cantetl what's
coming next. It could be anything. but
normallv its a progression from Amer
jca with regard 1o what is dictated in
terms of beats per minute. American
black music is the only black music.
British black music is readly white,

In the beginning, it was American
black music that inspired Mickic Most
Artist. producer. publisher. record label
exec. and studio owner, he has prety
much done it all during more than
10 vears in the music business. and it
wits the blues and R&B that first drew
him in before rock n roll encouraged
him 1o pick up u guitar.

A nutive of North-West London. Most
grew up listening 1o the R&B sounds
that were broadeast on radio by the
American Forces Network during the
carly fifties. Then, once he'd learned o
play the guitar, he performed semipro-
fessionally in clubs around Central Lon-
don’s Soho district, efore a pairing with
a schoollriend saw the disingenuously-
named Most Brothers recording for
Decea during the mid-to-late fifties.

Mickie's penchant for naking singles
as opposed 1o albums probuably dates
Dack to this era, whenalbums were basi-
cally tooexpensive for himto buy. “They
were for people who had money o
burn, heasserts, In fact. one of the only
albums that I bought in those days wus
the first by Elvis Prestey, and Tstill play
that today. so I've certainly had o
30-bob's worth out of it

Most of the albums would just have
one or two songs that vou liked and the
rest wis throwaway. so we were really
hot forsingles and we lived in this world
of juke boxes. That wis our entertiin-
ment. Any cafe that had a jukebox and
a pinball machine wis Las Vegas for us
in the fifties. and 1 don’t think T ever
grew out of that,

Meanwhile, success was still more
than a step away for The Most Broth:
ers in 1938 when the real Most decided
to take right wen and head for South
Africa. In light of the rock boom that
was then tking place in Britain this
might have been viewed as a ques-
tionable decision, but it was made for
purely personal reasons. and, as things
turned out. happened o be quite tor-
witous in the professional sense 10o.

My girlfriend was from South Africa.
and when she returned there her fum
ilv said T would have to follow her i
I wanted something more permanent.”
Most now  recalls. They thought
I wouldn't bother but | did. and they
then made it clear that Twould have to
spend four yvears there as they didn’t

Studio Sound August 1998

A key player during the British music scene of the
sixties, Mickie Most has recently returned to work
Richard Buskin. makes the most of an interview

know me. which seemed sensible. Well,
during those four vears 1 hada lot ot hit
records as a singer. and Talso produced
the records s there werent any pro-
ducers in that sery smalt market. That's
how I learned o produce

Indeed. having installed himselfat the
vanguard of the burgeoning rock ' roll
scene in South Africa together with his
band The Plavbovs. Mickie Most was o
teen sensation there during the Late fifties
and carly sixties. Nevertheless, onee his
-vear probation was up he headed
straight back 1o England. and it was in
1903. while in Neweastle during a pack-
age tour alongside The Everly Brothers.
Little Richard and Bo Diddley. that Most
visited The Club-A-Gogo and saw a band
on stage calted The Animals

1 immediately knew that this was
what I'd been looking for since 1'd
arrived back in Englund.” he enthuses
“Atthat point the music seene was really
bland. with people like Eden Kane and
John Levton, but The Beatles. and their
like, were also just starting to hit. and
so T wasfortunate to be inthe right place
at the right ume”

www americanradiohistorvy com

Notjustfortunate. butalso and astute
At time when there was only o hand-
ful of major record companies control
ling matters. Most. himscelf. opted to pay
for the artists that he signed and sub-
sequently produced.

The record companies didn’tlike the
idea of vou doing things that were out-
side the norm.” he says. but LHust signed
the groups to myselt and 1 financed
them. offering them a rovaliy andadeal.
and then it wis up to me to make this
deal work. Fortunately T had already
been recording with EML and EMEwere
interested in what 1 was doing. They
had a tabet manager there working for
Motown named Derek Everen and he
liked what was doing. The first record
that came out was a hit the second
record was No. T all over the world. and
after that I never had a problem.”

The first Top 20 hit by The Animals
was it record entitted “Baby Let Me Take
You Home'. on the strength of which
they secured a tour supporting Cauck
Berry. Now. one of the numbers that
they performed regularly on stage was
‘House Of The Rising Sun™. soin migl- >
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INTERVIEW

< tour Most decided to bring the band
down from Liverpool 1o London
overnightand record their extraondinary
pertormance of this song,

“They goton the .\lupu and I picked
thenrup early in the morning along with
their dram kit amplifiers and all their
gear.” he recalls, "We were booked into
Kingsway Recording Studio tora 3-hour
session fromSuntil [ and by 8,15, tuke
two, T said, “That's the one™.

Soowhat to do during the remaining
two hours and 43 minutes? Well it was
casy. Why not make an entire album?

That consisted of songs that they
wanted to record. readly,” Most replies.
Songs thatthey'd rehearsed and plaved
many times as part of their repertoire,
solsdid "Okav. goforit”, Wedidevery-
thing live. st nghl o mono, and that's
how it all started. After that, for me. it
was i case of hitafter hit. The next one
wits “Tobuacceo Road” with The Nashvitle
Teens. followed by T Into Something
Good™ with Herman's Hermits..

The Lst of which was a miltion miles
away from the carthy R&B sensibitities
of The Animals. Mickie Most, don't for
getowas into R&EB and rock ' roll, but,
as time would soon el he was also
cqually into capitalising on his uncanny
knuck of spotting commercially viable
acts and matching them up w ithex: wcth
the right song material in order 1o pro-
duce hit records,

‘I had this Goffin & King tune. \I'm
Into Something Good', which w asreully

catchy, and I really thought it needed
somehody vouthful-looking.”  he
explains. “Herman's Hlermits” manage-
ment had called me many times and
asked me o tke o took at them., so
Isaid. send me a photograph™, and as
soon us I saw the photo 1 envisuged
Peter No-one as a vouny [President|
Kennedy. T guickly went up to Bolton,
where the band was playing, and they
were doingall of the pop R&B stuff such
as “Mother In Law’, *Poison vy’ and so
on. I'd brought ‘I'm Into Somiething
Good” with me and they fAtted it readly
well, so T old them 1o Tearn the song
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by Sundiv and we would record itthen.
That's basically what happened and it
wus s simple as that.

Tused to spend every other week in
New York or Los Angeles, scouring
around places such as The Brill Build-
ing for material. 1 had all of these
dappointments set up for me, so when
Larrived there on a Sunday night 1'd
have my schedule and then from Mon-
duy morning to Friday evening I'd visit
publishers and fisten o wnes. On Fri-
day night I'd return 1o London. record
the material the following week and
then go back to the States the next Sun-
dav That's all T did for five vears.”

It sounds straightforward. However,
while a ot of people think that they
can spot a hit record. most potential
hits never even make it into the lower
regions of the charts. So. given his
impeccable instinets, what is Most's ¢ri-
teria when tryving o identify the kind of
muaterial that prompts record-store cash
registers to ring? Well. to quote the nun
himselt, “There has 1o be that bit of
nugic. The song. the recording: the
whole thing has 1o add up in my mind
to a hundred. and when 1 hear it 1 go.
“That's it -

A.ES. Daily.

Jeft Beck.

W

Does that expliin the hit-nmuker's
method?

At other times T might hear a great
song. but the arrangement isn't doing
ittorme. so Ul rew ork itand often that'll
turn out to be what is needed. T just
seem 1o have the abilitv to do that, 1
don’t know why. There again. there
are also times in vour lite when vou're
wrong—perhaps it was the wrong tim-
ing for the record: it came out too carly
or too late. we didn’t pick up the air-
play, whatever—but if it doesn’t sue-
ceed. it doesn’t suceeed. and nuking
CXCUSes is a negitive. You just have 1o
say, "Okay. T goofed. 've got o
harder next time™,

As the sixties moved on, Most found
himselt working with o range of dit-
ferent artists. from Lulu and Donovan
1o progressive hands like The Yurd-
birds and heavvweight tilents such as
The whole record business
was rapidly evolving, rock music wis
being taken more serioushy and prior-
ity wus increasingly being given over
1o album sessions, so in MM's case
weren't the sessions starting 1o take
uite a lot longer?

“They certainhy all ook longerthan >

wm'me most comprehensive ntmfméan;:dmu.nﬁ.mmuﬂmhsaﬂ
| achwe material availabie on a single webste, ifs easy to see why prosiudio.com has become
the most accessed proaudio websits in the workd
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Earthworks

Designed by Dave Blackmer founder of DBX™

The QTC1 quiet omni

The QTC] offers 4dB less noise than the TC40K, ruler flat frequency
response from 4 Hz to 40kHz, superior impulse response and that great
Earthworks sound.

...and because omnis are not for everyone,

o *j | —-—

The 230X cardioid mic

The 230X offers unusually smooth on-axis response to 30kHz, very low

off axis coloration, extraordinary rear rejection, clean impulse response
and great sound for vocals, drums and etc.! Excellent for stage, studio,

and broadcast.

Matt black finish now available for all models.

w—— —
- B
egﬂbWOfkﬁ Distributors
Belgivm Apex 8930 6313
Denmark Orkester Graven 8618 4922
France JukeBox 14093 0101

The LAB series preamps

® Flot response from 2Hz to 100kHz +0.1dB.

® (.25usec rise fime.

o Siepped gain from 0 to 66dB.

® Variable control of gain fo three separately driven outputs.
e Gold plated switches!

o Standby, Polarity and +48v and Phantom Switches.

® |naudible preamp noise even st 60dB of gain.

The LAB series preamps are ideal for 96K /24 bit digital or extended
frequency analog recording. If you like the clarity and realism of
Earthworks mics, you'll love our preamps!

Finland; Norway; Sweden  Golden Age Music +46(0)32266 5050
Netherlands Focus 20687 8600
UK Unity Audio 01440 785843

%
THI

13880 MAGNOLIA™A

)

(9
-

.

s

CHINO, CA. 91710 USA
http://www.manleylabs.com
W Phone (909) 627-4256

A& FAX (909) 628-2482
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INTERVIEW

< 15 minutes,” comes the laughing
replv. T mean. that was just one of those
freak things. butstill. as far as I'm con-
cerned. once a performance is on tape
iUs just pointless 1o keep going on. With
['House of the Rising Sun’] | realised 1'd
got it and T must have got it because
the record’s sold millions and millions
for more than 30 years. I'm sure if 1
spent another two weeks doing it
would never have improved on it In
fact. it would probuably have got worse.

