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Capricorn

s at Right Track
include:

ELTON JOHN
SPICE GIRLS

Barry Bongiovi (right)
and independent
engineer, Rob Eaton at
Right Track Recording

A \“L \ AM_S
 NEVE

Icorn. Great clients

Great business

“Right Track pioneered the use of digital consoles in high end
studios. We were the first facility in New York to install a Capricorn.
Today we have the bookings, client list and Grammy-nominated

projects to confirm our decision.”

- Barry Bongiovi, General Manager @4/— /”(’f

RECORDING
Tel: 212-944 5770

HEAD OFFICE — AMS Neve plc - Billington Road - Burnley - Lancs BB11 SUB - England - Tel: +44 (0) 1282 457011
Fax: +44 (0) 1282 417282 - LONDON - Tel: 0171 916 2828 - Fax: 0171 916 2827

GERMANY - Tel: 61319 42 520 - Fax: 61319425210 - NEW YORK - Tel: (212} 965 1400 - Fax: (212) 965 3739
HOLLYWOOD - Tel: (818) 753 8789 - Fax: (818) 623 4839 - TORONTO - Tel: (416) 365 3363 - Fax: (416) 365 1044

e-mail: enquiry@ams-neve.com - http://www.ams-neve.com
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On changing faces and
chance meetings
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The ADVANTA Series
Large-Format Digital Production
System is more than a mixing
console. Four years in develop-
ment, ADVANTA delivers on
the promise of digital - with
outstanding Sonic Quality,
frame-accurate Dynamic
Recall/Reset of every parameter,
comprehensive Assignability to
reconfigure the entire system to
meet your precise requirements,
Scalability, and full Connectivity
with other components that

complete the all-digital studio.

[}

www.otari.com

Otari Corporation, USA Tel: 800/877-0577 +1/818/594-5908 Email: sales@otari.com ¢ Otari, Inc., Japan Tel: +81/424-81-8626 Email: salesinfo@otari.co.jp
Ota-i Europe GmbH Tel: +49/2159-50861 Email: euro@otari.de  Otari Singapore Pte. Ltd., Tel: +63/284-7211 Email: otarisp@singnet.com.sg

U.S. Regionzl Offices: New York +1/212/324-1700 « Nashville: +1/615/255-6080
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EDITORIAL

Same as it ever was

WANDER AROUND ANY LARGE EXHIBITION and you will be impressed
by the scale and diversity on display. Mostly big and small desks, racks, and
boxes, and while within each category type they perform functions that are
largely similar and can be compared. there is an element of originality and
personal appeal in nearly all the gear we use.

However, there are those who will tell you to look around and enjoy the
view because everything will change so dramatically and so quickly that the
substance of a typical audio trade show will be unrecognisable. The reason
is that computers are reatly coming, and while their potential has threatened
consistently, they'll tell you that their power is now close to the stage where
their impact will be truly monumental. They tell us that PCI cards are already
available that finally lay to rest any semi-pro or not quite good enough
stigma and that there are many more on the way. They tell us that it will all
now happen very quickly and that manufacturers will have no choice but
to adopt this processing technology for reasons of pure economics.

I am inclined to believe a lot of this, but with qualification. I think it is
important to separate previous initial experiences with PCs from what may
happen this time. Computers were embraced in the first instance as hosts
within which audio related applications were run. They looked and behaved
the way they did because cost was an overriding consideration. This time
we are talking about the processing power of a PC and harnessing that to
audio ends. Early digital systems were expensive because the processing
was expensive, as it had to be cobbled together specifically, and because
digital control was expensive, which it still largely is.

Trade shows of the future may indeed look different but there will surely
always be a need for physical control interfaces that reflect the products
that the processing aims to provide. We may indeed be entering an era in
which manufacturers will be able to indulge in the creation of better inter-
faces and the diversity that we have become accustomed to will simply
move up to the next game level. Zenon Schoepe, executive editor

Conventional wisdom

IT BEGAN WITH A SERVIETTE. Having accepted the challenge of a
Lufthansa roll (no relation to Immelmann), it was clear that without a servi-
ette I would be wearing more of it than I'd eaten. I should come clean
(eventually) and admit that I wore a Bloody Mary on Chinos into Los Ange-
les for last year's American AES Convention and that wearing salad dress-
ing on black into Munich for this year's European AES could have been
regarded as next to inevitable.

But as it turned out, the elusive serviette also proved to be an icebreaker
as it opened conversation with an Englishman sitting to my left. He seemed
a decent enough chap and I'd no reason to assume he knew anything about
mixing Bloody Marys with your wardrobe. So when we were able to develop
a conversation from sartorial necessity through this departure from German
efficiency to the benefits of travel and the intrigue of art and philosophy,
I was pleased enough. Certainly, the journey was more rewarding for it and
I was quietly disappointed that what was likely to be one of the more wide-
ranging and comfortable conversations of the trip was soon to be over.

The announcement of our approach into Munich prompted a more mun-
dane turn—I was going to a trade show, so was he. Against the odds, it was
the same damned show. My resignation to the limits that a show places on
you had begun to lift. A more formal introduction seemed in order—except
that we’d done it some years ago under different circumstances. While our
earlier discourse on loudspeaker design had been good, I couldn't help but
think that it would have been altogether better if the parameters had been
wider ranging. All that is necessary, it seems, is to break with convention. ..

Coming back, I found my next-door neighbour on the same flight home
from Munich airport. She confided in me that everyone should be their own
best doctor. But that's another story... Tim Goodyer, editor

6
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Perfect for Post...

Saunders + Gorden, one of Europe’s
leading audio postproduction facilities,
works mainly within the advertising
industry with suct prestigious clients

as Procter & Gamble, Eurostar, Kelloggs
and lkea. Additionally, the company is also
active in the broadcast arena where it has
recently completed a major irternational
television series for Polygram.

As an ongoing investment in digital
technology, Sauncers + Gordon recently
installed a 32 fader, 64-channel Avant
console with 32 mix and 24 pre-dub buses.

Avant’s knob-per-function cotrol surface
means fast and irtuitive access to a host
of potent features which - coupled with
SSLs proprietary and proven digital
processing - makes mixing a dream.

Using Avant's powerful 64 x 8 monitor
matrix, mixing simultaneously in surround
and stereo is easily achieved, thus
eliminating the need for separate remixes

for cinema and zelevision.

“We chose Avant for its
excellent automation and
outstanding flexibility. We can
work with - and mix to - any
current or envisaged surround
sound format.”

Tim Lofts. Director, Saunders + Gordon.

e ——— —
New York Los Angeles Tokyo Paris
+1(212) 315 111} +1 (1)323 463 4444 +81 (0)3 5474 1144 +33 (0)1 3460 4666

7 \\vant

filini ,.]U ]

Solid State Logic

International Headquarters
Begbroke Oxford OXS5 IRU England
Tel: +44 (0)1865 842300

Fax: +44 (0)1365 842118

Email: sales@ solid-state-logic.com

heep:/*www.solid-state-logic.com

Milan Toronto Singapore

+39 02 2622 4956 +1 (1)416 431 9131 +65 (0)438 2272
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CONTRACTS

Amek, UK. Tel: +44 161 868 2400.
o

HTYV,Wales.Tel: +44 222 590590.
Amptec, Belgium.

Tel: +32 11 281458,

B

Olympic, UK. Tel: 181 748 7961.
Genelec, Finland.

Tel:+358 17 813311.

]

Sony, France.

Tel: +33 | 49 45 40 24.

SSL, UK.Tel: +44 1865 842300.
B -

D&R Electronica,
The Netherlands.
Tel: +31 294 41 8014.
[ ]

360 Systems, US.
Tel:+1 818 991 0360.

8

Amptec, Belgium.
Tel: +32 11 28 14 58,
. -

D&R, The Netherlands.
Tel: +31 294 41 8014.
]

Hafler, US. Tel: +1 888 423 5371.
2]

Yamabha, UK. Tel: +44 1908 366700.

D&R Electronica,
The Netherlands.
Tel: 431 294 41 8014.
[ ]

SSL, UK. Tel: +44 1865 8423000.

A US: Formerly Radio Recorders and LA’s oldest studio,
Studio 56 has installed an Dtari RADAR Il hard-disk recorder
in its Studio E.The room was designed by Vincent Van Haaff
and hosts a vintage Neve 8028 console—CEO Paul Schwartz
calls it a ‘match made in heaven’'.

AES Munich

Europe: Thc recent European AES
Convention in Munich saw the pre-
sentation of the AES Awards. The
Publications Award was given to
Michael Gerzon (posthumously)
and Pater Craven for the paper
A High-Rate Buried-Data Channel
for Audio CD. (JAES, vol i3,
No.b 2 19950, Lorin Maazel was
made an Honourary Member, for
advancing the course of audio arts
in recording while Ferene Takacs
received a citationfor his dedicated
service to the Society in establish-
ing the Hungarian section. The
board of governors Award. given
for outstanding contributions tothe
AES, was presented to Fran Fen
detoo. for chairmanship of the

Tosh convention in Amsterdam.
1998, and to i Voctmann tor
chairmanship of the AES F3th Inter
national Conference in Copen
hagen. 1998, The  Fellow ship
Award was given 1o Christer
Grewin for important contribu-
tions 1o development of interna
tional standards in coding digital
audiotor broadeasting and Diemer
de Aries in recognition of his con
tributionstothe implementation of
wave field synthesis

Meanwhile  the € Hevser
Memorial Lecture is 1o become a
regular event at future Conven
tions following agreement be
tween the AES and a scholarship
fund established inmemory of the
past AES president elect Richard
C Hevser who died in 1987, Lec

\ B

N B

i

.

A UK:In Remembering Peter Seliers, fellow British comedian
and close friend, Graham Stark relates the story of the great
Peter Sellers. Having common interests in film making and
shared billing on 13 films, Stark was in a unique position to
describe Sellers achievements and exploits until his death in
1980.This he did in the comfort of his home to recordist
David Sanders who used an Audio-Technica AT4030 mic,
Behringer compressor and Mackie desk before editing

the monologue on a Sound Forge system.Accompanying the
cassette release is a charming pictorial record of aspects of
Sellers’ life. Right Recordings, UK. Tel: +44 181 961 3889.
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A Norway: DAR’s TheatrePlay has paid its way in the Trondheim

A Germany: Froduction duo Toni Cottura (left) and Bilent Aris, production of the musical, Rent.Three of the sound-effects
founders of Booya Music have purchased Europe’s first Amele editing systems have been networked around a DAR Axis Audio-
9098i for their in-house Hamburg facility. Cottura is a former Server in the Trondelag Teater complex, representing one of the
member of German band Fun Factory and together with Aris, world’s first digitally networked effects creation and multi-point
has worled with international artists including Backstreet Boys, replay setups. Sound design is by the Teater’s Mikael Gullikstad
Marky Mark and Boyz Il Men. for the production’s 8-channel surround sound system.

¥ Belgium: National broadcaster VRT has bought four Otari Advanta digital desks as the first sales wurd now offers a QXA service
of the company's flagship console in Europe.Three of the desk will be installed in VRT’s studios 1,3 n subjects  relued 10
and 5 while the fourth will be located in the American Theatre outside broadcast facility used for professional audio. Cheek the
major live events. Otari Eurode: +49 2159 50861. Web wr hip: wwaw.prostudio

om studiosound

Transmission
down under

Australia:  Responsibility  for
perating the National Trans
mission Network of Australia has
tallen to UR-based NTIL. Folloy
ing its successtul bid tor owner
hip and operation of the 361
transmission sites carrying tele
visionand radio services for ABC.
SBS. regionat broadceasters and
mobile telephony. NTL intends
to play a key role m moving
broadcasting onto a digital plu
form and also o offer integrated
V. Internet and data communi
cations, Back in Britain. NTL has
secured contract with the [TV
companies and Channel 4 10
cover the remainder of the ana-
logue broadcasting era—ai least
2012, Turkish  broadcaster
EROTV. meanwhile. has placed
an order worth around DM3m
with Rohde & schwarz tor 52 ana
logue UHIEF transmuters ranging
from 100W 1o 10kW in power 10
complete the werritory’s nation-
wide TV coverage

Studio Sound |u 9
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Summit Audio Presents:

The Element 78 series from Summit
Audio, designed by Mr. Rupert Neve,
presents to the user a unique
combination of "Class A," discrete and
solid state, plus transformer coupled
designs. Digital implementation of
storage and reset capabilities enables
comparison of 25 memory settings,
copying of settings between units and
MIDI control.

f/mmﬂ( .)

Designed By Mr. Rupert Neve

Two independent paths with transformer
coupled output stages are provided in
each of two channels, comprised of:

1. A high performance micro-
phone amplifier with superb
high and low pass filter sections.

2. A comprehensive four
band equalizer.

www americanradiohistorv com

Back lit rotary displays are enhanced
by miniature LCD select/controls for
an accurate status readout ...

... truly unique.

Summit Audio
TEL: 831 464-2448
FAX: 831 464-7659
www.summitaudio.com
email: sound@summitaudio.com
patent pending © copyright 1998 Summit Audio Inc.
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4 UK: Reopening after several months
closure, London's Soho Recording Studios
now offers a 64-channel SSL SL4000 G+
and Genelec 1034A main monitoring in
Studio |, and twin Yamaha 02R consoles
and extensive MIDI facilities in Studio 2.
Pictured at the SL4000 are senior resident
engineer Alan Mawdsley and studio
manager Dominic Enhaus-Sanders.
Meanwhile, London's Sound Store has
equipped its latest studio with London’s
first v2 Fairlight FAME in line with the two
24-track MFX3plus systems in the facility’s
other suites. The Sound Store focuses on
documentary and current affairs
programming for networks including the
BBC, Channel 4 and The Discovery
Channel. Also in London, Wise Buddah has
added two new studios based around Pro
Tools-ProControl setups. Primarily
intended for radio production, the new
rooms bring sound-to-picture dubbing to
Wise Buddah for the first time.

lceT and MP3

us: lce T has signed with US-based
MP3.com for the relcase of his forthcoming

D. 7th Deadly Sin on Coroner Records. As
releasing well advance singles. the rapper
will offer personal recommendations of rap
and hip hop releases an hat with
the online community through http
www.mp3.com. Using its DAM (Digital
Automatic Music) label program. MP3.com
reckons to welcome some 300.000 visitors
daily 1o a site carrying tens of millions of
songs. and more than 7.500 artists

(D Duplication for Pro Audio

visit http://www.cdcyclone.com

Interactive LCD Audio

Touch Screen Display Capture/Playback
Jnprecedented ease of use and Superior audio controls to

an open architecture ensuring capture and playback

audio. Make a compilo-
tion CD, add tracks, delete

lots of add-on features

I

Print Directly to tracks, and play the master disc image before
. Your CDs you burn a CD
Simply attach the optional

‘ colar CD printer and 50
CD outoloader, load the
mage, press print, and the T-8 will do the rest

Expandability

The T-8 doesn't stop therel = -
Dugplicate 120 CDs or more on
hout wth this 30 [or 20} drive syviem

If you need to flex a litle muscle,

EASILY EXPANDS TO '

we've added built in support for

DAT Import up to 16 drives
Audlo engineers and musi
- .

cions will appreciote - Upgradeability <f,6,8:

mporting from DAT directly gt The T-8 can also be ouffited with blozing 6X

to the T-8. Simply instc or 8X speed CD recorders!

the optional DAT card and
« record from DAT to CD in minutes CD Pre-mostering
. . m Save valuable time and money that

s Network Connectivity might be otherwise spent on .

o - s = All of your company’s additional hardware and software Record on the fly with this speedy
J—— departments con share the CD-ROM 16 CD-Rocorder umit
—_—

‘-"'_,::;"f - = features and cost savings o - Boy D
—_— - . rescent r
é—"‘:—___—/f: of the T-8 Unit 108
— — Y ‘ ’ Loke Forest, CA 92630
= c 3 CL N E 949.470.4795
hiitipsy/ fawm-edGydione.com FAX 949.470.4796
Studio Sound June (999 I
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LHE SECOND SSAIRAs

again produced some

delightful  surprises
and some predictable plac
ings courtesy of the valued
readership of Studio Sound.
The 106th AES Convention in
Munich saw the introduction
of the results from Stidio
Sound’s  Audio  Indusiny
Recognition  Awards—the
SSAIRAs—atan exclusive pre-
sentation dinner held at the
Paulaner Brauhaus,

The SSAIRAs were insti-
gated after numerous FeQUests
tor Studdio Sornd 10 place its
weight and integrity behind
an - independent awards
scheme that would be judged
by the magazine’s qualified
readership. The SSAIRAs are
a celebration of the uniqgue
relationship between Stuedio
Sotnd and its readership—a
relationship that now spans
H0 years,

12

To recap on the selection
process. nominations were
invited at the beginning of the
vear for a number of cate-
gories and everyvone was free
to nominate a4 product Pro-
viding it shipped for the first
time after the European AES
in Amsterdam last yvear. Prod-
ucts that failed 1o ship within
the allotted timescate may be
renominated for next year's
SSAIRAs. Following the nom-
inations. we progressed to the
voting stage of the exercise
with only readers. not manu-
facturer-associated purson
nel. qualifving to cast actual
votes. To vote, readers had to
quote their unique reader
identification number from
the labet on their personal
copy of the magazine. Be-
cause Stddio Sorned has afully
audited  circulation. it was
possible to weed out manu
facturing-base  cinfiltrators”

attempting to intfluence the
results. Nonqualifyving votes,
voles without unique reader
registration - numbers and
duplicates were binned.
Readers voted by fax. mail. or
viaan interactive form on the
Studio Sound web-site at
www prostudio.com.

Incach of the 15 categories,
we have announced a winner
and commended  product
—both judged by the Studdio
Sotnd readership. its editor-
ial team and its contributors
to be worthy of special recog
nition. Winners and com
mendeds  received  official
SSAIRAs - certificates und
SSAIRAS logo artwork  that
they will be free o use on
their letterheads and promo-
tional material.

There will be no official
recognition of products that
have been nominated  be-
cause of the nature of the
nomination  process. These
are exclusive awards that aim
lo give praise only where
praise is due Fhe SSAIRAs
logo represents official recog
nition by the world's leading
audio title. By definition this
readership is sophisticated
and  knowledgeable and
judged purely as a market
research exercise. the results
of the SSAIRAs are as strong
an indication as vou can get
of the type of products that
end-users want. Winners and
commendeds are all judged to
be doing something right.

The SSAIRAS presentation
dinner will be held cach vear
during the European AES
Convention.

Panasonic ™W3-D&7

Qaolby DP5&Y SPL Tramsient Desigrer
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Email: 107th_exhibts@aes.or

October
8—17

Telecom 99

Palexpo. Geneva, Switzerland
Tek: +41 22 730 5969

November
2-3

24th Sound
Broadcasting
Equipment Show
NEC. Birming

Point RUC
Tet: 4 0
Email: inffo@pointproms.co.uk
Net: www.i
22-24

Messe Frankfurt
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ULTIMATE SOUMND MAGCHINES

MAIN OFFICE:

TC ELECTRONIC A/S - SINDALSVE) 34

DK-8240 RISSKOV - DENMARK

PHONE: + 45 8621 7599 - Fax: + 45 8621 7598
EMAIL' INFO@TCELECTRONIC.COM

USA:

TC ELECTRONIC INC. - 790-H HAMPSHIRE ROAD
WESTLAKE VILLAGE - CA 91361

PHONE: (805) 373 1828 - Fax: (805) 379 2648
EMAIL: INFOUS@TCELECTRONIC.COM

GERMANY:

TC ELECTRONIC GMBH - FLUGHAFENSTRASSE 52 B

D - 22335 HAMBURG

PHONE: +49(0)40 5310 8399 - FaX: +49(0)40 5310 8398
EMAIL: INFOD@TCELECTRONIC.COM

AUSTRIA:

TC ELECTRONIC - POSTFACH 20 - A-1124 wiEN
PHONE: 0800 20 16 52 - Fax: 0800 20 16 53
EMAIL: TCA@TCELECTRONIC.COM

SWITZERLAND:

TC ELECTRONIC - POSTFACH - CH-8030 zURICH
PHONE: 0800 89 89 01 (cH/uk) - 0800 89 89 02 (I/F)
Fax: 0800 89 89 03

EMAIL- TCCH@TCELECTRONIC.COM

ASIA:

TC ELECTRONIC - ASIA - YOSHIDA BUILDING

NO. 201. 26-8 - MARUYAMA-CHO

SHIBUYA-KU - TOKYO 150 JAPAN

PHONE: +81 3 5456-4071 - Fax: +81 3 5456-4072
EMAIL: INFOASIA@TCELECTRONIC.COM

UK:

TC ELECTRONIC UK - P.O. BOX 25767

LONDON - SW19 6wWE

PHONE: 0800 917 8926 - Fax: 0800 917 6510
EMAIL: TCUK@TCELECTRONIC.COM

TWO 0800 NUMBERS ARE AT YOUR DISPOSAL

TO MAKE SURE THAT YOU RECEIVE TC ELECTRONIC’S
RENOWNED CUSTOMER SUPPORT:

PHONE: 0800 917 8926 - Fax: 0800 917 6510
THESE LINES ARE OPEN FROM MONDAY

TO FRIDAY FROM 8AM TO 5PM.

TC ELECTRONIC HAS APPOINTED
CIMPLE SOLUTIONS PRO LTD.

AS UK SERVICE CENTRE.

CONTACT CIMPLE ON 0181 9044141,

WWW:TCELECTRONIC:COM
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INTONATOR

VOCAL INTONATION PROCESSOR

F »

Encompassing the heritage of more than 20 years of
delivering professional tools to the professional industry,
TC Electronic proudly introduces a high-end vocal
&) processing tool aimed at reducing tedious engineering
time spent on doing vocal re-takes - dedicated to the
professional vocal recording engineer.

The Intonator not only provides the ultimate solution to
vocal pitch correction, but offers various highly useful tools
as well, including adjustable De-esser and Adaptive Lo-Cut
(ALC™) filtering techniques.

Vocal Integrity

Preserving integrity is a must when dealing with delicate human vocals. By dramatically
reducing the amount ¢f re-takes needed, you minimize the risk of fragmenting and
potentially destroying the emotional integrity and concistency of the artist's expression.
The Intonator provides you with an ultra-transparent signal path thanks to industry-leading
hardware specifications, incorporating TC's world-renowned DARC™-chip technology, 96
kHz internal processing and real 24 bit resolution. Utmost care has been taken in the
software development as well, ensuring that all adjustments applied to the incoming signal
are being processed in a subtle, yet highly effective manner!

The Human Touch

Preserve the Artist's personal touch by allowing vibrato, initial intonation and
limited correction individually. Use the custom scale feature to achieve a unique
"Do-not-process-anything-but-this-note" setting. Specify when a specific note must be
considered out of tune with the Pitch Window and limit the amount of Pitch correction added
to these notes by using the Amount control.

.

Features:

v

v

v

v

v

Unique Pitch Intonation Processing

Vocal specific De-essing

Vocal Specific Adaptive Lo-cut filter

96 kHz, 88.2 kHz, 48 kHz and 44.1 kHz

compatible on digital and analog 1/0's

Wordclock Input for external clock synchronization
Fully integrated industry standard connectivity:
AES/EBU, S/PDIF & ADAT digital I/0’s

ADIOS™ (Analog Dual 1/0’s) configuration enables
simultaneous recording of processed and
un-processed vocal

Full MIDI automation makes correlation to external
reference-signal a breeze

Audio-to-MIDI conversion allows tracking of
correction history

Easy Edit user interface with dedicated chromatic
front panel controls and Aipha dial control

High resolution display provides instant visual
feedback of intonation and corrective action

t.c. electronic

ULTIMATE SOUND MACHINES

DENMARK: TC ELECTRONIC A/S » SINDALSVEJ 34 » DK-8240 RISSKOV » PHONE: +45 8621 7599 » FAX: +45 8621 7598
UK: TC ELECTRONIC UK *» P.O. BOX 25767 » LONDON » SW19 6WE » PHONE: 0800 917 8926 » FAX: 0800 917 6510
EMAIL: TCUK@TCELECTRONIC.COM » WEBSITE: WWW.TCELECTRONIC.COM
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LETTERS

Damp squib

THE LOTTERY WINNER who
wrote the letter in vour April 1999
issuc of Sitddio Sotidd is severcly
misguided in wanting o build
recording studio in a submarine.
I speak from experience on the
subject. atter losing a great deal of
money on a similar project in the
hoom vears ol the 1980s.

The studio project wis to record
several top 80s bands such as Wet
Wet Wet and The Tubes, with Tom
Hatch  producing the  atbums
However we soon ran into prob-
lems with tape saturation, surtace
noise. and tack of headroom.

The sound from the monitors
lucked deprh. und the whole envi-
ronment wus definitelv sub-stan-
dard. In tact it was a bit of a dive.
and nobodv could tathom out why

it all went wrong,
Perry Scope, RN (submerged).

Stomach pains

I HAVE JUST received my April
1999 Stiiddio Sortid and must ke
issue with producer Ralph Holim-
Mevde'sletier: A Producer Replies’.

[t is precisely because of enter-
prises like Holm-Mevde’s produc-
tions thar the location sound
recordist, and I have been one tor
over 25 vears here in Toronto, has
no time for breaktast at home. We
are asked 1o work 14 to 16 hours
a dav on a tlar rate. Can he really
expect us 1o have time to go home,
make supper. grab 6 hours sleep
and then make breaktast before
returning to work? No! Most of us
barely have time to drag our weary
bodies out of bed, pack up our
sound equipment and return to set
in time for call.

It he doesn't have the budget to
pay the crew more, then he would
be well advised 1o allocate tunds
to provide the crew with coffec.
stiachs, erisps and biscuits not just
for the afternoon but for the whole
working duay!

Just as an army marches on it's
stomach. sodoesa filmerew. ook
forwurd one dav to working on
one of Ralph's productions so 1 too
mav enjov Holm-Mevde biscuits.
Thomas Hidderley, SoundTeck
Productions, Canada

WWW americanradiohistorv com

Condensed history

PIETER BOLLEN'S ARTICLE Cup-
hoard Love (Studio Sound, April
t999) contains much good and
interesting intormation. However,
his coverage ot developments in
Amwerica is woelully incomplete.
He mentions several manufactur-
cers. but ignores Electro-Voice.
which began making condenser
and ribbon mics the 1920s. And.,
although  he  mentions  Bell
Berliner and Edison. he leaves out
EC Wente. the real tather of the
condenser mic. whose develop-
mentwork at Western Electric pro-
duced the first working model.
made for measurement purposes,
aswell as the first ones 1o be used
in radio. film and  recording
studios, starting in 1925, Wente's
394 condenser was a specified
clement of the first electrical disc
recording  system:  the  Victor
Orthophonic.

[ realise the article was not
intended as a comprehensive
history of the development of the
microphone,  but  hopefully
someday, such a history will be
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written. and will include an objec-
tive overview of all developments
on both sides of the Adantic
tand Pacific).

Doug Pomeroy, Pomeroy Audio,
New York, US.

Close call
\ interested to
read Simon CroftUs article (Stredio

Sottied. April 1999) on the use of

miniature capsules inside stringed
instruments as my firm specialises
in manufacturing  close-miking
svstems  for acoustic musical
mstruments.

Simon riaises some interesting
issues with regard 10 placing
miniature  capsules inside  an
instrument—tor instance.  the
question of resonant - standing
waves thatare produced inside the
cavity which will require selective
cqualisation. Furthermore cap-
sules in this position are not only
shiclded from the monitor speak-
ers, thus reducing feedback. but
also from high-frequency sound
waves radiated directly from the
strings. These lauer frequencies
are important in the characteristic

THE BALANCE OF POWER

sound of stringed instruments and
the soundbouard is oo heavy o
reproduce them.

Itis also of interest 1o note that
anumber of firms have auempted
1o make systems o mount inside
Hutes, butapparendy without suc-
cess, even bever used to market a
system with o very sophisticated
technique incorporating @ mica
window covering the capsule. pre-
sumably o acoustically isolate it
from the shock waves produced
cevery time the kevs are closed,
This is now not availuble. pre-
sumably cither because it was oo
expensive. or it did not work
satisfactorily.

Our standard svstems  using
omni-directional capsules are in
regular use by many orchestras
and smaller groups in TV broad-
casts. Some 90 microphones are
currently on hire with John Pel-
lowe in Modena for Pavaroui's
hirthday and in Cardift for the
Welsh Assembly concertwith Tom

Jones and Shirley Bassey, Where

ambientsound levels are such that
cven the use of feedback etimi-

CONTROL

GENELEC 1036A

Introducing two, new powerful active monitor systems from GENELEC.
The GENELEC 1036A Large Control Room Monitor System

brings NEW true weight to the phrase "20 Hz to 20 kHz".
The GENELEC 1034BC Center channel Active Monitor System

brings NEW true meaning to the words "surround system integration”.
Two systems defining a NEW true Balance of Power.

www americanradiohistorvy com

nators fails to cope with possible
feedback, then it may be neces-
sary 1o resort 1o the use of a spe-
cial strip contact microphone that
we manutacture. This was devel
opedfor the Stranglers” Albert Hall
concert in June 1997 and s
mountedon the body of the instrue
ment by a special echnique that
does not damage in any wayv the
varnish of even the highest qual-
ity instrument. Some of these are
now on tour with Skunk Anansie.
It is also possible o combine a

capsule with a contact mic and if

a Range SP I3 microphone pre:
amplifieris used. the monitors can
be fed from the contact mic and
the front of house can be fed with
a4 mix. By using the contact mic
feedback does not occur until the
sound board of the instrument is
resonating and this will be ataven
high sound-pressure level.

It is also possible. as many
groups now do. 1o use in-car mon-
itoring. although this can be
expensive and not all musicians
like to use it
Griff Jones, Accusound, UK.

GENELEC 1034BC

SH3IL13

GENELEC"

The Whole Truth And Nothing But The Truth

International enquiries: Genelec. Olvitie 5, FIN-74100 lisalmi. Finland, Phone +358-17-813311.Fax +358-17-812267 Web: http//www.genelec.com
In the U:S please contact: Genelec Inc. 7 Tech Circle, Natick MA 01763 Phone 508/652-0900 Fax 508/652-0909
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COMPETITION

RUBY REWARDS

AR STUDIO SOUND'S 40TH ANNIVERSARY party continues

' with three prize AKG microphones seizing the spotlight. As
you can see from the accompanying listing of equipment,
many of pro-audio’s top manufacturers have conspired to
make the event a winner by building a one-off custom model.
As a unique Studio Sound Ruby issue, every unit is destined
to become a collector’s item, not to mention being a talking
point in your studio for years to come. In each issue of the
magazine until the end of the year you will have the chance
to win a further selection from the Studio Sound Ruby series.
In this second installment. no less than three AKG mics are
up for grabs—the 535, C1000S, and C3000 microphones. The
535 is the stage mic of choice for many professionals, the
C1000S represents an update on the popular all-rounder
while the C3000 represents the top of AKG's electret
condenser line.

WARDING
BY PRIZES

ALL YOU HAVE to do to WIN these delectable AKG treasures is to 535 stage condenser, C1000,

correctly answer the quastions below and say your magic word. _
~ and C3000 microphones

= 1 I y
m-_ \& 'w"nel GS3000 console

Q1 What do the initials AKG stand for?

Q2 List the three microphones in the order

in which they were released.
EMO

Q3 Name any artist who has used the 535.
CLOSING DATE: FRIDAY 3RD SEPTEMBER 1999 Gereltd

TO ENTER, you can either email your answers to ruby.competition@unmf.com,
fax them (to +44 |71 407 7102) or send them on a postcard to Ruby Joemeek
Comepetition, Studio Sound, Miller Freeman Entertainment. 8 Montague Close,

London SEI 9UR, UK. KT graphic
As long as you are a registered Studio Sound reader, you may enter any number of

installments of the competition as long as you do so separately (multiple entries, Marantz

as ever, will be treated with contempt—those of you who tried it on last month

have not escaped our scrutiny),and ... TL Audio
...include your Unique Reader ldentification Number.

Purple Audio

The Unique Reader Identification Number is the 9-digit number
located in the middle of the top row of your Studio Sound address label.

Ongoing thanks are due to all those who have so readily contributed equipment. time and advice in the preparation of this competition.

18 June 1999 Studio Sound
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BSKYE - LONDON |

o 160 Digital Chanmels
o Worksurfaces from 16 to 96
motonsed faders
o 24 bit Conversion
o 96kHz operation
w Stereo, LLRS. 5.1.7.1

WORLD'S LEAOIVG
FALILITIES ARE
S7TAYNG AHEALD..

O  For the past two years. every couple of days one - ’ o -
A2y

of the V/orld's leading audio facilities has become

a convert to a Soundtracs digital console. gecert /*-JL{ '
I1#45 b

O  Their decision to go digital may vary but their L

reasons for selecting Soundtracs appear to be

unanimous

O  Ahether for post-production. broadcast or music.

there isn't a more cost efficient digital production

’ : console offering the features and facilities. with
. -";": the high level oi automation and sonic integrity.
= thar that provided by Soundltracs.
) Y f =
p— g L3 These facts. reinforced by the Soundtracs
- ———premier software and hardware support, is
- simply enabling them to stay ahead.

SOUNDTRACS

Soundtracs PLC. Blenheim Road Longmead Business Park . Epsom . Surrey KT18 9XN . UK
Tel: (+44) (01181 388 5000 . Fax (+-44) (01181 388 5050

email: sales@soundtracs.co.uk web: http://www.soundtracs.co.uk =
Soundtracs (LSAY. 316 South Service Road . Melv lle . NY11747-3201 ¥
Telephone: (+1) 516 383 8520 . Fax (+1) 516 333 9108 . email: soundtracs@korgusa.com ’

-
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PREVIEW

Digital Audio Research Storm; OMR-8

A change of ownership, a new overcoat and refined digital audio objectives have
rejuvenated DAR. Rob James previews its next generation workstation

OR THE BENEFIT of anvonc

who has not been reading the

news section diligently, Digital
Audio Rescarch is now part of the
huge Harman Group. This follows a
period during which the company,
previously in the Carlton portfolio,
was owned by its founder. managing
director Mike Parker,

This new development is reflected in
new colour options for the big hard-
wiare console. Previously. DAR loosely
followed Henry Ford's noted dictum in
that you could have any colour vou
liked as long as it was either charcoal
arey or dark blue and any touchsereen
colour as long as it was orange. Con-
sequently, the farger of the Storm con-
trol surfaces now sports an excellent,
wide viewing angle. TFT colour screen
and. apart from the range of coloursand
designs in the photographs, the console
can be finished in almost any colour or
design you can think of, Parkers justi-
fication for this exuberance is that it
cenables the controller to blend in with
exotic studio designs. The designs and
quality of finish now are reminiscent of
the better examples of custom car art-
work and we can look forwiard 1o see-
ing some seriously wacky designs over
the next few months, Perhaps there
should be a new award for ‘most orig-
inal artwork on a DAX™

The new Storm workstation is both
departure and a logical development
of what has gone before. Retained is
the physical shape of the user-intertuces
from the Soundstation and Sabre. but
the core architecture is brand new, The
orthogonal core design allows a data
rate equivalent to over one thousand
channels of audio. This is used between
any combination of storage devices, net-
work or reat time 1-O for recording, edit-
ing or projecttransters, The DSP engine
is also new enabling one card o carry
the equivalent power of 16 of the car-
lier boards. The declared objective was
to provide a single working environ-
ment with a consistent feel and quality
across the full range of storage media,

A Storm system comes in 32 “track’
increments. In other words, the entry-
level systems can now handle 6.4 simul-
tancous audio streams ata time allowing
crossfades limited only by the length of
the audio clips.

Parkerclearly regards Stormas a com-
pletely new editing platform. but one
that retains strong links with its prede-
cessors. Inthis respect. a lotof the code
and a lot of the software is carried over
from the carlier Genesis. The new hard-

20

ware core facilitites machines with u
minimum of 32 channels and up 1o
128 channets while new graphics pro-
vide powerful means of managing
them. Like the OMR-8. Storm ¢an show
wuvetorms on tracks and give visible
indications of fades. One of the things
DAR has obviously realised is that, as
soon as you are working with a large
number of tracks. you have to provide
versatile ways of moving through them.,

The old system had a maximum of

16 tracks, cight of which could display
atany time, the remainder being paged
to with a Kevpress. Storm's display is
continuously expandable top and bot-

Improvements often
appear on one platform
then the other team find

ways of making them better
still. At the time of the
SAM review | thought the
networking impressive.

Not because of the

technology employed
(100Mbit ethernet), but
because of the thought
that had obviously gone

into how it would be
used. This has developed

further in the interim

tom, and scrollable. Parker is also happy
to reveal that DAR is stll plaving with
ideas like the marble-cffect deskiop.

