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Libra Live is designed for versatile
operation in a broadcast production

environment.

It provides all the advantages of digital

control and a digital signal path
with the ease of use of a conventional

analogue console.

Full processing on all channels

Soft configurations for user/application
Built-in /O router

12-48 faders, 12-96 inputs
Mix-minus/IFB output, including talkback
and AFL on every fader

Full surround sound capability
Snapshot reset

Up to 16 mono or stereo auxes

Up to 8 mono or stereo sub-groups

Up to 4 mono or stereo main outputs

Redundant PSUs

Libra Live users include:

ABC, All Mobile, Astro, CBS, Central
TV, Cinetel, France 2, King TV,
Korean Broadcasting System, MSNBC,
Nickelodeon, Nihon TV, NTV,

Radio & TV Hong Kong, YTV

3\ AMS
CNEVE

HEADOFFICE - AMS Neve plc - Bilir g%o1 Road - Burnley - Lancs EB11 5UB - England - Tel: +44 ) 1282 457011
Fax: +34 (J) 1282 417282 - [OMDZA - Tel: 0171 916 2828 - Bax=0171 916 2827

GERMANY - T21:61 21942 520 - Bax: 6~ 31 9 42 %210 - NBW YORX — Tel: (212) 965 1400 - Fax: §212) 965 3739
HOLLYWGOD — Tel: 818) 753 8789 - Fax=(&18) 6234839 - NOKONTD — Tel: (416) 365 3363 - ~ax: (316) 365 1044

e-mail emquiry@ams-neve.com - T ix/ waww.ams-neve.omr
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EDITORIAL

Snake bites

PEOPLE FEAR what they don't understand. It's a natural reaction but one
in which the preservation instinct can also mask opportunity.

A long conversation with Trident founder Malcolm Toft reminded me of
an attitude that was prevalent at the time of the initial airings of the Trident
Di-An digitally controlled analogue console. That the design and ergonom-
ics were seen as radical by potential users, who were embedded in a quite
traditional analogue bedrock, was predictable. Many were scared that the
desk would make them look stupid and inadequate, yet I remember clearly
that to many it represented the demon encapsulation of the future face of
desk technology and was damned for it—if this was what the future looked
like then they didn’t want it. Most alarmingly these were beliefs held and
broadcast by those who hadn’t even sat in front of the desk—most that did
had to acknowledge that its operation was remarkably simple and 1 still see
shades of the Di-An in modern successful equivalents.

Matters were not helped by Trident’s decision to air its development laun-
dry progress on the exhibition circuit as this was largely counter to the prac-
tices of the time and was not appreciated despite the complexity of the task
being attempted. It is something we have learnt to live with now. Fear can
be conquered, but picking a snake up by the tail ten times does not mean
you won'’t get bitten on the eleventh attempt. And people do get bitten,
regularly, it is now an occupational hazard. You put your hand in the bas-
ket expecting to be bitten and are relieved when you're not.

Part of this has to do to with the oft quoted march of technological progress,
but most has to do with what we are now prepared to accept. Somewhere
along the way we lost our naive primal fear and replaced it with a nervous
yet risk-taking disposition. Opportunities have certainly been missed, but
the need to take the time to simply understand is greater now than it has
ever been. Zenon Schoepe, executive editor

Order of play

IT SEEMS TO BE a peculiarly scientific preoccupation to force an order on
a sequence of events. Whether you are talking about the first moments of
creation or the heat death of the universe, there are those ameong us for
whom nothing is valid unless some order of service is observed. You could
argue that it is a curiously artistic indulgence to adopt anything other than
a natural order to creation—why shouldn’t a detective novel be written
from conclusion backwards? Yet it’s only those with a specific need to ratio-
nalise who seem eager to bring the argument about.

There is an inescapable justification to believing that the current view of
the physical universe is better than the last—which, in turn, is better than
previous one—but applying the concept to art seems sadly misplaced.

So why the fuss when the secrets of the recording studlio first [eaked out?
Why should it matter to a critic that the second movement of a symphony
came from an earlier take than the first, that a single musician played more
than one instrument on a pop record, or that all the choruses on a dance
track are from an LP that's 30 years old? With what wonderful irony the
MIDI sequencer was so named.