As we moved towards the late
sixties things were changing technically.
We went from mono to stereo. 4-track
10 8-track 1o 16-track, and things obvi
ously began 1o tuke longer. but | per-
sonally like to be in and out of the stu-
dio. 1 just can’t keep things up for that
amount of time; it's 0o long. Also. as
vou get older you don't want 1o waste
50 much time doing something that vou
used 1o do in three hours. We used to
do a whole single und mavbe a spare
B-side in a 3-hour session—certainly
we'd get the master done—and even
all of those Donovan records. some of
which were quite complicited, were
done in three hours

Having said thut. | think there are
records that suit the lengthier sessions.
A lot of the dance and rap records suit
it, because vou've got programmed
muterial and once you've got the vibe
right on the program it remuins right.
So, vou can do overdubs. and so on.

he TL Audio EQ-2 equaliser is quite
=="simply the ultimate in valve equalisation.
Nothing beats the flexibllity, the supreme
audio quality and valve sound of the EQ-2.
Andy Jackson - Pink Floyd
(Sound engineer) - “All the lead
vocals on the “Division Bell* album
mix were run through the EQ-1

and the new EQ-2 is probably the
best all-round EQ I've ever used.”

C-1 Dual Valve Compressor

and maintain the energy. but 1 do
believe that when you're performing
group music the recordings sound and
feel beter when cvervthing is plaved
together. It theyre good players and
theyre well rehearsed they should play
in time. and rhat will produce a heter
feeling. Afer all. most people buy
records because they feel and sound
right. Musicully they don’t understand.
and why should they? They ' re not musi:
cians. but instinctively they know”

Even though Most had brought Epic
Records a lot of success over the course
of about five vears courtesy of his work
with the atorementioned Donovan. Lulu
and Yardbirds releases. by the end of
the 1960s CBS main mun, Clive Davis.
telr that the single had already had its
dayv. So did many of his industrv col
leagues. yet Most did not agree, main-
taining that it should still be regarded
as the flag-waver for the album. This
was the attitude that he adopted when
forming his oswn RAK Records label in
1969: it others were willing to abandon
the singles murket then he would aim
1o fill their shoes, and the result was
that the first 27 records issued on RAK
were :ll Top 50 hits. Thus commenced
Mickie Most's evele of success during
the 1970's. during which tme he dis-
covered acts such ds Suzi Quatro, Mud,
Smokic and Hot Chocol:re.

1 was recording an album—that
never got finished—uwith Jeft Beck at

Al 1 ,'r.‘v-n.u\gytz oluiAILL SR

EQ-2 Dual Parametric Valve Equaliser

& Ultra low-noise
48v phantom power
Low cut filter vanable from
30Kz to 1kHz

# 2 channels . each with 4 bands
of fully parametric valve EQ

¢ Wide band width (better than
40kHZ)

LF band vanable: 30Hz to 3kHz & High cut filter variable from

M band vanable: 30Hz to 3kHz 1kHZ to 25kHz
HF band vaniable: 1kHz to 20kHz
All bands +15d8 of gain and
variable Q between 0.5 and 5
Channel EQ bypass switches
Continuously variable high and with variable gain control
low cut filters (12dB/oct) with 2 Balanced line outputs,
bypass switches switchable -10dB or +4dB

15dB of tnm

¢

]

# HM band vaniable: 1kHz to 20kHz & Qutput leve! control §ving +f-
s

2

PA-1 Dual Pentode Valve Pre Amplifier

EQ-1 Dual valve Equaliser

www americanradiohistorv com

Peak LED indicates degree to
which valves are being driven
Balanced mic & line leve! inputs

VI-1 8 Channel Valve interface

Motown in Detroit when | first saw Suzi
Quartro,” he recalls. “The manager of
group cialled Cradle invited us 1o sce
them in our spare time. and they were
pretty good. but it was the bass plaver
who caught my attention. She was not
singing at the time. she was just stand-
ing at the back. but she playved very
well and | thought that she had some-
thing. So [ rold the manager that 1 was
not interested, but that il the group did-
n'tmake it and it should break up. then
give her mv number in London, and I'd
like 10 talk 10 her.

Well. as luck would have it

Sometime later she phoned and said
that rthe group had broken up. so | sent
her some money. i contract and a plane
ticket. and that's how it huppened.

Hot Chocolate. meanw hile. appeared
at the RAK offices in the form of song:
writers Frrol Brown and Tony Wilson
during the carlv sceventies. and Most
promptly used a couple of their com-
positions 10 good effect with Herman's
Hermits and Mary Hopkin, However.
when Brown and Wilsonthen urned up
with asongentitled ‘Love is Life” he sug-
gested that they record it themselves,
Some session musicians were quickly
brought together in the studio. butitiook
i lot longer 1o come up with the sound
that the producer was looking for.

"We had to create a sound. u Hot
Chocolate sound. because there wasn't
agroup, just iwo writers,” he savs. T kepr

x

“The detail
provided by the
valve circuitry
means that the
EQ-2 only ever

- Studio Sound

In USA $1775

71 A udij

Worldwide distribution:
Tel: +44 (0)1462 490600
Fax: +44 (0)1462 490700

s Line inputs & outputs
duplicated on unbalanced
Jacks

1 Front panel dual sensitivity
auxihiary inputs (for guitars
keyboards etc)

# Insert point on each channel

between mic pre amp and EQ
section)

& Status LEDs on all function
switches

2 Frequency response 20Hz to
40kHz +0/ -108

2 Very high quality build quality

SASCOM
DIRECT

Canada & Usa:
Tel: +1 905 - 827 9740
Fax: +1 905 - 469 1129

seems enhance.”

£1299 ...

web: http:/iwww.tlaudio.co.uk

web: http://www.sascom.com

€ .- B 8
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uying things, and it was almost like
being a chet really. introducing ditfer
ent ingredients, throwing them away
and starting again. Eventually 1 got thi
kind of organ-guitar thing going, this
rift. and that's what they got known for
nywav, that record wis a very big

hit. The second and third weren't so
big - thev were a bit too Carribedan. 100
calypso-ish. and T told them  that
although the songs were all very pleas
ant | didn’t think they were going in the
right direction. | said. “You've got to
write something really black. otherwise
there’s not much more I can do™. an
the next song that they wrote was
Brother Louie’. which was a black
record. That got them back on the path
and then we had all of the big sttt that
followed. like "Sexy Thing and "Ever
one’s A Winner

Meanwhile, it was a riff that Mickie
Most had heard on an American blues
record back in the mid-fitties that would
eventually lead o him converting
drummer into a tront man. Cozy Pov
ell was the sticks-man and ‘Dance With
The Devil” was the record that he had
a smash hitwith during the mid-seven
ties. bv which time the riff had been
Hoating around in Mosr's head for the
best purt of 20 vears

It reminded me of the Coronation
street theme,” he says, [t had the same
notes. I'd known Cozv since hed
worked on the Jett Beck album in
Detroit. and we gor on reually well, so
I suggested tarning this rift into a drum
based song. We worked on the arrange
ment. we recorded it and, amazingly
cnough. it became successtul as well

In the autumn of 1976. with a stack
ot hit productions to his name, i suc
cesstul record label up and running. and
the profirs to show tor all this. Most
decided 1o circumvent the then-crip
pling British tax svsiem by investing in

recording tucility. RAK Studios. in
North-West London. Not perhuaps the
casiest wuy 10 nuke monev. bt
nonetheless an appropriate move for
someone inthe business. and. given our
man's entrepreneurial instingts, a sure-
fire carner all the v

IUs made money every vear for
22 vears now.” he says, "So. on top ol
the tux avoidance. it's been a very, ver
good decision. We bought the building
for about £330.000 when the market was
on the tloor—and we're talking about
60.000f1° in St. John's Wood. a hundred
metres from Regent's Park—so it wus
really a burgain. Then. when we sold
the record company. which owned the
studios [to EMIL | bought the studios
back tor a couple of million. and now
I think theyre worth about £7m

When | sold the record company it
WIS DeCUSe MUSIC Wits lurming in a wiy
thar [ didn't understand. You know. the
kind of stft that Duran Duran and the
like were doing. it was starting to move
into areas that | didn't feel 1 could >
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INTERVIEW

< contribute 10, You see. betfore sam-
pling and synthesised sounds, when we
were in the studio we relied heavilv on
the rhwvthm section, and then it we
wianted 1o sweeten the tune up e bit
there were only three or four things we
could do: we could either use strings.
brass. reeds or voices. There was noth
ing ¢lse. other than the percussion. and
so if we wanted to make a sound that
didntexist in those davs we'd have 1o
do so through cchoes and mixing
sounds together, We did that a lot with
Donovan and with The Yardbirds:
putting amplifiers in cupboards and
microphonesin the toilet. and tape run-
ning allaround the studio forthose long
delavsas we didn’thave Lexicons, Thi
kind of thing wus interesting
‘Eventually. however. the recording
process got hogged down with so man
preset sounds that it became very diffi
culttomake a decision, Atthe sume time
dance was getting in there as well with
allof those 1235 beats, and while the peo-
plewhowere tiking Eestiasy could prob-
ably see the light. T couldnt. After all,
Iwas getting past my sell-by date now
1o be spending my evenings dropping
this stutt and leaping around until five
orsixo'clock inthe morning, Udalready
spent 30 vears of my life in the record
ing studios. and so just before was S0
I retired from serioush making records
‘I 1ook a long time of T and 1 just sort
of dabbled. dealing with our publish-
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ing company and overseeing the updat-
ing and installation of new equipment
in our four studios. T would hang owt
with a load of musicians who came in
cevervday for three months, made their
album and disappeared before another
lot would come in, and it was great 1o
do that because | didnt feel like T was
missing anvthing. Instead 1 was here
without having to do anv of the work?