Certainly. the scrolling is very smooth
and the whole appearance of the
screens is less industrial and casier on
the eve than before. Waveforms can be
displayed all the time if vou wish. The
machine also feels much faster in oper-
ation than its predecessors, a fuctor
partly attributable the new processor
bouard with its hive Motorola 56303 DSP
chips—as  opposed 10 Analogue
Devices SHARC chips.

The bouard does all the DSP process-
ing for that and parametric £Q on all
streams and it will have dvnamics as
well. It has the reserve power for it
Parker regards the Motoroki chips to be
more powerful, but more ditficult to
‘cement together” where the SHARCs

www americanradiohistorv com

holt more or less straight together but
use ot of the silicon and the internal
processing power to move stufl between
them. DAR's choice was to use the more
powertul chip. and then put in extra
hardwire to let numbers of them com-
municate eftectively together. All this
poweris used to good effect already and
it is reassuring to know there is more
available for future developments such
as dynamics processing. The paramet-
ric EQ not only sounds good. but has
the highest Q. depth of boost and cut §
have come across on a DAW outside of
highly specialised plug-ins.

Storm will be available in two rack
sizes. One willtake two processor cards
for a maximum of 6+ channels und the
otherwill take fourtor the full 128 chan-
nels. it also has more space for physi-
cal 1-O than Genesis as one of the things
DAR's R&D has established is that the
provision of a lot of tracks does not nece-
essarily create the requirement for alot
of outputs because it can e counter-
productive to have to route kirge num-
hers of outputs around. What is required
instead is sufficient busing—giving a
different internal structure of machine.
Rather than having a purely track-hased
cditing machine that goes one-to-one
with desk inputs, you have say 12 bus
outputs, and a 32:12 bus structure. and
take the resulting 12 outputs to a desk.

Alot of the clever sttt will be kirgely
invisible to the users, exeept, perhaps,
the increased speed. For example. if
the user is auditioning sounds on a
remote disk before physicalty copying
the audio 1o the local drive. Storm
checks to make sure it does not already
have it Every recording is automatically
stamped with a unique identity label.
This is absolutely essential. as others
have discovered. to avoid unpleasant-
nesses when vou have aceess to many
nuchines—think how many bits of
audio there must be labelled -dialogue
take 17 or wild tack birdies”.

The Last DAR product reviewed. the
scalable  Audio Multitrack  (Stuedio
Sortnd, August 1998) gave some insight
into where the company was heading
and Mike Parkerand his team have been
tar from idle in the intervening period.
The ONR-8 now has the promiised edit-
ing facilities and no conversion process
will be required when moving material
to and from Storm systems. Sophisti-
cated CH writing software has been
developedand the already good graph-
ics further improved. Apparently there
is (tmostly) good-hearted competition
between the Windows design team on

June 1999 Studio Sound
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the OMR-8 and the RMN-Dased Storm
team 1o come up with the most innon

ative and usctul featares and the pret-
tiest graphics. Mike Parker sces this
as healthy and o way of pushing ideas
forward as the teams iy 1o outdo
one another.

"We now offer a ot of racks in one
hox with Stormy oralot of tracks, but still
with sample accuarate syne. distributed
over several OMR-8 units. The choice is
simply down 1o which is more appro-
priate for the user's particular sitaation

Improvements often appedr on one
platform then the other team find ways
of making them better stille At the time
of the SAM review [ thought the net
working impressive. Not beaause of the
technology emploved CLOONMDIt ether
net). but because of the thought that
had obviously gone into how it would
e used. This has developed further in
the interim. Genesis allows 1eels from
several storage devices to be used in the
same plavsheot with crossfades be-
tween them if required. The network is
rightly seen as essentially o means of
auditioning material in real tme with-
out copying to tocal storage and us
non-real-time transfer medinm. Simi-
larly it is possible to play CDs as it they
were on optical or hard disk. Onee
material is selected. copying to local is
done at several times faster than real
time. Additionally. 16-bit and 24-bit
material may be freely mixed for audi-
tioning purposces—for a CH. sample-
rate conversion is done on the thy' I
the material is copied to locul storage o
higher quality conversion is performed.
transparent 1o the user. while the copy
is taking place.

The good news for existing users is
that upgrades from Genesis to Stormare
available and will be less problematic
than those experienced by people moy
ing onto Genesis in the first place
According 1o Mike Parker. the tuke-up
isalready high. 1Us the most sought atter
upgrade 1 have ever known.” he com-
ments, "We have orders for it we have
people desperate for it and the reason
is iU is such a tangible gain. If vou have
an 8-track or 10-track machine and we
take it away and return it with a 32 or
O tracks. that is something the clients
can see and will e aware ol People
have got to the stage where they need
that now

Since Storm uses the Genesis plattorm
no conversions will be required. The
hardware upgrade does involve return-
ing cquipment to the factory, but it
should be pain Tree.

The real story is this—in the carly days
of the DAW, off-the-shelt PC hardware
and software was not powerful enough
to be useful. Designers were theretore
obliged o come up with ingenious and
often expensive proprictary solutions
1o get the required performance. How-
cever, mainstream PC hardware has
developed at o meteoric rate and it is

Studio Sound |une 1999

now at the point where it would sceem
perverse 1o design a DAW without
making use of it

The same applies to file formats, The
Microsoft-1BM WAV format is now
almost universal outside the Mac arena
I'his is not to say PCrechnology isideal
for all aspects of DAW design. but the
AVAV Ale formar has been extended into
BWAV (Broadeast WAV) and the puata
tive ALS standard 1o cover present and
future needs, PC hardware is now fast
enough to cope with the data storage
and handling requirements. DSPand
the user-intertace are different matters
For DAR the process began with the
introduction of the Genesis Plattorm
I'he OMR-8 was their Tro-
jn - Horse  providing
essentidl practical expe
ricnce of PC hardware
Now the trick is heing
repeated with the Storm,
culminating in @ modern
state of the art DAW,

Mike  Parker’'s DAR
appers to have a clear vision ol where
the market is going and a good. prag-
matic understanding of real-world
production  processes. With  the
unique choice of touchscreen hard
ware console or small console und
mouse-driven interface 1 think this is
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Digital Audio Research,

1 Sitlverglade Business Park,
Leatherhead Road, Chessingron,
Surrey KT92 200, LIK,

Tel: +44 1372 742848,

Fax: +44 [372 743532

Met: www daruk.com

the most exciting range of worksta
tions and. above all. complete mult
user solutions T have seen in i very
long time. If the promise is tulfilled it
should do very well ina wide variety
ol applications.

The pricing oi the new systems can
only be described as caggressive’. Par
ticularly when vou consider one ot the
carly -track machines would have cost
vouaround £73,000 CCRD. This has Deen
achiesed by the cconomies ol scale in
producing in greater volume. and by the
use of computing industry standard parts
where appropriate. The new pricing
strategy is designed to pat DAR systems
in front of operators for whom the conr
mamy’s equipment has
neen out of reach

storm takes DAR con
fidenthy into the next mil-
fennium. Ttisa great deal
more  than  a simple
upgrade 1o an existing
machine. 1T think  the
company has managed
the ineredibly difficult trick of reinvent
ing a range of established equipment
while retaining the best features of the
carlier range., thus keeping the faith with
existing users 1t has also managed to
navigate its way through a stormy sea
that would have sunk many others.

21
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REVIEW

Filmtech LSP4

With a well-established place in a well-defined application, a genuinely new location mixer
is a rare treat. Neil Hillman shoulders Filmtech's latest 4-channel location mixer

HE SAD TALE of the professor who

cloned himself. but found that his

new version would only shout
obscenities. is a salutary lesson for all audio
manufacturers seeking to emulate rival prod-
ucts with their own. Such was the distuption
caused by his copy. that the professor had
no option other than to kil the clone: which
he did by pushing him over the white cliffs
of Dover. Unfortunately for the professor., the
presicling judge at the subsequent murdertrial
was unsympathetic, and sentenced the aci-
demic 1o life imprisonment for the heinous
crime of making an obscene clone-fall. Which
just goes to show how careful vou must be
when creating a +-channel location mixer.

Filmtech, with the Location Sound Proces-
sor 4, has steered well clear of any accusa-
tions of plagiarism through some unique fea
tures arranged in a highly original fashion.
The LsP4is a 4-channet portable mixer with
several features inaddition to the usual facil-
itics on this type of mixer. Slightly larger than
some of the other units on the market and
with a design philosophy that sces many of
the controls on the front panel for case of
use. the unitis built into an aluminium enclo-
sure that ensures that the mixer is robust
cnough to cope with the harshest of treat:
ments on the road
The Filmtech LSP+ stands head-to-head

with the Audio Developments AD20 1 and the
SON 4-5; these being the main rivals for the
now surely defunct title Industry Standard.
With the freelance nature of the television
industry in Britain. recordists that perhaps
previously worked for karge organisations that
supphicd time and again the same mixer, are
now choosing very carefully indeed where
they place their hard-carned cash: and what
went hefore is now no longer necessarily

a recordist's first choice.

The four inputs are on fenale NLR sock-
cts. mounted in line across the full width of
the left-hand side panel, with Channel 1 fur-
thest away from the operator. The inputs are
transformer balanced with an input attenua-
tor knob mounted directly above cach XLR
socket 1o allow selection between Mic at
-80dB), -15dB. -30dB and Line. The input
impedance is given as being greater than
1.3k€2 for the microphone stage and 10kQ
tor the line input. Above
cach attenwitor knob is a
MIC POWER 3-POSition 1og-
gle-switch  that  selects
between T12 0 Tonader
power, Off and P 48 phan-
tom power for cach input
respectively. In between
the XLR sockets for Chan-
nels F& 2. and 3& 4 isa
toggle-switch that changes
the phase of Channels 2& 4
between  Normal - and
Reversed for M+S operi-
tion when a pole operator
chooses 1o switch
between working from above with a stereo
mic to underncath.

The front face of the mixer has been
designed with the operator very much in
mind. Furthest left is a row of three pots, the
top two being the main outputs, the second
of which may be wurned fully anticlockwise
1o “gang’ the outputs.

Below these is the headphone monitor
level pot. As with the SQN. the two PPMs are
on the left of this face. Below the two meters
are the switches for Power—a 3-position
switch offering Internal, Off and External
sources, The internal cells are designed to be

A~

The Filmtech LSP4
stands head-to-head
with the Audio
Developments AD26 |
and the SON 4-S; these

~arrma tha rmamrn rinosale

for the now surely

Industry Standard

a stop-gap while an NXP-1 wvpe battery or
similar is plugged-in to the external socket
‘The current consumption appears tobear this
out by having only about 20 minwtes of lite
from the internal cells when running at full
load. This is certainly much higher than the
meagre consumption of the SQN. or even
the Audio Developments AD261. A Buttery
wirning LEDilluminates when the voltage falls
to W o default figure that may be facton
adjusted. Alongside the battery warning 1ED
and still undernceath the
meters are the toggle
switches for Slate mic
oft’Meter Lamp: Tone
—vcither Continuous TkHz
for mono, otf or a broken
lett leg for Sterco: Liny
iter—Off or On and next
to this a Limiter-Link
S —again allowing cither

Off or On, The monitor

strip runs down the side
\ of the second meter, with
) the rotary selector switch-
ing between Mono, Stereo,
M+s and LR which by
means of a further toggle-switeh puts either
the left or right output into both sides of the
recordists cans, Below the selector is the grilte
for the slate microphone and the toggle-
switch that enables the recordist to monitor
the outputs cither directhy or off-tape while
recording. Each individual channel has its
own rotary routeing selector that makes the
output of that channet cither Off, Left, Left
+ Right. Right. Mono or Pun—where a fur-
ther, smaller knob alongside the router places
the signal in to the stereo image. The rotary
channel fader is set just below the routeing
and pan knobs, and Channels 2 & 4 may >

n | ~
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€1 DUAL VALVE
COMPRESSOR

Cl-]1]

© The original TL Audio Classic range products have been part of some

. TOBY WOOD
dusl of the most important records of recent years. Now, as part of the {Engineer - CTS Studios,
\/B'\/B S G London,
compressor new Valve Classics’ range, we have managed to develop and “The c_,’ proved fts worth
H very rapidly, sounding
improve them even further. Extra features, uprated hardware and s 40 S Rpaas vl
refined circuit design have given our best-sellers a new lease of life. without any unwelcome

artefacts - it also has
excellent internal dynamic
range.”

B
Y

Valve Classics

PAY DUAL PENTODE
PRE-AMPLIFER

[}
- . . JON ASTLEY (Mastering
P I . e Engineer - Led Zeppelin,
(P]A]-] 1] © Each Valve Classics product now utilises US General Electric military The e, Torf Amos)
dual specification ECC83 valves running at 250v DC for an even smoother, fatter "I had auditioned other
pentade A i A . ™ valve equalisers for the Led
ehe sound - and the combination of tough steel chassis, 6mm milled aluminium Zeppelin album, but the EQ-
: % . 2 came out on top since s

preamp front panel and gold plated ceramic valve bases means the units positively sound suited the project 5o

relish being bounced from one session or concert to the next, el - Bt TRty P SR

1 loved it for the sort of top
end we wanted.”

ADRIAN UTLEY (Guitarist,
writer, Co-Producer -
Portishead)

“There seems to be a real
buzz about TL Audio
equlpment at the
moment, and l've
encountered so many

E@EE © The EQ-2 equaliser now boasts ultra-low noise bipolar op-amps and engineers and producers

4 . c g ) using TL Audio products
dual an improved ground planing system, in addition to a much requested that it just seemed to be
ega/aemetl‘lc shelving option on both LF and HF bands. The new PA-1 preamp has thelobytstcholess
equsallser output level meters, improved valve stage frequency response and

extra output drive capability - enabling even easier interfacing with
todays high level digital recorders.

O Add these improvements to what were
already the world’s most flexible and

affordable high-end valve processors, IAN DAVIDSON
| {Townhouse Studios,
and you'll realise why everyone wants London)

. “We own both the EQ-2
to own a Valve Classic. Equatiser and C-1

O To find out more, contact your TL Audio Compressor units and are
very happy with them.’
dealer today.

TL Audio Limited, Sonic Touch,
Iceni Court, Icknleld Way,
Letchworth, Herts SG6 1TN UK

Tel: +44 (0)1462 680888
Fax: +44 (0)1462 680999
email: info@tlaudio.co.uk
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The new Lindos LA100-D

Consisting of the time-honoured LA100 analogue Audio Analyser and the all-new
LDM24 Digital Monitoring Adaptor, the LA100-D system provides fast, accurate
and repeatable measurements of both analogue and digital audio signals.

CONVERTER

. DIGITAL TO ANALOGUE COR Crons .
SAMPLE RATE kHz VAL BIT Hi W8 W8 PARTY PR
= — ‘mm__gn»usi o - y
P AL CONVERTER X CRe s W8 NOLOCK " o - 2

ANALOGUE TO DIGIT

QUTPUT SAMPLE RATE

Relmlololcs

LAIO! AUDIO OSCILLATOR

-

If you're already a Lindos user, you can add digital capability to your LA100 simply
and inexpensively just by attaching the LDM24 Digital Monitoring Adaptor. New
users benefit immediately from the LA100-D’s speed and precision.

Conversion between analogue and digital is done in a precise and accurately
calibrated manner, removing any uncertainty over what coding or decoding levels
are being measured. Lindos sequences, tolerances and weightings are now
usable ooth in the analogue and digital domains.

For further information, call us now.
LINDOS ELECTRONICS Saddlemakers Lane, Melton, Woodbridge, Suffolk IP12 1PP, UK

Tel: +44 (0)1394 380307, Fax: +44 (0)1394 385156, e-mail: info@lindos.co.uk, http://www.lindos.co.uk
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After fade listen
is provided for all
four channels, acting
as a 'solo’ function by
selecting the output of
one particular channel to
the headphones; they are
‘solo-safe’ too, so a hole is
not punched into the
mix by selection
of the AFL

be tarned fully anticlockwise to the Gang
position where from then on either Channels
Lor 3 control the gain of their respective gang-
patir. Below cach of the channel's rotary gain
pots. is the 3-position LF Cut switch offering
Odl octave slope filters rolling over at either
o011z, 180112, or flat. After fade listen is pro-
vided for all four channels. acting as a solo’
function by selecting the output of one par-
ticukar channel to the headphones: they are
solo-safe oo, so a hole is not punched into
the miix by selection of the AFL,

The right-hand side panel of the mixer is
positively awash with input and output con-
nections, neatly and logically positioned.
From left 1o right—nearest 1o the operator
—are the monitor headphone sockets avail-
able on a 3.5mm socket above a ' o-inch
socket. Nexttothe smaller headphone socket
are the main Left and Right outputs., trans-
former balinced. on male XLR connectors.
These outputs are also available on a con-
ventional 10-pole Hirose socket, Tabelled
vt and mounted atongside the XLRs. Both
the NLR outputs and the Hirose multi-way
may be switched between line and mic (-
SOdBY, by means of two recessed switches,
actuated by asmall serewdriver or similar in
the top face: ora factory set modification can
keep the Hirose multivay at line-level while
the attenuator switches affect only the XLR
outputs. Directly below the 10-pole Hirose
socket is a 12-pole Hirose socket—labelled
unsurprisingiy s wr2—that carries the
clectronically batanced dean feed from each
channel. Also available on this panel is a
stereo unbalunced line output on o 3-pole
Lemo connector, a mono unbalanced micro-
phone level output on a 2-pole Lemo con-
nector, a4 3-pin Lemo connector 1o cascade
two mixers together and a 6-pole Lemo con
nector for the boom-pole handle mounted

2 Remote” gain controt of Channels & 2,
This is actually a parallel of the main gain con-
trols for Channels 1 & 2. so that with the rotary
fader 2 inthe Gang position. the remote fuder
I controls the level of both Channels T & 2
—all while the operators armes remain com
fortably above their head as they operate the
hoom microphone. Two further controls
inhabit this right-hand panel—the preset pot
to adjust the tape return level is set beneath
the +-pin Power in Cannon plug aceepting

Studio Sound June 1999

=18V DC, and the toggle-switch that
enables the Quiput Ms matrix. What puzzled
me somewhat was why this matrix wus
inserted after the line-up oscillator which. in
accordance with the handbook, meant that
I had to keep switching the matrix out every
time 1 offered line-up tone o a cameorder
while recording in M+S mode, unless
Iwantedtosend M+S encoded tone: anincon-
venience at best—a fundamental error if for-
gotten 1o reset at worst.

1 lied about all controls being available
while the mixer is being worn
—MHarry Houdini might well

exeept on a trolley. Also sited in this bottom
face are the two nicely engineered pull out
cartridges that cachaceept four 13V AA emer-
geney cells.

This is a serious mixer, with many nice
touches like the ability to use the Jong-throw
fader module and @ boom-mounted gain con-
trol. What L did find irritating though was get-
ting my fingers stuck in between the chan-
nel gain knobs and the routeing pots, too tight
ganging switches which are casily dislodged,
resetting the M+8 encoder cach time we lined-

up @ new tape in the camera
and the non-brickwall nature of

have managed to contort suffi- - Filmtech TFE, UK. the limiter that required care
ciently toreach the bottom face . Telk: +44 1222 342907, not to be driven too hard.
of the device and connect into - Nettwww.filmiech.co.uk Overall these are minor ¢uib-

the 12-pole female multivay

socket that aceepts the optional fader mod-
ule of four long-throw faders working in pir-
allel with the rotary faders on the mixer itself.
but it is unlikely that this would be used

bles that might well be forgiven
as idiosynerasies after some time together.
would be fair to sav that its simple looks are
deceptive—for this a wolf in a non-cloned
sheep's clothing. Wl

py T =

A new technology for Europe

, m&m ]
Lectrosonics wireless are about
set a new benchmark in Europe.

381 Laser Road, Rio Rancho, MM 87124 LISA
call +1 505 892 4501 or fax +1 505 892 6243

The leading wireless in the USA.

= Lp o 256 synthesized
frequencies across 25 6MHz
Auto tracking frant-end filters
Dual-band compandor
MiCroprocessor Smartsguelch™
Supierh audio quality

Rugned rr:lac'hinr.*d aluminum
COnmstrucinmn

salesi@lectro.co.uk — sales@lectro.com

In the Netherlands
call 31 20 K99 D480
fax +31 20 699 3641

Euro Service Centre
¥
LA W COIVE "

In the LIK and Eire:
call +44 i} 1789 400600
fax +44 () 1789 400630

www americanradiohistorv com

M3IIATNH


www.americanradiohistory.com

in the reinforcement and
recording of many of the
worlds leading artists.
a-t's extensive range of
microphones has been
designed by musicians
for musicians, and enjoy

an impressive reputation

a-t the workout

for quality and reliability,
to make them the
consistent choice of
leading acts and engineers
throughout the world.

Why not become one

a-t the studio

g T
-"'e 7 )

of them?

audio-technica.

The Complete Microphone Solution

Technica House, Royal London Industrial Estate, Old Lane, Leeds LS11 8AG
Tel: +44 (0)113 277 1441 Fax: +44 (0)113 270 4836
e-mail: sales@audio-technica.co.uk www.audio-technica.co.uk
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Bryston 4B ST

Introducing Studio Sound's regular amplifier bench tests, Paul Miller assesses Bryston's 4B ST

- . - Fa -
- -
b - -
- - ¥,
- -
- -
- -
IS\ COMPANIES

atempt 1o straddie

domestic and protes-
sional markets with. ostensi
bly. the same products, bul
Bryston is one of the more
successiul examples. Brys-
ton sees itself as i purist com-
pany. catering for the sonic
expectarions of the hi-fi mar
ket while maintaining the
rugged build and bomb-
proot reliability demanded
Iy the professionul sector. It
is distributed in the UK
through PMC Lid who impl
ment Bryston's 20-vear war-
ranty. By all accounts, its

most popular product is the
1B ST power amplifier, o

230W model thar's sand-
wiched between the budget
3B and rather more substan
tial TB/8B models. And atjust
L1495 (UK. ex-\VAT), the 413
clearly services an important
sector of the pro market

\ 17-inch domestic version
is provided withour handles
while the Professional itera
tion of the 4B isdistinguished
by two  silver  trimpots
mounted alongside a pair of
dual-colour 1rns on the fas
ciit. The lauer Hash red it the

Power Amplifier: Bryston 4B ST (Rated Spec. in brackets where given):

Max Continuous Power Output,

1% THD into 8ohm (one channel)

1% THD into 8ohm (two channels)
1% THD 1into 4ohm (two channeis
Frequency Response @ 0dBW
Dynamic Headroom (THF)
Maximum Curment (Smsec, 1% THD)
Output Impedance

Damgang Factor

Stereo Separation (1kHz,
(20kHz)

Channet Balance, 1kHz (0dBW)
Total Harmonic Distortion

(0dBW, 1kHz20kHz)
(213 power, 1kHe/20kHz)

amp is driven hard into
20Hz2 IkHz 20kHz
300W 305W 275W
295W 300W 270W
425W 430w 400W
0.0dB 00dB 01dB
+1.0dB
2964
0.01370hm
583.6

Unbalanced Input

83dB
74dB

0.044B

-97dB / -89dB
99dB / -90dB

Studio Sound June 1999

clipping  (they  remained  THD) while the former are
resolutely green’ during  provided 1o trim gain and
my  power tests 10 ] balance.  Turned  fully >

FREQUENCY RESPONSE @ 0dBW

Omxmmfo'] =
RE SEARH -

LICKNSED 10 S1UDID SOUND MAGAZIML

Fig.2: Dynamic voltage output
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Fig.3: Dynamic current capability

<clockwise. the #B's full
+29.3dB of gain is realised.
fallingto+10dB i the pots are
reversed anticlockwise. This
trimis independent ol wheth-
er the unbatunced (RCA) or
bukinced (Neutrik) inputs are
deploved. The 18 s also
available in a THN version’
that features remote power-
up triggering. This might e
cmploved 1o stagger  the
switch-on times of a multi-
unit 4 rack. tor example.
Bryston uses @ dual-mono
construction, right down to
the use of separate toroidal
mains transtormers for cach
channeland. indeed. the sag’
from 305W to 3008 (one
channel versus two  chan-
nels 8Q) is minimal. This said.
u stereo separation of TadB
tre. 20kHz). while perfectly
adequate. sl imiplies a
degree of coupling some-
where along the line. Meuan-
while. the two-channel 4Q
power output is equally gen-
crous at 1307 clearly best-
ing its 400W rating. Do note,
however. that full power at
20KkHz drops by 0.9dB (8€2)
and 0.6dB (1) though its
response  (Fig. 1) stretches
from 3Hz-80kHz (-1d3) at a
nominal  OdBW (1W 8€).
Incidentally. where available
I have noted Bryston's own

Total Harmonic Distortion

(04BW, 1kHe20kHz) -974B / -894B
(3 power, 1kH220kHz) -95dB
CCTR Inesmodulaton Distortion
(0dBW) 1004B
@3 power) -1034B
Nowe (A wtd. re 04BW) -88 6B
(re 273 power) -i1004B [ R
Resudual so1se (uawed) 75 4dBV
Input Seantinity (for 04BW) 9TaV
(for full outpur) 1706mV
ITnput loading 4%kohe / 20pF
DC offeet. kefnght +2mV/ ~4mV
Sermi Number 448225
Retad Price £1495 (ex-VAT)

28

specification  in brackets
alongside its measured per-
formance through the Test
Table, In all respects. save
input sensitivity, the 4Bisseen
o meet or exceed its mini-
mum pertormance levels,

Underdynamic conditions,
the 4B is capable of sustain-
ing  395W.  0625W, 78w
(1980 and 702X (27.00)
INto 82, 4€2. 2Q and 1Q loads,
respectively. with one chan-
nel driven. Into 8Q, this is
cquivalent to an THF head-
room of +1LOdB. The roltage
profile (Fig.2) provides
measure of the 137 load tol-
crance. Ina pertect world. the
SONTms  output  achieved
across 8 (black trace) would
he sustained across 10, 2Q
and 1€ (red. blue and green
traces,  respectively). The
aradual relaxation in voltage
witnessed here is preferable
to an abrupt collapse in the
regulation of the PSU into
2Q or 1.

This is further reflected in
the almost uniform increase
in current available into 8€Q,
482, 2Q and 19 loads (Fig. 3.
black. red. blue and green
traces, respectively), The 28A
maximum (29.6A over Sms)
is comfortably  accommo-
dated by Breston's quad-
complementary output stage,

comprising  some
cight  TO3-stvle
bipolar devices per
channel mounted
on  3200cm: of
heuatsinking. As a
result, there’s no
need for internal
fan cooling nor. if
the  amplifier s
mounted in a 19-
inch rack bay. is it
strictly necessary to
use external  air-
conditioning. Con-

trol cupboards
might be a different
issue, however.
Otherwise, and
aside  from  un
excusable Toss in
composure above
24Arms, the highly

consistent distor-
tion  profile  of
the 1B demon-

strates litde or no
progressive VI-lim-
iting. This. together
with the low 0.014€
output impeduance,
suggeststhe 413 will
behave very con-
sistently with all
nunner of speaker
loads, assuming a
decent gauge  of
cuble is employed.
Distortion,  too,
remains exception-
ally low under these taxing
conditions and is very close
to the limit of measurement
(~-90dBrusinga Short-Term
Fourier Transtorm and just
toms of data! Under contin
tousconditions, THID hovers
around  0.0013% midhand
and 0.003% at HIF across 90°

Fig.4:THD+N

21kHz) products are at or
below -100d13.

Fig.s also highlights some
PSU residual can carth-liftis
provided ), butthe A-witd S N
ratio of 88.0dB (re OdBX) is
stll TdB or 2dB above aver-
age fora product in this class.
Relative to two-thirds output,

T CCIRINTERMODULATION i@ 0dBW

Fig.5: CCIR intermodulation

of the amplifier's dyvnamic
range. The increase from
mid-to-high frequencies is
visible on the 3D plot (Fig, )
beyond SkHz, but is primar-
ilv composed of innocuous
2nd and 3rd harmonics. The
higher tth=9th harmonics are
indicative of crossover dis-
tortion.  but. at tvpicathy
<0.0010. are of little issuc.
Indeed. Bryston prides itself
on the linearity of its ampli-
fiers, specitving IM products
at <0.0009"0. This is con-
firmed by Figs  where
both 2nd-order (1kHz) and
Ard-order  (18kHz  and

www americanradiohistorv com

a figure of THOAB suggests
the 1B will not prove the lim-
iting noisc factor in a typical
rig! Allin all. the Bryston 48
ST emerges with a clean bill
of  health—a powertul,
value-oriented amplifier with
no significant laws and. sig-
nificantly, the reassurance of
i 20-veuar warranty |

PMC, UK.

Tel: +44 | 707 393 002,
Fade: +44 | 707 393 536.
Bryston, U5,

Teh +1 218 359 1454,
Fax:+| 8|8 359 9672

June 1999 Studio Sound


www.americanradiohistory.com

mark ot Microso!

Windc

nagine o place, |
YOuU e always
e ‘ N - '

)

BEHRINGER

L Wheaever finest details, an ultra-natural sound
. performance and the lowest possible noise figeres
. are what you aim at, only professional specs will
i do. That is why we use ultra-high resolution 20-bit
AD/DA converters at 64/128 times oversampling.

L Internal Power Supply Unit

& The internal power supply is a professional feature
* you want in your studio or live application We
& |eave wall warts up to our competitors.

24-bit OSP Power

With both parallel and serial processing available

from two engines, we are abie to offer spineting-

ling virtual rooms and a fantastic selection that
[ includes alt types of chorus and flanging efiects,
. steeo delays and a powerful vocoder.

P30 stands for Professional. The new DSP1000P
now comes with fully balanced ins and outs on
XLR and TRS jacks as well as greatly imoroved
algorithms and up to 5 seconds of delay time.

MDY
Full MID! capability allows real-time control of all

= ) parameters, program selection and memory
...SWitCh Oll, dumps (bulk transfers to and from the uniy.
press start, and be ready to lift off... ;| —
. & Precise mathematical models are used ta caicul-
Virtual reality machines can take you on amazing visual trips that make you feel you're actually there. 1 ate our unique reverb algorithms. The accuracy of
Our new VIRTUALIZER PRO DSP1000P can take you and your audience virtually to any place you want. p " hundreds of parameters used in the ohysical
It creates rooms, halls and arenas that sound so real, you can almost feel the action. Vit Acc - B modeling of real buildings which alsa includes the
important determination of "Early ReflCtions™
Providing 32 breathtaking new FX algorithms with up to 5 editable parameters each, our revolutionary E f:f:,’;:,;.’,‘;’: Sﬁﬁ,p;’f;‘f,;;,fs‘} ::;‘:,r;:e:?::::?
DSP1000P processor gives you the power to create unique effects and effect combinations.

The VIRTUALIZER's full-blown 20-bit A/D and D/A converters with 64/128x oversampling achieve - © BEHRINGER Quality

professional standards and ensure cutstanding audio quality. S | High-guality components and exceptionally rug-

ged construction are specified for alt our products,

. . ] : : " so that you can rely on a long life and durability of
You can easily edit all parameters ard values either from the front panel with the large jog wheel, via MIDI | all BEMRINGER products. Take our word.

controllers or a Windows®"-editor (free download at www.behringer.de). Any edits can be stored for

instant recall in 100 memories. A big plus for your Project Studio
& Looking for a great job opportunity?

YOU @ BEHRINGER?

§ www.behringer.de/eng/jobs

The VIRTUALIZER PRO DSP1000P.
Takes your sound to any place you can dream of.

DUAL ENGINE PROCESSOR

%

HRINGER International GmbH
Hanns-Martin-Schieyer-Stra3e 36-38
D - 47877 Willich-Miinchheide Il

féggﬁgé
55833333

%

Beg3RIVII|-
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:

A81CHT BANPURG RATE

support tel: +49 (0) 21 54 / 32 06 66
fax: +49 (0) 21 54 / 32 06 65
Hotling +49 (0) 21 54 / 92 06 66, Intemet at hitp://www.behringer.de Copyright BEHRINGER 1999 e-mail: support@betringer.de

Get more information about our entire product range and the Interactive World ot BEHRINGER!
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A PICTURE IS WORTH A THOUSAND WORDS...

Perhaps, but would photographs of our
Variable Mu or VOXBOX have created their
successes alone?
You have to hear this gear. You have to use
this gear. Put your hands on the knobs and
crank ‘em.
Engineers who have already gotten hold of
the MASSIVE PASSIVE have told us: “Why
does it make everything sound so much
better?”, “It’s organic and orgasmic.”, “It’s a
f%#king powerhouse.”, “It’s unlike any other high-headroom Manley all-tube make-up
EQ.”, “This is IT. The sound I've always dreamt of gain amplifiers deliver your tunes into the
but couldn’t ever get until now.” next realm. You'll need to experience this.

GOT THE PICTURE? Contact us for your nearest authorized MANLEY dealer.

Craig ‘HUTCH’ Hutchison designed these
monsters... The MASSIVE PASSIVE
is a two channel, four band equalizer,
with additional high pass and low pass
filters. “Passive” refers to the tone
shaping part of this clever new EQ
design not using any active circuitry.
Only metal film resistors, film
capacitors and hand-wound inductors
sculpt the sound, kinda like a Pultec EQ

on hyper-steroids. Super-beefy, hugely-

MANLEY LABORATORIES, INC.
13880 MAGNOLIA AVE.
CHINO, CA. 91710 USA
TEL: (909) 627-4256
FAX: (909) 628-2482
emanley@manleylabs.com
http://www.manleylabs.com
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Martinsound MultiMA X

The advent of practical surround-sound working has prompted the launch of
numerous multiformat monitor control systems. Rob James checks MultiMAX

URROUND IS TIERE to stav. Any movie

intended for mass distribution is now

produced inone or more tavours of
surround encoding. and television is not oo
Far behind. With glimmers of hope for agree-
ment on s standard or stndards for DD
Audio. surround is unlikely to go awav this
time. Anvsound studio looking toa profitable
future should be tiking notice.

Despite the availability of relatively Tow
priced miners and recorders capable of work
ing in surround. 1o date none of these ade
quately solve the problem of monitoring, The
Martinsound MultiMAN directly addresses this
inadequacy. fuis intended to beaone-stop solu
tiontothe problems posed by the increasingly
comples monitoring. routeing and encoder-
decader requirements for surround mixing. In
particular. in the contest of adding these capa:
bilities to existing musicconsoles, Martinsound
Tas o good deal of esperience in custom film
MONILOTNG SVSICIS. even nanubacuring it
recordists monitor unitcsound Camera),

MalMAN was developed by acdivision of
the company with o name that may be rather
more familin 1o some. Neotek, Neotek was
acquired by Martinsound in 1957, and has
deonsiderable reputation s o console man-
ufacturer. The Encore film console and the
Elite and Elan designs spring 1o mind

This combination of expertise has resulted
inasomew hat ditferent monitor control prod-
uct from the burgeoning compettion. Multi
MANis builtinto 1U-high rackmounting sy ~-
tem unit with an optional compact remote
control panel. The main unit has more audio
1-0y than 1 have ever seen in 10, This s
achieved by the liberal use of sub-1) 25-pin
connectors, 12 of them, The multichannel
-0, WIDE in MultiMAX parlancee. follow the
Tascam wiring conventions. Other [-Os will
require custom cables or patching. A Y-pin
sub-Deonnectsdataand powertothe remote
A combined FEC mains socket and switch unit
mmplclc.\ the s x‘l\cll'_\

Acouple of cautions. Firstlv with this niany
multicore connections. the heavy external
cabling will require some proper support 1o
avoid bending the rack-mount cars or worse
and secondly. at feast inmy setup. switching
the unit on with the monitors already pow
ered produces very big splats

The appearance of the front panel and the
remote is an interesting departure from the
nutjority of pro-audio Kitand [ do not simply
reler to the colour scheme, Martinsound has
eschewed the garish in fvour of a light grev,
monochrome approach. The only colour
comes from the internal ilumination of the
small square switches and the pale green
glow of the 1en

The most unusual aspect is the buttons on
the remote which are mounted almost tlush
with the panel. With one exception. the con-
trols on the remote exactly duplicate the front
panel. On the remote there are two rotan
encoders.on the nain unitonly one. The extra

Studio Sound june 1999

one is dedicared 1o production audio level
while the other, apart from normal duties con-
tolling nain monitoring level, is used tor
adjusting the various trim levels and selection
of setup parameters. The controls are foosely
divided into sixosections, These divisions are
indicated by the panel graphics that also use
arrows to give some indication of signal tlow

The wint inputs block is i unity gain mier
for five inputs, cach up 1o 8 channels wide
depending on the chosen format. Any or all
of Premix Inputs 1.2 and 3 nay be combined
with cither Direet or Plavbuack which toggle
The Premin inputs would be particukarly use

ful when versioning, (producing alternative
or foreign fanguage versions of previously
completed materiab The pik-pi kev adds
whichever is selected o the chosen Premix

inputs. This nomenclature isa souree of poten-
tial confusion it vou do not read the manual.
hepending on the particular application. this
may not necessarily be the place where vou
do PEC-Direct tape-source) switching.