Perhaps it's simply a form of professional jealousy; the aspiring scientist
obliged to master the machinations of calculus before accepting the chal-
lenge of quantum physics may well resent the writer’s ability to write chap-
ter one last. And music critics are often musicians who couldn’t get their
chops in order.

But you who work on the divide between art and science, what philos-
ophy do you follow? If it's okay to record the intro last, why should the
mouse replace the razor blade? Why should the chip replace the valve, or
the disk replace the reel?

It’s not entirely a new argument, I hear you say. But then you don’t really
know when I wrote this, do you? Tim Goodyer, editor

4
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First we defin% the modern multitrack recording console.
. Then we built the digital one.

The MT Digital Multitrack Console.
Relax. It’s an SSL.

Solid State Logic

Ssgmla International Headquarters

1999 WINNER Begbroke, Oxford. OX5 1RU, England
. Tel: +44 (01865 342300

Fax: +44 (001865 342118

E-mail: sales@solid-state-logic.com

SSL Axiom-MT

The digital console that
http://www.solid-state-lagic.com works the way you work

New York Los Angeles Tokyo Paris Milan Toronto Singapore
+1 (1212 315 1111 +1(1)323 463 4444 +81 (013 5474 1144 +33 (0) 3460 4666 +39 02 2622 4956 +1 (1416 431 9131 +65 (01438 2272
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B Atlanta-based Turner Studios has builtt a new
broadcast and post complex around two 24-
channel MFX3plus workstations and Avid
nonlinear video systems. Designed by San
Francisco-based architectural firm Gensler. the
facility consolidates postproduction and studio
work for the Tumer Entertainment Networks
and supports Turner’s sports and news
divisions. The Fairlight editing suites will
perform recording, editing and sound design
and will support the new complex’s three new
television studios, two new broadcast control
rooms and video suites.

Fairlight, US.Tel: +1 213 460 4884.

M British Virgin Radio has taken delivery of
beyerdynamic MC834 mics for use on the
televised version of Chris Evans' breakfast radio
show. Alongside performance, the mics were
chosen to allow a relatively unobscured view of
Evans'face for the camera. Another recent
taker for beyer mics was Reuters whose
MCEB86 shotgun kits (with pistol grips and
windshields) form part of a major re-
equipment programme. Elsewhere on the
British airwaves, Classic FM has adopted five
Orban Optimod-FM 8200s following an
exacting evaluation process on the station’s
classical music staple.

beyerdynamic, UK.

Tel: +44 1444 258258,

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

M OB vehicle operations in France.and the UK
have been on the move with Le Voyager [
taking an SSL MT console, BBC Resources
putting a Calrec 52 in ts first Type | | vehicle
and CorinthianTelevision Facilities installing a
Telex RTS-ADAM digital matrix intercom
system in its new OB2. L.eVoyager I(I's MT
boasts 48 channels, 96 remote mic preamps
and is 5./ capable while the |6-camera BBC
Type || also has 48 channels and supersedes
the Q-series Calrec. The 20-camera OB2 has a
64 x 64 ADAM CS and is being built to meet
Sky Sports’ commitment to cricket coverage.
SSL, UK.Tel: +44 1865 842300.

Calrec, UK.Tel: +44 1422 842159.
Telex, UK. Tel: +44 1908 233916.

8 Australia's Channel 7 has purchased an LA
Audio Pro Series DigEQ EQ-dynamics
processor for use in it's Brisbane based
television studios to address sub-sonic noise
and harmonics caused by a standby generator.
SCV,UK.Tel: +44 171 923 1892.

B London's new Waves Recording post house
has just opened for business in the
postproduction square mile of Soho. Owners
Johnny Byrne and Warren Hamilton have
opted to put two Fairlight MFX3plus digital
audio workstations at its centre and use the
Fairlight Media Link to allow movement of
projects and effects around that facility West
End post house The Sound Store has installed a
DynaudioAcoustics surround monitor system
consisting of M1.5 mains, BMS surrounds and a
BX30 sub. Slightly further north, Camden-
based M2 Television has taken a | 6-fader, 1 60-
channel Soundtracs DPC-Il console that is
already in use on programmes for Channel 4,
ITV and FilmFour trailers, Moving west,
Wembley's Fountain TV has ordered a third

Calrec S2 console to replace the Raindirk
presently in Studio A.

The Sound Store, UK.

Tel: +44 171 637 7472.

M2 Television.Tel: +44 171 343 6789.
Fairlight, UK. Tel: +44 171 267 3323,
Munro Associates, UK.