Recently, after an 8-vear hiatus, Most
produced a new artist named Tee as
well as an atbum and two singles by a
group of three girl singers catled

Jamaici So it is that his work has come

tull circle in a sense. trving to develop
raw tilentand once again come up with
a sound.

IUs interesting.” he savs, “because ivs
a baude. IUs a big challenge. and T've
alwavs loved a challenge

Today. as the producer of records that
have amassed more than 200 million
siles, Mickie Most lives up to his Sin
day Times hilling as one of the Top 200
most successtul people in Britin, col-
lecting cars, riding his motorbikes and
residing ina palatial house in Totteridge,
North London. that boasts 8 hedrooms,
9 bathrooms. a 40m indoor-outdoor
pool. fully fined gym. sauna, tennis
court. five-a-side foothall pitch and 4
acres of parkland. Not evervone in the
music business finds themselves in this
position. but then not evervone has
Most's acumen.

3 PRINTEFILE
‘. ENVELOPES

PROFESSIONAL |

® True 4 channels audio mixer
@ Only 4 kg (8,81bs) with battery
® 2 to 3 hours with Lithium lon battery

We had a deal with MGM. he savs,
looking hack to his carliest distribution
deal. “They had Herman's Hermits and
The Aninals. Then T had a turther deal
with Epic for the next five artists that
I produced. You see. EMI distributed
MGM's records in England. and the
president of the company came over
and said. “Hev nan, why haventwe got
e Beatles?”. So. Len Wood, who was
running EMI at the time. looked down
the charts and said. ~Well, have these
ones: The Animals™ 1Us funny how
these things start.

Tm Into Something Good'™ “Tobacco
Road” and "House of the Rising Sun’
were all number one hits in America,
vet sixo months betore Ud plaved these
records 1o a lot of companies in New
York. Philadelphiinand Los Angeles, and
not one of them would take any of the
three. saving thev didn'tthink they were
right for their market. It wasn't ditfcult
to hear that these records were in for a
shot. so T was laughing really. Tt didnt
depress me at alll but the only thing
was that T expected these people in
America to know. | couldnt believe
how much they didn’t know. and noth-
ing has changed. Thevre clueless. and
the prootof thisis that if they knew what
wias going down they would alt be mulii-
millionaires. wouldn'ttheyv? I mean, the
auvsin AXR departments would be rid-
ing around in Learjetsif they got it right
all the time, but they're not.” B
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Continuing its operatic association with football, the 1998
World Cup closed with a performance from the Big Three:
Pavarotti, Carreras and Domingo. Kevin Hilton witnesses

France's other victory

OOTBALL isa schizophrenic phe-
nomenon. Pele. one of its great
est practitioners. dubbed it ‘the
beuautiful game’, but it has also been
responsible for some ot the ugliest
scenes ever witnessed. both on and ot
the field. [t is heavily associated with
the mob menrality. which has produced
the toothall chant. one of the more
moronic humun achievements
Bizarrely. when organisers wish to
celebrate the climax of a4 major soccer
tournament. they call on three ot the
finest voices ever heard 1o perform
some of the most intricute music ever
written. Schizophrenia isn't in it
Carreras, Domingo and Pavarotti are
keen footbull tans—supporting Bar
celona, Real Madrid and Juventus
respectively—and  first  performed
z together in 1990 at the Baths ot Cura
o callas Rome as pautof the ltalia 90 World
3 Cup tournaiment. The operutic equiva

Studio Sound August 1998

1 Hilton

lent of a super group aroused huge
interest. involving live television and
radio broadeasts. o live video. and a
CD. When the rio performed in Los
Angeles as part of the USA 94 pageant
the TV coverage attructed o worldwide
audience of 1.3bn. making it the most
wiatched global music event ever.

Until Friday tOth July 1998.

With the Fiftel Tower as an enviable
stage prop. it was billed as the concent
of the century. with a projecrted audi
ence of 2bn people within @ week of
the event. On an elaborate. speciall
designed, stage in the Champ de Mars
the big men of opera performed o ney
programme of arias and songs, speciall
arrunged by composer Lalo Schifrin
whao is best known for his film and T
work. and played by I'Orchestre de
Paris. conducted by James Levine. artis-
tic director of the Metropolitin Opera

I'he 2' ~hour show was beamed by

www americanradiohistorvy com

satellite 10 99 countries. 75 of which
were relaying it live: other broadcast-
ers were either constriained by the time
ditference. and so had to record it tor
later ransmission. or decided on later
broadcast (the choice of the UK's BBC.
which edited the concert tor a 2-Hou
slot prior to its live coverage of the
World Cup Final on the Sundav). The
technical infrastructure necessiry ot
this wus additionally used to record pro-
ceedings for subsequent vidgo and >
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< CD releases, with a possible DVD in
the offing

While the live performance is the core
of this event. it is the global hroadcast
ing and recording rights that pay for it
In preparing for the performance. the

technical  teams
had to take the
audience in the
Champ de Murs
into consideration.
but never forget
that the audience in
theirhomes and the
requirements of the
TV stations were
the prime concern.

Since the 1994
Los Angeles con.
cert,  the  Three
Tenors shows have
been produced by
Hungarian-born Tibor Rudas and his
Rudas Organisation. The Paris show. the
first time the trio has performed in
France. is part of their ongoing 1997-98
tour and cements the relationship the
mercurial - producer  formed  with

N
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Pavarotti in 1982, The Rudis Orgunisa
tion negotiated contracts with the
broadcasters. hiring in specialists 10 ¢o-
ordinate the vision and audio produc
tion for both the world-wide broadcast
and the subsequent sell-through versions.

In direct control of audio was sound
engineering director fohn Pellowe, a
former Decca engineer who first
worked wirth Pavarotti in 1975 as a
sound assistant. When the tenor began
to play arenas, Pellowe was brought in
to share front-of-house mixing duties
with Jimmy Locke in the mid-eighties.
taking over completely approximaiel
three vears ago. since then he has han-
dled all live sound and recording mat.
ters tor Pavarotti, leaving Decca art the
end ol 1996 10 go independent

Inhis role as sound engineering direc
1or. Pellowe had 1o arrange personnel
and facilities tor front-ot-house. record-
ing and broadcast. For the Liter two.
Pellowe worked in conjunction with
Toby Alington. as broadcast audio pro-
ducer, and his Audio Logistics produc-
tion company. Pellowe’s initial plans 1o
handle recording and broadcast mixes
in one mobile studio were discarded in
tavour of three trucks: locallv based Le
Mobile Son for the main broadcast mix,
performed by Pellowe: Euphoniaas the
hub. engineered by Alington. taking on
Functions that would usually be handled
by the sound desk in the vision scan:
ner; and Manor Mobile 1 to make the
main CD-video soundtrack recording,
mixed by Alex Marcou

Splits from the stage went to both
L¢ Mobile Son and the Manor (cach
with an SSL console and Soundtracs

Prota: Richard Haughlo
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Stage and APl submixers respectively),
with the former sending the main
Dolby Surround encoded mix and the
latter a safety sterco mix to Euphonia.
Ihis Raindirk-cquipped truck, best
known tor its classical work, addition
ally took the 14 audience mics and a
safety mix from the front-of-house sys-
tem, also sent 1o the main vision scan-
ner which took the final surround mix
from Euphonia and sent the transmis-
sion feeds 1o the internarional distrib-
ution vehicles.

This configuration ensured that, even
in the event of hideous disaster. some-
thing was going to go 1o transmission
andtotape. Toby Alingion expliains that
the various audio trucks and their per-
sonnel were hired in by Audio Logis-
tics 1o carry out specific functions.

The hub audio tunctions can he car-
ried out by the sound desk in a scan
ner,” he explains, “but these don't have
the quality of monitoring or the tvpe of
console that would usuatty be used for
music. | mixed the firal transmission
output and Alex [ Marcoul concentrated
on getting evervthing on multitrack to
be remixed later, cffectively leaving
John [Pellowe] to ger on with the live
hroadcast mix.’

A live outside broadcast of this size
and mugnitude, which was the first
time  the tenors had  performed
together outside of a purpose-built
amphitheatre or arena. will always
bring problems. particularly in werms
of extraneous noise  Alington illus-
trates the specific issues of this event
by saving. “There was bound to be
something aswe had anambient stage.
a crowd of 800.000. more satellite
uplinks than had ever been used on
such an event. microwave connec-
tions. multilaterals. unilaterals. lots of
RF flving around and, right on top of
us. the Eittel Tower, whiclis a backup
transmitter for Radio France

Buzzes, tizzes and earth problems pre-
occupied the technical crews in the days
leading uptothe performance. even tak-
ing up the Thursdav. which had heen
designated a rest dav. Eventually the
problem was minimised. with efforts
made 10 ensure thar the recording teed
going to Munor [, seen as the highest
priority. was totally clean: while there
was still some noise on the broadcast
output, Alington says, [t was very accepi-

able and within
broadcast toler-
ances.

e CD-video
signals were record-
ed onto 72-track
digital (1wo 3348s
and  two  3324s),
with backups made
in Le Mobile Son on
two  3348s  and
in  Luphonia  on
16-track  digital (4
DA-885). time-code
DAT and non-time-
code DAT. While
there was some confusion in the run-up
to the concert as to whether it would e
oftered in Dolby Surround—a siruation
caused by the Rudas Orgunisation not
returning the relevant papernwvork until
the dav before—it had alwavs been the

1svoavous

intention 1o use the format. which was
one of the reasons tor choosing Le
Mobile Son. as it is surround ready

On creating a surround sound mix of

a  full orchestral  pertormunce.
Alington says, "With music, the wen- >
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BROADCAST
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< dency is 10 keep the whole sierco
image across the front. [t doesn't trans-
late well into stereo or mono if vou take
the instruments into the mid-field—the
orchestra belongs along the tront. What
we put into the rear loudspeakers was
the audience. ambience and very care
fully set up reverbs to simulate the live
experience. You have 1o be subtle but it
can add a huge amount, making the lis
tener feel as though they are there at the
concern

Alinglon’s Audio Logistics orchestrul
credirs include Carreras in Red Square
the LPO. Warsaw Symphony Orchesiri
and the Bolshoi Ballet, while among
other clients are Bjork. David Bowie,
NHK. HBO and VH1 Europe.