The output of this block directly feeds the
Wik sends external owput connector that
would tvpically be used as the source foran
encoder-decoder such as Dolby Digital. DTS
or SDDS. Tt also feeds the 4:2:4 sends con-
nector using downmixing parameters, This.
as the name implies, is used as the souree for
a Dol Surround or Ultra Stereo encoder-
decoder. The output of the winr inputs block
absoappearsasan inputinthe Monitor Souree
area. The top row of tour kevs deals with
direet sources. and the bottom row: returns
W br Inputmix is above winy Return. The wipy
Return is usedto return the outputof an exter-
nal processor or as o replay return from a
recorder. So this pairing can also be used for

www americanradiohistorv com

PEC-Direct switching

The other direct source options are Dow e
mix. Mono and Console. The first two are
derived from the wibe Inputs mix and the last
is an external input for the mixing consoles
monitor outputs in either stereo or LCRS for-
mits. On the bottom row the remaining ale -
natives are Stereo Return which picks up an
external input, for example the Ltand Ri ol
total and Right totah outputs of an external
decoder: Mono which is simply the stereo
return stmmed, and Production. This isafur-
ther reference-only external input that may be
addedothe monitor source. The Monitor Sy~
tem block seleas which speaker svstem or
combination of svstems will be used.

AN TRONT-ALT selects between the primarny
wide format front speakers. This might e used

for two different sets of house speakers o if
a visiting engineer prefers to bring their own
LCR monitors. Surround and ‘Inners in 7.1 *or
mits remain the same. however it is possle
to invoke another set of surrounds with the
b1 1s-ks Kev. This allows for the alternative
point source and diffuse surrounds specied
by ditferent proprictary encoding svstems. The
other options are i close-field stereo pair and
A4 s Moo option that might be used 1o
cheek sound onainternal TV speaker. The
~oLREON section provides kevs thatselect and
indicate the monitor status of channels of the
Monitor Source. In effect these are used as
individual speaker mutes. but it is important
torealise that here thev act onsources toavoid
intertering with the bass redirection functions
The function of these channel kevs is charged
1o solo with the soto vonr key.

Al gain control is carried out by DCAs (Dig-
itatly: Controlled Attenuatorsy which are >

M3IIATYH
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REVIEW

< plivsically controlled by the rotary encoder
on the svstem unit or the two encoders on
the remote adong with the vt and piakeys

Ihe final section is where the fun starts.
Pressing extik opens the setup Directory on
the clear, backlit Navigation and sclec-
tion are achieved with a combination of
repeated presses of the exirg kev and the
nutin rotary: encoder which functions as a
selector once amenuis entered, s takes
vou back to the normal operational display
Giventhe number of possible parameters this
waorks reasonably well, although there are
occasional confusions until sufficient famil-
farity is gained

Top level options cover Formats., Down
mix parameters. LFE Alter. Bass Redirection
Main and ALT, Frim. External Control para-
meters, Other and Noise. Formats enables the
wibt Inputs, wint Return and Main monitors
1o be st 1o the required  formates)

T L3 T or LERS. Additionally the surrouncds
iy he set level orto the filmindustry -3dB
standard. This atenuation is used because
the surround information is tvpically fow level
and dropping the surround monitor level
results ina hotter level o ape and thus
reduced noise. Downmix and #2041 send ley
¢Is are automatically compensated when this
option is chosen. The pink-noise generator
is o useful feature. There s also a BP band
pass filtered option with S00Hz and 3kHz cut
otf levelcorrected to help setup limited band
width  spaihers. Obviously not  the
subwoafers. The noise is applied to the b
sends. the -2 pand Downmix outputs to help
check continuity and alignment. The pink and
BP tiltered noise are also two of the three
source options used in conjunction with Trim
to align the speaker outputs 1o an aceuracy
ol O LdB. This is also the means of calibrat
ing the SPL read-out

Alternatively, the external inputs may be
used 10 source noise from a console or tape
machine. To protect cars, sanity and speak-
ers. w1 and piare automatically engaged
when noise is applicd 1o the outputs and
should he defeated with caution... Down
mix level options mirror those allowed in
DVD production. Centre may be set 1o -3dB.
£5AB. -6 B or O and surround to -3dB or
OB, similarly the LFE Filter option is set at
S80Hz to simulutethe 1 fikering which occurs
in some bitstream compression encoders
External Control sets the options for control
ner Mute, Dimand Solo. Dim and Mute are
self-explanatory, butsolois i litthe more com
plex. in this context Solo means an external
solo command will foree the unit o switch
1N Momtor source 1o Con
sole i cither LCRS or
Mono dow nmixed modes
Although this is fine it vou
lave a i-bus console it
might prove limiting with
an 8-bus. 1 would have
liked to have seen provi
sion lor external PEC-Direct switching. The
enigmatically named "Other” parameters are
display contrast, DIM level and Production
level These may also be adjusted from the
panetwithout using the menus by turning the
knobwhile pressing and holding the relevant
kev, DIM level ranges from -3dB 1o -30dB.
Bass Redirection allows for monitor systems
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Martinsound, | 151 W Valley
Boulevard, Alhambra, CA 91803, LIS
Tel: +1 818 28| 3555.

Fax: 818 284 3091

Email: salesi@martnscund.com

without full range speakers and for checking
the effect of decoder bass redirection on svs
tems with sateltite speakers which cannot
handle full range audio. Bass is redirected o
other speakers that can cope—small sur-
rounds may have the bass redirected 1o the
LR fronts or the sub

The displav—which is identical on the
main unit and remote—is Large enough o
provide a graphic showing the format of the
WIDE inputs and both a numeric and graph
ical read- out of main and production SPL

Unlike the units 1 have previoushy seen,
MultiMax also provides an cight wide meter
output. This is not. of course, afteeted by the
speaker trim controls, but does follow the
source switching. Inanideal world, vouwould
have the same switching options for metering
as for speakers. but under independent con
rrol. However. this would probably result in
the cost of the unit becoming unrealistic. As
it is, this provision is most welcome

‘The MultiMAN approachis rather different
from the other muhtichannel monitor proces-
sors. It offers the means to extend monitor
and control of sources considerably bevond
the capabilities of the consoles it is fikely 1o
be partnered with, The downmixing options
are particularly comprehensive and allow for
all the current surround formats

I there is a downside itis in the wav some
of this is presented. The menu system is not
had. vet could be better. T am aware of the
argument that savs “speaker amps should
always be powered up last', but after con-
sulting a number of practitioners the verdict
WIS UNEINIMOUS: POWCTing up 4 monitor unit
should not produce big splits on the speak-
ers. MultiMAX wakes up with Directand Con
sole selected. T would rather have it in the
state itwas when turned off—with one exceep-
tion. it should always wake up with the out
put muted. The PEC-Direct switching can be
somewhat contusing. 1 think this arises pre
cisely because the unit offers rather more than
some of the competition. but also because it
seems to be aimed particularly at consoles
with a restricted number of buses—the Con
sole input is only four channels wide (LCRS ).
For example. if vou are using an 8-bus con
sole with the bus monitor outputs feeding
the REC input and an external processor 1o
monitor the effect on the mix vou can cons
nect a wide recorder return either to the play
hack input in the wide inputs section or 1o
the surround processor itselt which would
then have 1o be used tor PEC-Direct switeh-
ing. An alternative might be to use the auto:
miatic E-to-E switching switching of a recorder
where its input is con-
nected o the console bus
outs and the recorder’s
analogue output is con
nected to the Directinput
for monitoring purposes

Onee a suitable wav of
working s established
none of the foregoing will be a problem and
there are a lot of possibilities once vou get
into MultiMAN. With the well thought through
and particularly  generous provision for
external - processing and  downmixing.
MultiMAX should be a strong contender for
mastering and versioning as well as surround
origination. Il
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European Distributors

Impertation M
Phone: +33 149 38

Fax: +33 149

GERMAMNY
Soundware i

Phone: +

| 43
+41 1 434 22

UMITED KINGDOM

There's a mystique surrounding the
world's finest studio microphones. It
involves a heritage of technological
development that goes back about 80
years, along with a history of
performance that's set the standard for
the best sonic quality in recorded music.

As a new division of Alesis Corporation,
GT Electronics’ mission is clear: let
nothing stand in the way of delivering the
ultimate sonic quality that makes a mic a
legend in its own fime.

the new legend

GT Electronics
1633 26th Street
Santa Monica
CA 90404

www_gtelectronics.com
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The Birth 0f A Legend

The Diaphregm

All GT Electronics AM Series mics use a
super-thin 3-micron, gald-evaporated
mylar diaphragm for the ultimate in
sensitivity and transparent response.
Over 1” in diameter, the extra-large
diaphragm is precisely tensioned by
hand to ensure perfect accuracy.

The Tube

The GT AMé™ and AM62 maintain an
all-tube signal path for preamplification.
The tube, a military-spec GT5840M, is
the most odvonceJ audio vacuum tube
ever made. It offers incredibly low self
noise, along iife and nearly non-existent
microphonics. The result ... classic,
warm, rich tone that you demand from
a legendary tube mic.

ardiaid

Fixed Cordiaid

CLASS A FET

Please contact your local distributor for more information.
UK customers should call Sound Technology on 01462 480000

GT Electronics - A Division of Alesis Corporation
Ale a registered trademark; AM51, AM52, AM61, AM62 and GT Electronics are trademarks of Alesis

AMEI AMb2

T U B E T U B E

Cordioid
Omni
Figure 8
Super
Cordioid

What turns a studio
microphone into a legend?

Natural warmth. Rich
character. Crystalline
clarity that perfectly
captures the fine details
of every nuance. Most
importantly, it provides an
indescribable intimacy that
makes listening a deeply
emotional experience.

Legendary mics are made
by people who share a
passion for the art of
sound. So we gathered
together some of the most
passionate designers in
the world to create
GTElectronics, a new
division of Alesis that's
dedicated to the qualities
of legendary audio
eGuipment design.

It all starts with the
AM Series large diaphragm
studio condenser
microphones, which offer
everything you'd expect
from a legendary mic
except the legendary price.

GT. The new legend

has arrived.

<>

the new legend

www.gtelectronics.com
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T +44 (0)181 286 8600
F+44 (0)181 286 8625
www.olympicstudios.co.uk

Olympic Studios

UK
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Monitor Control Systems

he growing requirement for surround-sound monitoring Is leading
manufacturers to develop add-on controllers for desks with standard
busing arrangements. Rob James rounds up the Ii'l' critters.

TAND-ALONE MONITOR con
trollers have been around o long
time, butuntil recently these were
high-cost  custom  or  semi-custom
ifairs, tilored to specific clients needs.
Most recently. a number of manutuc-
turers have realised there is now a
requirement for relatively low cost off
the shelt” monitor controllers to com
plement the new consoles. Over the last
few months | have examined @& num
ber of these in detail
I'he first observation to make is the
diversity in design philosophy and
price. There is now something available
to suit nearly everybodyv. However, this
does not mean there is no room for
improvement or for another manufac
turer to build a “better mousetrap
Deciding which of the available mod
cls will best suit a particular application
may not be easy as all have strengths
and weaknesses, The one depressing
feature was that three of the four mod
els, as supplied for review, put splats
on the monitors when powered up.
Surely with monitors capable of pro
ducing target SPLs as high as 90d 13 per
chunnel, this should be a hasic consid
cration. Perhaps unsurprisingly, it was
the most expensive unit best addressed
the problem. This aside. construction
standards are universally high and
I have no reliability worries about any
of them. The other manutacturers

T, W,

- =

Otari PicMix
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have all said they
the problem

For i reasonably simple and straight-
forwvard solution at a very keen price
the Studio Technologics StudioComm
Modet 68/69 has much to commend it
For many applications this will he all
that is required. The fargest format
accommodated is 3.1 and with relativel
limited inputs the Model 68 69 (Stidio
Soind, October 1998) would he ideal
for a setup where 8-track recording is
used tor up 1o 6-channel surround. The
extra tracks can be used for a sterco
reduction M&E or whatever and the LR
hyvpass input and remote bypass func-
tion enables easy coexistence with the
MONILoring on i stereo console

With very little work and wiring the
68 09 can be integrated into an exist-
ing studio without changing the way
sterco  monitoring is done. The
ergonomics are good and the learning
curve shallow

The middle ground separating the
contenders is a little more difficult 1o
navigate. The Magtrax MusicBox (St
dio Sonnd. January 1999) caters for a
variety of formats up to 7.1 Discrete
LCRS. matrix LCRS. 3.1, 7.1 and virtual
T Itis also possible to store up o
four setups for future use. Again the
number of inputs is somewhat limited
but tor most people this should not be
too much of a handicap. The 5.1 and

are Clooking at

- e
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Adgil Director

7.1 modes allow the user to specity
whether Subwoofter, Centre and Inner
LR speakers are physically present.
Where they are not, the unit provides
anapproxinution by downmixingonto
the availuble speakers. In all modes.
with virtual or phvsical speakers, it is
possible 10 “collapse” or downmix 1o
mono or stereo 1o check compatibility
at the press of a single kev. Ergonomics
are reasonable und the menu svstem
cun be worked out without recourse to
the manual.

The more costly Martinsound Multi:
MANX (reviewed on page 31) also caters
for formats up 1o 7.1 channels. It has
more multichannel inputs than either
of the above units. but these may be
of limited use to many people. Forcon
ventional film-stvle mixing the PEC-
Direct control mav be confusing
MultiMax’ forte is in dealing with mul-
tiple formats. Two codecs can be con-
nected simuliancously and there are
numerous down-mixing oprions. but
no means of sroring complete setups.
It is the onlv unit in the group with
the considerable bonus of sepurate
meter outpuls.

The ergonomics are also reasonable.
but with a slightly less obvious menu
svstem than some. | think the choice
between the middie two comes down
1o a relatively simple system for mixing
or a more complex one with more
options such as meter outputs which
will be particularly appropriate in mas-
tering or versioning.

The remaining system is the Adgil
Director (Siudio Sound. Narch 1999).
This carries a hetty price premium over
the others tor a tully featured unit. But
this is a modular design. It is possible to
start with a comparatively modest set of

Adgil: Sascom, US. Tel:+1 905 469 8080.
Fax: +1 905 469 1129.

MagTrax: Aspen Media. UK.

Tel: +44 1442 255405.

Fax: +44 1442 399944,

Otari: Stirling Audio, UK.

Tel: +44 171 624 6000.

Fax: +44 171 372 6370.

Studio Technologies, US.

Tel: +1 847 676 9177.Fax: +| 847 982 0747.

Studio Sound June 1999

modules and expand the system as the
studlio requirements change. Director
supports all formats up 10 3.1 and vari-
ous codecs. A fully expanded svstem
with the 9840 remote offers up to 80

inputs with two 8-channel ouls plus one
stereo. A subsystem is also available that
can work in tandem with a Director svs-
tem or function as a stand-alone tormat
selection matrin and or third-octave
speaker equaliser. The Adgil feels
closer—und indeed is closer—to a full:
blown custom solution. However. once
vou get into this price region there are
other contenders from Studio Tech
nologies and MagTrax, Otari with its
PicMix svstem and several others.

The bottom line is that if vou are seri-
ous about surround work. then vou
need a separite monitoring controller
unless vou are fortunate enough toown
one of the tew consoles with an ade-
quate built in provision. Once the
requirement for a controller is cstab-
lished. the actual choice of unit
depends on what you want ro do. now
and in the future and, of course. what
vou can afford. B

service.

Providing Broadcast Solutions to the World

When you need a piece of
broadcasting/transmission
equipment go shopping at
lice Stiop

We supply everything from
PPM/VU Drive Cards to
Problem Solving Boxes.
See our full catalogue

and on line
ordering

website: www.aliceshop.com

Click’ here for our new on line broadcast/ transmission equipment
ordering system.

Tel: +44 [(0)1342 833500 email: sales@alice.co.uk
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ATC SCM20A Pro

For methodology see Studio Sound, April | 998, page 14,
See it on the Internet website:

www.prost’jdio.comistudicsound/apri98/r_tannoy.html

Studio Sound's ‘bench test’ loudspeaker reviews continue with the SCM20A. Keith Holland reports

HHE \l( SCM20A Pro

s a” 2eway o oadtive

loudspeaker wih a
built-in amplifier and cross
over package. The low fre-
quencies are handled by a
nominally: 200mm  diameter
cone driver and the high fre-
quencies byoa 3omm soft
dome  tweeter that fires
through o shallow horn
wave guide, The cabinet is

a sealed-back Ginfinite bat-
fler design of cast alu-

miniunt  construction  with
an unusual shape. having
plan view  that s best
described as the shape of a
lidy's fingernail, with  the
drivers mounted at the cuti-
cet The rear punel has a
large cast heatsink with ver-
tical fins. an [EC-type mains
socket. an XLR-type input
socket and switch, and o
control marked sass 1o that
has S steps from OdB 1o
+0dB. The  measurements
presented in this review
were carried out with the
Buss EQ control set 1o dB
ref. Also on the back panel
is o sensitivity uim control
accessible with o small
screwdriver through a hole,
The cabinet has external

dimensions  of - approxi-
mately 130mme high by
205mm wide by 312mm

deep. and. despite s rea-
sonuble size. weighs inoat
approximately 30kg per
cabinet:  monitor bridge
mounting is definitehs not
recommended.

The  on-axis  frequency

ATC, Gypsy Lane, Aston Down,
Stroud, Glos, GL& BHR, LIK.

Tel: +44 | 285 760561

Fax: +44 |285 760683
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response (Fig D) lies within
£2dB3 from TOHz to 20Kkl
a commendable result. The
low-frequency response s
smooth and extended. being
10dB down at 40OHz and
only 20dB down at 20Hz.
The acoustic centre result
(Fig.2y confirms this gentle
rofl-oft with the low fre-
quencies suftering a group
delay that corresponds 1o a
shift of only about  1.5m
relative to the high trequen
cies. The harmonic distor-
tion results shows  Jevels
below -40d3 (170 ar alt
frequencies above 8otz for
the  2nd harmonic.  and
above 00tz for the 3rd
harmonic, The  horizontal
directivity (Fig.5) s well
controlled  with hardly any
narrowing in the upper fre-
quencey runge of the woofer,
and o smoothly narrowing
high-frequency response.
The vertical  directivin
(Fig.6) is similar except for
the inevitable  dip at the
crossover  frequeney due
to the physical spacing of
the  drive-units. The  step
response of the loudspeaker
(Fig.3) shows good  time-
alignment with o high fre-
quency rise oceurring only
about 0.5ms carlier than the
muin response. The power
cepstrum - (Figo 1) shows
hardly - any evidence  of
cchoes: cabinet  edge  dit-
fraction problems appear o
be kept o a low level by the
adoption of rounded baftle
edges and the short tweeter
horn—a result that is con-
firmed by the smooth on-
axis - frequency response.
Fig.7 shows the waterfall
plot for the SCM20A Pro,
Animpressive  low-fre-
quency time-domain pertor-
mance is evident from the
rapid decay at low frequen-
cies: the response fulls 1o
-0dB atter Jess than 20ms.
Apart from some very low
level ringing  at about
300Hz. this waterfull plot is
nearly perfect. Overall the
ATC SCM20A is an excellent
performer. The on-axis fre
quencey response and  time
domain  performance  are
commendably good. and
the directivity is well con-
volled. Perhaps the most
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impressive  feature of - this
loudspeaker. however. is the
low-frequency response:
ATC have achieved very
respectable low-frequency
extension from a smuall cabi-
net. without the need for a
port or a high-pass  (sub-
sonic) protection filter. The
result is much Jess low-fre
queney group delay and
increased  response at ven
low frequencies. NTC claim
low levels  of  harmonic

www americanradiohistorv com

distortion at high tevels for
their driver; our measure-
ments at 90dB at T dis-
tnee  cannot  confirm  this
claim as the measured levels
are about average for a
loudspeaker of this size. but
it true. the low frequency
performance of  this loud
speaker should e very im-
pressive indead. The down
side for some. however.,
may be the sheer weight of
the loudspeuakers. @
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) {
Superdupe dubbing suite,
New York.
Design by Walters - Storyk
Photo by Robert Wolsch.
J —

SURROUND YOURSELF
WITH SPENDOR

----- " o Spendor is consistently associated with

m_ the highest quality active monitoring
systems as many of the World’s top

""""" ’ Broadcasters and Production facilities rely
on Spendor for their ultimate reference.

Facilities such as the world famous
Superdupe dubbing suite in New York.

Spendor also recognise that to confidently
create and mix natural, well-balanced audio
in the 5.1 format, requires a monitoring
solution specifically designed for the task.

It is with this in mind that we have
developed a new range of dedicated 5.1
monitor systems.

Regardless of room size and budget,
these systems simplify the task of installing
definitive surround monitoring for both
purist audio
and audio-
for-video

mixes.

amo
L

Call now for
a full color

brochure. ‘\
SPENDOR

YOUR ULTIMATE REFERENCE

SPENDOR AUDIO SYSTEMS LTD

STATION ROAD INDUSTRIAL ESTATE

HAILSHAM o EAST SUSSEX » BN27 2€R

TEL:+44 (0) 1323 843474 » FAX: +44 (0) 1323 442254
web: http://www.spendor.mcmail.com

email: spendor@mcmail.com
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HEAR THE DIFFERENCE

The world of audio has just changed everything. Just as the CD
revolutionized the music industry some fifteen years ago, DVD is
shaking things up even more.

The New World of Audio
Most people think DVD is just about video, but it's the sound that
brings the picture into focus and immerses you in the experience.

DVD's large storage capacity and high bandwidth make it perfect to
deliver a wide range of new formats. With the advent of the new
DVD-Audio specification, DVD now delivers even more: High Density
Audio in surround, sampling rates as high as 192kHz, streaming lyrics
in multiple languages, Smart Content automatic mixdown, extended
program lengths, and more. The world of creative possibilities has
exploded overnight.

DVD-Audio is changing the way music is experienced, how it is
mastered and delivered. If you're a professional mastering engineer
or studio, then you need to be ready with the creative tools and
technology to start working with audio for DVD today.

Sonic Keeps You at the Forefront

[n 1988 Sonic delivered the first non-linear system for professional audio
editing and CD prep, SonicStudio™. Since then, we have kept our users at
the leading edge of technology, helping to deliver the Oscar®, Grammy®
and Emmy®-winning productions that set them apart.

In 1996 Sonic pioneered the world of DVD publishing with DVD
Creator”, the industry’s leading DVD-Video production system. Today,
SonicStudio HD* and DVD Creator are used to make DVDs by more
facilities than all other companies combined. And now, Sonic integrates
the best of both with the first-ever systems that enable you to master
DVD-Audio.

Start with OneClick DVD™ - a powerful option for SonicStudio HD
audio workstations that gives you the power to master DVD-Audio
content, or set up a multi-workstation DVD-Audio workgroup — there's
a system to match your individual application and budget needs, and
you can add additional capability as you need it. In fact, you can easily
expand your existing Sonic audio mastering suite to include multi-
channel, High-Density DVD-Audio mastering today.

If you are premastering high quality audio sound tracks for cutting
edge artists, or editing a symphony master in multi-channel 24-bit,
96kHz audio, Sonic Solutions delivers the professional audio
solutions you're looking for.

Hear the Difference Today.
Visit us at www.sonic.com

Sonic Europe ® 21 Warwick Street, 4th Floor, London W1R 5RB, UK
tel: 44.171.437.1100 o fax: 44.171.437.1151 » email: info@europe.sonic.com

®© 1999 Sanic Solutions. The Sanic Solutions logo. Sonic. Senic
Solutions. and SonicStudio HD. High-Density Audio. OneCiick DVD and
DVD Creator are trademarks of Sonic Solutions. All others are trade

marks of their respective holders. SONIC SOLUTIONS
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Soundscape R.Ed

Soundscape’s new R.Ed DAW is expected
to ship in the summer and uses 32-track,
24-bit hardware with 28 inputs and 32 out-
puts per unit running on Windows NT
95/98. Prices for a 32-rack system: with 24
digital 1-Os starts at £3,395 + VAT and sup-
ports two fixed and two removable EIDE
drives per unit to a maximum of 137Gb per
disk. It has two AES-EBU inputs ad four AES-
EBU outputs plus 24 digital I-Os via three
TDIFs. The TDIF ports can be connected
10 three Soundscape SS8IO-1 audio inter-
faces for analogue interconnection and
TDIF-ADAT conversion. Recording, editing
and playback runs from enhanced Version 2
soitware from the company’s SSHDR1-Plus
system. Synchronised high-quality nonlin-
ear picture can be played via video capture
cards and R.Eds can be linked together for
a larger system with the Mixtreme PCI card
providing an expandable mixing engine.
Soundscape, UK. Tel: +44 1222 450 120.

Dateq broadcast console

Dateq’s BCS 25 console has been designed
for postproduction rooms, OB vans, on-
location transmission studios and second
studios. The BCS 25 frame comes with eight
input channels (with an equaliser being
optional), Power Supply section and an
extensive Master section with LEn PPMs. The

universal Input Channel features three
inputs (Line 1, Line 2, Mic), a Gain control,
a 3-band equaliser (optional) and a Balance
control. Communication facilities are inte-
gralto the console. Among these is the abil-
ity to route the communications signal 10
the PGM Output.

Dateq, Netherlands.Tel: +31 36 547 2222.

Fairlight pictures

Fairlight has unveiled the ViVid nonlinear
digital recorder. Vivid's recording data den-
sity is selectable and runs te a 9Gb hard
drive. To keep maintenance to a minimum,
ViVid's mechanical design cantains just six
moving components. An optional editing
package for Vivid video and audio files is
included as part of the introduction, and the
recorder will be interfaceable with Fair-
light's digital audio workstations via future
software release.
Fairlight,Australia.Tel: +61 2 975 1230. >
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tc electronic Finalizer Plus 96

Upping the ante on an established processor is a shrewd move
towards fast and wide digital audio. Dave Foister clocks the kit

HEN t¢ electronic introduced the

original Finalizer. it was aimed

not at the mastering room but at
the recording studio. The intention was to pro-
vide enough mastering 1ools in one box 10
allow the smaller operator to cut out the mid-
dle man and create finished punchy masters
at the final mixing stage. The fact that it does
this rather well is attested 1o by the presence
of u Finalizer in a lot of mastering rooms. pur-
ticularly since the upgrade tothe Finalizer Plus.
But nowackivs you can't call yourself a mas-
tering engineer if you can't deal with 24 bits
and 90kHz sampling. and while the bits were
provided for the sampling rate wasn't. Until
now: here we have the Finalizer Plus 96
accommodating evenvthing the aspiring high-
end master needs.

I'he 96 does more than just add the high sam-
pling to the Finalizer Plus. but before looking
atwhat that is, a reminder of the Plus's features
would be worthwhile—it was my first
encounter with one after years of using an orig-
inal Finalizer. On the Plus the signal path allows
for even more tlexibility: the original chain
alwavs had FQ. gain normalising, compression
expansion and limiting, plus an insert point that
was really just a choice of three extri processes.
The Plus retains the full set of multiband
dynamic processing and the normaliser. but
now has two insert points. either of which can
contiin a 3-hand parametric EQ if it is necded.
The other alternatives are siill there. including
the Digital Radiance Generator and the sierco
width balance processor, together with MS
encoding and decoding. so that any 1wo ot
these can be combined along with the dynam-
ics. And there are extras. like the dynamic EQ.
apowertultool that candode-essing and much
more. with full control over the frequency bund
and width. threshold. attack and release. The
last addition. perhaps the simplest but very
much in demand. is the option 1o
use either insert as a real insert
point. taking the signal out of the
Finulizer (in analogue or digital
form) for exiernal processing
(reverb being the obvious thing
that the Finalizer can’t do itself)
and back again

The 96 version adds yet another insert
option called Spectral Stereo Image. This uses
familiar techniques to make the stiereo pic
wre wider or nwrower. but as might be
expected from the Finalizer it does it inde-
pendently on three frequency bands, with
user-adjustable crossover points. Thus the top
and middle can have their widths extended

www americanradiohistorv com

tc electronic, Denmark.
Tel: +45 86 21 75 99.
US: tc electronic.

Tel:+ | 805 373 1828.
Fax: +1 805 379 2648.

without compromising things like hass and
hass drum, which can be left sitting firmly in
the centre. This small but original idea is very
effective. adding controlled enhancement
where it is most usetul without the usual side-
effects. Why this can only be done in the
96kt Iz version is not clear

But of course this high sampling rate capa-
hility is the reul key 10 the new version. The
96kHz mode is selected on the main input
page. and thereafter the actual clock rate can
be set toeither 90k Hz or 88.2kHz. Unlike some
other processors, there appear to be no trade-
offs 1o using the higher rutes: the full set of
processes is still available as it would be at
48k11z. This means that all the familiar fea-
wres of the Finalizer can now be used in full
hlown high resolution applications. complete

GATN REDUCTION

with the facility to dither down to 16. 18, 20
or 22 bits (or even 8!) as required. As one
would hope. there is a choice of dither options,
although the hasic tvpe is fixed at TPDF. What
is adjustable is the distribution of the dither
across the stereo. with a choice of mono,
stereo or out-of-phase.

The output format options seem 10 cover
most requirements. It would have been casy 1o
opt for 24 bits only at 96kIz on the assump-
tion that the two ahvays go together. but that is
not the case: | am not the only one with a Pio-
neer 90kHz DAT machine that can manage the
high sample rates but is restricted 10 16 bits.

Although sample rate conversion is avail
able onthe Finalizer's inputs. it doesn'tappear
1o include the facility 10 downsample from
double 1o single rates. a job that needs 10 be
done properly in the increasing number of
situations it is required. The Pioneer, tor
instance. can do it. but the implementation
according 1o some leaves something 10 be
desired: this would have been a useful addi
tion 1o the Finalizer's features as more an
more material is being recorded
at high resolution and con-
verted down for existing CD-
format media

But that is a small omission
and the real point of the Final
izer Plus 96 is not necessurily 1o
do very much new. but 10 do
the things it already does so well in the high
sampling domain. The power of the svstem
is established and the couple of extra teatures
also work very effectively. broadening the
palette still turther. In its hot-rodded form it
will be received enthusiastically by those who
know it and trust it. and want to bring its famil-
iar arsenal 10 bear on high-rate projects. ll
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PREVIEW

beyerdynamic M 99

Returning to the root of its namer, beyer's latest mic is
a quality dynamic. Dave Foister goes into action

EYERDYNAMIC's MCE 90. reviewed
lust month. is not the onlv newcomer
in the catlogue. While that was an
unusual electret condenser. the M 99 is the
kind of thing that gave the company its name:
aquality all-round dynamic. Dyvnamic micro-
phones often have one special area in which
they shine. and the true all-rounder is relua-
tively rare. but this is what beyer appears 1o
be trving 1o achieve here
There is enormous potential for confusion
when first using the M99, Nothing on the micro-
phone indicates which is the front: its related
MCE90is a side-fire design and similar in appear-
ance. sharing the same suspension mount: and
the picture in the manual shows it sitting upright
in its mount as though it were side-fire 100.
Puding it up like this results in huge disap-
pointment. as the sound is distant and vague.
The reason. you've
guessed it is that the M
99 is actuallv end-fire
like the big E-V. Add the
factthatits polar patern
is a tight hypercardioid
(tending towards fig-
ure-of-cight at low fre-
quencies)and its failure
1w work properly in the
wrong orientation is
hardly surprising
swivelling it through
90 brings a big sigh of
relict, as  suddenly
eventhing comes into
tocus. It ulso makes it
casier 1o inspect the
switches on the micro-
phoneshase. a further
indication of the tlexi-
bility bever hopes to
achieve. A dvnamic
microphone rarely has
any controlson it. apart from the on-otf switch
on a hand-held vocal model. and user control
over the behaviour is normally the domain of
the condenser microphone. Yet beyerdvnamic
has opred 1o put not one but two frequenc
contour settings on the M 99
One setting is the obvious bass rolloft tor
close work. designed 1o com
pensate for proximity eftect,
and the other specificall
addresses  broadcast  voice
applications with an overull
loudness contour. This auenu-
atesthe mid hand leaving eftec-
tive  hoost  at  the 1op
and botom. aiming for a big
punchy sound
Onc of the microphone’s two
switches  chooses  between
these two settings while the other bypasses
them altogether for a linear response
Ncither of these curves could be called
subtle. The LF filler does @ more thun ade-
quate job of reducing the bass response, cre

40

beyerdynamic, Germany.
Tel: +49 7131 6170.

Fax: +49 7131 60459.
US: beyerdynamic.

Tel: +1 516 293 3200.
Fax: +1 516 293 3288.
UK: beyerdynamic.

Tel: +44 1444 258258.
Fax: +44 1444 258 444.

ating its own hright forward sound, which is
distinctive enough 10 be used as an eftect in
its own right. The other sctting does exactly
what it says next to the switch. and produces
a verv thrusting sound that could cut through
anything—I unwisely wried it on a close-up
tenor sax and it could huve cut through sieel
plate. In its place this will be verv useful; this
just wasn't its place. For spoken voice it has
the right ingredients o grab the auention and
punch through a hackground, delivering a
sound that is much larger than life in all the
important wavs—and it looks the part too.
I suspect that if the M 99 had 1o choose an
application 1o specialise in, this would be it,
as it does it so well. It is not completels
immune o pops. hut will present no prob-
lems 10 an experienced broadcaster.

No amount of on-board EQ tailoring would
he worth a light unless the basic sound of the
M99 was up to the mark, and it has to be said
that it would be surprising if beyerdynamic
had achieved anything less. Attempts to put
a dynamic into the same league as a con-
denser in terms of its accuracy and neutral
ity rarely succeed. but this comes far closer
than most. Put it up next 10 a décent con-
denser on a demanding source like a grand
piano and the difterences are considerably
less than might be expected. There's not quite
the depth or the warmth. but the op end is
renxirkubly smooth, extended and controlled.
Obvious enhancement is avoided, and
the overall breadth and flatness are very
condenser-like.

Ot course in the obvious applications it
excels. [t seems impervious to high levels. so
thatan enthusiastic guitarists amp inches awa
presents no difhiculties at all. and the sax men-
tioned earlier. while showing that the EQ does
not suit everything, showed no signs of striain
when the linear setting was used. This com-
hination of quality frequency response and
rugged SPL handling is a particularly attrac-
tive pairing of attributes that is no douht
exactly what its designers were  hoping
10 achieve.

The supplied kit comprises the microphone
and its suspension mount—here is apparenty
no other kind: although the stem at the base
looks 10 be a standard 19mm
diameter—in a big standard
plastic carrving case. The box
looks to be more than equal 1o
the demands of protecting an
atready robust microphone.
The mount centres on i ring
with three teeth that ¢lip into a
groove around the M99's mid-
dle, and this certainly engages
more easily than it disengages.

A dvnamic that thinks it’s a
condenser? The best of both worlds. smooth
rugged. simple and sophisticated. would be
a useful animal indeed, and. although
the M 99 is not quite that animal, it comes
remarkably close. ll
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Octagon enhancements

D&R has launched the Airlab radio on-air
console for local community and hospital
radio. An original feature of the console is
the ability to program various set ups of the

- console and store these on a chip card. This

allows engineers and DJs to configure the
console to their personal requirements
using their own card. D&R has introduced
a Stereo Dual Line module for the Octagon
film console. The module features two
stereo line signal paths with motorised
100mm faders. Each signal path has 4-band
swept EQ with fully parametric mids.
Twelve Auxes are available, the first four
of which are stereo pairs. Inputs can be
assigned to the main eight master buses as
well as the 48 group output buses.

D&R, Netherlands.Tel: +31 294 418 014.

FAR’s AVé

FAR’s 2-way active AV6 features amplifiers
that deliver 120W (180W peak) for the low
frequencies and 70W (110W peak) for the
high frequencies. The compact monitor will
generate 120dB from 45Hz to 21kHz. The

woofer is a high-power 8-inch device able
to reproduce high output without distor-
tion. The Av6 also benefits from optional
electronic ‘curves’ that include a simula-
tion called ‘car’ that reproduces the sensa-
tions felt in the best car installations.

FAR, Belgium.Tel:+32 259 7412.

Euphonix convertors

Euphonix has revealed a range of multi-
channel convertors described as offering
high-quality 44.1/48/96kHz, 24-bit signal
paths and ‘setting a new standard in per-
channel price performance for the digital
broadcast market with 28-channel modu-
larity’, configurations include analogue-
AES-EBU; AES-EBU-analogue; AES-EBU-
MADL, MADI-AES-EBU; MADI-analogue;
analogue-MADI; analogue-analogue via
MADI (snake) and AES-EBU-AES-EBU via
MADI (snake).Features include on-demand
sample-rate conversion and bit reduction
per AES-EBU stream and auto-detection of
external sync.