Tel:+44 171 403 3808.
Soundtracs, UK. Tel: +44 181 388 5000.

B German television and media network, ZDF,
has installed five 360 Systems Short/cut audio
edrtors, some of which are for use in its OB
vehicles. ZDF produces a wide variety of
material from sports to game show
programming; the Short/cuts find use in such
applications as therne music editing and
location interview editing.

Thum + Mahr, Germany.

Tel: +49 2173 967322,

M Swiss Radio has begun the move to digital
operation with the installation of a 64-fader
Soundtracs DPC-l production console. The
facility quoted the console’s 24-96 capability as
a factor in its selection.

RS, Switzerland.Tel: +41 91 803 5111},
Soundtracs, UK. Tel: +44 208 388 5000,

M London-based Trojan recordings has
purchased a CEDAR BRX+ debuzzer to
complete its complement of Series-X units. The
setup is currently in use on the back catalogues
of Motorhead, The Fall and Bad Manners,
CEDAR, UK.Tel; +44 1223 414117,

B Helsinki's University of Art and Design is to
install a 64-channel SSL. Avant console in a new
THX-approved film mixing facility at the
Centre for Media Research where UIAH's film,
TV, theatre and new media facilities are being
amalgamated.The console will be the first of its
kind in Finland.

SSL, UK. Tel: +44 1865 842300.

B German broadcaster Hessische Rundfunk
has equipped its new Frankfurt facility with a
Telex-RTS ADAM intercom control system, in
line with fellow German broadcaster SWR
whose FSU-1 mobile uses an Adam Matrix.
EViAudio, Germany.Tel: +49 9421 7060.

M Hire companies recent acquisitions inciude
Dutch Dageraad PA's 10 Klark Teknik DN360
dual-channel graphic equalisers, British Concert
Systems’ two Midas Heritage 3000 consoles
and Audiolease-Electrotec taking 20 XTA
DP226 loudspeaker management control
Systems.

Dageraad,The Nether{ands.

Tel:+31 24 6456 606.

Concert Systems, UK.

Tel: +44 161 274 3859.
Audiolease, UK. Tel: +44 1223 837775.

B British composer and sound designer Peter
Lawlor has taken the delivery of the fist
Eventide Orville Harmonizer in the country.
Currently working on advertising commissions
for Gordons Gin and Dockers jeans, Lawlor
enjoyed success with Stiftskin's advert
crossover hit.‘Inside’.

Eventide, US,

Tel:+1 201 641 1200.

A US: Jersey City’s Blue Meenie recording studios has installed
the US’ first Amek 9098i analogue console. Specialising in ‘indie
punk and metal aesthetics’, Blue Meenie’s other two studios
house a 44-channel Langley Big and a Mozart RN. Pictured
around the 9098i are (L-R) founders Joe Mahoney, Julie Gilles,
Tom Aldi and Tim Gilles. Recent clients include Stormtroopers
of Death and Vision of Disorder. Amek itself has moved its entire
console manufacturing operation into a new factory which will
increase its capacity for the simultaneous building and testing of
larger analogue and digital consoles. Amek: Langley House, Third
Avenue,Trafford Park, Manchester M7 |FG,UK.Tel: +44 16| 868
2400. Fax: +44 161 873 8010. Net: www.amek.com
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A Switzerland:The final run of Studer’s A827 24-track analogue
recorder is currently underway. A special Gold Edition is planned
to celebrate the popular industry standard, each of which will
sport a numbered identification plate as well as an R§232 card,
test generator, audio channel remote and autolocator. Interest
in secondhand A827s remains strong and industry statistics
claim some 70% of US hits are recorded or mastered to ana-
logue recorders. Studer, Switzerland.Tel: +41 | 870 751 |.
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RT 99

UK: London’s RT99 earned the
appreciation of its exhibitors
over two days in late June, and
answered long-standing ques-
tions concerning the viability of
a British Pro-audio event. The
RT99 show, reborn from the
troubled APRS show, set its
sights on delivering quality visi-
tors to a modest number of
exhibitors at the new venue of
the Islington Business Design
Centre and succeeded in recap-
turing much of the friendly
atmosphere and positive attitude
of its early days at the Connaught
Rooms. Well, for one day at least.
Staged on a Friday and Saturday,
the second day failed to deliver
the high level of activity of the
first questioning the wisdom of
a weekend event. And sure
enough, next year's show has
been scheduled for Thursday
22nd and Friday 23rd June, on
the main floor of the Business
Design Centre. Certainly, the
overall feeling this year was of a
show that had exceeded the
expectations of its exhibitors and
is well placed to build on this
with next vear’s event.
APRS,UK.Tel:+44 1803 868600.