Front left-centre-right monitoring wis
on the recently released B&W 8OSs.
which were installed into Le Mobile Son
and Euphonia. replacing the incumbent
Genclees in the case of the former

“They proved ideal,” comments Aling
ron. ‘because they are small enough 1o
put into a truck but they sound like big
monitors.’ (See sidebuar)

The audio was postproduced ar the
Penthouse in Abbey Rouad Studios b

John Peffed notes or coughs and splut
] $ |

ters. Any audio edits required were car-
ried out at Classic Sounds in Kilburn;
this work wis mixed onto DAT and then
laid back for mastering to picture at
Tele-Cine. All this had to be carried out
in the week following the performance,
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snapshot, on air and dynamic automation
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Surround is increasingly
being used to enhance all
types of music and perfor-
mance. In the case of a high
profile event like theThree
Tenors in Paris, the idea is
to give the listener-viewer
at home a sense of being
there.

Toby Alington of Audio
Logistics, who assembled
the final broadcast Dolby
Surround mix for the
Tenors, comments. ‘| fove working in Surround, especially for this kind of show, where you can
recreate the environment for the audience at home.You have to be pretty careful and subtle with
classical, or indeed any, music and 1 always leave the instruments on the front left. centre, right,
adding ambience, reverbs and audience in the rear’

Although Le Mobile Son,where audio engineering director john Pellowe mixed the main broadcast
feed, is equipped for surround, Pellowe wanted to use something other than the truck’s Genelec
monitors. Audio Logistics brought over three of the new B&W Nautilus 805s, a small domestic
loudspeaker, which were used for close-field monitoring. A further three 805s were installed into
the audio hub truck. Euphonia.

The 805 is a smaller (40cm high) version of the 801, which is installed in Abbey Road's Penthouse
studio, the surround sound suite where Pellowe and Alex Marcou remixed the concert for CD and
video release.’The most ncticeable difference between the 805 and previous B&W small monitors is
the bottom end, says Alington. ‘They really do sound like big monitors’ Both Le Mobile Son and
Euphonia were fitted with Dolby SEU4 and SDU4 surround encoders and decoders.

as Pellowe was due to mix a Carreras

performance in Germany on 21st July,
while the CD had 1o be ready for release
on 17th Augusl

I'he Tenors were in good voice, the
setting was impressive and the fire
works spectacular but there is the nag-
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ging thought that this phenomenon can-
not continue tor much longer—at least
not with the same participants. At least
five more such concerts are planned,
s0 look out for the Three Tenors Mil
lenmum Party. coning soon 1o a 1"

near you, ll
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COMMS

From Kashmir
with love

One track off the Godzilla soundtrack album saw Sean
‘Puffy’ Combs in LA linking up with Jimmy Page in London
via EDnet audio and satellite video. Richard Buskin
talks to Paul Logus, Bill Smith, Bruce Maddocks

and Toby Wood about the project

T IS THE STANDARD Hollvwoaodd

formuli: make the  blockbuster

movic, kice it with classic songs per-
formed by contemporary artists, and
then supplement the box-office receipts
with a soundtrack album. In this cuse
we're dealing with Godzilla: The Album
and a track that captures attention as
much lor the way in which it was
recorded as for the finished product
itself: “Come With Me™. which features
axe hero Jimmy Page reproducing his
virtuoso guitar parts from "Kashmir'. one
of the standout cuts on Led Zeppelin's
1973 opus, Physical Graffiti. while pro-
ducersean -Pufty’ Combs does his thing

by rapping new Ivrics over the top.
Since Combs was in Los Angeles und
Page was in London on the day that they
worked together, both EDnet and satel-
lite links came into play for a 2-way
audio-video hook-up between Capitol
studios and CTS. Yet, for a track that
ook a total of six weeks to record, that
wis by no means the whole story.
Paul Logus took care of ait of the
recording and mixing. and prior o
Page's CTS session he recorded the
basic drum pattern. a bass part. a rough
string part and the guitars of Tom
Morelto from Rage Against the Machine
at the Record Plant in New York. All
but the string patch were live, a beat

from a drum machine having kicked off

the proceedings hetore Mario Wynans
duplicated this on a real kit

“We'd listened to the original record [of

‘Kashmir]and Putty had tapped out what
he wanted forthe drums,” says Logus, “We
recorded that with a machine for about
two minutes, Mario played to that, and
then 1 did a quick mixdown to stereo
and dumpeditinto Pro Tools and looped
it. That's what ended up in the song.”

In the case of Tom Morello, he played
a Les Paul, a Strat. a Telecaster and a
double-neck for their various sounds,
yet Combs decided that classic Zeppelin
was what he was aiming for, This paved
the way for Paul Logus, a die-hard Zep-
pelin fan, to be a little creative.

“We were using two difterent Marshall
cabinets, and two different Marshali
heads. and for the miking I used a 37,
a 421 and an 87 1 also had other room
mics up from when we'd been record-
ing the drums. so 1 just turned things
on to pick up different ambiences. In
the end we had
wo stereo
tracks of Tom's

|:Tom Morello and Paul
Logus fighting over his
double-neck Gibson. : .
2:At Puffy's studio plaving: oncisa
during the mixing little more
session. Jimmy close-miked
Page(left) Puffy Combs ‘With ambicnce
and Paul Logus(right). mixed in. while
3 Logus rehearsing the the other is just
band at the set, Page ambience hard-
was not then in town so panned leftand
Paul Logus had tositin right. Hce was
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plaving in a big room. and when vou
stack those up vou have a very big, very
Zeppelinesque sound. In fact, a lot of
industry people who heard it actuatly
thought that we had used a Zeppelin
loop. and that was kind of funny
hecause that was exactly what we were
trving to avoid. We were trving to be as
original as possible, and so we did
cvervthing from scratch.

“The same thing applied to the drums,
Putfy had asked me to make them sound
like Led Zeppelin drums, so [ gave them
the same sort of treatment. doing a lot
of ambient miking. Mostly that consisted
of a pair of mics at the other end of the
room—mavhe 15 1o 20 feet away from
the kit—and thena D12 and a U7 about
two to three feet awav, with the U47
aimed rightat the middle of the kit while
helow that the D12 would be aimed at
the kick drum. Tome, most of Zeppelin's
stutt sounds very ambient, depending
on the track. of course. and putting up
the room mics and compressing the helt
outof them was the sturting point, while
adding mics that were closer to the Kit,
but not really tight-miked, produced
more definition, and a bit more low end.”

Meanwhile, Logus taught Tom Mo-
rello the Zepellin bass part. which was
plaved with a Fender jazz through an
Ampeg Bl5. Combs also recorded a
rough guide vocal. and Logus then
mixed everything down into stereo pairs
and made a slave that could be sentover
to CTs in London via EDnet.

“We wentover to Capitol because they
have the ability o transfer a pair of
tracks atatime locked to SMPTE. Logus
explains, “They had three EDnet tracks
open, but only two of them were digi-
tal. The third one was like a dedicated
SMPTE wrack. and we later had prob-
lems resync’ing the multitracks when
we transferred back..

Meanwhile. ..

“The tape that 1 had consisted of
reduction mixes of everything. like a
stereo track of drums. stereo track of
guitars, stereo track of strings, a bass
track and a vocal track. That got trans-
ferred via EDnet to Englund, and the
reason we did that was that there wus
a delay involved in the audio. We were
running video at the same time, and so
what [ wanted to do was, if we neceded
1o punch anything in. just have them [at
CTS] do the recording while we could
communicate with Jimmy over the
EDnet lines and over the satellite pic-
ture in order to alleviate any technical
problems that might oceur.”

Itisn't clear whose idea it was to use
a satellite link-up for the video, but
there can be little doubt that this deci-
sion cancelled out any cost-effective-
ness gained by accessing EDnet. Per-
haps  cironic” would  be  an apt
description of the situation.

Toby Wood wus the engineer cap-
turing Jimmy Page's performance in
CTS Studio 2 on a Neve Capricorn,
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Puffy Combs

using a Studer A827 tupe machine with
an A800 standing by as backup.

There wasa 2s defay. savs Wood. "Our
ISDN was only Is there and back. so
because of that we actually sent a talk-
hack audio—in fact, allaudio—via ISDN.
We didn't use the satellite channet.”

What we had was a feedback delay
problem and it sounded kinda crazy.
adds Logus, "We didn't have time to
really fix it. and the cost factor was
ridiculous. so we kept the Ebnet lines
open forthe whole session and we com-
municated through the EDnet. Still
because of the defay with that the pic
ture was still running aacad of the audio,
and that was o littie funky”’

Jimmy's overdubs just entailed 15 or
so takes, savs Toby Wood. 'Tran a very
loud monitor mix for him in the studio.
because he didn’t use headphones. We
hired in a couple of Martin Audio
wedges and plaved the backing track
through them. He was plaving a Gib-
son Les Paul, and that went through a
Fender Combo. recorded with o cou-
ple of dynamic mics placed right up
against the speaker. We knew we were
going to end up with spill. but Jimmy
said that e liked the sound of the room,
so 1 just put up a 149 for an ambient
track—out of reach of the monitors that
he was using for foldback—along with
amixture of 421 and an 87, [ stuck those
through a TLA C1 compressor-micamp,
using only the compressor side along
with the Capricorn mic amp.

‘After we'd done the takes we put
them onto a multitrack. made a copy of
that multitrack and sent it oft to Cupi-
tol. They needed to mix and prepare a
tape for orchestral overdubs, so 1 sent
all of the individual guitar takes back
over to them in stereo pairs via ISDN,
That way they could put them on their
slave reetand geton with whatever they
needed 1o do. Throughout we main-
tained the same tracking that they had
out there in LA, so when they eventu-
ally got our tape evervthing was in the
same place as they had been used 1o
working to.

Nevertheless, when the Capitol engi-
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neers tocked their tape machine to that
at CTS via the SMPTE track over EDnet.
it became clear that there was a con
siderable syne problem refating to the
guitar triacks.