Euphonix, US.Tel: +1 650 855 0400.

Audio Design EuroRack
Audio Design has developed a range of
24-bit A-D, 20-bit D-A and 20-bit >
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"The combination of prafessional features and
easy to use remote interface makes the
CDR640 unbeatable.”

Graeme Clark (Producer/Bass Guitar)
WET WET WET

Marantz Professional Kingsbridge House Pzdoury Ozks 575-583 Batr Fcag Longford Middlesex UB7 OEH United Kingoom
Telephone: +44 1753 686080 Fax +44 1753886020 Internet: www.marzréz.com
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Black Box and Ravencourt gadgets

A location recordist’s lot can be made considerably happier through
the use of various gadgets. Neil Hillman weighs up a sack full

IME WAS WHEN a sound recordist was

considered 10 be just a little bit Hash

if he carried anvihing more exotic than
aSennheiser+16,a " ~inch Nagru. a propelling
pencil and an interchangeable screwdriver.
Not these days: we could. should we choose
t0. take to the road with as many peripherals
as a seventies rock guitarist on tour with his
latest incarnation of super-group. | can ver-
ify. however. that woolly-windgags are flam-
muble. so tcking a freshly lit cigureue into
the end of the boom pole immediately before
recording while appearing immensely cool,
could be rather expensive. Therefore. while
Hlured trousers are no longer obligatory, time-
code devices certainly seem o be

Black Box Video is a small British com-
pany that has been at the toretront of this new
market sector. offering a fine selection of inno-
vative products all builtwith the recordist very
much in mind. BB's time-code TN-RX svstem
is able 1o tansmit time code from a camera
10 4 recorder using a reliable. robust UHF link
on 418MHz. The subminiiure transmitter is
little bigger than the aerial and plugs directly
into the camera’s BNC socket. Power is taken
from the camera via a 4-pin Hirose plug. The
standard range is approximately 100M. while
the “"X-tra” version on 433MHz has a higher
poweroutput. lower power consumption and
a 3-fold range increase. The receiver is smull
(30mm x 120mm x 60mm) and outputs data
on a BNC connector. A locking toggle switch
ensures that the unit is not accidentally
switched and the quick change batterv com-
partment carries a standard 9V MN1604 bat-
tery that powers the unit for about 12 hours.
Time-code readers are also available for pro-
duction statf 10 simuhianeously take accurate
shooting notes, fed from the same source.
The whole system is DT! approved and the
good news is that no licence is required.

A useful. inexpensive item is the Black Box
BNC Time-Code Pad that ofters just the right
amount of attenuation for feeding a Walkman
recorder for transcription casseties. With the
pad in place. the output is set at -12d1 rela-
tive (o the programme 1o ensure crosstalk is
eliminated. Generally, the convention that has
become common practice is 10 record time
code onto Track 1 and programme material
onto Truck 2. This lintle addition o the armoury
is necessary as an ordinary 6008 20dB pad
does not present the correct impedance for
the time-code signal

Ravencourt is another small
UK company that oftfers inter-

-S0dB, with respective output impedances of
600Q. 3kQ and 300Q2 for each position. The
slereo monitor returns are sclecied via a
4-position rotary switch, with the fourth return
being on 4 3.5mm mini-juck socket.

The Ravencourt Really Useful Box cernainly
conforms 10 the trade descriptions act, for
either studio or location use. This is again a
small and lightweight device that performs
several functions 1o assist in rigging or lining-
up 1o remote sources. The tone generator
offers 1kHz or 10kHz at 0dBu and is routed
10 the output via a 3-position master toggle
switch (marked T~. oFf or 18) set 10 TN, and
thenontoananenuation hank of iwo switches
that enable reduction up 10 -30dB in 10dB
steps. With the 3-wav mastertoggle setinstead
1o TB. TalkBack communication may be cre-
ated through the internal electret microphone
and preamplifier sent 10 the output. The

-inch headphone output can he used 10
either monitor the output of the device or by
pushing the reTswitch, the signal arriving back
atthe device. The return input s electronically
balanced and unperturbed by unbalanced sig-
nals. The main output is electronically bal-
anced on a 3-pin male XLR connector and
cross-coupled so that it may be unbalanced
without any signal loss. Two webs indicate the
presence of microphone power at the input
10 the microphone preamp; one 1ep lighting
for T Tonader power, both wns illuminating
to show phantom power.

But perhaps the most exciting device from
Ravencourt is the Check-Mate, a pen-sized
device that plugs straight onto the microphone
connector of either a Micron or an Audio Lid.
radio transmitter. In the area that would nor-
mally house the pen cap there isa display win-
dow thaton connection to the transmitter gives
aread-out that shows. firstly, the battery volt-
age and then the operating time left in that
battery. This display window may b twisted
10 enable viewing it the transmitter is being
worn by an artist and would pay for itself in
terms of reducing unnecessary  battery
changes in a very short time

Okay. perhaps the simile to the lead gui-
tarist is 100 rich; most of my sound colleagues
would be most uncomfortable falling o their
knees as if in the middle of a screaming-har-
monic, middle-eight solo. Maybe then, we are
really the bass plavers of the welevision indus-
try. This reminds me of the first time I ever
filmed ina ruin torest in South America. When

we were greeted at the jungle
airstrip by our local fixer

esting specialist iiems. The  Black Box Video, UK. Mantu, we asked about the
‘Ravencourt Camera Splitter’  Tel: +44 1494 676192. incessant tribal - drums
has o small foorprint (120mm  Ravencourt, UK. —Drums stop, verv. very bad’

X 00mm x 40mm) 1s robust yet
lightweight and completely
passive. It turns the 10-pin output of - loca-
tion mixer into three independent stereo bal-
anced teeds. ull with return monitoring,
Switched attenuators for exch output give a
choice of levels between 0dB. -10dB and
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Tel: +44 1422 844877,

came the replv. Next day

incessant drumming, same
reply. For three weceks the drums relentlessly
tortured us until eventually we cracked and
screamed Mantu, please, svhy very. very, bad
when drums stop?’. Shaking his head slowly
Mantu whispered ‘Drums stop. bass solo”. Il
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< sample-rate convertors as 160mm plug-
in Euro cards. Designed as a cost-effective
solution where installation budget and
space are limited, these units offer up to
eight channels of A-D and D-A plus SCR
conversion in 1U for as little as £199 UK
per channel. The housing rack will accom-
modate up to four modules, and has built-
in redundant power supplies with onboard
external sync capabilities to lock the plug-
in convertors to World Clock or house sync.
Audio Design, Germany.

Tel: +49 7141 22660.

Opticom OPERA

Opticom’s OPERA—Objective Perceptual
based Analyser—is claimed to be the first
commercially available tester to incorpo-
rate PEAQ, the ITU-R recommendation for
measuring perceived audio quality. OPERA
can assist broadcasters, network providers
and equipment manufacturers to objectively

evaluate and monitor the sound
quality for almost any dpplication from sys-
tem design 1o live on-air operation. As
opposed to traditional audio measurement
methods, the new systems will be able to
simulate the subjective evaluation of a sin-
gle subject or even complete listening tesis
in the daily operational environment. This
is because the systems, which work in the
same way as the human ear, are able 10 dis-
tinguish between imperceptible and annoy-
ing transmission errors. The OPERA family
of measurement equipment comprises a
PC-based workstation with Pentium Il
processors, state-of-the-art audio interfaces,
and runs Windows NT. This allows for
easy interchange of measurement results
with data bases, as well as convenient
programming of automatic quality
assurance applications.

Opticom, Germany.Tel: +49 131 691160

360 Systems

hard-disk recorders

New from 360 Systems are the 4-channel
TCR4 and 8-channel TCR8 synchronous dig-
ital audio hard-disk recorders. The models
offer 24-bit audio, massive internal hard
disk storage, high-density removable disks,
random access hard-disk siorage, complete
time-code implementation, and VIR emu-
lation. Editing features on both include >
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And Now, The News.

Technical worksurfaces by Studio Schemes

With 16/24/32 module frame sizes
including split frames, and 35

module options comprising various
forms of Mono, Stereo, Telco, Stereo Telco, Group, Master,
Communications and Monitor, the new Soundcraft Series 15 radio

console is precisely what you need it to be.

4 stereo groups as standard give the Series 15 exceptional
fiexibility for production work, and excellent cleanfeed rejection

equips it perfectly for the ISDN age.

Being a Soundcraft console, everything’s right there — external
machine control, muting, monitor dimming and legendary Soundcraft
sound quality, all accessible from a panel layout that will be instantly

familiar to all users of other Soundcraft radio consoles.

Now there’s a flexible, cost-effective console solution for all kinds

of broadcast and on-air radio broadcasting. Soundcraft Series 15.

Soundcraft +44 (0)1707 665000

sl - SOUNACraft

H A Harman International Company
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REVIEW

Tube Tech CL2A

The Danish biue brand has melded two CL I Bs for stereo compression.
Zenon Schoepe counts pennies, wondering what might have been

T IS NOT THNT OFFEN that Tube Tech

comes out with i new unit, but whenever

it does, valve aficionados have 1o sicup
and listen. The fast offering from the Danish
company’s camp was the superh MECIAL a
masterful interpretation of the coneept of the
voice channel and one that combined com-
ponent building block derivatives from exist-
ing Tube Fech products. Combining a mic DI
input scction with 1Q and opto compression

inu single channel deviee it used the preamp
fromthe MPIAL the compressorfrom the CLIB
and the equaliser is hased loosely on that
found in the more elaborately detailed EQTA,

For the CL2A i has combined two mono
CLIB compressors intoa 2U-high unit to give
a dual channel opto compressor. Enhanee
ments over the original mono compressor
include SkQ input impedance and the two
channels can be linked for stereo operation
and multiple units can be side-chain linked.
Features include variable or fixed wtack and
release times, avalve push-pull amp. click-
less relays for switching the compressors in
and out of circuit. and balanced loating inputs
and outpus,

IUs a beauty. No amount of familiarity with
the brand can make vou bias about the con-
struction quality. finishing detait and sheer
feel-good factor that encountering a0 Tube
Fech creates. Ata push vou could say that the
pots could beslightly more damped and some
form of gradation on the aack. release and
compression ratio pot sweeps other than the
extremes could help matters but they might
detract from the fuct that vou are expected 1o
use vour ears when using o box like this
Dialling in constants from other units would
simphy not transter at all well,

Evensoattack time is fullv variable from 3ms
tooomsand release runs from 6oms to 2 while
the ratio kicks in a1 1.3:1 10 a max-
imum of 10:1 and proses that i

Avalve-based gain make up section offers
10dB extraat the end of the chain and thresh-
old is fullv variable from -20dB 0 off. Rear
panct XLRs provide the inputs and outputs 1o
the device while jack sockets allow access 1o
wo link buses for connecting up multiple
channels for simultancous compression. Front
pancl switches in cach channel allow selec
tion of Link 1. Link 2 or off and ¢ach channet
canalso be bypassed individually. Each chan
nelalso has aosmall well illuminated
VU meter which can be switched o
read output level or gain reduction.
All that remains is the large on oft
knob with its associated standard
Elvis ring” chrome surround  red
power indicator.

It vou liked the CLIB mono unit
then vou will love the CL2A most
particularly because it allows vou
1o handle stereo programme that
much more casily and convenienty. It's also
substantially cheaper than buving two CLBs
with no associated loss of functionalin

Remember that the CL2A only does com-
pression. there are no holted on bells and
whistles, and this fact will immediately attract
some and alienate others. The former camp
will be drawn by the CLIR s legendary squash
potential. o property that made Fube Tech's
name invalve opto-compression. and it really
is marvellous classic sounding stufl, smooth
as the proverbial infants derriere and capa-
ble of a transparency that has 1o be heard 1o
be believed. In fact vou have 1o see it on the
meters at imes 1o reassure vourself that it is
happening so complete and intactis the result
albeit accompanied by subtle thickening
even on gentle settings.

Its a tabulous tracking compressor that is
eminently versatile and supremely silent,
Wind it up and its nature hecomes far more
pronounced and vou can comfortably end-
stop the device with no nasty artefacts or com
plaints. just more of evervthing for more of
the time.

Compuarisons will be made 1o Tube Ted's
LCAZB.stereo unit that combines sophisti
cated compression control with preset con
stants and separate limiters on cach channel.
tts probuably the more advanced of the wo
hoxesalthough the CL2A s probably the purer

Either way if vou are turned on
by the idea of Tube Tech com-

the compression type is musical — Tube Tech, Denmiark. pression then vou should inyves-
and progressivethenvoucanfind - Tel: +45 38 710021. tigawe hoth.
aworld of a difference between UK Systems Workshaop, The CL2A is aclassy picee of

these values. As already men-
tioned attack and release times
can also be fixed with a type of preset switch,
\Values for this arent given, in the same way
that thevre not in the LCA2B Sereo compres-
sor-limiter, but T'd sav they're fairty gentle set:
tings given the performance with a variety of
programme tvpes. 10s o thoughtful inclusion
hut doesn’t detract from the satisfaction vou
gt from setting values manually.,
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Tel: +44 1691 658550

kit that vou will not hear the like
of from any cheaper pretender.
Thatis something anvone investigating valve-
based compression will have tocome toterms
with. If vou want this sort of performance
and this sortof silky smooth thickening opto-
compression then vou are going to have to
pay for it 1f vou really cannot afford it then
donotrisk plaving with it because itwill only
make vou unhappy. @
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< userselecable  crossfide  length
chynamic edit mark fegtores, and precall
et i, edit oait and post-roll, Rebearse Rine
theses akho For full simulation, anel the EMW
{Read-Modify-Write) feature provides lay-
ering and mixdown capubility. Al unirs
frclude analogoe and digivl 140, a linge
clisplay sereen, buili-in kevpad for cuttitling
and crganisation, and a number of rémete
control nptions including P2(%mn), Bs422
and GPL commedtinms,

360 Systems, US.Tel: +1 818 991 0360.

Sono

UR-hased talkback svstem manufaciurer
Prake Electronics, rogether with the Ger-
fiwn system hovse Sono Studiotechnik and
thiee MCT subsichiary of Studio Hambung, have
developed o 3-in-1 desk-moumied com-
mentator unil designed for international
broadeasting and conferencing. require
ments. Featuring three configumlde modes
in ome package, the Commentator Tnit is

intended for conventional commentiting o
lrge and small eyents, provision of simulk
taneous (ranslation o multilingual enues
and tradivionul high-gquality alkbock, The
Commentator lacility suppons broadess

yelity audio in o porabde forma T8 s
(- meslule allows the user o s pros
gramume and intercom feeds 1o e st

e edepleces,  providing  indiichad
velume controls for mixing togeter witl
amaster volume conteol for each headsa

A desktop version of the unit §s availahlke
for tlkback only applications, i can e
upgraded 10 4 fully feauned Commentatcr
Linil a5 necessary,

Drake, UK, Tel: +44 |707 333 844,

AT UHF

Audio-Technlea's UHF-TO00 Series mudtl-
channel UHF system provides a 700MHz
operating frequency band, a choive o
mult-PLE-synthesised channels dand nvis-
ihleLink circuitry, that is destened e 2lim-
inte imerference. The system comes 48 u
bohy-pack or a hand-held system: The
ATW-T375 UniPuk Trinsmitter System i
nuide up of the ATW-R73 troe diversity
receiver and ATW-T75 body-pack: trans-
mitter. A wide selecthon of Wireless Fesen-
tiods mics and cables pre available for the
ATW-TA75 UniPak svstem including kiva-
her, headworn, gooseneck and insta led
sound microphones

AT, UK. Tel: +44 113 277 1441
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Gus Dudgeon’s insistence
that his career is founded
on his good luck is at odds
with the level of his success.
Richard Buskin untangles
fact from fortune

¢ S A PRODUCER | have alway:
wanted a high-quality sound.

asserts Gus Dudgeon. "Previ
ously, when | was an engincer—and

not a particularly good one—I1 wanted
1o get good sounds on tape, but | was
never interested in how the gear
worked. [ went exclusively by my ears,
which meant that more often than not
I made buad decisions. vet | learned
somerhing out of it all bv occasionally
making good ones. and when | got a
quality sound [ knew it and 1 liked it

Probuably best known for his 7-vear.
10-album collaboration with Elton John
during the seventies, Gus Dudgeon has
enjoved a varied and successtul career
as an engineer and as a producer over
the course of more thun three decades,
Starting out at London’s Decca Studios
during the mid sixties, Dudgeon urned
knobs and pushed faders on hit record-
ings by artists ranging from The Rolling
Stones, The Zombies, John Mavall and
The Small Faces to Tom fones and Mar
ianne Faithful. Later in the decade he
then launched his own production com-
pany and enjoved instant chart success
with David Bowice and the Bonzo Dog
Doo-Dah Bund. before embarking on
his alorementioned association with
Elon John that resonates to this da

Aside from quality of material. one
characteristic that distinguishes John's
carly seventies recordings from those of
most of his contemporaries is the qual-
ity of sound. Of course. in recent veurs
said recordings have been denoised and
gencrally cleaned up for CD reissue
yet even in their original state the
arrangements. sonic clarity and sepura-
tion on instruments make them stand
out from the rest

“Working with Elton | felt that his
music required that quality of sound.
sivs Dudgeon, and [ also thought that
his records should particularly reflect
the decision 10

Studio Sound June 1999

use large orchestrations. After all.
there’s no point in using a large orches-
tration it it sounds like shit, At the time
I thought that 1 was domg something
reallv good and | telt it was high qual
ity. but now. ot course. it doesn’t sound
particularly special and you can only
judge it properly by listening to what-
ever else was around back then. That's
not something | spend rime doing.
Dudgeon’s career moved from engi-
neering into production early in 1968.
the result. he recalls, of -both Denny

www americanradiohistorv com
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Cordell and Andrew loog Oldham,
within rhe space of 1 month. welling ime
that this was the area T ought to get into.
not least because | had probably been
intertering too much with mvownopin
ions of their sessions. In fact. having
left the studio. Andrew caime back. sruck
his head around the door and said. “Oh.
and by the way. don't forget 1o ask

arovaltv™, and lett. 1 thought, “Well, that
sounds like a good idea”. and conse-
quentlv 1 owas on rovalties before
George Martin, which s prety >
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INTERVIEW

< dumned ludicrous
When, in 1969, Tony Visconti refused
1o produce David Bowie's ‘Space Odd
iy, disnussing it as second-rate Simon
d Garfunkel. Gus Dudgeon gratetull
accepted the assignment. and it was this

record that soon brought him to the

wention of Elton John. Steve Brown
ho had produced the EmpoyeSkyalbum
ust Ove vo vears aarlier, bravely
leclined the opportunity 1o ke charge

of the follow-up on the grounds that he
teltunder-qualified. As a producer Dud
geon wis no betterqualified. ver, egged
nger Paul Buckmaster as well

15 hisown love for Space Oddity ™. Elton
ignored nce factor and
ished the former Decca staft engineer
to produce his eponvmously titled sec
¢l all 1 O, 48 VOU Can see. wWis
avery good vear for Gus Dudgeon. and
he made the most of the chances that
came his way . So.for that marter. svould

inexpe

I think Elon has improved enoi

LsIv ds A 1IC1aN Ovel I Vs,
says Dudecon. If vou listen closelv to
Your song you'll notice that the piano
st actualiv as | L n W think
itis: that'sjust an ilfusion. It's loud when
it necds 1o be but at other times it really
s’ hecause his plaving was a lide bit
messy. soits not tahen down tarenough
to disappear. bur its taken down 1o u
avel where vou don't hasically notice
the Hutts, In those davs he was good at

48

vamping and he was a good plaver. but
I wouldn't sav that he was anvthing
extraordinary. He was, however. lean
mn towards d areal tee
ateel that Fhappenced o like alot. which
wits that whole American choppy Leon
Russell sound. Anyway. the supposition
was that Fhon would get bener as he
went along. and of course he did
he rest. as they sav. is history. Dud
geon and John would join forces once
again tor a couple of albums during the
mid eighties. yet in the meantime the
producer wso lent his ears 1o projects
with acts such as Black Sabbath. Joan
rmatrading. Ten Years Atter. Chris Rea
Flkic Brooks. Lindistarne. NTC. Ralph
McTell the strawbs and The Boomtown
Rats. Todav he is as active as ever. with

recents

including  up-and-coming

crechils

names such as Menswear, the Frank &

Walters, Marlo and Seatruit

I'm not a Phil Spector kind of gu
responds Dudgeon when asked about
whitt quadities he brings 1o artists” ses-
sions. I dont ereate o sound thar is me
W\ hat Fmerving to bring is openness on
the basis of. “Look. what I love about
what vou're doing is this. what | don't
ike is than ™ Trell them very early in the
process what | do and don't like, and
Lty to make them see that 1 hke v hat
I'like so much that T want 10 improve
what 1 dont like. However, 1 would
never sav. “This is setin stone. this has
to change or 'mout ol here”™. and 11
also not looking to create a compro
mise. because compromises are o wet
wunk. A compromise is solidly set in >

www.soundscape-digital.com

Tel: +44 1222 450120 Fax:+44 1222 450130
email:sales@soundscape-digital.com
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Tape is fine for some things — sealing up boxes, taking some
ring out of a snare drum, posting messages on a computer
monitor. But using it to record music? Haven’t we moved past
that yet?

We admit it. We're a little biased. We know that with a digital
audio work-station, you have zhe creative power of hard disk
recording — instantaneous record/playback, non-destructive
edits, and real-time automation. As we see it, the only reason
digital tape recordars are still around is that many engineers
out there aren’t fu_ly aware of the power of a Digidesign audio
workstation.

So we're taking our educational crusade out on the road by
putting a Pro Tools | 24 MIXplus system, as well as an MDM
with a mixer, in th2 hot seat of a typical studio session. We'll
show you how Pro Tools builds upon the capabilities and
unleashes the constraints associated with linear tape-based systems.

Get The MIXpack with Great TDM
Plug-Ins FREE with any upgrade to
Pro Tools |24 MIX or MIXplus!

Nearly a £2000 value!

Register online at
www.digidesign.com/mdm

"

And the best news of all: After attending the event, we invite
you to trade in your VHS or 8MN-based modular digital
multitrack (MDM) recorder at an authorized Digidesign
dealer’. In return, we will happilv present you with

a £659 discount off the list price of a Digidesign

Pro Tools| 24, Pro Tools 24 | MIX or Pro Toals 24| MIXplus system .

For event registration and additional irformation on this
amazing limited-time offer, visit our web link at
www.digidesign.com/MDM or call 44 (0)1753 658 496.

Digital Village Croydon July 12 '99
Syco Londen July 1399
Digital Village Acton July 14 '99
KGM North July 15 '99
Media Tools London July 21 ‘99
KGM Bristal July 22 '99
M-Corp Notts July 29 99
MediaSpec Glasgow Aug 4 '99

Studiocare Liverpool Aug 5 '99

Call your authorized Digidesign dealer or Iccal Digidesign office for
a list of quaiified MDM’s,

" Offer valid from 17 May, 1999 to Z3 September, 1999

Idigideaign’

A division of
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INTERVIEW

< neither one thing or the other. There
again. it a compromise is absolutely the
only way to go, it's got 1o be bediuse
the other sideis saving, “Thonestlv don't
know. Why dont vou go with vour
instincs?” and 1l say, “Fine

It somebaody hires me T guess there's
something about what IT'do which they
like. and obviously they don't have u
clue as o how its been arrived at most
of the time und neither do 1 beciuse it's
alhitand-miss anvwav. Hall ot the time
voure flving by the seat of vour pants
in virtually any situation. Happy acdi
dents happen all of the time. You think.
“Wow, Where did that come trom?”

A classic example wuas “Bennie and
the Jets™. That was never intended 1o
be live and it was never proposed that
it should be faked at any point during
the recording. First of all when T saw
the Ivrics 1 thought it wis going to be
an out and out rock n rofl thing, so
when it turned out to have this quirky
sort of jump feel |thought, “How
bizarre™, That threw me a bit, and then

What are your highest expectations?

1999 WINNER

Brauner Yahvet

D Brmiirssy
Tishs Eqpuopament Banuiscniamn

L R
i i b
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I was doing the mix and it just so hap-
pened that lon the tapel Elon struck
chord an exact four beats before the
dovwnbeat of the actual song, which was
not something that he had ever done
betfore, and T oinitiatly: hadn't even
noticed it T suppose it was in place of
a count-in. and while 1 wus doing the
mix [ was just about to mute that piano
part off the front when it oceurred 1o
me that. every time 1 plaved the ape.
it brought 1o mind what often happens
in a live situation, when somebody on
stage is trving to cue a band as they're
about to start plaving a song.

We basically threw delay on every-
thing so that it sounded more ke it was
in 2 concert hall, and then we dragged
in some applause tpes. and then | got
some people to do some whistling on
it and swft like that, and slowly con-
verted itinto a live” song. Tdidnteven
sav to Elton, “What do vou think?™, 1 just
ot on with it and so the Arst time he
heard it like that he went, “Bloody hell.
how did voudothat?” s notthat clever
actusllv, ivs dead basic. but it sort of paid
off somehow . Happy accidents like thut
happen all the time, You just think.
“Wow, where did that come from™.

So do the artistic and political machi-
nations between musicians and record
company exees. Having been hired by
the latter. the producer is usually well
advised 1o ensure that he knows pre-
ciselv what the AR depariment's

SONY

ks U=y
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|: 0181 449 6555 Fax: 0181 449 5252
:-mail: sales@gearbox.com
ysite: www.gearbox.com

requirementsare. Nevertheless, this stifl
won't help to circumvent o situation
where the artist confides that he or she
totally disagrees with the opinion of the

AKR guy
When that happens its very awks
wurd.” savs Dudgeon, -because you're
then rving to find some common
ground where it all works. In that situ-
ation what vou try to do—assuming that
vou're working in the same country is
that in which the record company is
hased—is make sure that the record
company gets 1o hear something every
now and again. However, what vou
never do—ever—is letthenyhave a tape
atuny stage. because if they do they get
hooked on that particular mix. There
will he something about it

CearBox

SOUND AND VISION EQUIPMENT HIRE

24 HOUR SERVICE
7 DAYS A WEEK

Avid AudioVision * Avid Media Composer
Pro Tools 24 Mix « Otari RADAR - Digital Multitracks
Digital & Analogue Mixers « Equalisers & Dynamic Processors
Digital Effects Processors ¢ Sony Time Code DAT's
CD & MiniDisc « Akai Samplers < Modules » Synchronisers
Microphones & Monitoring * Apple G3/9600 Computers
Sony Digital Betacam & Beta SP - ISDN

Avid « Akai * AKG + Alesis * Apple * Avalon » BSS
Denon - Digidesign « Emajic + Eventide * Focusrite
Fostex * Genelec « HHB ¢ Lexicon * Mackie * Neumann
Neve + Otari » Panasonic * Sennheiser « Shure * Sony
Summit « Tascam « TC « Telos « Yamaha « 360 Systems

Audio & Video Post Production,
Film & Television, Broadcast, Music
Recording, Editing and Cutting Room

Equipment hire.
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'I'd be doing Kenneth
McKellar followed by The
Zombies, and | would also
be swapping studios within
the Decca facility. I'd do a
session In the morning in

Studio One and then move
into a completely different
room in the afternoon’

that thev love that's completely wrong,
and thevil want vou to keep doing it
wrong from then on

so whose side. if anv, does Dudgeon
feel more obliged 10 take?

‘Obviously. at the end of the dav. I'm
more inclined to side with the artist.” he
responds. “The artist’s opinion in a split
vote has 10 be the more important one
when it comes 10 an artistic decision
and when it comes to a marketing deci-
sion which affects an artistic decision
then [ have to say no 1o what the A&R
guyis saying. There are occasions when
the AKR guv mikes a very valid point
about, say, a lyric. and he'll sav. “We
can‘tuse that. Youll either have to bleep
it out or get 1id of it". Or there will be
a situation where the artist wants 10 do
a song at a slower tempo and the A&R
guy says, “Well, 've always seen it as a
dance song”. What these A&R people
are doing is tuking in a whole load ot
fresh information on first hearing. even
it its slightly out of whick in the bal
ance department, and hopetully they go
away loving it. All they remember. in
retrospect, is what they heard, and so
when they then hear the final mix six
weeks Liter they go. “Yeah, bur vou
know, that was so great when the snare
was hardly audible”, and vou're think
ing, "But I was alwavs intending the
snare 10 be the biggest snare in the
world”. So wis the artist, and that's wh
it's like that now. Ir's ditficult. because
they weren't there when the decision
making process was goingon and there-
fore their concepr wasnt tried. but
presumably the producer has retlected

Studio Sound |une 1999

what the artist wanted. So. vou have 1o
play @ certain amount of mind games
every now and again, and vou occu-
sionally just have to have an orgasm
without any physical stimulation.”
Although not a musician himselft—
I would have liked 1o be able 1o play
the piano, but | amn't. My dad thoughrt
it was pooty for me to learmn it at schoot
whenever | showed an interest —Gus
Dudgeon is never at a loss for words
when conversing with artists and trving
to relav musical ideas of his own,
When I'm talking 1o musicians ['ve
alwavs got an idea in my mind.’ he
states. Tve never said, “l've got no idea
what to do with this. Just copy the
demo”. T've alwavs got specific things
in mind. and people usuwilly choose 10
work with me just because they really
love some record thar I've made. even
though what they don't know some-

www americanradiohistorv com

times is that a particular record that
thev're going nuts over is one that I've
always been pissed off with because
I ruined the mix. Or it wus always 100
slow, or | wish I'd done it the way it
wound up cventually being done live,
or all of the other ramifications that go
with hindsight

That having been suid. innovation
was not exactly a prevalent feature of
Dudgeon'searlv carecr at Decca. [nline
with other major facilities of the era the
sessions were strictty timed and  tea-
breaks were adhered 10, and even
though such rules and regulations
began to disappear towards the end of
the decade their eftect on the tledgling
producer was tangihble

I doubt that | was rving 1o do any
thing that was remotely innovative in
the seventies,” he admits. while adding.
‘I guess that 10 some degree what | >

knitter-switch
Ringway House, Bell-Road, Daneshill * GB-Basingstoke Hants RG24 8FB

Tel: +44(0)1256/3386 70 - Fax: +44(0)1256/3386 71
E-Mail: ksuk@knitter-switch,com - http://www.knitter-switch.com
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< wus doing with Elton was putting a
theory into practice. Having done it with
Space Oddiny, which was planned to
the very st detail. Tthought. “Xetl 1
have to do the sume with Elton™. Then
I realised that. having done it once. |
only needed o do it once. T mean, han
ing done something in minute detail,
where Falmostover-thought itand over-
theorised it when T went o do 7um
bleweed Connection 1 just threw the
rules outof the window completely and
carried on fike that. Tt realty was very
much a4 case of “seat of vour pants”,
and hink that produces good resuhs
It gives things a freshness and an energy.
'y so grateful for the experience that
I got at Decca, working with such an
incredible variety of artists. Evervone
from Marianne Faithtull. Los Bravos, Billy
Fury and Tom jones to John Mavall and
Mantovani. You could work with a max
imum ol three different acts within the
same day. because there would be three
sessions: 10.00am il T.oopm: 2.00pm
Gl Spme: ~.o0pm dll 10.00pm: and every
studio pretty much ran to that same
schedule so that the musicians could fin-
ish u session and get to the next one
T'd be doing Kenneth Mekeltar fol-
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lowed by
The Zombies, and 1 would ulso be
swupping studios within the Deccu facil:
itv. I'd do a session in the morning in
Studdio One and then move into a com:
pletely difterent room in the afternoon
before going somewhere c¢lse in the
evening. Itwas pretty seary, but [ have
to suy that what yvou don’t get as much
of nowadavs is the personality thing,
There's a lot of artifice. and. conse-
quently, there's a tot of artificial per
sonality: going on. because when you
sample things vou know that whatever
personality in the grooves is horn of a
nichine

‘With John NMayall I did the famous
Blueshreakeralbum, with Eric Clapton,
and the amount of people who tulk to
me about that bloody athbum is ridicu
lous. It's as if 1 was Eric—they ull go.,
“Christ. that albumy changed my life. It
made me want to pick up a guitar
Iove the fuct that that atbum’s hecome
so important to people. | think that's
wonderful, but what a fluke. My whole
career has been a tluke from day one.
Itstilis. .. Icabwavs will be. There's no
plantoit.” 1
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CDRB850 Compact Disc Recorder
INTERNATIONAL DISTRIBUTORS

AUSTRALIA: AWA LTD
Tel. 02 9669 3477 Fax. 02 9578 0140

AUSTRIA: STUDER AUSTRIA GMBH
Tel: 01 865 1676 Fax: 01 865 167699
Contact: Reinhold Flied!

BELGIUM: EML N.V.
Tel: 011 23 2355 Fax 011232172
Contact: Enk Gysen

CANADA: HHB COMMUNICATIONS CANAOA LTD
Tel. 416 867 8000 Fax: 416 867 1080

t: Oave Dys:

CZECH REPUBLIC: AUDIOPDLIS
Tel: 02 3332 2132 Fax: 02 3332 4172
Conlact Martin Vysusil
DENMARK: INTERSTAGE
Tel- 33 46 0000 Fax: 33 46 0040
Contact. Finn Juul

FINLAND: HEDCDM
Tel 358 9 682 866 Fax 358 3 682 8489
Contact: Jarmo Rowvas
FRANCE: MILLE ET UN SONS
Tel 146670210 Fax: 147 898171
Contact: Didier Rupin

GERMANY: TRIUS VERTRIEB GMBH
Tel 05451 940810 Fax. 05451 940819
Contact Hubert Dierselhuis

GREECE: KEM ELECTRONICS
Tel 01674 8514 Fax 01 674 6384
Contact: Timios Kolikotsis

HOLLAND: TM AUDIO HOLLAND BV
Tet: 030 241 4070 Fax: 030 241 0002
Contact. Peter de Fouw

HONG KDNG: DIGITAL MEDIA TECHNOLOGY
Tel: 2721 0343 Fax' 2 366 6883
Contact. Wilson Char

IRELAND: BIG BEAR SOUND LTD
Tel: 01 662 3411 Fax: 01 668 5253
glas

ISRAEL: BANO-PRO FIMNVIDED INC
Tel 036731831 Fax 03673 1894
Contact- Ofer Menashe

ITALY: AUDIO EQUIPMENT
Tel: 039 212 221 Fax: 033 214 0011
Contact Oonatella Quadrio

MALDIVES: ISLAND ACOUSTICS PTE LTD
Tel- 960 31 0032 Fax. 960 31 8264
Contact Mohamed Habib
MEXICO: LOLA DE MEXICD
Tel: 526 250 6038 Fax: 525 250 6038
Contact: Carmen Juarez
NEW ZEALAND: SOUND TECHNIQUES
Tel 09 846 3349 Fax 09 846 3347
Contact. Stephen Buckland

NORWAY: LYDROMMET AS
Tel 22 80 94 50 Fax. 22 80 94 60
Contact darle Felin
PORTUGAL: ELECTROSOUND PORTUGESA
Tel 014170004 Fax: 01418 8093
Contact Carols Cunha

RUSSIA: A&T TRADE INC
Tel. 07 95 229 7516 Fax. 07 95 956 6881
Contact Alexer Gorsky

SINGAPORE/ASIA: SENNHEISER ELECTRONIC ASIA
Tel- 065 273 5202 Fax 065 2735038
Contact: Donn Ho
SOUTH AFRICA: E.M.S. LTD
Tet 011482 4470 Fax 011 726 2552
Contact: Denmis Feldman

SPAIN: LEXON
Tel' 33 203 4804 Fax' 93 280 4029
Contact: Robert Serrat

SWEDEN: POL TEKNIK AB
Tel 46 8 449 4440 Fax 46 8 88 4533

Contact Jarmo Masko
SWITZERLAND: OR. W.A. GUNTHER AG
Tel: 01 310 4141 Fax: 01 910 3544
Contact: Roland Bnceh
TAIWAN: OMT TAIWAN
Tel 02 516 4318 Fax 02 515 9881
Contact Honton Sze
TURKEY: SF DIS TICARET AS
Tel: 0212 227 9625 Fax: 0212 227 9654
Contact: Samim Mutluer
USA: HHB COMMUNICATIONS USA
Tel 310319 1111 Fax 310 319 1311
ontact David Beesley

HHB Communications Limited

73-75 Strubs Lane - London NW10 6QU - UK
Tel: D181 962 500D Fax: 0181 962 5050 E-Mail: sales@hhb.co.uk
Visit HHB on (ine at hitp://www_.hhb.co.uk
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CD-R

WE JUST CHANGED THE RULES

Thought you couldn't afford a fully loaded, professional CD auto copying of CD, DAT, MD, DCC and DVD track starts, and a
recorder? Well HHB just changed the rules. The stunning new built in sample rate converter.