Surrounding

manoeuvres
Singapore-Germany: Singa-
pore is to accept Dolby Digital
audio encoding in its forthcom-
ing digital television transmission
system. The decision follows a
protracted evaluation conducted
by the Singapore DTV Technical
Committee, under the Singapore
Broadcasting Authority. Mean-
while, the opportunity to make
the first feature film broadcast to
carry a Dolby Digital 5.1 sound-
track has been taken by German
broadcaster ProSieben. Quoting
the acceptance of DVD in miti-
gation, the broadcaster is also
planning a programme sample
loop for retail demonstration pur-
poses in collaboration with the
Astra satellite. The pioneering
ransmission  follows  the
announcement of Dolby Digital
as an accepted audio format for
the DVB standard, in line with its
standing with the ATSC digital
television standard and the SCTE
digital cable standard.

Dolby Labs:

US:+1 41564551 16.

UK:+44 1793 842100.

The Point Source

World: Responding to an ongo-
ing and growing demand for reli-
able industry information, Studio
Sound is readying an interna-
tional industry directory of man-
ufacturers and distributors for

Studio Sound August 1999

4 UK: London’s Lansdowne recording studios has undergone a2 major refit that has included the
installation of a custom 72-channel 5.1/7.1-capable AMS Neve VX-S console, the largest of its kind
in the city. Other improvements can be found in the new ATC monitoring system and Pro Tools 24
system. Lansdowne’s sister facility, CTS, has installed two further Studer A827 analogue tape
machines, making a company count of four, one of which resides at Lansdowne.

publication later this year. The
directory will carry comprehen-
sive listings of manufacturers
and their international distribu-
tors. providing a single source
of contact information for those
needingto obtain information or
availability of any pro-audio
equipmeni - and those seeking
distribution arrangements.

German take-over
Germany:Hamburg-based Man-
agement Data Software Engi-
neering is to take over DAVID in
a DM17m transaction confirmed
last month. The move further
establishes its new owner as the
leading player in the Gernun
media software market. One of
the key justifications for the

acquisition is the complimentary
nature of DAVID's systems and
Management Data Software’s
digitisation packages for radio
and television services, the
declared ‘overlap’ being just 10%
of the DAVID line. The intention
now is o secure a greater pres-
ence in the broader European
market.

A Germany: Studio Hamburg and Studio Berlin have become the 100th and 10ist customers for
Fairlight’s FAME digital workstation.The systems have firmly estaklished themselves in the
German postproduction market. Fairlight, UK. Tel: +44 171 276 3323.
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than in today's pro-audio market. And
with information ingshort supply, Studio

Sound's Pro Audi

rld Report and

Facility Survey are the & ys to the kingdom

Stuclio Sound magazine has pro-

duced The Pro Audio World Report
and The Facility Survey. Together, these
reports offer a reliable source of essen-
tial statistics on the recording and audio-
for-video postproduction industries for
the first time.

I N RESPONSE TO industry demand,

Pro Rudn
; — SEm

&

| Volunxe I

As it has developed from an obscure
and quirky indulgence into the business
mainstream, audio recording has acquired
many of the trappings of less glamorous
industries but has consistently escaped
formal analysis. Apart from figures gath-
ered by specific companies for their own
ends, and guarded with the zeal associ-
ated with military intelligence, those try-
ing to quantify the audio business have
largely had to rely on their intuition and
the industry’s own PR machine. And as
the leading magazine serving the audio
professional, Sti«dio Soundhas long been
aware of the need for an accurate and
comprehensive source of information on
a wide variety of aspects of audio.

In response, The Pro Audio World
Report and The Facility Survey repre-
sent a period of extensive rescarch con-

8

ducted by Studio Sotndin collaboration
with specialists Market Tracking Inter-
national. These two volumes present an
analysis of recording and postproduc-
tion, detailing such issues as market
structures, facility operation, equipment
useage, market forces, company per-
formance, technological development
and market forecasting.