“What I ended up doing was to find
an offset by car and synchronise the
machines oft of the 2-track mix that T had
on both of my tapes.” says Logus, "After
that the guitar tracks locked up per-
fectly, and later | found out that the rea
son that had happened was becuuse
there was a delay in the processing with
EDnet that | hadn't been aware of. ItU's
nothing that you can calculate. it's dif-
ferent for every session, and a dedicuted
SMPTE line does not get processed in
the same way that a digital audio EDnet
track does. That's where the time dit-
ference came in, because we were
bouncing the audio through the EDnet
digital lines and locking the machines
through the unprocessed EDnet lines.”

Logus still asserts. however, that over-
all the session wus the most flawless
and technical one that I've ever been
involved in', while Bill smith. afreckinee,
former Capitol engineer who has worked
on hundreds of EDnet projects. points
out that the approach this time around
was somewhat easier than normal.

When were doing Ebnet with studios
in other cities the delay times vary, so
when we get up on the air we'll nor-
mally send audio tothemand they Tl ake
that audio and simultancousty route it
straight back to us,” Smith explains. “We
figure out what the delay time is between
the two cities, and we've got a litde tor:
mula worked out where we convert the
defay time into i SMPTE number. We've
also created a reduction skave reel from
the master tape, and we'll lock up the
slave with the master whereby the skave
is in advance of the master, We never lis
ten to that slave here in Los Angeles. but
we send it down the line to the other
city where the artists listen to it. They'll
react toit, plavalong with itand the audio
willcome back down the tine to us, while
our original master has caught up.

'So. their signal and what they're
doing falls onto our master tape in per:
fect syne. vet the disadvantage is that
punching in is a pain. You need o
unlock the machines, clear out the off-
set, copy what you've just done from
the master to the slave, put the offset
back in. get the apes back to where
they should be, and then you play them
what thev've just done off of the
advance tape and when they react vou
punch in on the master.,

With Jimmy. on the other hand. we
just sent CTS a 2-truck mix and SMPTE
down the line. and they recorded that
ontotheirmultitrack and had Jimmy play
atong. They actually ran the session from
CTS and punching in was much casier.
s0 for us most of the day consisted of
just hanging back and listening,”

Paul Logus had 15 Jimmy Page gui-
tar parts to choose from fater at the
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Jimmy Page with an old friend

Record Plant, comprising rhvthm tracks,
free-form tracks and solos. as well as
one with the trademark Echoplex sound
that is heing included on a remix.

I could see the Echoplex as 1 was
watching Jimmy on the screen. and so
Fasked hin it we could have o track of
that.” recalls Logus, “He said, “TUs o bit
noisy. don’t you think?” and 1 said.
Yeah, but that's vour sound! We like
it'"” So. he was kind of funny about that,
but he did it

Page's gold-top Les Paul was in fact
fitted with a Trans Performance L-CA
(Computer Assisted Tuning) system. the
DTS which was the first version of
this device. Another of his Les Pauls has
a DTS2, that features a second row of
prescts for concert wining, but appar-
ently this had already been shipped for
an imminent tour.

In all. Logus incorporated a couple of
Page's thythim tracks. an Echoplex track,
and asolo, into the master reelat Record
Plant. The actual “Kashmir rift was then
looped for Combs to use wherever he
wished throughout the track, and there-
after the bass part was fine-tuned. gui-
tars were lavered. some Combs voculs
were recorded and svnth string parts
were plaved by Jay Dub as a guide for
orchestrator Jeremy Lubbock. The
orchestral recording subsequently took
plice on a Sony Studios scoring stuge
and sub-mixed to a stereo track.

“As we recorded things we generated
slave reelafter skave reel.” Logus recalls.
*So. to keep things more concise Tended
up doing submixes much in the same
way that I had for the EDnet session.
Asaresult. through much of the record-
ing process we were busically dealing
with just one 24-track tape.”

While the mix itself only took about
halfa day. Paul Logus and his cotleagues
spent a lot longer assembling all of the
different versions of the song that were
requested by either the film company
people or record company personnel,

‘We printed ke a hundred different
versions or more.” he states, It ook us
almostaweek to printeveryvthing. [twas
crazy. but we had atot of fun,” Bl
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N THE EARLY NINETIES. T was

involved in a heated debate over the

merits of networking as @ means of
‘improving”  postproduction  sound
processes in television. With the tech-
nology available at the time the only
viable answer was eventually shown to
he removable storage and sneaker-
net'—to  physically - move  material
hetween the various stages of the post-
production process. We are now cight
vears further on, technology has devel-
oped and things are not quite so clear
cut. What is clear from the multitude of
product announcementsis that the man-
ufacturers believe tey now have viable
productsto offer. Rather than jump head
firstinto a discussion of the relative mer-
its of what is on offer, let's look further
at the context. We can avoid a detailed
discussion of the various connection
technologies and topologies of net-
working in this article partly due to
space but mostly. simply because they
are not particularly relevant to the pro-
fessional end-user.

To get the buzz words out of the way,
you will hear Ethernet. 10 or 100 base
T. ATM (Asvnchronous Transfer Mode)
Fibre Channel and Firewire bandied
about by some vendors of networking
solutions, [t is a highty seductive notion
that specitying. sav. afibre-channel net-
work will guarantee success. Unfortu-
nately life is not that simple.

Simply asking what technology a net-
work is based on is almost invariably to
ask the wrong question. The questions
that need 1o be asked betore consider-
ing the introduction of any new tech:
nology concern accurately identifyving
the problem and determining whether
any of the proposed solutions actually
solve it Of course, ussessing the effect
this would have on vour bottom line is
important as this is not merely a ques-
tion of cost reduction or justifving the
raising of rates. The reality is tar more
complex—improving quality, speed
and convenience to clients, or even just
changing their perceptions can produce
better profit figures even if there is no
obvious direct cost reduction or oppor-
unity to riise rates.

Inorderto achieve suceess, it is essen-
tial to assess vour existing and future
requirements accurately and to try to
ensure all the hidden costs are taken
into account. Further questions that
need 1o be asked concern the changes
that will have to be niade to procedures
and ensuring the proper evaluation of
all the implications and costs? Reliabil-
ity. security of material and continued
support also need to be taken into
account. as do concerns over longevity.
Next. training and st implications
should be addressed - who will main-
tain the network., tike care of the house-
keeping. repairand archiving? Consider
this: if losing the contents of one DAW
can be highly inconvenient. embar
rassing and time consuming. then 10
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In the first of a series of articles, Rob James examines the
background to digital-audio networking and identifies the
key questions in choosing the best system

workstations are sharing the sume mate-
rial from the same server, the survival
of vour business in the event of a dis-
aster has to be in question

The kevs to success in the introduc-
tion of networking 1o real-world
processes are initially overcoming the
physical limitations of bandwidth and
connedtivity, process analysis and sys-
tem design, and, arguably most impor-
tantly, proper management to control
and minimise risks.

At its simplest, networking can be
taken to mean the physical connection
of two or more devices, and the truns-
mission of data and-or instructions
between thenw.

There are many ways of achicving
this. Conventional “office” data networks
are one possibility. but are tar from
being the only one. From one view
point, a facilities house already has a
variety of networks” carrving analogue
and probably digital audio. videoinany
of several flavours, time code., various
control signals, and. of course. tele-
phones. Picking up the phone toacen-
tral library and asking a runner to bring
a project o the room is a valid net
working solution. The control is the
phone. the transport. hands and feet.
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There are obvious disadvantages—the
time taken to find the relevant project
and physically move it the risk of dam-
age in transit and the fact that access is
restricted to one operator at a time
unless the project is copied. If the job
in hand requires aceess to multiple pro-
iccts things get trickier stll. All these fac-
tors are just as significant when con-
sidering i more hi-tech approach.
Because of the computer industry
antecedents of many audio worksti-
tions, there is a temptation to look at
the technology and  methodologies
emploved in that industey and extrap-
olate them into audio and video With
conventionadl otfice networking. the vol-
ume of data is comparatively small. the
time taken to move it relatively unim-
portant and svnchronisation as we
understunditeirrelevant. However.,
moving even a single high-definition
image or high-quality audio files over
a4 conventional office network (or
worse. via the Net) can be mind-numb-
ingly slow in operation. Worse, itis cony
paratively casy to clog up a conven-
tional network in this way. slowing
things down for all other users With
current technology the only viabie
answer for most applications is a >
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HORIZONS

< dedicated network for audio tand
possibly video) use.

The currently fashionable network-
ing models for audio tall into two main
groups. The first is based on connedt-
ing existing stand-alone workstations to
a central server to allow material to be

moved between them. at whatever

speed the connecting technology can
manage, tor later use from local stor-
age. Depending on the volume of mate-
ril and the technology employed. this
could be significantly slower or faster
than real time. The second model has
all significunt storage centralised and
therefore requires full reat-time con-
nection bandwidth appropriate to the
intended use of the workstation. This
might involve -+ channels of real-time
audio for a simple radio-news editing
station or 100 or more for a complex
sound-for-picture station.

One desirable goal is to provide mul-
tiple access to the same material for mul-
tiple concurrent users in real time. With
currently affordable technology. the
realistic bundwidth limit is around 120
real-time channels of audio on any
given network at any one time.,

Because of the limitations, most prac-
tical network solutions use a4 combina-
tion of central and local storage. the
object being to provide real-time audi-
tioning with sclected material trans-
terred to the tocal drivets).,

Radio broadcasters have been look-
ing for a complete networked system
for acquisition, programme produc-
tion and transmission. In 4 news con-
text. this would allow external feeds
to be recorded into a central server
with editing workstations given access
1o material appropriate to them. edit-
ing and packaging it and returning the
completed items via the network for
transmission direct from the original
recordings.