HHB CDR850 combines cool looks, a great sound and a budget- Things are equally impressive round the back, where you'll find
friendly price with all the features you need for serious studio XLR balanced and RCA phono analogue inputs and outputs,
use, easily accessible from the front panel via a straightforward coaxial and optical digital I/0s, plus an additional AES/EBU
menu system. digital input. And peace of mind comes as standard with a full
The most comprehensively equipped 12 month parts and labour warranty, and the build quality
CD-Rin its class, the CDR850 uses COR741 you'd expect from a world leader in CD-R.

both write-once CD-R discs and
CD-RW rewritables, and makes
recording a one touch operation,
thanks to four easy record modes,

CORT41 mm,,J So if you thought you couldn't afford a fully

loaded professional CD recorder, get down to
your HHB dealer today and check out the
- new CDR850.

4
B
°

Developed specifically for professional audio use, HHB CD-R media sets the standards for performance, compatibility and archival security.
Pictured left to right: HHB CDR74 Silver, HHB COR74 Gold and HHB CDR74 Gold P (printable) discs. Also available: HHB CDR Bulk (not pictured).

HHB Communications Ltd - 73-75 Scrubs Lane, London NW10 6QU. UK ]
Tel: 0181 962 5000 - Fax: 0181 962 5050 - E-Mail: sales@hhb.co.uk T
HHB Communications USA LLC - 1410 Centinela Avenue, Los Angeles. CA 90025-2501, USA "k ;—'E

Tel: 310 319 1111 - Fax: 310 319 1311 - E-Mail: sales@hhbusa.com vy

X
=
HHB Communications Canada Ltd - 260 King Street East, Toronto, Ontario M5A 4L5, Canada R L

Tel: 416 867 9000 - Fax: 416 867 1080 - E-Mail: sales@hhbcanada.com e Tl

http://www.hhb.co.uk
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HOW TO RACK UP
A GREAT SOUND

RECORDING

There's only one way to improve on the renowned flexibility

of Audio’s RMS 2000 and RMS 2020 diversity receivers.

With two new racks. The four unit Dk2000 and, for ultra-mobility,
the new two unit Rk2 Minirack. Both designed to work the way

you work — with no compromise.

For information, please call +44 (0)1494 511711, fax +44 (0)1494 539600
e-mail info@Audioltd.Com or visit our web site at www.Audioltd.Com S
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AP

OME OF THE DOORS of NBC's

New York City headquarters, are

opentothe public. Through them.
you can visit the NBC Experience
which includes i tour of the studio com-
plex including the famous Saturday
Vight Live set. The declared brief here
is to entertain and educate.

‘NBC has always been a popular place
for the public,” savs Jim Starzvnski, pro-
ject engineer of NBC's East Coast Enter-
rainment Operations. “We've got a lot
of historv—we were puart of RCA, we¢
introduced colour programming, we
did a tot of early broadcasting technol-
ogv R&D. We're very proud of our siory
and we like to tell it.

Today at NBC headquarters there are
entertainment and news studios. Three
entertainment  studios  and  control
rooms, four news studios and control
rooms deliver Late Night with Conan
O Brien, Saturday Night Live, and The
Rosie O Donnell Show(a Warner Broth-
ers show using NBC studio spuce and
crew with the signul distributed by
Warner Brothers). Four news studios
and control rooms produce the Today
Show, Dateline NBC, NBC Nightly Neus
with Tom Brokaw, NBC News at Siri-
rise and NBC News specials.

NBC is the broadcasting component
of the American conglomerate General
Electric Company  whose  services
include CNBC, the Consumer News and
Business Channel, a world-wide cable

Studio Sound [une 1999

Since the thirties,

NBC has driven

the development of
broadcasting, through
the advent of radio,
B&W television, coloug
television and cable.
Tim Goodyer

tunes in to digital

financial and business channel: and
MSNBC. 1 joint venture between NBC
and the Microsoft Corporation. There is
also an MSNBC web site and NBC has
an interest in the Snap portal. Apartfrom
its NYC HQ. there is a studio produc-
tion centre in Burbank California help-
ing serve 13 owned and operared sta-
tions, and over 200 atfiliated stations.
But tucked among the open doors.
there are others that are firmly closed

( n

techr |O|Ugy R&Dl

—not only to the public, but to much
of the broadcasting industry. Behind
them, the future of American broad
casting is being cast. As an NBC lead
audio engineer, Starzynski is one of the
few able to move treelv through themy
his responsibilities make it clear why

I muke sure we keep on top of the
audio end of our business in terms of
research and product ind installations.
he explains. “Along with rescearching
technology | get involved with the spec-

www americanradiohistorv com

ification and purchase of new equip-
ment. along with the design of control
rooms and edit rooms—all the way from
drawing the blueprints 10 buying the
gear. 10 laying out the information for
the room and writing up justifications.”

Keeping him busy recently has been
the $60mM-S$30m rtask of establishing a
digiral infrastructure for the operation

‘Up untl six months ago. we were
operating out of a network distribution
facility that was comprised of seven-
ties. eighties and nineties technology
—paurtlv digital. but mostly analogue
Over the fast three or four vears we've
been moving slowly off the analogue
plattorm onto a full digital platform that
allows us 1o create 40 network chan-
nels leaving the building. We can now
do distribution and targeted scctionals
10 ditferent affiliates based on the
required programming for their market
That's a huge accomplishment and we
think we're a cut ahead of our com-
petitors.

‘Mostsignificant is the move ot of tupe
and onto DDR-—digital disk recorder
—s0 everyrhing is stored on hurd disk
Another accomplishment is reinvention
ol the routeing control svstem. 1t used
10 be one massive analogue router, but
now has become several independent
computer controlled digital routers that
have embedded audio inside the video
signul. Thev talk 1o each other almost
like telephone networks talk 1o one >
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<unother. SO we can now build addi-
tional pieces onto the routeing svstem
and swap around tie-lines for connecriv
ity as we see fit. This digital architecture
eliminates the deterioration and distor-
tion, and maintenance issues associated
with analogue distribution. From an
audio standpoint that’s significant

In terms of other uudio facilities
Starzvnski comments: “We have a com-
bined audio postproduction and live
roomon the 8th tloor that's used foraudio

_ i s
At the SSL 9000j serving the Saturday Night Live set. L-R: SSL US President

sweetening availuable to all of our clients
and additionally scrves as the live music
room tor Saiurdey Night Live. Inside of
that is a4 96-channel SSL j-series console
andl that gets used on adaily basis either
tor Rosie O Donnell, tor live Sainrday
Night Live. tor post Saturday Night Live
or for other postproduction. That's the
highest end audio tacility in the com-
panv—both here and in Burbank.

‘One of the key things that makes the
room so popular is that we've always
been able 1o keep up with technology
in there. We built a reallv great archi-
tectural shell in 1988 and we continued
o upgrade the audio technology in the
room. Since  1988—und 1ve been
involved in all of them—ve've done ar
least tour upgrades going from a
SLO000-scries console to a 48-channel
SLA4000-series and a 96-channel SL4000-
series. and then ro a j-series console.
And it'll probubly go 10 u digital con-
sole tuirly soon.

Euch project has involved a predom-
inance of oft-the-shelf technology with
custom solutions employed where nec-
essarv—as will be the case for the forth-
coming replicement of cart machines
with a centralised digitil svstem, a pro-
ject slated for the near future. More
tamiliar irems will be central to the
planned replacement of our audio con-
soles and the refurbishment of the con-
trol rooms housing thenm.

Butitisthe infrastructure that will pro-
vide the platform for NBC's progress.
starzvnski readily identifies the move
from tape 10 a disk-based format, and
digital routeing as the way to escape the
inherent problems of analogue. Deter-
mining the best time 10 go 1o digital
bevond thit backbone is more difficult.

‘In terms ot the studios and the edit
rooms. alotof itis based on clientappli-
cations and demands.” he explains. “In
my opinion. currently we don’t have 1o
godigital there. We could go super ana-
logue und everybody would be happy >

Rick Plushner; Jim Starzynski; UK Secretary of State for Culture Media
and Sport, Chris Smith; and SSL's Dave Hansen
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DISTRIBUTORS
WORLDWIDE

Argentina [} DBA Systems SRL

Tek: 00541 545 6600 Fax:00541 545 3568
Austris § TC Electronic Austrs

Tot: 0043 500 201 652 Fex: 0043 80O 201 653
Austraiia P Eiectric Factory

Tek: 00 61 3 9480 5968 Fax: 00 61 3 9484 6708
Beigum § EML

Tei: 00 32 11 23 23 55 Fax 003211232172
Brani B Prowa-e Auio innovations

Tel: 00 55 11 55852866 Fax: 00 55 11 5584 6586
Canada ® Sonatechnque PLJ Inc

(Toro.) 001 416 947 9112
001 416 847 9369
001 514 332 6868
001 514 332 5537

Chile 2 Clha Productors Musical
Tel: 0OSE 2 274 9624 Fax: 0056 2 9575

Chwna % Digral Media Technology

Tel: 00 BS2 2721 0343 Fax 00 852 2366 6883
Croata V7 Slovenia, Bosnia, Macedonia & Sertea:

Music Export (Germany)

T_d 0048 g9 746 12390 Fax: 00489 89 746 12392
Denmark § New Music AG

Tol: 00 45 86 190838 Fax: 00 45 86 193199
Finlend V' Studionec KY

Tel: 00 358 8 5123 5300 Fax: 00 358 9 5123 5355
France § DM2J Audio Solution

Tol: 00 33 1 48 830443 Fax: 00 33 1 48 63 18 09
Germany 7 TC Elactronic Deutschiand GmbH

Tol: 00 48 40 531 08 399 Fax: 00 49 40 531 08 398
Greece & KEM

Tet: 0030 67 48 514/5 Fax: 0030 67 46 384
Holland £ The Nethertands: Total Audio

Tel: 0031 20 447

Icetand & Exton

(Mor )

india BR & S Electronics
Tet: 0091 22 636 9147 Fax: 0091 22 638 3691

iraiend §CTI - Control Techniques

Tel: 00 3531 454 5400 Fax: D0 3531 454 5726
tarmel € Sontroncs

Tel: 00 872 3 570 5223 Fax 00 972 3 619 8297

Ialy % Gresby Music Professional
Tei: 00 39 0 71 710 B471 Fax: 00 39 0 74 710
8477

Japan ¥ ANl Access

Tek: 00 81 52 443 5537 Fex: 00 81 52 443 7738

Kores @ Best Logee Sound Co

Tel: 00 82 2 515 738S Fax: 00 B2 2 516 7385
Matta P Penni Audio

Tet: 00 356 381 253 Fax: 00 356 38T 502

New Zssiand § Protel

Tﬂ_: DQ 64 4 8_01 949_4 Fl_li 00 B4 4 ;Bd 2112 =
Norway @ Lydrommet

'H:00472209459 Fax: DO 47 2 80 84 50
Poland & hexsgon Warszawa

Tel: 0048 22 44 56 99 Fax: 0048 22 a4 83 55

Porusgsl ¥ Cams Tecnologias

Tek: 0035 12 208 4456 Fax DOCES 12 208 6009
Russia  A®T Trade

(Russia) Tel: 7 095 956 1105 Fax: 7 095 956 6882

Singapors 7 Team 108
Technical Serwices Private Lid
Tet: 00 65 748 8333 Fex: 00 65 747 7273

Bouthern Africa % Powerhouse Electronics

Tek 00 27 11 728 3102 Fax: 00 27 11 728 6789
Spain @ Media Sys.

Tei: 0034 93 426 6500 Fax: 0034 93 424 7337
Sri Lanka & HiFi Contre Ltd

Tel: 00 94 1 580442 Fax: 00 94 1503174
Sweden P PolySonwc

Ted: 0O 46 31 7069050 Fex: 00 46 31 706 9110

Swazeriand @ Blevel Electronic AG
Tet: 00 41 1 751 7550 Fax 00 41 1 7505153

Tamwan P OMT
Tef 00 852 2721 0343 Fax: 00 852 2366 6883

Thailand % KEC
Tel: 00 662 222 8613/4 Fex: 00 662 225 3173

Turkey 7 imaj Music Yapim VE Organizasyon Ticaret A 8.
Tei: 00 90 212 216 7180 Fau 00 90 212 216 7189

UK @ Focusrite Audic Engineering Ltd.
Tol: +44 [0)1494 482246 Fax: +44 [0)1494 459920

USA I Group 1 Ltd.

(East) Tel: 00 1 516 243 1399
Fax: 00 1 516 753 1020
[Wast) Tel: 00 1 760 360 8511
Fax: 00 1 760 350 8031

Venezuale % CEM Audio
Tel: 00582 263 8790 Fax 00582 267 4318

Vietnam P Vistar
Tet 00 84 4 8 824 3058 Fax: 00 84 4 8 825 0099

www.focusrite.com
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BROADCAST

< with that. But there's a maintenance
issue with analogue—things as simple
as dirty switches, The other issue is that
analogue is nowhere near as Hexible as
digital because it can’t be mapped out.
snapshot and reset—and for broadcast.
that's a really big one. In the post room.
dynamicautomation is important. in the
live rooms it's not an issue and we'd
actually prefer not have it cluttering the
console, The ability to move console
setups trom one room to another is
important—it you geta new client and
vouwunt to accommodate the business,
and things get busy. vou might get
bumped out of a room. It vou can ke
the setup with you to another suite.
that's a great thing. Another desirable,
networking microphones—terrific, Dig-
ital brings a lot. butwe'll pursue itstowly
and bring in onboard when the time is
right to do so.”

Adopting  a  digital  infrastructure
inevitably raises issues of audio stun-
dards. IUs an interesting and sometimes
controversial issue,” Starzynski admits.
“The infrastructure of the company is
now basically digital and it has nodes
that go out to the control rooms that
are digital but how the control rooms
deal with signals is based on what's nec-
essary tor the application. Currently

58

Jim Starzynski: The control
rooms that are digital
but how the control rooms
deal with signals is based
on what's necessary
for the application’

that's a mixture of analogue and digi-
tal. We hope in the future that it will all
be digital. In terms of audio. digital
nmuakes a lot of sense; iUs cheaper to
install. it's more reliable in the long term,
it can sound as good—although we
don’t say better—than analogue. But
there are a couple of things that come
in to play here. In some cases the ana-
logue studios are fairly contemporary
and dont need to be upgraded again
tor a while. In other cases there are pro-
jects that need to be pushed torward
and we need to move to another level
of technology, In those cases the
options are wide open and we'll make
decisions based on what we teel is best
for the operation,

‘Our long-term intention is 1o go >

www americanradiohistorv com
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Australia Syncrotech Systems Design Pty. Ltd.
Tel. (02) 98 79 08 00 « Fax (02) 98 79 08 99

©Ors

Austria C. Grothusen OHG
Tel. (0662) 4 33 68 80 « Fax (0662) 43 60 04

Belgium + Luxembourg A. Prévost 5.A
Tel. (02) 2 16 80 25 « Fax (02) 2 16 70 64

Canada T.C. Electronics Canada
Tel. {514) 457-4044 = Fax (514) 457-5524

Croatia cat audio d.o.o
Tel/Fax (01) 230-3962 « Fax {01) 601-632

Czech + Slovak Republic AUDIOSALES 5.R.0
Tel. {02) 2 32 60 03 » Fax (02) 2 32 58 88

Denmark Audio Visuelt Centrum A/S
Tel. (75 62) 45 77 = Fax (75 61) 46 99

Egypt Decibel Audio Equipment & Installations
Tel. (304) 79 90 = Fax (304) 85 10

Finland Moderato Oy,
Tel. (09) 3 40 40 77 » Fax (09) 3 40 40 82

France beyerdynamic france S.A.
Tel. (01) 44.09.93.93 « Fax (01) 44.09.82.33

Great Britain beyerdynamic Ltd.
Tel. (0 14 44) 258258 = Fax (0 14 44) 258444

Greece Bon Studio
Tel. (01) 3 80 96 05 = Fax (01) 3 84 57 55

Hungary AUDIOSALES Hungary KFT
Tel. (01) 214-9549 = Fax (01) 214-9549

Italy Audium S.R.L.
Tel. (02) 27 30 42 42 » Fax (02) 27 30 90 18

Japan MTC Japan Ltd.
Tel. (03) 5413-4611 « Fax (03) 5413-4619

Korea Young Nak So Ri Sa
Tel. (02) 5 14 45 67 « Fax (02) 514 01 93

Mexico Vari S.A.
Tel. (5) 6 04 69 46 « Fax (5) 6 04 16 14

New Zealand South Pacific Music Distrib.
Tel. (09) 443 12 33 « Fax (09) 4 43 25 29

Netherlands Electric Sound B.V.
Tel. (036) 5 36 65 55 » Fax (036) 5 36 87 42

Norway audiotron
Tel. (047) 22 87 15 50 = Fax (047) 22 38 41 28

Portugal
Auvid Cientifico Tel. (01) 4767360 » Fax (01) 47543 73
Ruvina Tel. (02) 3394868  Fax (02) 33948 79

PR China, Hong Kong Dah Chong Hong Ltd.
Tel. (852) 28 08 61 11 » Fax (852) 28 73 39 11

Russia, MS MAX
Tel. (095) 234-0006 = Fax (095) 249-8034

Saudi Arabia Jeddah 21495
Tel. (02) 6 69 12 52 = Fax (02) 6 60 08 50

South Africa EMS Africa (Pty) Ltd.
Tel. (011) 4 82 44 70 « Fax {011) 7 26 25 52

Spain Media-Sys 5.L.
Tel. (93) 4 26 65 00 « Fax (93) 4 24 73 37

Sweden KB Luthman Scandinavia
Tel. (08) 6 40 42 42 = Fax (08) 6 40 73 35

Switzerland Go wild AG
Tel. (041) 7 20 05 20 » Fax (041) 7 20 05 25

Turkey ATEMPO Ltd.
Tel. (312) 4 35 31 31 » Fax (312) 4 34 47 27

USA beyerdynamic Inc.
Tel, {516) 293-3200 = Fax (516) 293-3288

Jor more /information

Tel. (01444) 258258

Burgess Hill, RH15 9JN .
e-mail: sales@beyerdynamic.co.uk

beyerdynamic))))
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Dynamic range is the
ratio of the size of the
smallest signal that a
system is capable

of processing, to the
largest. It is expressed in
Decibels. A ratio of
123 dB is greater than
1,000,000,000,000 to 1!

So whad*’s
+he bio
deal?

Real, breathy,

o p e n sound —
vocal clarity from a
whisper to a scream.
Precise detail in
percussion and every
nuance from the
saxophone and trumpet.
It means you can use
all the dynamic range
digital systems can
handle with less

dynamics processing.

Gedy more

for (ess

wi*h *he

new

ha - 5 " a’*-"?-:w @@

m,ﬁ(m . __ S microphonc.
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JOr HIOre /IHfOrHation “ mk
Tel. (01444) 258258 Burgess Hill, RH15 9TN

e-mail: sales@beyerdynamic.co. uk
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< digital. but we won't do that unless
iU's done in a prudent fashion—mean-
ing that we won't ke the risk of going
to digital untit the technology is proven
and as reliable as analogue has been
over the Tast 15 vears. There are some
inherent complications to digital audio.
howeverweve been working with var-
ious manutacturers to help them under-
stand what our requirements are from
adigital mixing standpoint so that they
can develop products to suit our needs.

Audio quality is absolutely an issue.
Because its digital does not mean it's
better. Our plant is built around 20-bit
digital-to-analogue convertors, It's 4
really solid. good-sounding infrastruc-
ture. In terms of the miNing consoles,
audio quality is absolutely important,
but T don’t want 1o state that digital
sounds better because its not the case,
Weve had high-end analogue consoles
that can blow some digital consoles
anay., but Fthink that as digital products
mature thevil sound better. With the
advent of DVD-Audio and ditferent
forms of lossless audio compression
appearing. and digital surround-sound.
audiois reallv aking astep fonvard. Our
view is o determine what would help
us the mostand what the smart moves
are to nuke, and then 1o make them,

‘In television, what's important s
clean audio and making it to its desti-
nation all the time—that's primary. Our
requirement is tor a reliable, tlexible,
non-stop. good-sounding performance
from our audio equipment. With that
saicd. the current standard is 18kHz, 20-
bit and were happy with that, We'll [et
the music industry push the envelope
forus and we b reccive the benefits from
their R&D.

But what is television without audio?
Nobody wants to stare at a monitor if it

60

Jim Starzynski:'Do we feel
we're ahead of the game in
terms of our competitors?

Absolutely. Do we feel it's
important that we're there?
Absolutely. Do we see audio
as being equal to video? | do’

doesn’t have sound. High-quality audio
is pursued. created. maintained and
researched by usand its never been any-
thing but that. Do we feel we're ahead
of the gamwe interms of our competitors?
Absolutely. Do we lTeelit's important that
we're there? Absolutely, Dowe see audio
as being equal 1o video? Tdo, I we com
mit 1o a high-end video switcher for a
new control roont. vou know: therett be
acompinion mixing console in the room
that's just as important.”

With the first regularly scheduled
high-definition TV broadcasting just air-
ing (a joint project between Sony and
NBC broadeasting the HD'TN Tonioht
Show with Jay Leno), NBC's strategy is
aboutto be putto thetest. Andif Starzyn-
ski hudn't been busy enough, he's
presently putting the finishing touches
to the revamped NBC Experience

‘Inside is a retail space. candy shop,
and displavs about NBC entertuinment,
NBC news, and NBC on the Web.
Fhere’s also w 40-person globe theatre
with 7.1 sound and a 3-projector edge-
blended high-definition screen. People
can come inand enjoy the presentation
and the store, geta tour of NBC studios
and get a feel for what NBC is all

about.” B
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STUDIO MONITORS

INTERNATIONAL DISTRIBUTORS

AUSTRALIA: AWA AUDIO PRDDUCTS
Te! 029669 3477 Fax 02 9578 0140
Contact Michael Guest

AUSTRIA: STUOER AUSTRIA GMBH
Tel 01 865 1676 Fax 01865 167699

BELGIUM: EML PRO AUDID
Tel 01123 2355 Fax 011232172
Contact Enk Gysen

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

C2ECH REPUBLIC: AUDIDPOLIS
Tel 023332 2132 Fax: 02 3332 4172
Contact Jan Adam

DENMARK: INTERSTAGE
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Contact Stephen Buckland
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Contact Bogdan Woiciechowsk
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SOUTH AFRICA: E.M.S.
Tel- 011 482 4470 Fax: 011 726 2552
Contact. Dennis Feldman

SPAIN: LEXON
Tel 93203 4804 Fax- 93 280 4029
Contact Robert Serrat

SWEDEN: POL TEKNIK AB
Tel 46 8 449 4440 Fax 46 8 88 4533
Contact Jarmo Masko

SWITZERLAND: DR. W.A. GUNTHER AG
Tel 019104141 Fax 019103544
Contact Roland Bricchi

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

USA: HHB COMMUNICATIONS USA
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Contact David Beesley
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VER HAD TROUBLE analysing

vour dreams? Thomas Anderson

has—in TheMatrix. the new sci-h
thriller written and directed by broth
ers Andy and Larry Wachowski. Ander
son (Keanu Recves) is a mild-mannered
computer programmer by day who. in
his night-time guise as an arch hacker
named Neo. sets oul to find the leg-
endary hacker-outlaw Morpheus (Lau
rence Fishburne). The trouble is. when
he finally encounters this mvthical god
of dreams, Anderson is informed that
his nocturnal world. the Matrix, is just
one great big virtual reality trip. By then.
however, he is transfixed. and so it is
that the tun really begins. resulting in
an eftects-laden extravaganza of comic
strip cvher escapism.

Basically we wanted 10 create all o
the sounds for the movie front scratch
in order to give it a very unigue qual
ity, but we were also dealing with a lot
of genres that we really wanted to rran
scend; marrial arts scenes. gun hattles,
and so on,” says sound designer-super
vising sound editor, Dance Davis. who
started full-time work on The Matrix
project in July of 1998. This was about
a week and a half before the comple
tion of principal photography. which.
although this is a Warner Brothers film
largely took place on the Twentieth
Century Fox lot in Svdney, Austrilid
Thereafter Davis used his own Pro
Tools-based Danetracks tacility in Hol
lywood, while the mix took place on a
Neve und Fairlight-equipped Warners
sound stage in Burbank

We wanred to take all of the ¢con
ventions, both good and bad, and just
sort of blow them up.’ Davis continues,
‘I therefore created all of the noises tor
the movie—every  body-hit  and
whoosh—and for these 1 primarilyv used
plug-ins with the Pro Tools. T have
gigantic Pro Toots svstem with loads of
plug-ins, and a lot of these sounds are
evolved step-by-step. In fact, man:
plug-ins are feeding other plug-ins

Pro Tools was used for recording
editing, processing and manipulating all
of the sound in the movie—the music.
the dialogue, evervithing—and. aside
from some mag stems for one of the
temp mixes. pe was never used for
any of the post work, That kept ever
thing flexible and efficient. and | also
think it added a lot 10 the clarit

And that is 2 word that keeps crop-
ping up whenever I talk with the audio
guvs about their Matrix assignment:
clarity. ‘Retaining clarity is, [ think, the
challenge with any big scene,” says

z effects mixer Gregg Rudloft. “You can

put in everything and add all of the
music and it just becomes a cluttered
mess. So, tryingto keep clarity and have

> your focus go where you wanr it is the

thing, and on this movic the directors
were very keen on keeping it clean
whereus otten you'll have a client who's

~interested in just having a lot of things

Studio Sound june 1999

coing all of the time and they end up

getting in cach other's wav. The
Wachowskis draw a very definite line
when it comes 10 distracting the audi
ence. and that also ties inte the sense
of dynamics. We wanted the movie 1o
he as dynamic as possible without nec
essarily hemg loud. We knew a lot of
the scenes would be loud. but we did
not wunt anvthing to he so loud that it
would put people ott

Ihe audio team tor 7The Matriv was
hasically the same as that which worked
on Andy and Larry Wachowski's previ
ous picture. Bornd. Onee again. the film
shoot adhered strictly 1o the story
bourding, so everyone was well aware
in advance of what to expect. and con-
sequently all of the special effects had
to spring from the storytelling

I'he Waschowskis wanted electriciry
1o infuse the whole movie,” Dane Davis

www americanradiohistorv com

explains with regard o his work as the
sound designer. Afterall itsabout eled
tricity. 1t nright be deahng with the dig
ital donyain. but you're still talking about
pulses and clectrons, and so they
wanted evervthing to have a Kind ot
electrical edge and that was therefore
once of the tramework dimensions that
[ tried 1o go with

For insnce. there were things like
the Nebuchadnezzar hovercraft. where
the propellers had to be electromag-
actic. Wel', I didnt see whut those pro-
pellers looked like until just betore they
finished the movie. and the idei wis 1o
build something that had no engines
no thrust. no explosives. noexhaust. no
combustion. The power had 10 be
purely derived from electricity. and to
that end those propellers were all made
from uarcs. We rented o six-toot-tall
30.000N  Jacob's  Ladder. and 1>
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Helstrast 25 - 3500 Hasselt - BELGIUM
+32 11 2E1458 - fax +32 11 281459

< obtained the sort of Dopplering are
cyclesthat I necded torthese propellers
Iy recording this huge are going ven
closely by the mic and making torw:rd
reverse loops. | think there were wen
propellers. and each of them had three
forward-reverse loops of this Doppler
ing arc, and they were also pitch-shitted
s samples. That's where all of that
power comes trom

“There's also a lot of metallic res
onating of the Nebuchadnezzar when
its moving. and, although that's propul
sive it was all just produced with huge
sheets of steel that were being vibrated
with dry ice and things like that. So,
that wasn't specifically electrical. bur,
being that the ship is electromagnetic,
cevervthing on the Neb s steel, and so
that was another emphasis. 1 got 10
stomp around on some of the set parts
from the ship when [was in Svdney

Jonos

DIGITAL TECHNOLQTY

e-mail sales@amptec.be - website www.amptec.be
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(AMPTEC

and get a feel for that. because, even
though it wasn't really steel. it looked
like steel. 1 wanted o convey the idea
that the elecrromagnetic field from those
propellers wuas aftecting evervthing—
you know. like the steel was always
being kind of pushed and pulled by the
clectromagnetic field. and so that's why
I used the steel sheets

There was o giant metal gate that
I recorded in Texus a few veuars ago that
made this singing resonance. and so
I pitch-shifted that down many, many,
NNy octaves using a program called
soundt kick. one of the few stand-alone
applications that 1 used. can do pitch-
shifting a long wav without hearing any
nonsense, dand so | used rhat to create
all of these extremely low meral reso-
nunces that vou hear inside the ship.

Another program thar | used was
Metasvnth. and that reallv defined the
sound quality of a lot of things, giving
them an exoremely clean and distingt
timbre while doing digital processing.
I used it on anvthing that had
to teel digital, not wanting to get grainy
in an ugly wav—except for five or six
sounds in the movie that did have to be
grainy in an ugly way. In some cases 1
had to create an audio file and import
it 1o Metasynth, export it back to Pro
Tools und then let it continue with its
linear progression

NMeanwhile, further electrical devices
were recorded in order to attain the >

THE MODUL}R :
«SOURCE SELECTOR
SYSTEM

card Box

& card Box

‘_—__——".——..‘

\

19" remote

Helstraat 25 500 Hacsselt - BELGIUM
+32 11 281458 - fax +32 11 261459
e-mail sales#amptec.be - website www.amptec.be
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hoosing the right audio Codec.

Dialoc4

We are not American or British. We don’t belong to a big industry
corporation. So we have to work that little bit harder. We started 8
years ago with advanced MPEG integration into Audio Codecs
and have dedicated ourselves to making them as user-friendly as
possible. Our product know-how covers ISDN and satellite
transmission, recording, editing and storage. Add our experience,
research capabilities and production expertise and you have the
legendary German Quality that keeps us one step ahead. For more
information, call our UK cistributor Charlie Day at THE UK OFFICE,
Tel. +44 (0) 1442 870103, or contact our headquarters in Germany.

MWW ameri

The Dialog4 MusicTAXI range is one of the most comprehensive codec
packages on the market today. It contains all the standard ISO/MPEG
audio coding algorithms in common use today such as Layer 2 and
Layer 3, as well as CCITT G.722 for high grade voice bandwidth
connections, and G.711 so it can talk to a plain old analogue telephone
line, too. Connectivity features include upto three ISDN terminal
adapters and X.21 port, for operation up to 384kbps. Dialing is quick
and easy using the 96 entry directory.

Qe

0900 80 o @D

The range of network protocols included means that it can be taken
to virtually any part of the world. In the studio the audio i/o can be
analogue or digital (AES/EBU & S/PDIF interfaces are both provided)
The aux data channel enables embedded control data to be sent
alongside the audio, and the unit can be controlled remotely from a
PC or the external Remote Panel if desired. Most importantly
automatic sensing of the codec at the other end of the call means
that it sets itself up to communicate with the most commonly used
systems in use today, i.e. Telos Zephyr, CDQPRIMA, Glensound and

(I IR Y]] |

others without complicated manual programming. Operationally the
buttons are large and straightforward to use, while the illuminated
LCD display gives a clear indication of what is going on at all times.
No noisy internal cooling fan to worry about in quiet studio
conditions. The Remote Panel can control a MusicTAXI from over
500m away via the RS422 interface. The online menu indicates
online time, send-level, receive-level, adjusted headroom, Rx
and Tx audio
configuration,
SYNC flag of
MusicTAXI at
the other end.

Tx: L3
07141225938 Fiss:

128K 48.0 JOIAT STEREQ
L3 & 126K Y4B.0 JOIAT STEREY

Tapeless recording and transmission on the spot is the answer to the
enhanced requirements of correspondents. The CTAXI is the solution
and is set to become the standard for mobile recording and
transmission, because it satisfies the users demand: stereo recording,
editing, file-transmission to computers, realtime-transmission to all
well known codces. The CTAXI is, of course, child’s play to operate.
You can use it as telephone, walkman, audio recorder, mobile editing
station, transmission device. The size is as small as today's cutting

edge technology allows: 58 x 239 x 150 mm, the weight is 1150 g
including 2 x Li-ION batteries. The charger is inbuilt and allows
uninterrupted operation. PCMCIA flash cards or hard drives can be
used for stereo recording. BWF format is supported.

DiaLoGc4

DIALOG4 GmbH, Monreposstr. 55, D-71634 Ludwigsburg, Tel.-49-7141-22660,

Fax-49-7141-22667 - http://www.dialog4.com - email: info@dialog4.com.
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< sound of the power plant which the
main characters visit. 'Everything had o
have these throbhing electrical eveles!”
says Davis, so 1 used a lot of free-are-
ing, where Twas just taking transform-
ers and arcing in the air, and recording
Tesla coils and things like that. In all,
that power plant has about 30 clectri-
cal elements that are all kind of work-
ing in sync to a big
pulse, and that was
fun. Also. when
you go through
the TV monitors,
through the letters
on the screen or
through the code.
there's a lot of elec-
trical arcing that's
heen either digitally
nunipulated to feel
digital or left fairly
FIW N SOME CUSCS,
just  pitch-shifted
way up in order
to give it a really
crackly quatity. That's
one of the things
they really wanted.
giving vou the feel-
ing that vou are moving through clec-
tricity when vou go through  the
screens.

John Roesch and Hilda Hodges took
care of the Foley work at the Warner
Brothers facility in Hollywood, with
Thom Brennan supervising. Recorded
on 2-inch tape with SR betore goinginto
Pro Tools, this comprised a lot of the
film’s external elements in addition to

the usual array of sounds. "They did a
tantastic job." savs Dane Davis, -and it
was very sparse Foley for a movie like
this. Scenes like going into the pod in
the power plant, all of the little splashes
and movements were done by the Foley
crew and the effect was beautiful, We
were shooting Foley for months before
the mix. because T was incorporating
Foley into what T'was
doing. and I was do-
ing little temp mixes
for their Avid all of
the way through the
Progcess.

‘Being that the pic-
ture editors were in
Svdney and 1 was in
Los Angeles, Tohad
cditors huilding the
sound-design and
ACHON-1ype - seenes
from the material as
I was making it, and
I would do premixes
that I would wire
hack to Sydney. They
would then down-
load them the next
morning—which was
really a day and a halt later for them
—uand cut evervthing direct into their
Avid. Therefore, us they were cutting
the movie they would have early ver-
sions of evervthing that 1 was making.
which is a terrific way to work in spite
of the 8.000 miles between us. Oncee or
twice a week we would get on the
speaker-phone with the Wachowskis
and discuss where things were at, and

Inputs:
+ Buili-in microphone
- Stereo balanced XLR
Stereo 1/4" TRS
- Stereo RCA phono
- MIDI

Plus:
- Graphical backlit
LCD display
- Battery or AC power

all for
£650.

« EXPORT MSRP )

The Audio Toolbox™

* The Audio Toolbox is a DSP-powered. wiunderbox packing
dozens of functions...every audio pro needs one.”

- George Petersen, Mix Magazine

»
TerraSonde U.S. Office:
’x 3(3-545-5848
— 303-545-6066 Fax
TerraSonde www. terrasonde.com

Outputs:
- Buihi-in speaker
Balanced XLR
- 1/47 TRS
- RCA phono

1747 stereo
headphone jack
- MIDI

Acoustic Analysis Tools: Real Time
Analyzer. SPL. ETC. RT60,
Speaker & Mic Polanty
Session Helpers: Tuner. Tempo
Computer, MIDI Data Monitor, MiD1
Transnut, SMPTE Read/gen/re-gen,
Hum Cancellation
Test Functions: Stgnal Generator.
JdB/Frequency Meter, S/N,
Frequency Response,
Sample Scope
Utilities: Headphone Amp w/guitar
tx, Cable Tester, Phantom Power

Checher. and more

TerraSonde U.K. Distributor:
Rocky Road Distribution Lid.
44 (0) 1494 535333 Tel

44 (0) 1494 535357 Fax
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Armed with his Rycote-encapsulated
Schoeps mic, Dane Davis faces off against
a 20,000-volt Tesla coil fulmination

so we alt evolved together. Then, the
morning after they arrived back in the
Us. we did a 3-diay temp mix in my stu-
dio with all of the music that had been
cut to that point, and for the first time
we all got a sense of how evervthing
wis going to play.