The need tor a reliable source of infor-
mation is made more important by the
fragmented nature of the industry and
the major changes being brought about
by its own technology and enabling tech-
nologies such as telecommunications and
the Internet. If the changes brought about
by the application of digital technology
are any guide, forthcoming developments
will radically alter almost every aspect of
preparing and delivering audio to the con-
sumer - with or without accompanying
images. As media formats from DVD and
Super Audio-CD to radio and television
prepare to deliver multichannel audio to
the market, the move from stereo work-
ing to surround is undergoing change in
almost every respect. The recording
process and the technology needed to
achieve it- from loudspeaker number and
placement, room acoustics, console bus-
ing, audio recorders and provision of out-
board through to recording techniques
and the ability to success-
fully market a more costly
facility - are being rein-
vented. Some of the territory
is so new that a consensus
of opinion has yet to be
established. And for the uninformed, the
territory is particularly dangerous.

Assembled from an extensive interna-
tional survey conducted through Stitclio
Sound and a variety of business sources,
The Pro Audio World Report presents a
comprehensive breakdown of the pro-

WAL amedcantadiehistons.com

Lianne Davey,
Tel: +44 171 940 8598.
Email: Ikdavey@unmf.com

audio industry, prevailing market forces,
and international economics complete
withillustrations and graphics. Itexplores
the present condition of the audio incus-
try and examines likely developments in
the light of emerging technologies.

The Facility Survey explores the setup
of recording, broadcast and post facili-
ties from around the world. Complete
with supporting opinions from industry
personnel, the Survey presents a picture
of current recording and post studios and
gives a reliable indication of how they
will need to adapt to meet the needs of
tomorrow’s entertainment media.

The performance of facilities in the cur-
rent climate and how their areas of activ-
ity break down gives an early indication
of the shape of tomorrow’s facilities. It is
easy to identify that the demand for sur-
round sound work will be a major factor
in studio development - some 46% of facil-
ities expecting to concentrate on this area.
Beyond this, realistic projections from
today’s analysis to tomorrow’s reality with
world-wide economic growth likely to
remain at around 2%-3%suggests that
some 38% of studios will open new facil-
ities in the next two years and 68% will
upgrade existing facilities. The larger the
facility, the larger the anticipated invest-
ment, with top-line studios likely to spend
US52.1m on average.

In addition to their value
as an examination of the
pro-audio market, The Pro
Audio World Report and
The Facility Survey otfer a
unique opportunity to put your knowl-
edge and opinions to the test: which are
the most popular microphone, digital
multitrack recorder and recording
media? These, and many other defini-
tive answers, dare available here - and
for the first time. @
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IBC gives you the edge

The electronic media business is more
competitive than ever. That is why more
than 35,000 key players from 120
countries visit BC each year.

The 600 exhibitors, filling nine extibition
halls, include all the world’s major
technology suppliars.

A full six strear, five day conference

tackles the technical, management,
economic and creative issues impacting
on your business.

And the IBC Widescreen Production
Festival screens and rewards the best
widescreen TV programmes.

Play your trump card - come
to IBC99!

TV « RADIO * FILM * MULTIMEDIA  CABLE * SATELLITE

IBC

Aldwych House 81 Aldwych London WC2B 4EL Uritec Kingdom
Telephone: +44 :0)171 611 7500 Fax: +44 (0)171 615 7520
Email: show @ibz.org Web Site: www.ibc.org
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WORLD EVENTS

September
2-5

AES UK Conference:
High Quality

Audio Coding
Florence, ltaly.

Contact: AES.

Tel: +44 1628 663725.
Email: uk@aes.org

Net: www.aes.org

5-8

Plasa 1999

Earls Court, London, UK.
Contact: P&O events.

Tel: +44 |71 370 8228.

Email: sophie matthews @eco.co.uk
Net: www.plasa.org

10—14

IBC 99

RAI, Amsterdam, Netherfands.
Contact: Michael Crimp
Tel: +44 1525 750880.

Email: ibcpress@compuserve.com
Net: www.ibc.orguk

|5—17

Infocomm Asia
Singapore International Con-
vention Centre, Level 4.
Contact: Infcomm Asia

Tel: + 65 297 2822

Fax: +65 296 2670.

Email:

Net: www.infcommasia.com

23-26

Nordic Sound
Symposium

Bolkesjs Mountain Hotel,
Bolkesj@, Norway.