In feature film postproduction. the
use of a team of operators employing
multiple rooms working on the same
projectis the rule rather than the excep-
tion. This is purtly due to specialisation
with different people working on indi-
vidual aspects of the racklayving, dia-
logue, Folevs, spot  effects, back-
grounds. music. and so on, but these
days it is also due to cash tlow, Mega-
buck investment in productions results
in the compression of schedules. The
fastera filmiis completed the smaller the
gup between expenditure incurred and
the backers beginning to see a return
on their investment. This can result in
very farge teams of people cutting and
tracklaving @ movie, One room might
only work sav. on the effects for a cou-
ple of reels. To add 1o the project man-
agement complexities this way of work-
ing obviously introduces there are the
inevitable picture recuts. Gone are the
days when the picture cut would be
Tocked betore racklayving commenced.
Even it we assume the original audio
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and video files remain inviolate and all
the satellite workstations merely pro-
ducelists of instructions as to what oper-
ations should be performed on the
material.avhen it should be played and

from what outputs—in the form of

EDLs. there remain the problems of ver-
sion tracking, general management and
housckeeping-urchiving of material, As
an example. this could mean a room
working on effects tracklaying with
networked DAY would  copy  the
required guide didlogue, and soon, and
possibly picture across the network into
local storage. Effects are auditioned and
selected from the central server and the
selected effects copied to local storage
for further editing, treatment and track-
laying. Specially recorded effects could
be recorded into the Tocal DAW and
uploaded onto the central server to
allow access by other operators. Alter-
natively. recording could be restricted
to the server. This is one way to ensure
all material used in a project is logged
and available to all,

The right sort of questions, here, con-
cern the types of aceess restriction,
ensuring all the contributors to 4 pro-
jectare working to the same version of
the picture. how casy it is to change the
version of picture evervbody is work-
ing 1o, and how casy it is to enable mul-
tiple access 1o the sume material. But
perhaps most ominously, vou have to
ask: “Is it safe?r

One obvious candidate for a net-
working  solution.  a  sound-effects
library in a major facilities house. can
be used 1o illustrate some of possible
alternative approaches, The  luxury
approach is to provide a complete set
of eftects in cach room, with a printed
catalogue or perhaps a PC running 2
database programme to aid in locating
specific effects, This is expensive both
in the costof the material and also phys-
ical storage space. The pre-PC approach
o managing this requirement was to
have o central library with printed cat-
alogues where occasional users could
browse for effects, visit the library 1o
audition them if required. then order
transfers to the appropriate format.
High-volume users would have a sub-
set of the main library available for
instant use. A Cperfect” IT solution to
this requirement would  allow  the
required number of work arcas instant
access to any required effect via a user-
fricndly search engine ulong with log-
ging of ¢ffects used for stadisticul and.
potentially, billing purposes. Perhaps
the most elegant of the currently feasi-
ble networking approaches is to install
a central server containing the library
on a fust-access RAID-Winchester disk
storage system which would allow
simultaneous aceess for a reasonable
numberof concurrent users. Experience
has indicated a ratio of around 3:1 is
about right to keep costs sensible and
avoid frustrating delays - with average
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use a system apable of supporting 10
concurrent accesses would be suitable
for up 1o 30 users. Users could be pri-
oritised” such that high priority users
would get aceess at the expense of oth-
ersat busy times. Effects would be audi-
tioned and downloaded direct to a vari-
ety of manufacturers DAWS via the
network in @ format appropriate to cach.
To achieve a decent performance from
this kind of system requires terabytes
of fust central storage 1o take care of
the hundreds of hours of material. a
high-speed network to support the con-
current aceess and. eritically, o common
file format for the various manufactur-
ors DAWS, Leaving aside the last require-
ment which could. of course, be over-
come by using products from one
manufucturer, this is still an expensive
option.

An alternative, more cost-effective,
solution emploved by several major
facilities is to use ordinary PCs to com-
municate with a dedicated server and
network. The server also controls €D
juke boxes and an audio router. The
CDs can be arranged so there are mul-
tiple sets of the most popular effects and
single sets of the less popular ones suit-
ably distributed across the juke boxes
to achieve optimum access “hits'. The
audio output is piped into the room via
the audio router and conventional tie-
lines. Selected effects can be immed-
ately recorded into the DAW or marked
tor batch recording. This approach elim-
inates file incompatibilities problems.
Variations on this theme employ cither
Winchester hard disk or magneto-opti-
cal drives to store the most popular
etfects for faster access leaving the CD
juke boxes for the less frequently
accessed effects. This avoids the neces-
sity of having multiple iterations of pop-
ular CDs. The latter system is not per-
feet but has been proven over time 1o
offer substantial operational advantages
over the previous manual library sys-
tems uand 1o be cost-cffective. Most
importantly. clients like it

The messages here are simple ones,

Even when the bandwidth limitations
have been solved, as they surely will
be with the inexorable rise in speed
and capacity of all things to do with
computers, there will remain the man-
agement problems.

The introduction of networking into
a facility can provide tangible benefits,
But this will only apply if vou follow a
rigorous approach to process analysis.
Do not be seduced into thinking a con-
ventional data type network is the only
solution. Manvy other variations are pos-
sible and may be preferable for a vari
ety of reasons. There may well be sev-
cral perfectly valid technical approaches
to the same problem. butat widely vary-
ing cost. even from one vendor.

In a subsequentarticle, we will exam-
ine what some of the nugjor DAW man-
ufacturers are oftering.
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THENEWY
WAVE IN
SOUND.

This is the RMS 2020 radio microphone system.

It's an advanced, 32 channel synthesised djversity
system with ground-breakingly clear sound and superb
reliability. Audio Media called it "quite remarkable”.*

Test it and you will too.

* Audio Media, January 1998

S T
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Mike Hewitt at Allspon
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ORE THAN BEING a middle-
class district of South London
the name Wimbledon means
rwo weeks of tennis, play interrupted
by rain. champions, underdogs. peo-
ple in silly hats and over-priced straw
berries. It is now a truly international
competition, something underlined by
the worldwide media interest. [n recent
vears a new media centre has been
builtat the All England Club, which has
been at its present location since 1922,
and seen the whole range of broad-
cast innovations: higher definition pic-
tures. colour and stereo sound. This
vear the event went one step further:
Centre Court and Number One Court,
scenes of some of tennis’ greatest
encounters, were presented in sur-
round sound, adding an extra dimen
sion to the coverage
Not that anvone without a Dolby
equipped decoderor TV set would have
noticed—the BBC has displaved an
ambivalent attitude to surround sound
in general and Dolby in particular. Some
inside the Corporation have objected
1o the matrixed nature of Dolby Sur-
round-Pro Logic, which, technicians
have said, can create artetacts in the
audio signal (something dismissed by
Dolbhy); the proprietorial nature of the
svstems also bothers the lurgely non
commercial organisation. Combined
with this is the BBC's position that it is
not offering a surround-sound service
of any description: while surround con
tent will be broadcast it it is mono and
stereo compatible. it is not publicised
Which is not to say that the BBC hus
not been experimenting with various
types of surround. Rather. it has con
tributed to the project 10 develop
MPEG 5.1 multichannel audio and pro-
duced some of its own programmes in
DPL. Since the 1990 Broaclcasting Act.,
the nature and structure of the Corpo-
ration has changed. seeing the position
of craft muanagers disappear. lcaving
decisions on what technology 1o use
uptothe technicians directly involved
In the case of Wimbledon. sound
supervisors from the BBC Resources
Outside Broadceast department pro
posced the use of surround sound to
BBC Production as an added extra that
would ¢nhance coverage and enjov
ment of the event, at least to those with
the necessary equipment
“The producer, Martin Hopkins, liked
the idea,” explains Bill Whiston, one of
the sound supervisors who championed
the scheme. Insome ways it is exper
imental, butit's not quite an experiment
because we have played with surround
sound betfore. We thought it would be
a good opportunity to do it here at Wim-
bledon because we are in the same
place for two weeks and this has given
us the chance to play around with dit-
ferent ideas
Whiston acknowledges that surround
sound from the BBC is something of a
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Wimbledon 98

This year's BBC coverage took an unexpected move into
surround sound and provided the court for a little
experimentation. Kevin Hilton looks on

seceret service, but says that work has
continued on what can be done with
the technology even if not many out.
side the Corporation are aware ot it
We haven't made o big noise about it
but in much the same way we started
slereo services surreptitiously—nobody
shouted about sterco. the technicians
were interested in doing it and thought
that they could. There has been interest
insurround withinthe BBC for some time.
hut Dolby Surround has its limitations
Despite  these  limitations.  which

www americanradiohistorv com

Whiston says include its stereo [ront pair
and mono rear format. it was decided
10 see how far the Dolby svsiem could
e used 1o bring an extra dimension 1o
the coverage of Wimbledon
‘We wanted 1o see it we could ad

anything over and above what is nor-
mully done with toothall coverage,
where the convention is to sling a 635
mic over the crowd and put the output
into the rear loudspeakers.” Whiston
explains. We wanted 1o be more adven
turous. If vou look at movies, they >
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BROADCAST

< stick all sorts of things into surround
and in that way we wanted 1o give a
sense of the atmosphere of Centre
Court. which is 2 very special place.”

The standard miking configuration tor

past stereo-only Wimbledons has been

4 main stereo mic at the near end of

Centre Court and a single 4106 at the far
end. Other court mics are placed in the
stands. giving the operators a back-
ground ambience o fade o when
sounds are too drastic on the court itself:
for example. on the occasions when the
covers are brought out 1o protect the
grass from the rain that is as much a
part of the tournament as arguments
with the tine judges. “We have been able
to play with this setup uas long as we
don’t jeopardise the output and can

improve the coverage.” Whiston suys of

adding surround. “There are some addi-
tional mics at the back of the base-line
pointing at the crowd. which comes
right down to the edge of Centre Count,
SO We were trying to recreate that kind
of feeling through the sound.”

Mic feeds for Centre Court were fed
into one of BBC OBs™ Type 8 scanners.
Unit 1. which. like Unit 3. the truck cov-
cring Number One Court. is equipped
with a t-channet Calrec Q-series desk.
Dolby ¢ncoders were removed from
OBs" two big trucks. the Central Mobile
Colour Control Room and the Digitial
Mobile Colour Control Room.  and
installed into Units 1 and 3. along with
two pairs of Jamo domestic loud-
speakers as the rear monitors, driven
by Quad 520 umplifiers. Of the 19 courts
at Wimbledon, only Centre and Num-
ber One were mixed in surround this
vear: the other main venues were
straight stereo. with the tesser courts in
mono. Within the media centre there is
a sound control room: although it is still
referred to as the sound hut', tor the
show courts, apart from Number Two
Court. which has its own scanner. Out-
put of the three sound mixing booths
and the commentary technical areas
within the media centre are sent o
Unit 3 for final transmission.