Chris Jenkins, Mark Smith and Ron
Bartlett spent cight days in January of
1999 doing a temp mix off of five Pro
Tools systems using a Neve console at
Todd-AO. Thereafter, the temp mix
updates were done by Dane Davis at
Danetracks. while the mix proper saw

John Reitz, Dave Campbell and Gregg

Rudloft taking care of dialogue. music
and effects ona brand-new sound stage
at Warners, where a pair of 32-output
Pro Tools fed a Fairlight MEX3 setup
via the recently instatled AMS Neve DFC
console,

“The Fairlights and the Neve worked
together reatly well) savs Rudloft who,
together with his colleagues, mixed
overthe course of a 0-week period from
carly February to late March of 1999
“The setup provided flexibility so that.
when there were picture changes. the
drives could be pulled out tor the fixes
to be made on a Fairlight editing sta-
tion on the lot and then popped back
in. That's veryv necessarny on these Kinds
of movies, We used the Fairlights both
for recording and plaving back. and it
all went fine”

Configured for dialogue. music and
cffects, the all-digital. all-automated
DFC console is set up in four tiers, with
cach fader capable of up to an 8-track
pre-dub. We did a 6-track mix. so all of
my predubs were in O-track tform!”
explains Rudloff. “The six channels con
sisted of left-centre-right, a left sur-
round. a right surround and the sub
information. I wasnt using the faders
of cach tier: just one laver had the
6-track predub, but | was using multi-
lavers for other things. Depending on
how vou setitup and what you're using
the signals and routeing paths for, the
board can provide up to 500 paths.

Tt was a straightforward project in
terms of satisfving what the client wanted.
but it was also fairly complex. with a lot
of stutt going on—the lobby shoot-out.
the shooting-out of the office building
with the helicopter and ait of that—and
so we kept as much separation as possi-
ble in the predub process. T was basi-
cally working with like 20 predubs per
reel, and we were also tlving stuff in wild
because we didn't get some of the final

June 1999 Studio Sound
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visuals until we were in the progess

Interms of the dilogue there wis very
little ADR. the Wachowski brothers
largely shunning the looping option

ut of about 100 lines shot roughly

only 20 were used. whereas some film
projects can calltoras much as 700 lines
of ADR. Nevertheless, this is not 1o say
that 7he Vatrix didn’t need it

e dialogue was in teerible shape
savs John Reitz. “They had o lotol prob

lems when they were shooting in Aus
rratia, with plenty of rain machines and
lighting machines causing some high
frequency problems that we had to get
rid of. Basicallv. anytime you have that
manv special effects going vour pro-
duction has a lot of noise that vou have

Davis with the Warner brothers. L-R: Music
Mixer Dave Campbel’; dialogue mixer
John Reitz; FX mixer Gregg Rudloff

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

Studio Sound |une 1999

10 deal with, and so | used ditferent
devices 1o cleun it up. | used a 4-band
gate splitter. and | also used the Yamaha
dip filter in a lot of cases 1o get rid of
steady frequencies. Inthe consiruct are
where it was all white-screen | had all
production dialogue and it was prett
Nnoisy. so it wis gated quite heavily. not
so much with Dolby 130s. but basicall
just with the +-band gate-spliter

Keanu Reeves doesn't really project
that much. so it was kind of ditficult at
times to get him through. However, bat-
Uing the effects wasn't really a problem
because Gregg iends 1o work around
meina lotot cases. and the same applies
with the music mixer Dave [Campbell.
We all pull down a little and he fits in
around the dialogue—the three of us
have worked together tor 18 vewrs. so
were very tuned into cach other. and.
it one guy has a problem trving 1o get
something through. the other two guys
will back down tor him

I worked less on this show than on
anything | can recall.” adds Campbell
regarding his mix of the score thar was
recorded on i Fox sound stage. Trcame
in on 24-bit Pro Tools, it was set up in
an adiacent room herc and [ never even
saw it Tt just came 1o me on taders and
it worked wondertully. Armand Steiner
had recorded w 6-track orchestra and it
was magnificent. [0 was absolutely per
fect. Then | had an additional six tracks
of synths which Don Davis did betore

wwWw americanradiohistorv com

hand—rthese had been mixed down
with Armand's orchestra, and it was so
well balanced that 1 oalmost never
touched it

still, touch it he didd. Meanwhile. when
it comes o the overall sound, with an
action movie there is always a danger
of emploving what could be described
as “Mickey Mouse eftects’, emphasising
every nuance in unimaginative audio >
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fashion. On 7The Matrixv Davis was
theretore determined that obvious solu-
tions tothe on-screen proceedings were
to be avoided at all costs.

IUs quite risky using things that illus-
trate the film-making process rather
than what the characters are percein
ing.” he savs. “You experience that in a
lot of movies. where the sounds are all
about the sound editors and the mix
ers. Wello the audience doesnt care
about that process and its also a dis
traction from what thevre watching. On
the other hand. a scene such as that in
which the governmentlobby is invaded
had sounds tor every movement. every
bullet. every explosion. every possible
detail. and then during the mix we
pulled evervthing out and just put in
the things that we needed based on how
the characters perceived them

Ihat scene. we decided, was really
oo big tortoo long. and it could become
annoving.” savs Gregg Rudloft. -Again.
there are directors and producers who
like it to e that way, but the Wach
owskis were more interested in peaks
and vallevs

As soon as the audience would
expect something. such as the guards
to keep shooting. we'd pull wav back
on the gunfire and just go with the
sound of the bullet flving past from
Neo's perspective.” adds Dane Davis,

Fhat means it doesn’t play at all in a
literal wav, but its still really exciting,.

WHAT DOES

The Powerhouse effects team. L-R: Eric
Lindemann; Julia Evershade; Dane Davis

similarly. a lot of tmes we'd insert the
reverse sounds of guns heing shot
because itworked great with the music
It made the beat more intense and
punchy. even though it had no literal
meaning. and we'd also put in oft
screen gunshots because they were
interesting ina musical wav. In fact, the
producer. Joel Silver. is known tor lik
ing things louder, but he loved the
poctic approuach so much that even he
saidh, “"Hev, go more abstract”™. Coming
trom Joe! that was terrific, and it was a
license tor jovous insanity

T alwavs v to break down a scene
into characters. whether thevre humans,
animals, robots or any other machines,
and I then try o figure out what noises
they would ereate when doing whatever
thevire doing in that scene.

An approach that Gregg Rudlott refers
toas see a bear heara bear’. Sometimes

ALL OF THIS
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that makes a really big difference.” Davis
continues. Tdontever use synthesisers—
whether we're talking software or hard-
ware. and even though T have tons of
them—unless the thing on the screen is
asynthesiser. and Tapply that same prin-
cipal to creatures such as the robots in
this movie. T didnt want them to make a
sound that seemed like it was being made
for the benefit of humans, and. while
that’s guiding principle in all of my work.
in this movie it was a law. If a sound
mukes the audience think about some-
body creating that sound then its the
wrong sound

stillwith movies such as 7he Phan
tom Menacelurking around every cor-
ner. there s undoubtedly a lot ot
pressure on sci-fi film-makers 1o hit
audiences between the cars with a
plethora of novel sounds. "We didnt
wantanvbody to hearanvthing that they
had heard before.” agrees Davis, "Ney
ertheless, that kind of pressure o be
unique does make it a lot more fun: ten
times as much work, but a lot more tun
I had to kick people’s butts with the
sound effects, because certain scenes
had to be really radical and intense, and
they had to make a huge impression on
the audience. Of course., T also didnt
want it to seem like we were trving too
hard—and that's never casv—but in a
lot ot cases the rule had to be thatwhen
we were getting used 1o i sound then
that wus the time 1o get rid of it B
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Real-time stereo sample rate conversion

PC And Mac compatible PCT (short card)

studi/o-sync backplate for sample-accurate synchronization
Up to four cards per computer (64 channels)

» Windows NT, Macintosh, and ASIO drivers

Four optical cables included

Available at your favorite music store
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True Dual bomain Audio Testing at an Attractive Price Point

The Portable One Dual Domain is
the complete portable test
solution for analog and digital
audio and the AES/EBU/SPDIF
serial digital interface. As the
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@ Internal save and recall of
30 test setups

H Loudspeaker monitor for
digital & analog audio signals

Audio
preC|S|on

PO BOx 2209

B Digital interface analyzer
H View AES/EBU status bits

Beaverton, Oregon 97075-3070
Tel: (503) 627-0832 Fax: (503) 641-8906
Us Toll Free: 1-800-231-7350

Email: sales@audioprecision.com

our worldwide force of Audio Precision representatives
will be pleased to demonstrate the many advantages of the Portable One Dual Domain

AT UL LA UL LA UL AT UL A AL D ULNDRUL

INTERNATIONAL DISTRIBUTORS Australia. VICOM A a Pty T
Bulgana ice 45 Canada: G
3 998 Croalla nco Rep eZ € 618 1
S 1) 45 4 Germany 5, Te
lsrael Te g i 4 0. taly i3
1 Mea: v & g r elange Te 34 t
9 Poland a

0. Belgium Heynen N V. Tel 11 Brazil: Interwave L1z 21) 484 215
82. China, Hong K nf 424 58\ ne

3. Denmark npn Elekirank aj 11 Finland G e 1

16 Hungary

Austria IN( 4
1 3) 342 China
3 Czech Republic Praha spol s [
France & K Greece: KEM
T Japan
Test Me nt & ing nang). Tel 4 6422
2 T Portugal 8401
"7 South Africa fu M Spaln
4 Tawan A 0696 Thailand M w(

B on Ir
! Korea B& el 2 546-1457. Malaysia
BV T 9 New Zealand \ Vholesale:

2 Netherands.
E 'M Slovakla

Singapore TMi 47
Tel Sweden

Slovenia
v 294-48

0. Switzerland
UnlledKlngdom { 4124



www.americanradiohistory.com

http://www.tdk-europe.com

Master Track
(Take 58)

Like all of our studio products, TDK’s new
CD-R Studio is tested and optimised
especially for professional audio recording.
Incorporating our unique Reflex technology,
the newly formulated dye ensures the most
accurate pit writing possible for crystal
clear audio playback, every time. Even if it

took her fifty-eight times.

&TDK.

at the heart of it
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Throughout the history of audio, the topic of recording
media has prompted development and distress in equal
measures. Carl A Snape replays the history of storage

ORTY YEARS is a long time. Forty

vears takes us back to 1959 when

magnetic tape was the prinury
storage media for audio recordings. 1t
also takes us, conveniently, adlmost to
the very beginning of polvester hase
magnetic tape. Originally, in the very
carliest days of wpe. paper had been
used. but over time this was replaced
with cellulose acetate and in the carly
fifties, when the first long plaving tapes
were introduced, with polyvinyl ¢hlo-
ride (PVC).

In the carly sixties triple play tipe was
introduced. What made triple play a
reality wis a new plastic base film mate-
rial. Polvester only needed o be 18pm
thick compared to the 25pm thickness
necessary for PNC and the Sopm of cel-
lulose accetate. Initially the professional
recording industry wus suspicious of
these new tapes and for good reason.
Although  cellulose  acetate would
streteh slightly under normal use, when
it was put under high tension, such as
abrupt braking, it snapped. and in most
cases would have to be repaired with
splicing tape.

Polvester, on the other hand, had 4
nasty habit of stretching. and the streteh
ing got worse as the tension inereased.
effectively rendering that segment of the
recording unusable, Pre-stretching the
polvester (tensilising) did reduce the
problem and this, coupled with careful
tpe transport design and improved
braking. resulted in polvester ultimately
replacing the carlier base films and
establishing itsell as the main base ilm
material for virtually all professional
recording tapes. Although normally
referred 1o as polyester its full chemi-
cal name is polvethyvlene terephthalate
so vou are likely to see it dentified as
PE or PET. It is also widely known by
its Dupont registered name of Mylar,
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When BASE introduced its triple play
polvester tape in 1903, it was originally
designed for open reel applications,
howeverits introduction caught the eve

of unother European  manufacturer

—~Philips. With BASF's experience with
low noises high output formulations,
and now with its ultra thin tape. itwould
scem that Philips” new innovation—the
Compact Cassette—and BASF's new
tape would make perfect partners. And
indeed this proved to be the case. When
the original Compact Cassetie was intro-
duced at the Bertin Radio show in 1963
it contained BASF's new polvester tipe.,

Although Philips invented the Com-
pact Cassette, it was not the first com-
pany to have the idea of putting tape in
a plastic shells RCA had actually mar-
keted a cassette containing two ' -inch
recls of tape as carly as 19358,

The sixties were not the era of the
Compact Cassette—in fact the Compact
Cassette was not widely aceepted until
1970. Tt was the time, however. when
professional multitrack recording began
to Hlourish. The carly 3-track multitrack
recorders used ' ~inch tape. Although
changing the tape width to accommo-
date more recorded tracks is a major
design challenge for the taipe machine
manufacturer. it is a relatively straight-
forward procedure for the tape manu-
facturer. This is because during the
manufacturing process the magnetic
nuterialis coated onto Lirge jumbo reels,
often several feet wide. Making ' =inch,
I-inch or 2-inch tape. although a pre-
cise and skilled operation, is essentially
determined by the position of the tape
slitting knives and how many vou use.

By the late sixties most professional
recording tapes were back coated. Nor-
mally a thinly coated carbon pigment.
this would be applied with a suitable
binder (usually a polvester urethane

www americanradiohistorv com

—the sime binder used in the magnetic
coating) to the back of the base filne.
The back coat helped dissipate static,
hence the carbon, and the matte surface
improved the winding characteristics.

Throughout the sixties, tipe manu-
facturers competed with cach other 1o
improve their formulations. During the
curly part of the decade the emphasis
wias on low-noise formulations, but
wititing in the wings wis 4 new inno-
vation. The prototvpe A301 Dolby
A-tvpe noise reduction was first demaon-
stration at Decea Studios in London in
November 1963, According to Dolln
Labs, by the end of 1969, driven by the
increasing use of multitrack recording,
the majority of London pop music stu-
dios were equipped with Dolby A,

While Dolby noise reduction certaindy
addressed the noise issue this did not
mean the tape manufacturers gave up
developing their tape formulations.
They turned their attention o higher
maximum recorded Jevels—inereased
dvnamic range in other words—during
the lauer half of the sixties and would
continue with this type of development
through the seventies and even into the
cighties with tapes such as Scotch 990,

With the advent of digital recording
however factors such as noise and head.
room ceased o be so important,
Dropouts.  tape  smoothness and
improvements in runability were to
hecome more important concerns with
digital media.

Digital recording brought with it not
only a plethora of storage devices, but
also a bewildering number of record-
ing formats and tvpes of storage media.
The latter can be classified into three
main categories: open reel. rotary head
(video cassettes) and data storage
When the very first digital recorders
were built it was basically a free-for-all
with cach svstem being incompatible
with any other. The very carly systems
developed by Decca, EMIL 3M-BBC,
Soundstream. and Sony used open recl
and video-based  storage media, >
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< There wis no common recording
standard. neither was there i common
tape spead for the open reel formats,
Brouadly speuaking. three tape formats
survived: DASH and ProDigi. which
were both open reel. stationery head
formats for multitrack and mastering,
and. with the introduction of the Sony
1610, and Tuter on the 1630, U-matic.
which became the standard media tor
CD muastering. Also introduced by Sony,
and tuking its nume from the way the
tape wuas wrapped round the video
head, U-niatic was one of the very car-

fiest video cassette formats. In spite of

its close associations with professional
users U-matic wis actually conceived.
originally. as a1 consumer format.

Another consumer video format from
Sony would also end up in the record-
ing studio. Betamax was introduced in
1975, Coupled with Sonv's F-1 digital
processor, it provided the basis for an
inexpensive digital recording system.
Although ultimately shunned by con-
sumers as a video and audio recording
format. Betamax tupe continued 1o be
used for Chmastering until it was finally
replaced by DAT.

Betamax was joined by [VCS VTS for-
matin 1977 Video 8 in 1985: S-VHS in
1987 and Hi-8 in 1989, All these video-
tape formats would eventually end up
being used. in one way or another. for
digital audio recording: S-VHS for ADAT
and HE-S for DTRS. forexample. In 1986,
however. a new tape format was
announced specifically for recording
digital audio.

The Digital Audio Tape formator DAT
as it wus to be universally known. rev-
olutionised  digital audio recording.
Using o much smaller cassette, narrow
3.8 Imm tape and a rotary head record-
ing svstem. R-DAT ousted its stable
mate. S-DAT stationery heady when the
final format was voted on at the DAT
Conterence General Assembly in Sep-
tember 1985, Details of the R-DAT for-
mat were finalised in 1986, Shortly
afterwards Sonv showed the first work-
ing prototype at NAB.
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¥ Had it not been
" for the interest

shown by
pro audio DAT

would have
probably been
relegated to th

long ago

Atthough sony had developed a pro-
fessional DAT recorder very carly on,
once again the format was primarily
aimed at the consumer market as a pre-
recorded formiat and as a replacement
for the analogue cassette, Originally four
tvpes of DAT tape were specified. One
for 13pm tape and one for thin® ape.
stundard and wide-track  recordings
coutld also be automatically detected by
the arrangement of recognition holes on
the base of the shell, The magnetic coat-
ing wus specified as metal powder
(tmetal particle or MP). With the thinner
opm  tape. recording time was
increased by S0 The fst tapes were
all 60 minutes long. but 90-minute and
120-minute tapes soon followed. Today
DAT tupes are available ina wide vari-
ety of lengths from 15 minutesto 2 hours,

In spite of the efforts to market DAT
as a consumer product this never really
happened. Had itnot been for the inter-
est shown by the professional audio
community DAT would have probably
been relegated to the history books long
ago. With hindsight many probably
wish it had been!

Notevervone—including Sonyv—wis
happy about DAT being used tor pro-
fessional recording. Sony responded
with the MO-based PCM-9000 format,
but failed to get it adopted as o univer-
sal CD mastering format. Nagra. on the
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other hand. developed its Nagra-1 for-
mat using -inch open-reel tupe in
order to provide a higher quality and
more reliable digitat recording format
for professionals needing a portable dig-
itul audio recording tormat.

Although DAT is still used today in
many wavs, the nineties has become
the age of computer editing and record-
ing with data-storage media increasingly
replacing anatogue and digital tape.

Originally vast arravs of hard disks
were used to store digitally edited muate-
rial. but as  computer  technology
matured an increasing diverse range of
high capacity storage options have
became available. One of the first was
the 12-inch Write Once. Read Many
(WORM) disc which was followed in
November 1988 with the first commer-
cial rewritable MO disc. One of the first
professional audio uses for this new
double-sided dise was the Audiflex dig-
ital dizlogue editor. At the time hard
drives could store around 27-28 min-
utes of sound. The new dise could store
up to 33 minutes per side. As the teeh-
nology developed not only did the
cupacity increased but also smaller
3 =inch dises have been introduced.

Even smaller stll, vet still using MO
technotogy, MiniDise was originally
announced in May 19910 Tts small size
and protective shell have seen increas-
ing numbers of broadcuster use the
media for recording and  program
archiving. In fact a number of broad-
custers are switching to - recordable
MD in preference to DAT

Magneto-optical media is not the only
option for data storage. Tape-based for-
mats such as the 8Bmm Exabyte cassette
teurrenthy with three ditferent storage
capabilities) und the DLT cantridge (with
foury are already well established. The
former. in particular. for C1 mastering,
and the Luer for DVDL However,
recordable CD and DVD already pose
an on-going threat. Certainly CD-R has
become an increasingly popular format
for CH mastering and one imagines it
is only a question of time before >
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One name for all formats
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< recordable DD will follow in the
same footsteps with respect 1o DVD
Video and presumably DVD Audio.

Soisthat greatsurvivor analogue tipe
Anally going to he luid to rest? Some-
how I doubt it. When vou hear stories
ot recording engineers backing up their
RADAR systems with analogue tape
there is something to be said. not only
tor that analogue sound. but also for
the compatibility and universal plava-
hility of the analogue tape formats.

As for the tuture, inevitably we will
see more formats developing for digi-
tal audio recording and long-term stor-
age. Certainly archiving on large
computer networks will be the way tor-
ward for those responsible for Lurge col-
lections of media assets, For the smaller
studio. keeping an eve on new con-
sumer formats may provide some clues
astowhere digital storage may be head-
ing. Whatevertomorrow nuy bring, it is
stll increasingly important to protect
vour current recorded assets for with-
out these original recordings vou com-
promise back-catilogue releases for
future formats

Although it may be tempting to imag-
inc that all vour problems are over once
the multitrack has been mixed and the
production master sent to the tactory,
in fact this is far from the case. Simply
sticking a labelon box. titing iton a shelt
and turning the light out and then coms-
ing hack in 10 or 13 vears time expect

DENON

Professional Audio Brand

4

So is that
great survivor
analogue tape

finally going to
be laid to rest!
Somehow |

ing evervthing to be as vou leftit is sim-
ply courting disaster. If vou do not look
after vour assets vou may end up with-
out any.

When it comes to proper analogue
lupe storuge. prevention is fur more
preferable than cure. There are three
key elements that are important. Avoid
any form of contumination—dust. dirt.,
fingerprints. moisture. Avoid any phys-
ical stresses that might deform the tape.
Finally ensure vour tapes are stored in
a4 stable. controlled environment. 1t is
not a good ideua to subject tape to rapid
changes in temperature. Taking a tape
from a cool library to a warm control
room will have a detrimental atfect on
the tape’s tong-term stability. Another,

often overlooked. point is to avoid stor-
ing anvthing in the box along with the
tape such as track sheets. Although it
may not seem so. paper is an ideal
source of dust and also provides a com-
fortable home for bacteria. You should
also avoid “protecting” vour tapes by
putting them in plastic bugs unless vou
are absolutely certain vou are doing it
in a moisture-free environment. The
plastic bag will simply trap any mois-
ture. which will then accelerate deteri-
oration of the magnetic coating,.

Ideally open reel tapes should be
exercised every 3-4 vears. Avoid uneven
winding as this can create air pockets
which can then create stress, greater air-
to-tape contact and potential tape edge
damage. Ideally, winding should be
done as slowly as possible. Some
archivists even suggest winding the
tape at play speed on a machine with
the heads removed.

Environmental conditions are critical
for ¢nsuring that vour tpe libran
renitins in the best possible condition.
High temperatures and high levels of
humidity should be avoided at all costs,
as these will have an adverse attfect on
the wpe and also encourage fungal
growth. Quuntegy. for example. rec-
ommends a storage temperature of 18 €
1 CH65 F £2 F) and u relative humid-
itv of 107 £300. Others, suggest even
lower temperatures (15 C) uand relative
humidity levels (2400, There is a »

Perfect for production
at a perfect price

DEMOM comms

DN-C630 CompactDisc Playe

Application Post production, Live playout, AV, Broadcast, Theatre.

Features GPI + fader start, cue to audio, instant start, balanced XLRs, digital output.
Benefits Space saving size, time saving intuitive design, quick to use.

Price “You wouldn’t believe us if we printed it”

FOR MORE INFORMATION EMAIL IAN DOWNS AT: idowns@compuserve.com

HAYDEN LABORATORIES, CHILTERN HILL, CHALFONT-ST-PETER, BUCKS. SL? QUG. TEL: 01753 888447 FAX: 01753 880109
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STUDIO MASTER

SM 900 maxima is a high-

because of the sound - it is so punchy, the output output “analogue  tape
- . " esigne specitically or
is so high and the noise levels so low. A modern analogue iTEGEEY (Remtnp [or
tape like SM 900 gives me all the things | want: warmth, Lol e

compression, etc., without losing that sound.

o

Ash Howes’s credits include recordings with - "
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JFurther Information from EMTEC Magnetics U.K. Ltd. ! sasraay
. Phone 07803/890652 ;4-3 BASF
MEC /\/\Ogne” CS or in the Internet: www.emtec-magnetics.com \G) m@
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One question
that everyone

asks is how long
will CD and

‘: I.

vou store them.
- dark is the
first recommendation

< dunger. however. that it the relative
humidity is too low this will encourage
static build up and can cause shrinkage
of the backing material,

Asmany have found to their cost, one
of the biggest problems with the long-
term storage of analogue tape is mois-
ture. High humidity, for example, will
notonhytendtostretch the backing film.
but will also increase hvdrolysis,

Although vou may not have heard of

the term vou will no doubt have heard
of its aftfect on tapes that have been
stored for several vears.

Hydrolysis is a chemical reaction
between the tape binder and moisture
inthe air. The process ereates carboxylic
acidandalcohol. which ultimateh- man-
itests itselt as gummy, tacky substanee
on the recorded side of the tape. Inun
advanced state. the reaction can affect
the hond between the magnetic cout
ing and the underlyving plastic film
resulting in total separation of the mag-
netic faver if any attempt is made o
rewind or even play the tpe.

The problem first came to light in the
latter part of the cighties when record
compuanies wishing to reissue back cat-
alogue material on CH found to their
horror that some masters from the six-
ties and seventies had been affected by
hydrolysis. In some cases the tupes

would squeat when plaved. In other

cases the machine would slow down
or grind toahalt. Inthe very worst cases
engineers had to peel the magnetic
coating from the heads, Early atempts
to reduce the squealing involved Tubri-
cating the tapes. One method was to
split a pencil lengthwavs so that the
graphite core, supported at the rear with
the wooden sleeve, wis exposed. This
could then be used as self-tubricating
graphite guide. Also tried, were vari-
ous waxes and speciatlubricating wipes
used by the filme indusiry for Tubricat-
ing film stock.

Towards the end of the cighties, Agta
developed a commercial process for
restoring these damaged tapes, Known
as the NT Process the tupes were sub-
jected 10 a S-stage treatment process
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After cleaning. the tape would be
chemically reated and then baked. The
major drawback with the technique
wis that the treatment only lasted an
hour and the tapes could only be
plaved once. After looking at the prob-
lem Ampex devised an alternative solu-
tion and published the details in 1991,
Today there are a number of slight vari-
ations on the original recommendz-
tions but they all Targely follow the
same technique. The biggest difter-
ences are in the baking time.
Although the original baking process
could take up o four duys, tpes would
normally remain stable for up to 30 davs
under reasonable room  conditions
Cavoiding high humidity). The process
could also be repeated a number of
times even it the tpe had been put back
into storage and retrieved several vears
fater. Critical to the process was the tem-
perature and the ability 1o accurateh
control it It the wemperature was
attowed to go above 33 F the buase
materiat may soften and physically dis-
tort. Although a domestic oven could
be used in theory this was not recom-
mended simply beciuse domestic oven
thermostats normally do not operate
helow 70 F
Using the highest recommended tem-
perature it takes up to 48 hours at 33 F
o bake a buadly atfected '/ -inch tape
(90 hours for a 2-inch tape). however,
at 5SS F vou run the risk of slighthy
increasing print-through by about
FB). I this is critical the recommen-
dation is to use a lower temperature. In
this case. typicallv.a / -inch tape would
need to be treated for 72 hours at 15 F
Atthough hydrolvsis has not been an
issue with digital tape that does not mean
vou do not have to be concerned. Sim-
ikar binders can be found in videotape
so in theory at least they are just as sus-
ceptible. Most of the general storage ree
ommendations for analogue tape also
apply to digital tape media. Tis impor-
tant that the tape is neatdy wound and it
is also recommended by some manu-
facturers that the winding of video cas-
settes is reversed every 1-3 vears, Video
aissettes. even it stored in library cases,
should be stored vertically and open reel
recordings should not have the end of
the tape hanging loose when stored.
One question that evervone asks is
how fong will CH and CH-R fast. Again
it will depend on how vou store them.
In the dark is the first recommendation.
According 1o National Media Labs,
stored at 10 Cand 25% RH., good qual-
ity CH-Rs should last between 10-100
vears. poor quality: CD-Rs up to five
vears. AUES Cand 300 R expectaney
drops 1o 5=50 years and two vears
respectively. Although these tests were
based on media avaitable in 1995 the
tests do show the great variation in both
the span of life expectaney and quality
of individual manutacturers. The test
results are also based oninfrequent
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access and good environmental stor
age conditions. Generally speaking
CD-ROM and WORM discs have the
greatest life expectancy: MO and CD-R
the least

More information on recording and
archiving issues ¢an be found via
IRIUNMF who can be contacted
hp: Avwaw riumt-uk.demon.co.uk

In some ways, although analogue
media deteriorutes, atleast ivs sull fairly
casy 1o find tape machines on which
1o play the media, The sume cannot be
said of digitad and the situation in 10 o1
20 vedars tme may be even worse fo
original multitracks or masters stored
on computer medii. One ol the nice
things about analogue multitracks s
that the recordings can be remixed and
reused with any tuture format. It you
are relving on an archive of CDs then
Ul vou have got is 16-bit 4. LK1z
stereo, which is great tor CD, but ven
little else. It vour archives consist of
multitracks and-or mixes on computer
storage media then vou could face a
MOre WOorrving siruation

Computers and computer products
continue develop at an ever-aceelerat
ing rate. The leading edge 4x CD-ROM
drive of tour years ago is a4 snail com
pared 1o today’s 40x drives. but vou
could argue that vour CD-ROM s still
plavable and that's true. Howeven
growing number of people are already
finding it very difficult 1o locate
machines 1o pliy the very carliest dig-
ital recordings. Spares are like gold dust
and we are only tilking about record
ings trom 10 or 12 vears ago

With computers, formats come and
2o operiting svstems come and go, old
processors and spares disappear oft the
fuce of the carth. Computers are con
stantly updated. sois software. Can you
still read vour old media? Are those old
replaced drives still in good order? Do
vou stll have the manuals? Do you
know where the software drivers ure?
Unless you have a policy of backing up
vour archives with more modern media
vou could be creating a lot of work tor
voursell in the future. You could even
end up with unplayable media

Fortunately, Largely dueto CD and the
recognition of the value in ieissuing
hack catalogue, there is o lar greater
awareness of looking atter multitrack
and master recordings. Certainly the
davs when one Lirge US entertiainment
company llegedly stored part of its tipe
ibrary in an area exposed 1o the out
side elements appear 1o be a thing of
the past. But this isn't just an issue fac
ing the major record companies and
studios: it concerns everyone involved
in professional recording. U is nol
beyond the bounds of possibility that
ou could be recording the first demo
of an artist destined 10 become the next
Sinatra. Elvis or Lennon. In 40 vears time
that recording will probablv be price
less. The thing is, will it be plavabler B

Studio Sound |une (999

UALITY CONTROLS

The smooth touch of Penny & Giles’ faders and controllers. Precision
components for the audio, broadcast and entertainment industries.
Providing human interface solutions for the widest range of applications
- analogue or digital, simple or sophisticated. Specified by the world's
leading equipment manufacturers,

for performance, reliability and

complete quality control.

conductive plastic linear faders -
manual and motorised, analogue
and digital

conductive plastic rotary faders -
multi-gang options for surround
sound

manual, motorised and multi-axis
joysticks - surround panning and
remote control

analogue and digital T-Bar
controllers

endless-belt digital controllers

i n c o n t r o/

Penny & Giles Controls Limited
Nine Mile Point Industrial Estate
Cwmfelinfach, Gwent NP1 7JB, UK
Tel: +44 (0)1495 202024  Fax: +44 (0)1495 202006
email: studio.sales@pgzontrols.co.uk
web: www.penny-giles-controls.co.uk
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Westlake Audio - introduces the full range BBSM10 system...

THE NO COMPROMISE SPEAKER MANUFACTURER

: MLISIC

To most people’s ears the BBSM-10 is a full range speaker
system. But now, with the addition of the new BB10-SWP
subwoofer speaker system, full range is redefined.

IVINJ WIS

Westlake Audio Speakers are designed for the most demanding of audio engineers and golden-eared audiophiles. The
no-compromise manufacturing process includes extensive internal cabinet bracing. hand built crossovers with preci-
sion matched components. and drivers that are meticulously selected. tested, measured and matched. Cabinets, drivers
and crossovers are also thoroughly dampened to eliminate any resonances or vibrations. So if you already own a pair
of BBSM-10s and want to extend the bottom end, or if you're looking for a full range speaker system- you have 1o
listen to the BBSM-10s with the BB10-SWP subwoofer system - you will be very impressed!

MANUFACTURING GROUP

= T B

2nd Generation _
Routing

IS  SEEEEEEE D
Bl SlEEEEEs =

CDR-1616
Digital Audio Matrix from DK-Audio
d o A PD f
. t tion « k ing ¢ Any
. . rt on t

. - .

¢ Muitichannel.P

. [ ...as easy as analogue ]

Al - - |
A= — | COMPACT & Av 6
o7 EMA2 pOWERFUL -

Phone * + 32 42 59 74 12 Fax: + 32425974 10
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IKE MANY countries
that have a language
that does not transter

readily across horders. [l

haliances a small. although

refatively prodigious. nation-
al ilm industry along with the
demand tor toreign linguage

dizdogue replicement. As s

often the case in these ¢in

cumstunces, this breeds
middle market industry that
is o bar ery from the tlagship
film emporia of places like

International Recording. thet

recently opted for AMS Neve DFCs. but

it is a middle market that is a hive of

ACtvity as it serves the demands of film

and TV programming requirements

lalv's Al heritage is a long and illus
rious one. and because of this it is
unusual as a non-English speaking
nation in having a good handful of
directors that wre well known ang
respected bevond the confines of its

borders. This heritage also extends 1o

its films studios and the name Cinecitt

is at least as well known as anv other
non-Hollvwood  film  making  plot

Created originallv by Italian Fascist dic

rator Mussolini in 1937 as part of an

ambitious  plin 1o aggrandise  the

nation’s :t and cultural output. and 1o

serve his own purty's  propaging

needs. alter the war the enormous plot's
potential was spotted and pressed into
service by Hollywood which enjoved
its attordability. good climate and awill
ng and skilled indigenous worktoree
Cinecitta plaved host to such low bud

Studio Sound 999

T ilum;m
~lolick

e

| \

-

wer the vears witl
he selling off of are:
for housing develoy
ments, but the nuijor
itv that is lett holds a
lot of originality and
is largely unchanged
from the complex
that was built within

A PIMe W o allt

In the land of the original voice-over, vears ago. 1Us a it

Zenon Schoepe visits four film facilities
in the Italian film capital of Rome —

getthrow-away moviesas Ben A, The
Bible. .nd Cleopeitra. and assured its
immortality. Felling almost lived
Cincecittat and made most of his films
here tincluding of course L Dolce Vita
His office has been left untouched and
his personal Stage. Stage 3. is referred
to as Fellini's stage

Later still part of the site became a pet
neinent pl()l for the \‘,}zlghc'lll Westerns,
burt it has alwavs managed to keep itselt
busy. ltalian wlevision was swifl to tike
advantage ol the film oy locined in the
outskirts of Rome and RAT OB trucks
are a permanent fixture working along
side the permanent sets that serve as the
backdrop for soaps. games shows
dramuaand series. TV accounts 1or soni
60 ot the Cinecitta business these days.
but Hollvwood still comes back with the
likes of Stallone with  Cliffhanger
for example

The plot has been e
i

Above: Sound Art's facility with Cinemix desk.
silver screen.and the projector room

www americanradiohistorvy com

that is evidenced by
IOl ¢ "
1ree [" 1

¢ Imu

e
1¢

J ClOmin
of the hindscape and served as bacl
drops in those Biblical epics

And wher ¢l e 1o build pPrope sedd
niissive new 18-cinema multiplex than
here in the home of Talian ilm. Some
200 people are emploved with around
20 stages and there's a small audio
cenartment that has two mixing stiges
cquipped with an SsL 1000 and a ver
heavilv modified and extended Studer
asits premicre theatre. Much of the sup-
porting audio post work happens out
side and Cinecitta’s main hand is in its
real estate and irs film-making expe
tise. Italian productions do get sonwe
public financing and cinemas geta con
sideration it they show i minimum pei
centage of [tilian produce in the course
ol a vear and this goes some wav o
keep the industry alive

However. a look ar the middle mu
ket studio sector reveals just how com

;:‘iz n the '1|.!|ﬂr‘-“:’- of natonal tilm
he. and how ditferent the
1

forces that dictate what a market ¢an >
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Cinecitta's Venetian yet waterless plot

< support ortolerare we. and how these
forces combine to create national iden-
ity and characler

Hollywood mav well be tiking 1o the
DFC in torce. but Rome is breaking out
in 2 rush of—not D&R Octugons—the
ahogether cheaper D&R Cinemix con
sole. Bul then it is & country in which
the film audio industry employs a Cine:
track-moditied incarnation of  Digi
gram’s Ntrack system as an editor of
choice with a film-specitic front-end
designed by an lalian compan

sound Design is a relatively new and
compact film tacility that has recently
added o Cinemix for its second mix
room for TV, The studio was started in
1996 witha Dolby mix room und Sound
craft DC2020. smaller tracking rooms
plus a transter suite. but a pick up in
worktlow soon necessitited the open:

ing of another two voice-over rooms. It
works on films and TV productions with
pretty much the whole gamut of Dolb

formats catered tor, and the Cinemix
room can also be used for voice und
music recording as the console is on
wheels and can be moved out of the
wiay. Recording is handled by the afore
mentioned Cinetrack. Akai DR10s, the
usual Tasczum MDMs and film.