Given the standing of Wimbledon,
not only in tennis terms, but also in
the general world of sport. the expec-
tation would be that Centre Court is
an cnormous amphitheatre of the
racket. This is not the case: it is smaller
than Number One Court and s
described as an intimate venue, some-
thing underlined by the crowd being
so close to the action, Whiston says
that the diminutive nature of the cournt
brings its own problems,

“The dynamic range is enormous. One
of the problems of surround is that, if
vou are going to give a true surround
mix. vou still need to hear the com-
mentators above the roar of the court.”

To ensure that the prescient obser-
vations of the commentators could be
heard over the increasingly hysterical
reactions of the spectators, Whiston
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risked annoving his wife by taking a
VS copy of the first day's coverage
home and cranking it up on his hi-fi
systento hear how the mix performed.

“What | had to bear in mind.” he savs,
WS kccping the commentuators not just
above the stereo mix. but also above
the surround-sound mix.”

To fultil his self-imposed brief of
doing something different with sur-
round to the standard one mic for the
rear approach. Whiston created a
group on his mixing console specifi-
cally 1o feed the surround processor.
which he called his Dolby Playground.
Into this he mixed different combina-
tions of microphones in a conscious
attempt to do something different
from the commonplace method of
achieving surround.

‘What we've added to the back Toud-
speakers are splits of the audience
mics.” Whiston says of assembling the
surround mix. “We didnt want to add
the court mics to the surround mix
because we thought that would be con-
fusing for the viewer. What was going
into surround were the audience-crowd
mics and whatever was in the playv-
ground. with a couple of splits of crowd
mics to both front and back. We noticed

that we were getting 1 90 coverage of

people. which was probably beciuse
of the slight delay that is built into the
Dolby system)”

With the extra dimension of sur-
round. Whiston savs that particular
cffects were created. some that could
he used creatively. others that had 1o
be got used to.

"With the extra mics we could get to
the point of almost picking out couples
in the audiences.” he says, getting hack-
of-head chats, which all added 1o the
general murmur that was usetul to bring
up when the plavers were sitting down
between games. However. this was only
added to a certain degree: murmur was
all itwas, there was no detail. There are
also some very interesting effects that
we've noticed when monitoring in the
scanner. The addition of surround gives
adifferent impression of heightand with
the left and right coverage of the peo-
ple round the edge of the court. vou
can hear individuals calling out o
encourage the playvers.”

Much the same approach wus taken
by the sound supervisors in Unit 3 on
Number One Court, with individuats
experimenting with different elements
on different days. Whiston says that no
mention wis made by the international
broadcasters. confirming that the addi-
tion of surround did not affect the main
audio output. While the experiment wis
deemed to have been successful for
Wimbledon, Whiston does not think.
given the present structure of the BBC.
that it signals a Corporation-wide aceep-
tunce of surround sound. So. for the time
heing. surround continues to be a secret
service. B
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RECORDING

Spread a little happiness... Richard Buskin talks
with Billie Myers' engineers about the techniques
and advantages of remixing in 5.1 surround.

O MY MIND there is linde doubt

about it; 5.1 surround is no

longer a novelty, but the sound
of the future. The only question is, when
that future in music will be?

Things are moving quicker than we
expected. but Istill imagine it'll be about
ten vears before surround replaces
stereo in the home.” savs DTS [Digiral
Theatre Systems] production manager,
Peter Lewis. while I'm being treated 10
a demo of different 5.1 remixes and
comparing them with their stereo coun
terparts. A-B testing a number of dis-
parate tracks, what stands out is not only
the obvious advantage of having extra
channels, but also the variety of ways
in which ditferent enginceers choose 10
use them. At one end of the spectirum

64

there is a Bonnie Raitt live recording that
provides a pertect sense of the venue
dimensions and room sound, while at
the other end a Bovz2Men studio per-
formance has cach of their voices com-
ingout of ditferent speakers while a per-
cussionist wanders from side o side at
the rear.

still; the main purpose for my sitting
in the home scup of Ric Wilson, a
Northridge. Calitornia-based engincer
who speciialise in 5.1 remixes, is to lis-
ten 1o the surround version of Billie
Myers' debut CD. Groweiig Peins, as
remixed by Charles Dye. An engineer
for the past 15 vears. Dve has worked
with Gloria Estetan, Jon Secada, Jon Bon
Jovi and Lynyrd Skynyvrd, among oth
ers, and he recorded Growing Peains at
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Criteria in Miami as well as at The Gen-
tlemen's Club that he runs.

Kenny Aronoft drummed and Hugh
MeDonald playved bass at Criteria, while
Eric Bazilian's guitars, the kevboards
and all of the voculs were recorded at
The Gentlemen's Club using a 48-track
24-bit Pro Tools system that Dve refers
10 as his ‘Swiss Army knife for audio’
However, it was at Del Rey Beach,
Florida, in the studio. named Audio One
—owned and operated by engineer
David Frangioni and his wife, singer-
songwriter Jenna Drey—that Dye did
the 5.1 remix. Citering to 5.1 as well as
regular sterco work, Audio One houses
80-inputs of Yamaha 02R console with
20-BBit ADAT machines, Tascam PDAKSs
and a loaded Pro Tools 24 system. as
well as an assortment of outhoard gear
that includes names such as Lexicon.
t¢, Eveniide, Drawmer, Focusrite,
Fairchild and GMI.. Apogee 24-Bir
ADB000 and Prism 2024 convertors are
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used for monitoring.

Frangioni. who over the vears has
engineered on projects by Acrosmith,
Elton John, Chick Corea, Bryan Adams

and The Rolling Stones. prides himself

for always having been on the techno-
logical cutting edge. Consequently, after
being commissioned to handle the first
three songs to ever be mixed in DTS
S.1—us recorded by seal, Boyz2Men
and Shoceless Joe—he was immediately
smitten with the format and decided
along with his wife to tailor a mixing
suite to its requirements. Audio One
opened its doors on the 1st March, 1998

It you have a great 5.1 room 2-chan-
nel work is no problem.” he says. THow-
ever. a great 2-channet room does noth-
ing for 3.1 necessarily. I mean, vou can't
just drop in the extra speakers. That is
the wrong environment to mix in, and
that's because of the live-end/dead-end
design that a ot of control rooms have
these days. The live end produces
reflections for the engineer that help
recreate the home environment and

therefore improve the monitoring of

stereo, but vou can't have a live end in
a4 5.1 room because it won't give you
the balanced frequencies coming from
the rear as well as the front speakers.
You must have a room with absorbent
materials almost atl the way around. and
so that's how the room here at Audio
One was designed from the beginning
with 5.1 in mind.

It was, in fact. Frangioni who origi
nally approached Charles Dye to ke
care of the 3.1 remix for Growing Peins.
After all, it was not the first time that
the subject of surround had been
broached. The two men are good
fricnds, and. according to Dye. Fran-
gioni had been trying to sell himon 3.1
for quite some time,

“To tell the truth T didn’t really think
it was going to take off.” Dye now
admits. T remember David telling me.
“Charles, T swear, once you mix in 3.1
vou'll never want to go back. That's
what  everybody's  saving.”  and
I thought, “Yeah. right.” It sounded like
such hype. 1 wasn’t going to believe it
for a second, but atter my first few days
mixing “Kiss the Rain” [the first single
off the album] [ was going, "Wow!” You
can do all of the things in 5.1 that, as
anenginecr, you have always attempted
to pull off.

‘Out of two speakers you're alwiays
trving to extract space. You're trying to
juxtapose a small space against a large
space and nearness against distance,
and with 3.1 that's simple. If you want
to put something in a big hall and make
the listeners feel like they are there, it's
casy. hecause vou've just reinvented the
environment of their room, whercas
whenever yvou're listening 1o stereo
you're not a part of the experience,
vou're just observing it. 3.1 puts the lis-
tener into the song and into the music,
and 1 realised that during playback it
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affected me emotionalhy in way that had
never happened before with other
mixes. Thatin turnalso atlows the mixer
to atfect the listener 1o an even greater
extent emotionally.

Sample the passage about hatfway
through “Kiss the Rain” where the real
drums come in as a pretude to the gui
tar solo. In 3.1 the effect is far more dra-
matic, the listener virtually  being
immersed in the thandering sound of
drums and guitars that emanates from
all angles, Nevertheless, while it is cas:
ier with five speakers than with two to
mike a quick mix in which all of the
musical elements are immediately dis-
cernible. there is also a danger with 5.1
of losing some of the impact that can
invariably be attained in stereo.

IUs like the rhythmice drive that you
get when you have the hi-hat panned
in the middle as opposed to it being
panned to the side,” savs Dye by way

In De! Rey beach, Florida acclaimed
recording engineer Charles Dye (seated)
and Audio One studios owner David
Frangioni (standing) are taking singer-
songwriter Billie Myer’s CD Growing
Pains, where only a few others have gone
by remixing it in 5.1 digital surround
sound at Audio One. Dye recorded
Myers’ mega hit debut album, which
includes the hit ‘Kiss the Rain’ last year

of example. “That's even more ditated
when you have crap coming at vou from
behind. T'mean, a mono mix coming at
vou from one speaker can have a very
strong impact, but as you start to pan
things out 1o the side those elements
no longer have drive, I'm sure people
learned that in the carly days of stereo,
and that's obviously why we've ended
up with the bass. the kick and the snare
in the middie

‘Being that I'd worked on this [ Growe-
ing Pains| record 1 already knew how
things were supposed to sound in
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stereo. and so T would have o con-
centrate on making sure that the vari-
ous clements didn't lTose their drive.
Now, one way of doing that, of course,
would be to put all of the driving cle-
ments back where vou always have
them, in the front, but that would be
really boring, and a real waste of the
rear speakers. Thave a basic principle:
the guy at home is paving the same
amount of money for those rear speak-
ers as he did for those front speakers,
50 I'd better put music that justifies i
back there. [ mean, if 1 just give him
ambicnce he's going to be really put out
at having spent $500 on rear speakers
that have reverh in them.

“As a result T still keep the kick and
the snare up front. but in the case of
Billic's material the production lentitself
to having clements come at me from
more than one direction. For example,
“Kiss the Rain™ has two kick drums >
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< and two hasses, so one kick drum is
in the frontand one is in the rear. There
again, a number of hersongs have drum
loops. so in the case of all but one song
I found that it worked to have the kick
and the snare up tront and 1o put the
drum loop in the rear. With that equal
energy vou would actually feel a Kind
of pushing-pulling sensation from the
cear to the front. It wasnt so pro-
nounced. unless mavbe you solo'd up
the drums, but in the music you'd notice
at times what was going on in the rew
and at the tront

I'hat, theretore. is the general rule of
thumb for me. It's easier 1o get that dri
ving sound out of 1wo speakers. so nov
I just need to place the elements and
EQ them and compress them in such a
way that the original intent and impact
is still there. 1Us not going to sound the
same, but it's not supposed 10 sound
the same. [Us 5.1, not sterec

For thar matter it's also not quadra
phonic. Nevertheless. going into the
Growing Pains project Charles Dye did
study some old quad mixes as well as
a4 number of newer 3.1 efforts in order
10 hear how other people worked with
extra channels, betore then coming up
with his own method of plicement

If it didn't occur to me right away
where to put something. then the pat
tern | came up with was 1o just spread
the left and right out.” he explains. ‘In
other words, imagine hard left and right

r
v =
being rear left and right. That was prety
much how | made o number of deci
sions. | placed the hi-hat immediaeh
at your left car—I have alwavs done
drummier’s perspective. so my hi-hat is
alwavs in the left. However, my hi-hat
is never hard left and so that is why it
wasn'tin the rear left this time around
itwas panned immediately between the
two lelt speakers. At the same time the

P — A

tambourine wus pretty  consistent|
panned between the two at rnight
Basically _theretore, the idea here is
that vou're just opening the tield up
3-dimensionally. and so that was one
of the rules that 1 used: although there
were one or two occasions when it did
not work. On “Opnosites Attract”, for
example. 1 put the ioop in the rear as |
always had and that destroved the
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groove. 1tUs a lighter, more acoustic
song, and that’s probably why, so |
ended up putting the foop in the front
and T just made sure that 1 had other
clements in the hole back there!

still, had he known during recording
of the Billie Myers album that it was
going to be remixed in 5.1, Dye points
out that he would have recorded the
drums differently, using a quad micro-
phone for the overheads and four mices
instead of two for the room sound. That,
however, would be it 1 hear a lot of
talk about 5.1 recording but for the most
part we don’t record in stereo either,”
he points out. 'T don't know what peo-
ple are talking about. Most of the time
we record in mono, not stereo, often
just to save the tracks.

Meanwhile, another of the rules that
Dye formulated for the Myers project
related to the fact that, from the start, he
had a firm intention for the remix to be
aggressive inits use of surround. Not
for him just some reverb in the rear; on
this record there would frequently be
an instrument taking centre stage while
coming from hehind the listener's head.

My idea was that if something would
have been panned in the centre then
the logic would probably still apply to

do that,” he says, "On the other hand. if

it would have been underneath the lead
vocatand we would have had to dospe-
cial tweaky EQ to it or pan it at 0.5 one
way or the other. I'd put it in the rear.
That creates the lower volume as well
as the somewhat tweaky EQ insofuar as
it isn't masking the lead vocal, while
keeping it centred in the mix. For the
most part voure saying that anvthing
in the centre—whether it be front cen-
tre or rear centre—is an important cle-
ment, a lead instrument. In other words,
by putting it in the front youre asking
that most attention be paid to it while
putting it in the rear meansits a melodic
lead instrument underneath the volume
of the vocal.

Meanwhile, since the lead vocal was
coming from the front. in most cases |
would have the backing vocals coming
at me from somewhere over the lis-
tener's shoulders. Not abways the rear
speakers, but sometimes panned a little
further forward. For instance, it there
were twosets of background vocals then
I would have some come from the front.
panned out wide, and the others com-
ing from the rear. However, there were
alsoa few cases where the backgrounds
needed to be loud and in vour face, and
so at those times 1 found that the best
place for them was immediately leftand
right, split halfway between the front
and the rear, and immersing the listener.

Overall. the results in the case of

Charles Dye's 3.1 remix of the Grow-
ing Painsalbumamount to a sound that
is not at all gimmicky. but simply richer
in texture, and. not oo surprisingly,
more all-encompassing than the still-
relevant stereo version that had served
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as his reference.

‘I would never create movement
unless Lalready had it in stereo,” asserts
Dye. “The delay on Billie's voice on “Kiss
the Rain™ pans back and forth—relat-
ing to the sound delay on the interna-
tional phone call that's mentioned inthe
song—but for the most part F'm an auto-
pan hater. Hike my mixes to have placed
instruments, so that your ear is taken
from one position to another when an
instrument starts or stops playing or
goes to a particular pitch that brings it
out. For me the same rules apply to 5.1

“That having been said. half the fun
is that there really are no rules right now,
and that's somewhat scary because it
places the burden on you to establish
the rules at this point. 'm very conscious
of the fact that this is the mix of Billie's
atbum that everyone will be listening
to in five or ten years, and so you can

be sure that T wasn't about to do any-
thing goofy.”

‘One thing that we have to keep in
perspective is that music dictates how
we use the technology, not the other
way around.” adds David Frangioni.
‘Given that we have 3.1 speakers, full
frequency response in the five main
channels, an extraordinary low end to
put into the subwoofer and 20-bit
fidelity to play everything back, it's now
up to us as to how we use it. The extra
channels bevond the traditional two can
be used in any way that yvou feel is best
suited for that music, and what | think
makes Billie Myers album so well suited
to the formatis that there's so much pro-
duction. When you have a pop album
that has great songs and tons of pro-
duction it lends itself really well to a 300
soundfield. and that's exactly what
Growing Pains is all about.” B
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N THE SAME WAY that emerging

markets are leap-frogging gencra-

tions of technology. countries
responding to the changing entertain
ment demands of their populations are
investing heavily in new facilities. Tak-
ing the example of opera, it is ironic
that the established stongholds of the
art are continually struggling with the
sums of up-keep, modernisation, and
upgrade of old thearres while new mar-
kets think only of what would be best.
Countries not bound by this inherited
tradition, and the need o preserve, can
approach the requirements of a4 mod-
ern audience with ground-up builds, as
in Tokvo with the recent completion of
its New National Theatre. The centre of
operatic operations in the Japanese cap-
ital moved from its previous home of
20 vears near the city's Supreme Court
1o an all-new rather plush and western-
looking complex last vear. The attrac-
tion and popularity of opera in the coun-
try cannot be overstressed, and cleanly
satisfies the entrance requirements off
decadence, ditterence and ‘imported’
that it shares with the other favoured
Japanese pursuits of golf, {1y fishing and
exotic single mults.

The old facility was designed from the
outset 1o handle traditional Japanese
drama, and essentially adapted itself to
the peculiar demands of opera, while
the new complex is dedicated in its
entirety o operi. The new building was
opened on 10th October last year with
more fine finishing work completed in
February. Tokvo previously had nothe-
atre dedicated 1o opera. and neither tor
that matter has anywhere else in Japan;
although it has to be added that plans
for such a complex were first hatched
some 30 vears ago. The theaue s
booked solid well into 1999, seats 1.800
and it is reassuring 1o hear that the
Japanese also complain about opera
being 100 expensive tor ordinary folk

The in-house system is Mever, and
acoustic plans were laid down by a spe-
cially appointed technical committee
with representatives from the numerous
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Tokyo Opera |

Modern audiences place great demands on established
opera houses. Zenon Schoepe reports on a new building

disciplines involved. Senior sound engi-
neer at the theatre Kunio Watanabe
agrees that the biggestobstacle inthe pre-
sentation of opera is the necd to hide
any sound reintorcement from  the
purists. Four rotating stages precluded
the positioning of speakers on the sharp
end of proceedings. and the
Mever system is sccreted
crafiily in the proscenium and
the ceiling with some hanging
boxes.

The same purists may be
moved in a similar way by the
inclusion of an AMS Neve
Capricorn for the theatre’s
front-of-house duties. Capri:
corns have become a popu-
lar choice tor theatre record-
ing dutics—such as the two
at Germanvy’s WDR—and live
broadcust production, but the
New National Theatre Tokvo
is the console’s first time in
FOH colours. However. the
most fascinating feature of the theatre’s
desk is the novel implementation of 4
motorised meterbridge. that, at the
touch of a bution. folds back giving an
unobstructed view of the stage trom the
control room. Watanabe claims the desk
has no obvious operational benefits for
opera work, but qualifies his
comment by pointing out
that the technical committee
was adamant that it should
opt tor a digital console in
this theatre.

It was judged the best
sounding digital console and that's reallv
what decided it he says. ‘It performs
the function of front-of-house desk. but
we also muke live recordings here. One
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New National Theatre
1-1-1,Hon-Machi,
Shibuya-ku, Tokyo 151, Japan.
Tel: +81 3 5352 5761.

of the points in Opera is the complex
ity of outpur routeing required and the
Capricorn is certainly capable of that.
The control room runs Akai DD1000s
for manual effects firing: although a
future software release for the Capri-
corn promises 1o integrate this funcuon

into its snapshot capability.

Slung over the front of the control
room window are six Genelecs speak-
ers arranged as pairs allowing moni-
toring of the various speaker outputs
The readiness of live sound for digital
consoles is a much discussed topic even
though the technolog)
is frequentty employed
in live broadcust which
is subject to very simi-
lar one-take pressures.
Although the New
National Theatre is a
comparatively controlled environment
10 life on the open road, Tokvo mav well
be giving a pointer of an application of
technology that is still 1o come. B
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