Owner Elio Gualfucci is a graduate
of the Cinemarography Centre in Rome
and has served his time working up
through the film ranks. He says the stu
dio specialises in lalian TV Fiction
mostly in Dolby Surround. although
there is still a high proportion of mono
work puassing through. “The Soundcrah
was the first afforduble console with
multichannel  capability.  although
things have moved on u lot since >

L a2

TRy

Fonoroma dates back to 1930 and predates even Cinecitta, it was Rome’'s first studio
and the place where voice overs were invented with the first experimental recordings
to lacquerin |93 1.MGM opened its first studio in Rome within the Fonoroma complex.
The building houses two new Dolby Digital dubbing studios with Cinemix desks and
a third Amek Hendrix room.These are supplemented by ten additional studios used
for voice overs and more rudimentary mixing and a dedicated video post facility.
Orriginally a private company it was later sold to a co-operative made up the employees
which stilt owns the complex today.The film work quotient of the facility has increased
to 80% with the introduction of the two new theatres, something of marked swing
away from the 50:50 split that existed before. Future developments include the
installation of smalt digital desks in the voice-over studios and a small-scale board for
one of the smaller mix studios in order to gain expérience in digital mixing.
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ADVANCED MEDIA PRODUCTS

INTERNATIONAL DISTRIBUTORS

AUSTRALIA: AWA AUDIO PRODUCTS
Tel: 02 9669 3477 Fax: 02 9578 0140
Contact: Michae! Guest
AUSTRIA: STUDER AUSTRIA GMBH
Tel: 01 865 1676 Fax: 01 865 167699
Contact Reinhold Flied!
BELGIUM: EML PRO AUDIO
Tel: 011 23 2355 Fax 011232172
Contact Erik Gysen
CANADA: HHB COMMUNICATIONS CANADA LTD
Tel: 416 867 9000 Fax. 416 867 1080
Contact: Dave Dysart
CZECH REPUBLIC: AUDIOPOLIS
Tel: 02 3332 2132 Fax: 02 3332 4172
Contact: Jan Adam
DENMARK: INTERSTAGE A/S
Tel: 39 46 0000 Fax 39 46 0040
Contact: Finn Juul
FINLAND: HEDCOM
Tel: 09 682 866 Fax: 09 682 8489
Contact Jarmo Roivas
FRANCE: MILLE ET UN SONS
Tel: 01 46 67 0210 Fax: 01 47 89 8171
Contact Didier Rupin
FRANCE: TRM
Tel: 014118 9003 Fax: 01 41 18 7965
Contact: Henri-Dominigue Saumon
GERMANY: TRIUS VERTRIEB GMBH
Tel: 05451-940810 Fax: 05451 940819
Contact Hubert Dierselhuis
GREECE: KEM ELECTRONICS
Tel 01674 8514 Fax 01674 6384
Contact Thimios Koliokotsis
HOLLAND: TM AUDIO HOLLAND BV
Tel: 030 241 4070 Fax. 030 241 0002
Contact: Peter de Fouw
HONG KONG: DIGITAL MEDIA TECHNOLOGY
Tel: 2 721 0343 Fax: 2 366 6883
Contact: Wilson Choi
IRELAND: BIG BEAR SOUNO LTD
Tel: 01 662 3411 Fax: 01 668 5253
Contact Julian Douglas
ISRAEL: BAND-PRO FILM VIDEO INC
Tel: 03 673 1891 Fax: 03 673 1894
Contact: Ofer Menashe
ITALY: AUDIO EQUIPMENT SRL
Tel: 039 212 221 Fax: 039 214 0011
Contact Donatella Quadrio
JAPAN: SDUND HDUSE INC
Tel: 0476 22 9333 Fax 0476 22 9334
Contact Rick Nakajima
MALDIVES: ISLAND ACDUSTICS PTE LTD
Tel: 960 31 0032 Fax. 960 31 8264
Contact Mohamed Habib
MEXICO: LOLA DE MEXICO
Tel: 0525 250 6038 Fax: 0525 250 6038
Contact: Carmen Juarez
NEW ZEALAND: SOUND TECHNIQUES
Tel: 09 846 3349 Fax 09 846 334
Contact Stephen Buckland
POLAND: STUDIO DAVE
Tel: 22 826 4912 Fax. 22 827 4854
Contact: Bogdan Wojciechowski
PORTUGAL: ELECTRDSOUND PORTUGESA
Tel: 01 417 0004 Fax: 01 418 8093
Contact Carols Cunha
RUSSIA: A&T TRADE INC
Tel: 095 229 7516 Fax 095 956 6881
Contact. Alexer Gorsky
SINGAPORE / ASIA:
SENNHEISER ELECTRONIC ASIA PTE LTD
Tel: 273 5202 Fax 273 5038
Contact. Donn Ho
SOUTH AFRICA: E.M.S.

Tel: 011 482 4470 Fax: 011 726 2552
Contact: Dennis Feldman
SPAIN: LEXON
Tel: 93 203 4804 Fax. 93 280 4029
Contact Robert Serrat
SWEDEN: POL TEKNIK AB
Tel: 08 449 4440 Fax 08 88 1533
Contact: Jarmo Masko
SWITZERLAND: DR. W.A. GUNTHER AG
Tel: 01910 4545 Fax: 01 910 3544
Contact Lucienne Schenkei
TAIWAN: DMT TAIWAN LTD
Tei: 02 516 4318 Fax 02 515 9881
Contact. Honton Sze
TURKEY: SF DIS TICARET AS
Tel: 0212 227 9625 Fax. 0212 227 9654
Contact: Samim Mutiuer
USA: HHB COMMUNICATIONS USA
Tel: 310 319 1111 Fax: 310 319 1311
Contact: David Beesiey

HHB Communications Limited

73-75 Scrubs Lane - London NW10 6QU - UK
Tel: 0181 962 5000 Fax: 0181 962 5050 E-Mail: sales@hhb.co.uk
Visit HHB on line a! hitp://www.hhb.co.uk
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ASK HHB ABOUT DIGITAL
ECORDING MEDIA AND WE'LL
THROW THE BOOK AT YOU.

=
k | ""b | Audio professionals the world over rely daily on
- Bl smpiass :I :

= _ HHB Advanced Media Products. In every major

format, HHB digital
recording media sets
the standarcs for
performance,
compatibility and long
- term archival security.
Now, to help you get even

more from your digital recordings,

the latest HHB Advanced Viedia

A. g.u'de to ChOOSing and USing Product is a took -
dlgltal aUdlo recording mEdia A guide to choosing and using

digital audio recording media.

[

PS . .
Technical Notes. How the major digital recording formats work

® Application Notes. The pros and cons of each for
® FAQs:

; It's essential reading for all audio

mat explained professionals. Contact HHB today for

Your digital recording questions answeregd
® Jargon Busters. 4 glossary of technical terms U e (.

® HHB Advanced Media Products. Full specifications

° While stocks last

Contact HHB today for your free copy of ‘A guide

HHB DVD-RAM 5.2GB to choosing and using digital audio recording media’
HHB ADAT 45L/60L ' |
[ HHB CDR BULK )

" HHB DA 30/60 E-mail: media@hhb.co.uk

R -"-'I__.::,T-'T"ﬁ'-‘,-
VB Communications Lid 757 Scrubs Lane, London W10 60U, UK e 0181 962 500  Fax: 0191 962 550 - saesannocox R 1 B 1| TG .
HHB Communications USA - 626 Santa Monica Boulevard. Suite 110 Santa Monica, CA 90401, USA  Tel: 310 319 1111 - Fax: 310 319 1311 . E-Mail: sales@hhbusa.com =
HHB Communications Canada Ltd - 260 King Street Fast. Toronto, Ontario M5A 4L5, Canada - Tel: 416 867 9000 - Fax: 416 867 1080 - E-Mail: sales@hhbcanada.com L ?!:l':*.': o

Visit HHB on line at: http://www.hhb.co.uk E
DISTRIBUTION
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FACILITY

The world’s finest microphones
are now on your desktop

II/I ’

www.dpamicrophones.com

The world’s finest range of standard microphones is rcw
just seconds away at our new and comprehensive watrie.
When quality and versatility are the key issues, DPA
Microphones’ Series 4000 provide the perfect solutior
the discerning audio engineer. Incorporating legendary
capsule technology from Briel & Kjzr, the unrivalled
build quality of the Series 4000 is matched only by

its superb acoustic performance, delivering characteristady
clean and uncoloured sound. From Cardiod microphone~
for the purest separated sound and Omnis for ultimats.
versatility - to individually selected A-B Stereo Kits, the

Series 4000 from DPA Microphones is the preferred

-

choice of audio professionals world -wide

for both live and recorded performances.

s -v-.--_-n—._‘

Series 4000 Microphones

ad * De
s 4914211
ﬂ L i

tomata (02) 99575389
Belgium (02) 5209827

Bzt 10 548 3120

(hina 24981788

Credh Republic 2 23 26 003
Denmark 48 14 28 28
Estonia 6418006

Faiand (09) 512 3530
Fance (01) 46670210
Germany 0180 2000 282
Greere (O1) 3304228
Hungary 214 9549

keland 551 2555

Indoresia (021) 8292202
Iran ~44 (0171) 3855565
lirael (03) 5441113

luh 051 766648

Jagan (03) 37798672
Nebariods (010) 4147055
New lealand (9) 2797206
Rorway 22 710 710

Patugal (01) 3538331
Rz 503 956 1€ 26
Smgaporr 7489333

Sloak teoubhc 7 654 222 49
South Mrca (011) 728 3102
Souts Korea (02) 5653565
Saan (9) 3 203 48 04
tweden (046) 320370
Swizeriand (01) 8400144
farean 22 713 9303

Traiand (02) 373 2722
bdey (212) 2243201
United Arab Enicates (02) 655446
United Kingeon (0471) 8907070
UM & Gaada §49 745 1158
denervets 2 2581917
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Cinecitta’s odyssey

MICROPHONES &

< then.” savs Gualfucci. “The Cinemix is
an example of that, and it's beginning
10 appear in some numbers in film stu-
dios in Rome. t like the fact that we have
difterent tvpes of desk here and that is
generally the cuse in Rome studios.
thevive never really standardised and
I think much of that has 1o do with the
fact that suitable desks haven't been
available. so people have had to exper-
iment. This mav well change as the Cin-
emix does give a lot of film features tor
the money

Sound Design typically supplies com-
plete sound services to the TV projects
it handles right up to the international
soundurack it required. The market is
healthy. but hourly rates are low accord-
ing to Guaitucci who savs he counters
this by booking bulk work that ensures
the studio is kept tull and also means
they can justity the sort of quality out-
put that they strive tor.

‘Even so our prices are less than half
of what g comparuble facility would be
able 1o get in America for example,” he
observes. ‘Having said that | know that
our prices are lower than those in Aus-
tria, France dand Germany, bur our
predicament is dictated bv the fact that
there are studios in Rome that charge
less than us and there is a lot of com-
petition in the area of the market that
we operite in. We are also a relarivel
new studio. but we represent very good
value for money because our equip-
ment is much newer than some of the
other tacilities, and that is a source of
satistaction tor me

Gualfucci sees real business poten-
tial in tinding voice-over talent as an
adjunct to his existing services, and as
4 means of tving a production into
his facility

This precisely what Sound Art stu
dios has done. although how it got there
is not through the more usual lacilities
route. Studio owner Elizabetta Buccia-
relli is also director of CDL, a premiere
voice-over talent association that num
bers membership of some 200 of the
country’s top film and theatre actors.
CDIL. members get the best chance of
regular work. and for getting paid for
what they do. according to Bucciarelli.

Built in the basement of an old church
Sound Art has a large Cinemix mix the-
atre with three voice-over studios and
they are building another two. There is
also talk of another mix theatre possi-
bly again with a CineMix and the facil
itv handles Italian editions of foreign
films, although it specialises in high qual-
itv art films plus all-lalian productions.
The venture is clearly a success, but then
the formula covers a lot of bases with
the srudio/voice-over agency arrange-
ment. Bucciarelli has been involved with
voice-over talent for more than 20 vears.
and is on a personal mission © main
1ain quality standards in this line of work
some two veuars ago she decided that
they ought to create their own tacility

June 1999 Studio Sound
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A neglected homage to Anita I'g
in La Dolce Vita

Cinecitta’s SSL desk

rather than relv on those ot others. “1tall
about the quality aspect.” savs Bucciu-
rellic In our own facility we have total
control over vet another and important
aspect of the process

She claims there was o noticeable
degradation in quality productions
some ten vears ago which was precip-
itated by changes in attitude in TV pro-
duction. Budgets went down, through-
put was high. and there was a Kick-on
effect 1o the film industn

Bucciarelli claims that the general qual
ity ot dubbing in laly todayv is inferior
to what it was 15 yeurs ago. "Yet the [tal
ian fitm industry has a rich history.” she
says, "Voice over was invented in Italy
and we really progressed just after the
war when we started translating Ameri-
can films into Italian and voicing them.

“Twenty years ago there was an explo-
sion in the TV business in this country
and there were muny productions and
alot of work to do.” she continues. ‘But
they were warching costs and becuause
of this many lower quulity expertise
voice-overs actors were recruited 10
supply the demand. The filn: makers
started 1o ask questions about why TV
production could be done so cheaph
and applied similar savings. They were
not prepared to pay for the better actors

‘We're beginning to see this change
because. although IV quality has
remained low, film is enjoying an
increase in popularity and the people
who go 10 the cinemas expect betier
quality in the sound systems, the
acoustics, and the environment, and vou

Studio Sound June 1999

really can't hide unything any longer. and
that applies particularly 10 the voice
overs,” claims Bucciarelli. ‘I'm currently
involved in a process of expliining to
my clients what can be achieved it you
do things properly and how much bet-
ter their product will be received. When
they undersiand and believe
that then we'll be able 10
charge a few percent more.’

The studio facility has been

Sound Design.
Tel:+39 06 3725 957.

She adds that voice-over recording is
also emploved in ltalian inguage films
as she claims location recording in the
country still leaves a lot to be desired

Increased business will come trom for-
eign films rather than lalian productions
according to Bucciarelli who hemoans
the lack of new lalian film-
makers sayving that any ‘new
wave' is concentrated not on
cinema release, but on ele-

on the site tor 20 vears, but  Sound Art. vision production. But she's
Bucciarelli 100k it over onlv  Tel: +39 06 3724671.  convinced the situation will
two years ago. It's an ideal  Cinecitta. change. Inthe meantime her
combination for us because  Tek+3% 6 72293 250.  operation is thriving by co

in foreign language replace- Fonoroma. ering all aspects from voice

ment an obvious and natural
retationship exists between
where the voice overs are done and the
place where it will be mixed. You do
the complete job and you keep control.”
she says

Tel: +39 6 77121.

casling the
final mix

We handle the most films for cin

through 1o

ema distribution in ltaly,” she savs, ‘und

the filmy makers trust us because we
are experts.” I

Today's world is digital! And beyond the
established and accepted benefits of
storage, manipulation and quality, come a
range of new possibilities to embrace,

- and complications to overcome.

Our experience at The UK Office with
complex wide area audio and data network
design and specification, including ISDN &
permanent circuits, as well as studio signal
routing and clocking, means we can help you
with the practical implementation of most of
your digital interconnect requirements.

Make The UK Office Your Digital Connection
Now ondine at httpJwww.theukoffice.com

-
4
Diaocd  jamplex /
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We do this with p-roducts from Aardvark,
Dialog4, Glenayre, Intraplex and Z-Systems.

With more digits flying around the studio all
the time Aardvark and Z-Systems provide
the means to keep everything in perfect sync
and under automated control.

Then, from simple studio to transmitter links
to complex distribution of network
programmes the Intraplex multiplexers are
the gateway to telecoms E1 circuits, or
Glenayre spread spectrum (licence free')
radios. While Dialogd ISDN codecs offer
some unique features for dial-up links.

-
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Will you be there?
Look who will...

Save £5 Pre-Register Now!

Q
RECORDING

T ECHNOLOGY

The Exhibition For Recording & Post Production Audio Professionals

Featuring live presentations and seminars on topics of immediate importance, including
Mixing for Surround and the implications of DVD and MP3 w the recording industry.
A unique opportunity to Mmeet the people who develop and drive the Nnew technologies
as well as to network with your peers. All the leading brands will be represented and this
will be the first opportunity in the UK to see many new products. Don’t miss - The
Recording Industry Event of the Year. the only UK exhibition for everyone in:

professional studio recording post production audio film scoring & dubbing

personal project recording 5.1 surround mixing mastering

the future of
recording is here

|0am — 6pm THE BUSINESS DESIGN CENTRE, 59 UPPER STREET, ISLINGTON, LONDON
TICKET HOTLINE: 01923 690645 ON-LINE REGISTRATION: www.aprs.co.uk

come and see...

AKAI A AMS  Apas f\ AUDION ﬁBAs.E_- [uuut . dbx

VA AKG NEVE -= ~ ARBITER & DEVELOPMENT PARTNERS
o =3 media m

DIGTA, EEEEER =000 il Focusrie  CRRTMK JOEMEEK piiviegy ETIOOTN £ 11
''''''''' # CORPORATION

RAFER MMM [=2Roland’ )CIC) w ghowoose RBYTARAN S0 ING0ND Seundseape STUDER

[FTEve (tomaw % Gyco WA mosomdnews ERVIND o B YAMAHA

...and many more! Don’t miss out - for more information on exhibitors, conferences & seminars, check out www.aprs.co.uk
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«4>, RICHMOND
FILM
SERVICES

Tel: +44 (0)181 940 6077 Fax: +44 (0)181 948 8326

THE HIRE COMPANY
OTHER HIRE COMPANIES HIRE FROM !

NAGRA-D

@0

o id

96 kHZ SAMPLING FREQUENCY
NOW AVAILABLE!

@ 2 and 4 tracks on zape

® 44,1/48/96kHz samrpling rate

® True 4 channels audio mixer

® Only 4 kg (8,8lbs) with battery

® 2 to 3 hours witk _ithium lon battery

The most advanced Time Code DAT portable recorder

SONOSAX AUDIO SYSTEMS SAS SA CH-1162 St-Prex SWITZERLAND
Tel: +41 21 806 02 02 Fax: +41 21 806 02 99 E-mail: sonosax@sonosax.ch

Studio Sound 799

OQ/ £240 per
N B . e : LJ week
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broadcasting
equipment
show”

2/3 November, 1999
Hall Eighteen, National Exhibition Centre
Birmingham, UK

GOING FOR A LICENCE?

The SBES is a good place to start. Experts in every field of
broadcasting are at SBES anxious to offer you FREE advice on
what is needed.

NETWORK WITH THE BEST
You can almost guarantee to meet everyone who is invoived in
sound broadcasting. It is THE annual meeting place.

LOOKING FOR SOMETHING NEW

Many manufacturers use the SBES to launch their latest products
or market test their ideas.

GET UPDATED - FREE!

The SBES Seminar programme covers a wide range of sound
broadcasting topics. No booking is necessary, simply turn up
and join in - FREE!

The premier event of the UK sound
broadcasting calendar. The ONLY show this
year where you can see the UK’s sound
broadcasting industry under one roof, in one
hall, on one level and with easy access.

SOUND BROADCASTING EQUIPHENT SHOW
s the trade mark of Dave & Paula McVirtie
Exhibitor enquiries: 01398 323700

POINT PROMOTIONS

31 Battleton, Dulverton, Somerset, TA22 9HU, UK
Registration hot-line:

Tel: +44 (0) 1398 323049
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RATES: Recruitment £38 per single column centimetre. All other sections £33 (minimum 2cm x 1) Box rumber £10 extra per insertion. Published monthly.

situations

To place an advertisement contact: Studio Sound (Classitied),
Miller Freeman Entertainment Ltd.

8 Montague Close, London SE1 9UR, UK

Tel: +44(0)171 940 8518 Fax: +44(0)171 407 7102

All box numbers reply to the above address

vacant

DIGITAL AUDIO RESEARCH

DAR has launched its new editing platform, the 64 channel SoundStation Storm, at the AES to rave
reviews. Coupled with the OMR-8 product family, DAR now have one of the widest product ranges of any
disk based workstation manufacturer, addressing many areas of the audio production industry at a
variety of budget levels.

We urgently need to expand our Sales Department to handle the huge interest in these new products
and are looking for:-

Regional Sales Managers - Basic £ negotiable + bonus + car

We are seeking dedicated sales professionals with a proven track record in direct sales and the ability
to work on their own initiative. Dealing with corporate clients both within the UK and worldwide, the
successful candidate will be comfortable with presenting high-end solutions to all level within an
organisation. Experience in the professional digital audio industry would be preferred but is not
essential. Enthusiasm, PC literacy, good communication skills and a willingness to travel will be required.

Sales Engineers - Basic £ negotiable + bonus + car

These positions provide pre and post sales support to the relevant regional sales manager assisting with
demonstrations, seminars and distributor liaison. The ideal candidate would be PC literate, enthusiastic
and comfortable communicating with people by telephone, email and face to face. A keen interest in
audio is essential. There wifl also be the opportunity for overseas travel.

Please send written applications with a detailed C.V. via post or e-mail to:
Mr. A_N, Campbell, Commercial Director, Digital Audio Research Ltd.
2 Silverglade Business Park, Leatherhead Road, Chessington, Surrey KT9 20QL
Tel: 01372 742848 Fax: 01372 743532

Email: mail@dar.uk.com Web: www.dar.uk.com
A Harman International Company

PREY

(BROADCAST SYSTEMS) Lud
TEST TECHNICIAN

Duties include testing equipment prior to
despatch, upgrading equipment to latest
specifications and the repair of returned
equipment. Also to be responsible for our
demonstration rooms and equipment and
to assist the sales department with
exhibitions. Experience with analogue and
digital pro audio equipment and the ability
to fault find to board level essential.
Preference will be given to applicants with
a relevant technical qualification. If you
are a team player, able to work under
minimum supervision, we would like to
hear from you.

Contact : STEWART TRUSSLER

Tel: 0181644 4447
Fax: 0181 644 0474
Email: Stewart.Trussler@preco.co.uk

UniS

| University of Surrey
| School of Performing Arts
Institute of Sound Recording

[ studio Support Engineer
Salary in the range £12,867 - £15,826 or
£15,826 — £18,345 per annum

| A competent audio engineer is sought to support teaaching and research
work in the institute of Sound Recording at the University of Surrey.
Technical and operational familiarity with a range of high-end studio
equipment and IT systems is expected. A degree in a relevant field is
desirable but not essential.

For informal enquiries please contact Dr Francis Rumsey,
Tel: 01483 876537
E-mail: f.rumsey @surrey.ac.uk.

For further particulars and an application form please contact the
Personne! Department. (JB/mm) University of Surrey, Guitdford, Surrey

& | GU2 5XH or telephone 01483 259370 (answerphone available outside
office hours).
Please quote reference 1760.
) Closing Date: Monday, 28th June 1999.
Tt Quies The University is committed to an Equal Opportunities Policy.

ANNIVERSARY Puizi

Visit our web site @ http://www.surrey.ac.uk

Professional movers of studio equipment within the UK and Europe - Experienced, reliable, fully insured and always on time
Call Graham Cook on 0181 450 9127 - (mobile: 0385 290754)

products &
services

5.1 MONITORING

Adgil Surround Sound
Monitor System

@ 510071 from your Stereo Console
@ 200+ Inputs by up to 8 Outputs

@ Fully Programmable

@ Mute, Dim, Mono, Solo & Cut Controls
@ Pec / Direct Switching

@ Use os Mixer for Stems & Sub-mixes
@ Insert for Encoding / Decoding Matrices
@ /odular, expandable design

@ Noise -96dBu @ 22Hz to 22kHz

@ 32 In by 8 Out System Under £3k

@ Tel: +44{0) 171 371 7771

Fax: +44(0) 171 371 7779

%YGE.,N,QE. email: sales@syence.co.uk

THE STUDIO WIZARD

Will Design, Supply, Build, Train, Install,
Debug and save you money! So if you want
a studio that works like magic call me!

07803 666789

From a little advice — to a complete
construction project — at the right price!

Email: into@studiowizard com Web. www.studiowizard.com

134 Cricklewood lane, London NW2 2DP - Fax: 0181 208 1979 Storage facilities also available

www americanradiohistorv com
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situations vacant

Fairlight ESP Ltd W

European Sales
Fairlight ESP Ltd - manuiacturers ol the world's fastest and most advanced proiessional digital
audio products, are seeking senior sales staff to augment and expand its European operation
Reporting to the European Sales Manager, successiul applicants will be responsible for
achieving corporate objectives in Europe, Middle East and Africa by selling Fairlight's
established audio and rapidly evolving media production systems at all levels in Broadcast
and Production environments.
Reward packages will reilect applicant’s prior experience and will improve notably ior
exceptional achievers.
If you're looking for advancement in sales with a respected industry leader, please contact
Charles Rowden at

Fairlight ESP Limited, Unit 12 Spectrum House, 32-34 Gordon IHouse Road,
London NWS5 1LP
Tel. +44 (0171 267 3323. Fax. +44 (0)171 267 0919
E-mail sales@tfairlightesp.co.uk

For ALL YOur RECORDING NEEDS
AMPEX-BASF-MAXELL-3M-SONY-KAO
AUTHORISED NATIONAL DISTRIBUTOR
Spools. boxes, blades, splicing and leader tape
Custom wound cassettes C1 120. labels. library cases. inlay cards
Bulk audio C-Os, cases. pancake. Broadcast cartridges

The Village

Pro Tools and Outboard Specialists

New G3 in stock.
Call Gavin Beckwith -
London'’s leading Mac guru.

=re=
SOUND & VIDEO SERVICES
Shentonfield Road, Sharston Industrial Estate,

Manchester M22 4RW. Tel: 0161 491 6660
FOR QUALITY PRICE AND SERVICE

Avalon - Focusrite - Lexicon - Summit -
TC Electronic - TLA - Eventide -
Massenberg - Alan Smart -
Neumann - Oram

Mackie d8b Main Dealer

Call Nicki Melville-Rogers
0181 440 3440

HEAD TECHNOLOGY

NEW TAPE HEADS
Supplied for most makes,
Tape Head Re-Lapping/Re-Profiling.
Same day turn round.
HEAD TECHNOLOGY
11 Brittania Way. Stanwell, Staines,
Middx TW19 7HJ.

TEL: 01784 256046

S

i - Py

w

- solid service -
- professional personnel -

+0|707 271 468

info@am-workshops.demon.co.uk
www.am-workshops.demon.co.uk/sonic.htm

Lockwood Audio

-— THE
el TANNUY Rt

SPARES AND REPAIRS
SPEAKER BARGAINS GALORE

Phone: +44 (0) 181 - 207 4472
Fax:  +44 (0) 181 - 207 5283

&

CD Mastering £50pf\
CDR Duplication £3 each
Copy Masters and Editing

Repeat Performance

Real Time Cassette Copying Mastering

Free Glassmaster: 1000 CDs ¢.£650

CD-audio & CD-ROM
Printed labels & inlays
Every copy individually checked
Excellent qudlity & presentation
Best prices, ultra fast turnaround

6 Grand Union Centre
West Row
London W10 5AS

Tel. 0181 960 7222
Fax. 0181 968 1378
www.repeat-performance.co.uk

« Compact Discs

Tel: 0181 521 24929
Fax: 0181 521 4343
Email: info®hgrove,demon,co,uk

« Pro Mastering
« 5 Studios
« 32 Bit Technology
« Cadar

HITONGROVE

where sound advice counts

« Sound Restoration
« Video Production
« Digital Video Editing
« Enhanced COs
* One-off COs
s In Houss Oasign/Print

The Hiltongrove Business Centre,
Hatheriey Mews. Walthamgo.\q,.

« Digibin Cassettes

www americanradiohistorv com

— products & services -
Mark Griffin Furniture

CUSTOM STUDIO FURNITURE

I)l sign and installation of m(l«mg
storage and accessories

Please call for a brochure

Contact: MARK GRIFFIN
Byrebrook Studios, Lower Farm,

Northmoor, Oxford OX8 1AU, UK.
Tel: 01865 300171 Fax: 01865 303071

'HEARD BY MILLIONS BUT SELDOM SEEN

[_'—E]LJCEI— . Eor further
—_— information on the
STUDIO QUALITY CONTACT C-ducer range
[CONDENSER MICROPHONES contact:

2 High Street, Haslemere, Surrey GU27 2L
Tel: (01428) 658775
Fax: (01428) 658438

/“\[I VA

ZLECYTAOMICHE

(STOCK LABELS FOR COMPACT DISK)

|

VHS VIDEO & AUDIO CASSETTE

® On A4 sheets for computer printing by laser printer.

® As continuous roll with holes for dot-matrix printers.

@ Suppiled blank white with next day delivery from stock.

@ 48 hour delivery on a wide range of coloured labels.

® Custom printed labels supplied to client il

@ Telephone for overnight delivery of FREE samples.
Unit 15. Church Road Business Centre KN
Siingbourne. Kent ME10 3RS England -
TF (01795) 428425 Fax (01795) 422365 =
World Wide Web - hitp/www superfest co uklabel  J

Lh

" AIR CONDITIONING & |
VENTILATION TO SOUND
STUDIOS IS OUR SPECIALITY

We provide design only or design and
installation for many well known clients
Whether it be for displacement free coolirg,
VAV, VRV, split, unitary or centralised
call Mike Hardy of |

Ambthair Services Ltd on

01403 250306 or Fax 01403 211269 |

Web:http://mwww.ambthair.com
Email: cool@ambthair.com

I

CLOSE Ml(R()I'II()\F SYSTEMS FOR
ALL ACOUSTIC INSTRUMENTS

SEALD HY BALANISCU QUARTIET. CHRIS LAWRINCE
RONNIL SCOTT'S C1LUB STEVL PHILLIPS, NIGEHL TATON
NIGEL KENNEDY. SENSIBLL MU ‘( HOLY Tl\l\ll‘ m: DNMPTON.

TE

19 Biteswell Road. | ||llrrw1)r|l|

ibs records
MUSIC and SPEECH

REAL-TIME/HIGHER-SPEED Quality Cassene
Duplication and Blanks from 1-10
Computer printed labels.

Solo, " reel, Sony Betamax or R-DAT
recordlng Fast Security Dellvery service.
FILTERBOND LTD, jbs records division
19 SADLERS WAY, HEHTFORD S$G14 202
01992-500101

EUPHONIX CS3000M
CONSOLE FOR SALE
e 96 inputs ¢ moving faders
e 56 channels of dynamics

e full surround sound
many extra features - available immediately.
Contact +44 (0)7970 791466

As new
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sale

‘OLD NEVE
CONSOLES®

any condition... PRO AUDIO
we will purchase
worldwide

Telephone: 01932 872672 Fax: 01932 874364 Telephone International: 44 1932 872672
Fax: International: 44 1932 874364 www.aesproaudio.com

505-507 LIVERPOOL ROAD, Mark Thompson
LONDON N7 8NS Helen Rider
u n y Tel: 44 (0) 171 609 5479 Steve Lane
Fax: 44 (0) 171 609 5483 Clive Richards

e-mail: sales@funky-junk.co.uk

FAVOUR’TE TH’NGS(TO the tune of...‘Weazels Ripped My Flesh’)

“Classic Neave Consoles and Multitrack Studers...
AKG, Neumann and E-A-R-Tube-ERS,
AMS Reverbs and EMT Springs,

These are a few of our favourite things...”
“Goldfish and Turtles and Fresh Tea or Coffee,
After Sales Service by Bevies of Boffins,
Guaranteed Gear sent by Shippers with Wings,
These are a few of our favourite things...”

Sales so far this year include: Neve VR72, VR60, V3-60, V3-48, 8048, V51-48, V51-36, 8108, 5316 x 3, BCM10 x 2 and more ..
SSL 4064 G pius, 4032G, 604G and more...STUDER A827 x 5, A820 x 4, ABOOMK3 x 3, ABOMk4 x 3 and more
EUROPE’'S LARGEST STOCKISTS OF USED PRO AUDIO. CALL OR FAX FOR CURRENT LISTS AND APRIL ISSUE OF BAZAAR.

P ATTENTION !

OTARI RADAR Il 24-TRACK HARD DISK RECORDER £13,995 STUDIO, RECORDING & PA EQUIPMENT

otari ufc-24 digital format converter with AES/EBU option fitted + all musical instruments & technology o °
(eq to convert from RADARII TDIF to ProTools) £1895 (rp £2,800) == | T 4 \ ‘1

Extra Radarll 9gig HDs: 2@£595 ea STUDIO CLEARANCES UNDERTAKEN J “ 1‘ N l IJ l)
Prices exe/AT All items virtually brand new, boxed with warranty MUSIC EXCHANGE USED AUDIO EQUIPMENT
reat opportunity for a producer or studio etc =
56 Notting Hill Gate, London W11 = 0171 229 4805 We are interested in purchasing any

Call Darren @ Zeus Records Ltd on 0181 441 7441
used/redundant audio equipment.

Iltems of particular interest are:

Ampex mm 1200 2" 16 track, 2 x Sabine FBX-900 Feedback Microphones. AKG, Sennheiser, Neumann,
h o Exterminators, £650 pair + VAT Schoeps, Beyer, Radio Mics
15 or 30 ips e‘xcellent condition. £5,000. 2 % Urei Model 539 31-band Room T HHB/Foxtex/Sony DATS
Tel: 01424 428192. Equalisers. £400 pair +VAT All Nagra recorders
East Sussex. Tel. 01 788 541133 Mixers: Al location mixers (SQN etc)

All redundant audio equipment considered
in any quantity or condition. Call for a chat!

RECORDING Contact Will Blackham at LTF Ltd

SOUND

64 Oxford Road, New Denham,
Uxbridge UB9 4DN

Tel: 01895 813698 Fax: 01895 813701

P e-mail: willb@lIft.globalnet.co.uk °

www americanradiohistorv com
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nAudi: www.tlaudio.co.uk | .

pment for sale

Vv|T|C

the classic
vahke console

TL Audio Limited, Sonic Touch, Iceni Court,
Iicknield Way, Letchworth, Herts $G6 1TN UK

TR
A=)
1o slolalalaldddddddddy,

CRURORENENN
"N

Tel: +44 (0)1462 680888
Fax: +44 (0)1462 680999

.—-..L.L__E.—-J email: info@tiaudio.co.uk

Prism Sound
produces the DSA-1
hand-held AES/ FBU
analyzer, the Dscope
FFT analvzer and
high-qualitv A/D and
D/ A converters

The IDSA-1 is the only
hand-held tool that
measures carrier
parameters and data
content. With
programmabie
go/no-go limits and Watchdog or Channel
Check modes it solves interface problems tast

For more information on Prism Sound range
of products, cal

Tel: +44 (0) 1223 424988

Fax: +44 (0) 1223 425023

William James House, Cowley Road,
Cambridge CB4 4WX

LM1 DIGITAL-ANALOGUE MONITOR &
LG1 DIGITAL-ANALOGUE GENERATOR

* Portable, battery powered

* Balanced digital and analogue inputs & outputs
* 32k, 44.1 and 48k sampling. plus external lock

* Digital and analogue level monitoring on LM1

* Headphone output with volume control on LM1
* Channel ident & phase invert on LG1

* Highly stable, low distortion outputs on LG1

° Digital and analogue silence on LG1

LINDOS ELECTRONICS

LlndOS Saddlemakers Lane. Melton, Woodbridge
Suffolk IP12 1PP UK
Tel: 1394 380307 Fax: 01394 385156
2mail: Info @iindos.co.uk

{ Ta s Al ey 2SI MRRR SR
r FAXBACK

o iy v A" e

For information on John Oram'’s stunning
range of Consoles and Rack equlpment,
return detalis or visit our Web site.

www.oram.co.uk
E-mall: saless@oram.co.uk

(ORAM
ORAM PROFESS‘lONAL AUDIO
Tel: +44 (0)1474 815300
Fax: +44 (01474 815400

- Ca
... dO YOou Tty 1
want |

better o
Quality? __ ————

N\ |

... Mmore B
chSices? spa M
... better 1
A n e —

Call today
for your
FREE
- catalogue!
Tel: +24 (0)1444 258258

“e-mail: sales@beyerdynamic.co.uk
TSR -y

___ beyerdynamic)])) }

Circle

the nember you requive further
- & bout

Col s
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Microphone University

Do you want to learn more
about microphones?

Visit the Microphone University on the Im

www.dpamicrophones.com

The Microphone University features:
General Microphone Techniques
Application Guide
Technical Corner

The Microphone University is offered to
DPA Microphones - Monufacturer of
fomous Series 4000 Microphones.

DPA S bt

Hejrevong 11

3450 Allerad, Denmork
Tel: +45 4814 2828
Fox: +45 4814 2700

TO ADVERTISE
CALL
ANDREW LYNN
ON
44 171 940 8518
OR FAX ON
44 171 407 7102

e-mail:
alynn@unmf.com

{YOUR INFORMATION

NAME
ADDRESS

POSTCODE
TEL

‘ FAX
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COMMENT

US: A word from the wise

Identifying common themes in contrasting experiences is a smart way
to glean what counts from what counts for nothing writes Dan Daley

step back and see something that was
there all along, something that tran-
scends frequency spectra and signal-to-
noise ratia. And there is nowhere better 1o
see it than over here in the US, where, it
you wait long enough and look hard
enough, you'll eventually sec evervthing.
Recent interviews with two industry vet-
erans provided just such a epiphianic
moment recently, and it put the day-to-day
clamour over the persnicketiness of the
record-making process in the digital age into
a new perspective. In an interview with
Norbert Putnam, the man who produced
Jimmy Buffett and Dan Fogelberg remi-
nisced about his days as a session bassist in
Muscle Shoals and Nashville, A few weeks
earlier and 800 miles further away, | had sat
down with Carlos Bess, half Putnam’s age
at 29, but a veteran of the rap trenches as
anengineer. Twodisparate individuals, con-
nected by music and the record-making
process though separated chronologically,
culturally, technologicallv, geographically
and genericallv. But they had a common
epiphany, one that's useful to keep in mind
as vou Hip through the pages of trade mag-
azines filled with technology.

EVER\' NOW AND THEN vou get (10

When he was a studio musician, Putnam
wis obsessed with making the absoluely
best tracks that had ever been heard on
records—the tightest playing coupled with
the best sonics. ambitions consistent with
being a musician and a record producer. In
the studio and in the control room. he grew
up with the kind of selective hearing that
is endemic to those pursuits. What musi-
cian in the studio does not listen most
closely 1o his own parns?

Bess grew up in an urban culture, and
musically speaking. one that has reaped
many fine singers. musicians, composers
and producers, but historically few techni-
cians over the decades. His experience of
trying to learn the technical end of record-
ing reminded me of myv visit 1o the Motown
Studios museum in Detroit, where the cura-
tor told me that all the engineers at the stu-
dio had been white because virtually none
of the black antists that Berry Gordy nur-
tured wanted 1o pursue that calling. They
wanted instead 1o go right from artist to pro-
ducer. Without a high school diploma, Bess
could not get into any of the state-accred-
ited engineer training programs. Instead,
he learned the old-fashioned way. going
from studio 10 studio and acquiring exper-

Europe: Listen and learn

Problems with high sound levels in a variety of workplaces are
prompting increased legislative action in Europe writes Barry Fox

control noise at work for ten years

now, but a recent report by the Royal
National Institute for Deaf People and the
TUC (umbrella Council for the Trades
Unions) shows how people are still going
deaf as a result of ignorance or indiffer-
ence. ‘Disturbingly little action is being
taken by employers’, says the Indecent
Exposure report.

Our hearing is damaged when over-long
exposure to over-loud sound damages the
hair cells in the cochlea inner ear.
Temporary threshold shift dulls perception
for a few hours; if the problem persists after
48 hours the damage is permanent.
Cochlea damage is irreversible. There is
no cure. And time does not heal.

Damage is cumulative and usually
affects the frequency band around
3kHz—4kHz, which is the most critical for
speech. When your hearing dips in this
band, the first you may know of it is when
you find yourself saying ‘excuse me?
regularly. At the same time you may expe-
nience tinnitus, a ringing or rushing noise
in the ear which usually passes after a
few minutes, but affects some people
permanently.

The UK regulations are typical of those

EUROPE has had tight regulations to

90

the European Union has imposed across
the whole continent, and are based on the
assumption that constant exposure to any-
thing over 85dBA, for eight hours a day,
is a risk. This equates to 88dBA for four
hours, or 91dBA for two hours. The Noise
at Work Regulations 1989 set so-called
‘action levels’. The first level is reached
when daily exposure is 85dBA; the
employer must provide ear protectors to
any employee who asks for them. The sec-
ond level kicks in when daily exposure
rises to 90dBA or there are peaks of 140dB.
The employer must now ensure that every-
one uses ear Protectors.

Employers ignore these levels at their
peril. Anyone who can prove they have
suffered deafness because of excessive
noise at work can claim disablement ben-
efitand sue for personal injury. The unions
will usually fight the case in court.

The RNID found that motorcycle couri-
ers are going deaf through wind roar in
their helmets. People who work in tele-
phone call centres are suffering, because
they spend all day with a headset clamped
to their ear, turned up loud to defeat the
noisy environment, and with beeps and
hash coming down the line as high level
transient bursts. DJs are suffering because

www americanradiohistorv com

tise via osmosis and hard knocks.

Both came into the studio culture with
the intent of making things sound as good
as possible. But in the course of their
apprenticeships towards their ultimate
goals, they both realised something. For
Purnam, it came when he looked back over
his time in the track trenches, striving for a
good bass sound and par, but later. as
producer, realising that the producers that
he had worked tor, like Felton Jarvis, who
had produced Elvis Presley, and Fred
Foster, who had done all of Roy Orbison's
hit records. did not care as much about how
wellthose tracks hung together or sounded
as they did in creating a comfort zone tor
the anist, one in which the emotion could
flow from the lips to the microphone. And
even the mic didn't have 1o be all that
great—it just had ro he there and be on at
the right moment. And creating that
moment is  what, Putnam ultimately
learned, producing records is all about.

Carlos Bess came to a similar conclusion,
though from a slightly different perspec-
tive, from his work with platinum-selling
rappers like Wu-Tang Clan. Jazzy Jazz and
Deel.ite. You can listen to those records and
cringe at the rampant distortion and crude
track edits that characterise them, and won-
der how to reconcile the sounds vou are
hearing with the millions of dollars in sales
that they have generated. But 1o attempt 1o
make that connection is a tundamental
canard. Those records are not about sound-
ing good—theyre about teeling good. The

they have to premix through headphones
or monitor speakers at higher level than
the main system. Bar and restaurant staff
are now at risk, because it is trendy to blan-
ket the premises in high level sound, which
bounces off wooden floors, mirrored walls
and metal or marble tables. Unfortunately

Hearing damage is
cumulative and usually
affects the frequency band
around 3kHz—4kHz, which
is the most critical for speech.
When your hearing dips in
this band, the first you may
know of it is when you find
yourself saying ‘excuse me?'
regularly. At the same time
you may experience tinnitus,
a ringing or rushing noise in
the ear which usually passes
after a few minutes, but affects
some people permanently

forour hearing, soft furnishings, that damp
the sound, are no longer in vogue.

The RNID is now starting a Noise at
Work campaign, that calls for the UK's
watchdog, the Health and Safety Exe-
cutive, to do more to enforce the 1989
regulations—such as those employees

June 1999 Studio Sound
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< track is almost an afterthought, though
it is part of what Bess is hired to think
about. But he has learned not to let details
like distortion get in the wav of achieving
whit everyone else in the studio is there
1o get: emotion. The most important part
ol being an engineer. he has learned. is
making sure the microphone is on at the
right moment

That's what making records is all about,
in the end. You can go hack and listen to
records made out of Muscle Shoals and
Memphis 40 vears ago and find the same
things: soul records were loaded with dis-
tortion; not just the kind that evervone
today raves about—iuape saturation and
such—but pure, unadulterated overload-
ing of circuits that were not all that robust
1o start with. Those records, of course
were plenty good enough forthe AM radio
and $50 phonographs they were intended
for at the time. The quality anomalies
hecome apparent when you listen to them
over FM or on a CD. But even the higher
resolution of today’s playback systems can
not squelch the emotion that was con-
tained in those recordings.

So the next time you are [retting about
some minor blemish or impertection in
the track, or spending an entire night
tweaking a vocal pitch problem on Pro
Tools, remember what more than one gen-
eration of record-makers has come to
realise over time and ask vourself the fol-
lowing question: What would Sam & Dave
have done?

who listen through headphones. The
report also calls for more workers to
wear ear protectors. But if bar staff wear
ear plugs, they will not be able to hear
what customers order. DJs will not be
able to cue up the next disc.

In many respects engineers, both in
broadcast and recording studios, are the
luckiest. They have control over the
sound level in their working space.
Anyone who gets a ringing in their ears
or a temporary feeling of deafness after
a working session should take it as a
marker of risk. Anyone working with a
producer who insists on monitoring at
excessive level, perhaps because their
own hearing has been abused over the
years, should exercise their right and ask
to wear ear defenders. A quiet word with
the studio boss should usually be
enough. No-one wants to be sued and
fortunately the music industry is getting
wise to the issue, and no longer thinks
it is macho to listen loud. Over recent
years 1 have noticed more and more
musicians playing club and concert gigs
with plugs in their ears.

Telling bars and restaurants that their
music is too loud seldom makes any
difference. There is however one very
simple way of getting the message
across. Don’t raise your voice when
ordering food or drink, just speak qui-
eter. It's what cinema managers do if
they get a noisy audience. Instead of
turning up the wick to drown the chat-
ter, the projectionist turns it down. The
effect can be quite magical.

Studio Sound June 1999

A resounding tinkle

Advancing technology and changing business priorities are
leaving poor audio work in their wake writes Kevin Hilton

F ALL THE WORDS heard in mod-
Oern broadcasting ‘budget’ is cer-

tainly one of the most used,
undoubtedly one of the most contentious.
Everybody, in professional and private life,
is subject to budgetary constraints, but it
is broadcasting in particular, where the
cost of programme making, and how
much is allocated to each element of the
production, that has come to embody the
ever-tightening influence of the accoun-
tants. Most programme makers and their
suppliers would doubtless shiver in recog-
nition at the words of AA Latimer, who
said, ‘A budget is the mathematical con-
firmation of your worst suspicions.

The impression is that some budgets are
being squeezed so hard, the squeak can
only be heard by dogs. Even on lavish pro-
ductions, people involved in specific ele-
ments feel that they are missing out on
the cash somewhere along the way. This
means that some parts of the production
could be compromised through lack of the
green stuff. In his January
editorial, Zenon Schoepe
complained that he could
not hear the soundtrack of

Television does not
understand sound and

editors would like.’

Such pressure has caused postproduc-
tion houses to opt out of this work and
look for better funded productions where
audio is appreciated. Dennis Weinreich,
MD of London facility Videosonics, said
to me last year, ‘We found things getting
harder, particularly in the core business
of rolling documentaries. It was getting
difficult to compete with the all-in-one
facilities, who can offer a good job at a
competitive price. Producers are under
pressure with their budgets in the factual
TV sector, so we decided to change direc-
tion and concentrate on drama, comedy-
drama and feature films. This is where we
felt that concern for audio was strongest.

Critics of independent production com-
panies say that they collect the money
from the commissioning broadcasters,
work out how much they can get away
with to make the programme and then
keep the rest as profit. This is, of course,
a highly contentious theory and one that
producers would dispute.
In their defence, another
facility owner observes
that it is the broadcasters

many TV programmes would not waste valuable that are less willing to
these days, particularly the budget on it even if it did spend the money in the

not going away very
quickly’ docusoaps.

Factual TV is an area

first place. There does
appear to be the expec-

This is either due to lis- \, here money seems to tation that producers can

tening to too many remas-
tered Who albums at fierce
levels or it is down to the
fact that not all docusoaps have a sound
recordist, either for the sake of secrecy or
because the budget will not run to one.
This, coupled with a higher than average
chance that there will be little or no audio
posting, could produce a soundtrack that
is like listening for the footsteps of the Little
People in the fog.

All of which brings us back to a before
discussed topic: television does not
understand sound and would not waste
valuable budget on it even if it did.
Factual TV isan area where money seems
to be especially tight, something not
helped by the demands of schedulers. An
example is ‘Made In Manchester’, one of
the better docusoaps, that went out on
BBC2 during 1998, with 24 half-hour pro-
grammes being screened three a week
for eight weeks.

This workload forced the producers
—who were also the camera operators
and sound recordists—into a compromise
for postproduction, using the Eidos
Optima nonlinear editing system for
assembly and Avid for on-line. Optima was
chosen because much of the cutting was
done by the producers, who found it an
easier machine to operate. However, the
technical co-ordinator admitted to me that
it was a ‘basic cut-and-paste editing tool
and the audio is not as good as

www americanradiohistorv com

be especially tight

come up with the quality
goods on the same, if not
less, money as before
because of modern digital technology.
However, one post house owner has
sourly observed that while some produc-
ers might not want to go near an audio
suite, they would not claim to have no
budget for cameras.

Doubters can be partly reassured by the
words of Paul Thomas, series editor of
arts and documentaries at BBC Wales.
‘We're trying to get a high level of pro-
duction values in sound,’ he says. ‘Not
enough emphasis is put on sound post-
production, but we're trying to be creative,
therefore there needs to be emphasis on
sound if you want to take the production
to a higher level.’

Cinema and video have had an influ-
ence, with surround sound making view-
ers aware of what can be done with audio.
But there is still the statistic that the major-
ity of TV sets are mono, which explains
why some factual programmes are still
made in that format and many dramas stick
with vanilla stereo. Ultimately, the aim has
to be to make sure that viewers hear what
is going on. If a sequence is being shot in
a noisy club, then producers should make
allowances and either book a dedicated
recordist or be prepared to put some work
into audio post.

It either that or we should all invest in
some ear drops.
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TECHNOLOGY

20-20 vision

The arguments rage but the truth need not be as elusive as we believe.
Philip Newell asks: 20k or more, do we really want to know?

AVING HAMNMERED AWAY for
years on the topic of the need
for better monitoring conditions
in most studios. it is little wonder that
I found myself agreeing with John
Watkinson’s recent comments CHow
was it for you?', Studio Sound, January
1999). However, in the saume issue. I also
tound myself agrecing with David
Blackmer in his article “The World
Beyond 20kHz'. The very next article
inthe magazine was once again by John
Watkinson, the guru of objectivist
pedantry, who believes that 20kHz is
all that we need. However, T am sure
that the better monitoring that he was
calling for would reveal to most people
that Watkinson is wrong,. and that Black-
mer is right. How is that for a twist?
We all seem to want the same thing,
better recordings. though Pete Water-
man. in the same January issue, seems
to be an exception: but 1 respect his
honesty on the subject. With greater
bandwidth, faster, lower distortion mon-
itoring. 1 believe that the majority of
people could tell that 20kHz was not
enough. but John Watkinson holds the
high ground. because his statements are
based on proven facts, David Black-
mer, on the other hand. wrote an arti-
cle full of speculation and beliefs, which
will not stand against the arguments of
people like John. So what can we do to
topple JW from his mighty column?
The answer is that we must beat him
athis own game. Is 96kHz sampling bet-
ter sounding than 48kHz per se. even
with optimally designed. non-cost-con-
scious filters? s 20kHz sufficient audio
bandwidth for audiophile hi-f? Is David
Blackmer right in his speculations, or is
he off his trolley? Am [ oft my trolley?
Fifty thousand pounds or there-
abouts. will pay for a 3-yvear PhD pro-
ject. and places such as the Institute of
Sound and Vibration Research. (1ISVR)
at Southampton University, UK, are
super-cquipped to tackle such ques-
tions and produce definitive work. Even
as little as £3,000 can go a long way
towards supporting a one-year Master
of Science (MSe) project, and even less
can support undergraduate projects. It
was one such undergraduate project,
co-sponsored by Reflexion Arts SA,
Acoustica Integral SA, and  mysclf,
which finally proved the wave guide
effect of Tom Hidley's much disputed
ACOUStc traps’.
Encouraged by these results, Hidley
is now co-sponsoring a 3-year Doctor

92

of Philosophy project that is investigat-
ing wide-band absorption systems. He
and I co-sponsored a Brazilian student
(or rather took over supporting him
when  the  Brazilian  government
defaulted on payments, and the UK
immigration authorities were going to
throw the student out of the country)
doing one-tenth scale modetling of con-
trol rooms. Although Luis Soares’ work
seemed to prove only negative results,
it proved usetul eight years tater when
Alastair Walter picked up the thread,
that led to his successful wave guide
experiment.

In the mid-eighties. I sponsored Keith
Holland's PhD on horn design, and in
1989 Studio Sound published details of
the Reflexion Arts AX2 axisvmmetric
horn that scemed to open the Hloodgates
on axisymmetric ‘wave guides” from
countless manufacturers, all with dif-
ferent. complicated sounding registered
trade names, but no patents, because
in our enthusiasm, Keith and I published
all the basic data, (I never was much of
a businessman,)

My quasi-millionaire days are long
gone, so can nolonger personally sup-
port some of the things which twould
like to. but the arguments of David
Blackmer and John Watkinson could be
relatively easily resolved if companies
would fund open, basic research, s
£350.000 really too much for this indus-
try to spend o find out iff 20kHz is as
far as we need to go. orif Rupert Neve
is closer to the arget at 100kHz?

Of course, rescarch work offers no
guarantees, but T have never been dis-
appointed in the results produced by
any of the five students which T have
wholly or partly sponsored, so far, at the
ISVR, So much rescarch is now sur-
rounded in secrecy, and done behind
closed doors, because so many people
seem to want to make o killing with a
patent or two. This somehow seems to
defeat the object of the universities,
which were intended to be reservoirs
of knowledge for the cross-fertilisation
of ideas, Yet even thought of in hard-
headed business terms, if any company
spent 50,000 and cracked the “20kHz
or higher?” question, in definitive terms,
its prestige value alone would be worth
amuch larger advertising budget. Their
name would also go down in the
history of recording,.

Come on folks, time to put hands in
pockets. or we will not be entitled to
call ourselves a profession, just a busi-

www americanradiohistorvy com

ness. We could publish all the results,
with names of sponsors, in Studio
Sotnd, and provide a real service o
the whole industry, not to mention
a respectable amount of credibility.

Too much corporate rescarch is car-
riecd out in private, and many employ-
ces are restricted by their companies
from publishing interesting data if, for
example, it is inconclusive in the com-
pany’s favour; it may give competitors
a good idea: oritis not patentable, This
sort of ego. selfishness and greed holds
back the learning process, In the uni-
versities, there is also commercial
secrecy, but rescarchers tatk of general
things over coffee, orat lunch, and this
can lead to great meetings of minds and
the birth of ideas: not to mention the
time saved by avoiding half a dozen
teams, in secrecy. all researching the
same dead end,

In Keith Holland's current loud-
speaker reviews. he is publishing cep-
strum data, The process was suggested
to him in the cighties by a professor of
engineering acoustics, and it was a tech-
nique retrieving echo patterns from the
noise in seismic research, Cepstrum
analysis appears in the Bruel & Kjaer
Frequency Analysis book, but not too
many people seem to know what to do
with it It is. in fact. a very powerful tool
for locating (physically) the sources of
reflections within loudspeakers which
manifest themselves as irregularities in
the amplitude and phase responses,
Such causes can be almost impossible
to trace by other means, The technique
proved very useful, perhaps even deci-
sive, in Keith Hollund's aforementioned
horn rescarch.h#4

In the universities. teams of such peo-
ple are available to guide the students,
and I have almost no doubt whatsoever
that the “Is 20kHz enough? question
could be answered, definitively, in the
space of one, single, three-year doc-
torate research programme. Caniit really
be that the answer is not worth £50,000
to the whole industry? If so, then shame
onus! @
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TECHNOLOGY

Challenger 5.1

Multiple mic arrays are the future of acoustic recording. Dirk Brauner of Brauner
Microphones discusses the challenge of finding the right array for surround recording

S THERE ARE at present no
Augrced standards for a surround
recording  microphone  setup,
there are just two courses of action open
to the recording engineer. The first one
is quite secure, which is to wait until a
standard is set by others. The second is
to take part in the challenge of defining
a standard. Both options are dangerous
for various reasons. The first may pre-
vent you from making surround record-
ings before your competitors while the
second opensthe debate to a potentially
confusing body of people. Nonetheless,
it is 2 better course than the first option.
The most important consideration is
to establish a solid understanding of the
requirements of a multiple array micro-
phone setup able to meet the industry
standards for surround productions.
How can such an array be tound and
what is necessary to be taken into con-
sideration? The most important thing to
realise is that the ideal of getting a life-
like impression of an audio event into
a listening room of any kind is nearly
unachievable—especially if we have o
address consumer listening rooms. Con-
sequently, we need to derive an opti-
mum image of the audio event under
the limitations of these rooms. In this
context it seems natural that the micro-
phone configuration should be tlexible
and easy 1o use in as many different
kinds of recording application as pos-
sible. Also it should be able to supply
the best overall results in a variety of
applications. It is clear that all these
demands cannot be met by one fixed
microphone arrangement, that does not
allow it to be configured to meet the
individual requirements of different
recording applications.

For example, an orchestral setup with
an ABC microphone configuration (LCR)
and another AB microphone to cover
the ambience (routed to the Surround
channels) will not work for a Foley
recording where the target is to create
a good image of sources located around
the microphones, or with moving
sources. Rather, Foley work requires an
image that is as realistic as possible in
terms  of smoothly moving sound
sources from one position to another.
For example, a car driving from front to
rear should be perceived as being as life-
like as possible and notas a sound effect,

This example makes clear some of the
problems that drive the search for a sin-
gle, multicapsule-multichannel micro-
phone. The question is how good such
a microphone will be able to reproduce
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an image of a recording within these
different applications. Also it is impor-
tant to establish which system produces
the most homogeneous image on a 5.1
reproduction system. Two German stu-
dents dedicated their dissertation to
answering this question. Ulf Herrmann
and Volker Henkels made a compari-
son of five different surround micro-
phone methods used for orchestral and

The most important
consideration is to establish
a solid understanding of the

requirements of a multiple
array microphone setup
able to meet the industry
standards for surround
productions. How can such
an array be found, and what
is necessary to be taken
into consideration? The
most important thing to
realise is that the ideal of
getting a life-like impression
of an audio event into a
listening room of any kind

Is nearly unachievable

-especially if we have to
address consumer listening

rooms. We need to derive

an optimum image of the
audio event under the

limitations of these rooms

Foley recording. The methods com-
pared for orchestral recording are ABC,
INAS, the Surround Sphere by Jerry
Bruck and the Ambisonics method,
using the Soundfield microphone sys-
tem. decoded after a principle devel-
oped by Michael Gerzon. Because all
these systems—except the Surround
Sphere—produce a centre channel, the
importance of a centre channel can also
be questioned. In Foley recording, INAS,
SAM. the Surround Sphere and the
Ambisonics system where compared.
To achieve the most objective results,
88 independent listeners where asked
to assess different recordings. The results
where surprisingly clear. It was found
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in any application, that the centre chan-
nel was very much appreciated espe-
cially at listening positions away from
the centre listening position. The over-
all location, in terms of seating position,
was surprisingly uncritical with any of
the methods under comparison. The
orchestral recording using the ABC
method gave the best image of room
ambicnce—better than INA. INA, how-
ever, was slightly better than the sur-
round sphere, and the Surround Sphere
was slightly better than Ambisonics.

In terms of offering the best location
of instruments, INA was clearly favour-
ed, followed by ABC, which was better
than the Sphere, and the Sphere beter
than the Ambisonics. Between INA and
ABC, no significant differences were
perceived. INA and ABC were preferred
against the  Surround  Sphere  and
Ambisonics, while the Surround Sphere
was liked much better than  the
Ambisonics. In the Foley recordings the
results where also very clear. Of two
test recordings the first, a car driving
from right to left and tfrom right tront to
right rear. INA proved better than SAM,
while SAM was better than the Sphere,
and the Sphere was much better than
Ambisonics. The second Foley exam-
ple was an ambience of the Dusseldort-
Main railway station and the question
wias which method provided the best
illusion of being in a railway station?
Here INA was slightly better than SAM,
while SAM was slightly better than the
Sphere. The Sphere was clearly better
than the Ambisonics.

These first results are a very interest-
ing investigation into the field of sur-
round microphone technology. The
clear advantage of the INA method in
both applications shows that a micro-
phone arrangement similar to a loud-
speaker placement as determined by 3.1
reproduction is most effective.

This was also the reason 1 built the
ASMS  (Adjustable  Surround  Micro-
phone) based on the INA idea. Making
different microphone parameters vari-
able. will enable the additional ability
and flexibility to find out more about
the best possible results in different sur-
round recording applications to achieve
a system that matches the various de-
mands of all the difterent recording sit-
uations independent fromany surround
decoding standard.

Right now it is too early to clearly say
which system works best, but some indi-
cations may be gleaned from these first
investigations. Lets acceptthe challenge. B
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Time code

Time code is essential to almost all stages of audio production but it is often taken for
granted until it doesn't deliver. John Watkinson begins by examining the practicalities

IME CODE is no more than a
means to record the time at which
cach part of a recording was
made. There are various reasons for
wuanting to do this. When a recording car-
ries time code. it is casy to synchronise
it to another recording made at the same
time. Thus audio recordings can be syn-
chronised to video recordings or films.,
Time code also facilitates editing hecause
the in and out points of an edit can be
stored in the form of the time codes exist-
ing at those points and used to control
an automatic editing process. Broad-
casters also use time code o automate
playout in radio and TV stations.
Time code was primarily developed
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Fig.1b: Subscriber in NTSC has to be interleaved with
vision, but this results in clash with audio carrier

to facilitate video editing and the audio
industry subsequently adopted it. Time
code does not have a single standard,
largely because video does not. in
Lurope. video runs at 2511z frame rate
and the time code used was standard-
iscd by the European Broadcasting
Union and is universally known as EBU
time code. In the US. monochrome
video originally ran at 30Hz and the Soci-
ety of Motion Picture and Television
Engineers standardised a form of time
code suitable for that rate. In most
respects EBU and SMPTE time code are
the same except for the picture rate and
some small details.

With the advent of NTSC colour tele-
vision in the US, the frame rate had to
be reduced by 0.1% and so a third form
of time code had to be devised to suit.
If t had a dollar for every incorrect expla-
nation of why NTSC goes at 29.9711z,
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I would have retired by now. A correct
explanation fotllows.

In television, the line rate is the prod-
uct of the number of lines in a frame
and the frame rate. In US monochrome
this is 525 and 30 respectively, giving a
line rate of 15,025z, Fig.ta shows the
spectrum of monochrome video is rich
in integer multiples of the line fre-
quency. The sound carrier was wisely
placed mid way between a pair of har-
monics. When NTSC colour was devel-
oped. the channel bandwidth could not
be increased, and so it was necessary to
use 2 form of compression known as
composite video in which a subcarrier
of carefully chosen frequency would
carry the colour in-
formation within the
same spectrum as the

monochrome.
Fig.1b shows that
the  subcarrier  fre-

quency chosen was
227.5 times the line
frequency  so that
chroma  harmonics
would interdigitate
with the monochrome
signal spectrum. This
worked superbly, and
colour and mono-
chrome could be sep-
arated at the receiver,
but the harmonics of
the chroma now fell
directly on the unfor-
tunate sound carrier.

The sound channel
frequency could not
be changed because

CoInewe
W LT
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tetevision sets could not all be re-

adjusted. so instead the frame rate of

the standard was reduced very slightly.
This caused the line rate to fall by the
same factor, and as the subcarrier was
a multiple of line rate. it too was slightly
reduced. and so harmonics would clear
the sound carrier.

With the frame rate 0.1% slow, divid-
ing the frames by 30 no longer gave real
seconds and this was originally handled
by the principle of “colour time’ which
was a4 correction factor used to change
the apparent duration of colour record-
ings to the actual duration.

Colour time was only a stopgap and
the ultimate solution wis to devise a form
of time code that could link 29.971Hz
NTSC with real-world seconds. The solu-
tion wis known a drop-frame time code,
which works on the saume principle as
20th February on the calendar. If every
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the installed base of

TV frame is recorded with a contiguous
code, the real time is too slow. Accord-
ingly. certain code values are omitted,
or ‘dropped’, from the recording so that
overalong period, dividing the recorded
frame value (not the number of frames)
by 30 gives real seconds. In the short
term, ‘frames divided by 30" oscillates
slightly by £60ms with respectto real see-
onds. but this is of little consequence in
video production.

The codes to be dropped were stan-
dardised so that editors and synchro-
nisers would not look for them and get
confused. Since the advent of NTSC,
most nominally 60Hz equipment has
actually run at 59941z, The most
notable exception was the PCM-1610
usced for CH mastering. This pseudo-
video recorder put three audio samples
per TV line in 245 active lines per ficld.
In order to get exactly ++. 1kHz, the field
rate has to be exactly 60Hz or the €D
cutter will throw a Wobbler.

Time code puts a unique entry on the
recording for every frame. Fig.2 shows
how hours, minutes. seconds and frames
are placed in cach entry. It would have
been most cfficient simply to count
frames in binary from midnight, but as
much early time-code equipment was
very simple and often required manual
code calculation, binary would have
made this a nightmare. Instead cach
parameter is coded as two BCD (binary
coded  decimal) symbols, universally
referred o as HHMAISSFE. Fig.2 also
shows how BCD works, Basically it is a
4-bit binary count that overtlows at
9 rather than 16. It is very easy mentally
to convert it todecimal because cach 4-bit
group can be converted individually.

Early video recorders could only
record video and two or more tracks of
analogue audio. In order to use time
code with these machines the signal had
to be compatible with an analogue audio
signal so that it could be recorded on
an audio track instead of an audio sig-
nal. This remains true and any audio
recorder can—in principle be—given
time code capability by sacrificing an
audio track, Many people have discov-
ered that the practice is different.
however, because poor crosstalk per-
formance causes the time-code record-
ing to break through into the other
analogue tracks. In multitrack analogue
machinesthe early working solution was
to put time code on one edge track and
to have a buffer track between the time
code and the first track used for audio.
But as a result two audio tracks are lost
and edge damage to the tape can destroy
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Fig.2:

the time code
Later machines use dedicated time
code recording facilities so that audio
channels are not lost. The crosstalk issue
was also addressed by better head
design. In all analogue audio recorders
and some video recorders. the time code
is recorded with a stationary head on a
linear track. Time code in this form is
called 1'TC or longitudinal time code
As production video recorders devel-
oped, it became possible to display a
good still picrure, but with the tape
stopped, LTC is unreadable. This led 10
the development of a form of time code
recorded on the rotating heads as pait of
the video signal. This was inscrted in the
nornilly invisible lines which make up
the vertical interval between fields and
became knows as VITC or vertical inter
val time code. This can be read with the
tape stopped and gives the correct value
evenif the tape is incremented or jogged
by one frame during an editing session
In digital audio recorders there were
various approaches to time code. In sta
tionary head digital multitrack machines
it was simplest to have another linear
track dedicated to time code. The cross-
talk problem naturally disappears when
the audio was in digital form. In DA
machines, a different solution is necded
as DAT is a rotarv-head format. having
a mechanism like a video recorder
However, the drum speed in DAT s
33'/:Hz and does not correspond 1o an
television frame rate. [t is not possible
simply to record one time-code entry
per drum revolution as this would give
non-standard time code that EBU or

BIVRLYy covey
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SMPTE equipment would be unable
to interpret

Fig.3 shows how DAT handles time
code. The DAT frames contain a time-
code pack recorded in the subcode
area, and this contains the HITMMSSFF
data from the EBU-SMPTE time code
However. the pack also records an oft-
set parameter that specifies the num
ber of audio samples bhetween the
beginning of the last video frame and
the beginning of this DAT frame. Using
the offset parameter a plaver can cal
culate exactly where 1o put EBU-SMPTE
time-code frames with respect to the
recorded sumples

If the audio sampling rate is time-code
svnchronous, the oftset is predictable
and can be catculated. DAT however
allows asynchronous time-code opera
tion and here each otfset parameter will
necd 1o be individually computed

In disk-based workstations. time-code
operation is turned on its head. Instead
of plaving the audio lincarly 1o see what
time code results, the disk system
accesses the disk 1o get the audio for a
given time code. Workstations run a
time-code generator while recording
and incorporate the time code into the
disk index system. The index contains
a linkage between a given time-code
trame and the physical address on the
disk where the samples for that frame
are stored

lT'o play a recording, the time code is
fed in and the system finds the physi
cal blocks on the disk carrving the
audio for that time and immediarel
retrieves them. W

Fig.3: Each DAT frame records the off set from the beginning of a video frame
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HHB 53, 61, 81
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TDK 70
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Showmanship

On the eve of London’s Recording Technology 99 show, APRS chief executive
officer Mark Broad sets the scene for two days of kit, chat and change

NYONE WHO has organised

exhibitions over a period of

more than 30 years would
expect to negotiate some cycles of
change. Given the history of Record-
ing Technology 99, most people seem
to agree that we are taking appropri-
ate steps now to launch a new-look,
new-feel show foraudio-recording pro-
fessionals, in London. Being in the sum-
mer slot does suit us best, | believe.,
and our new venue at the Business
Design Centre is air-conditioned and
really quite swish.

It seems timely that there has recently
heen a more open and supportive atti-
tude between the industry organisa-
tions. Technology is driving so many
changes, but we do find at least some
durable principles that we have in com-
mon. For instance, those of us who are
primarily concerned with the process
of producing merchantable recorded
work can be seen as being in the orig-
ination business, We are interested in
working creatively, undoubtedly, but
if it also can be done as efficiently as
possible we optimise the number of
rights-bearing works which might be
produced from available production
budgets, and which go on to generate
revenues, That, uliimately, should be
better for alt of us in this content-hun-
gry world. So ignorance and waste are
the common enemies; hence the Asso-
cintion's growing emphasis on training
and education—not least the important
issue of training for trainers, an area
where even quite general advice on
hest practice and recommended tech-
niques can quickly have a significant
effect in raising standards.

The APRS chairman and our director

of training and education have both
contributed in recent months to the
government's New Deal steering com-
mittee. At a ‘New Deal for Musicians
industry-briefing session, held at the
BP1 a few weeks back, a number of the
associations present recognised that we
are presently duplicating efforts in
careers advice and industry sign-post-
ing. It was agreed that we should
explore ways to rationalise this and
make better use of resources. The idea
of a clearing house, for general careers
information, advice and work place-
ment enquiries was met with some
enthusiasm. Representatives of corpo-
rate members were quick to point out
that such a service, operated under the
authority of the trade associations,
would be of great help to their own
companies, which are regularly inun-
dated with requests for information and
advice. Requests which they would pre-
fer to know were being handled dili-
gently without putting so direct a strain
on their own resources. We are pursu-
ing this idea. It's a good example of how
the associations and trade bodies can
complement each other’'s work and join
forces when appropriate. There has
also beentalk of the possihility a shared
showcease”  presence  in London.
Another example of collaboration is the
APRS working with PLASA in DTT joint
ventures overseas, most recently in
Light and Sound Shanghai, and AES
Munich. We're not in competition,
we're actively supporting  anything
that's good for our members’™ busi-
nesses and for the industry as a whole.

I'm hoping that Recording Technol-
ogy seminar discussions will be able to
continue, on-line, after the event in

NEW JOEMEEK SC2.2 Stereo Compressor £586

The New SC2.2 Stereo Compressor offers the sound of the classic SC2 V1.05
compressors at an incredibly low cost. Perfect for the digital recording studio
where serious compression with power is lacked! The SC2.2 will provide the

missing link between a studio and hit records.

Worldwide Distribution by : JOEMEEK Distribution, Quay House, Quay Road, Newton Abbot, Devon, England. T3 7L
tel: +44 1626 333948 fax: +44 1626 333157 e-mall: sales@joemeek-uk.com
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June, leading toward another round of
workshop activity in the autumn.
There's going to be a stronger empha-
sis on internet-buased discourse and
information services. Live sessions,
specifically for business managers, are
also being planned. We want to ensure
that Recording Technology is an evolv-
ing thing. and that the corresponding
role of The Professional Recording
Association is understood to be partic-
ipatory. facilitating dialogue—a dia-
logue that is part of 21 professional's liv-
ing experience. not just a fixed snapshot
at any one time. The Corporate Asso-
ciate scheme is under way, involving
individuals within member companies
more directly, and we have a similar
scheme for students on APRS Accred-
ited courses. With a larger atfinity group
and wider industry co-operation, more
things are possible. A carcers fair and
a work experience placement scheme
are examples of ideas that seem to be
attracting interest at the moment.

Recording Technology 99 has bene-
fited greatly from the input of an expe-
rienced and imaginative team. Exhib-
itor's Chairman, Phil Dudderidge, is
maotivator-in-chief; and our Event Direc-
tor, Rhona Greenhill, knows what
works—she was formerly with the Tele-
vision Show—and has many of bright
ideas and a good understanding of what
kind of people we are catering to. The
Recording Technology 99 seminars are
being co-ordinated by Francesca Smith,
formerly of ITS, who these days organ-
ises our studios groups and various spe-
cial projects for the APRS.

Catch us at the Business Design
Centre, on 25th and 26th June 1999, &

NEW (22 Stereo Comipressor £199

YC3 Pro Clanne] v2 £199

YOI Saudio Clanne] £580

SC4 1D Steren Compressor £1399
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-everything
The world's most effective
range of tools for noise
removal and audio
restoration
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