Contact: Richard Andersen
Tek +47 67 54 14 83.
Emait: riander@online.no

24-27

107th AES Convention
Jacob K Javits Convention
Centre, New York, USA,
Contact: Chris Plunkett, AES.
Tel: +1 212 661 8528.

Email: 107th_exhibits@aes.org

October
B—|/

Telecom 99

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

© Miller Freeman UK Ltd. 1999.All rights reserved.No part of this publication may be reproduced
or transmitted in any form or by any means, electronic or mechanical inciuding photocopying,
recording or any information storage or retrieval system without the express prior written consent
of the publisher.The contents of Studio Sound and Broadcast Engineering are subject to reproduction
in information storage and retrieval systems. Studio Sound and Broadcast Engineering incorporates

|2—13
DVD Conference
Europe 99
Alfa Lisboa Hotel,
Lisbon, Portugal.
Contact: Understanding
& Solutions.
Tel: +44 1582 607744.
Fax: +44 1582 472 946.
Email: DVD99@undansol.co.uk.
Net: www.undansol.co.uk.

lo—1/

MusicBiz 2005
Ex'pression Centre for New
Media, Emeryville, California, US.
Contact: Keith Hatschek.
Tel:+1 415227 0894.

Email: info@hatschek.com.

¥l==23

Broadcast India 99
World Trade Centre, Mumbai
(Bombay), India.

Contact: Kavita Meer, Saicom.
Tel: +91 22 215 2721

Fax +91 22 215 1269.

Email: saicom@
bom2.vsnl.net.in.

Net: www.saicom.com
/broadcastindia

November
2-3

24th Sound
Broadcasting
Equipment Show

NEC, Birmingham

Contact: Point Promotions.
Tel: +44 1398 323 700.
Email: info@pointproms.co.uk
Net: www.sbes.com

18-21
Reproduced Sound 15
Residential Weekend, Stratford
Victoria Hotel, Stratford upon
Avon, Warwickshire, UK.
Contact: Institute of Acoustics.
Tel: +44 1727 848195,
Fax: +44 1727 850553.
Email: acoustics@clus ! .ulc.ac.uk

19-22

SMPTE Conference
and exhibition

New York Marriott Marquis,
New York, US.

Contact: Bryan Nella.

Tel:+1 914761 1100.
Net: www.smpte.org

22-24

Messe Frankfurt

Trade exhibition and conven-
tion for audiovisual system
installation

CMF. Ludwig-Erhard-Anlege
160327 Frankfurt

Contact: Metin Ergl

Tel: +49 69 7575 61 30.
Email: metin.ergul@
messefrankfurt.com

December
8-10

Convergence India 99
Pragati Maidan, New Delhi, India.
Contact: Exhibitions India.

Tel: 491 11 463 8680.

Fax:+91 |1 462 3320.

Email: exhibitionsindia@vsnl.com
Net: www.exhibitionsindia.com

March 2000
5-7

Entech 2000

The Dome, Sydney Show-
ground & Exhibition Centre,
Homebush,Sydney, Australia.
Contact: Caroline Fitzmaurice,
Connections Publishing,

Tel: +61 2 9876 3530.

Fax: +61 29876 5715,

Email: caroline@conpub.com.au
Net:www.conpub.com.au

June
6-9

Broadcast Asia 2000,
Cablesat 2000 and
Professional Audio
Technology 2000
Suntec Centre, Singapore.
Contact: Singapore
Exhibition Services.

Tel: +65 338 4747.

Fax: +65 339 5651

Email: info@sesmontnet.com
Netwww.sesmontnet.com
UK contact: Overseas
Exhibition Services.

Tel: +44 |71 862 2080.

Fax: +44 862 2088.

E-mail: singex@montnet.com.
Net: www.montnet.com

Sound International and Beat Instrumental. Studio Sound and Broadcast Engineering is published monthly. w

The magazine is available on a rigidly controlled requested basis, only to qualified personnel.The B B "4
publisher may pass suitable reader addresses to other relevant suppliers. If you do not wish to “
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the address below. Subscription Rates. UK annual: £48.00. Europe:£65.00. Rest of the
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discretion, uniess specifically guaranteed within the terms of the subseription offer. Circulation and
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ULTIMATE SOUND MACHINES

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 - rAX: (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 (1/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 6wE

PHONE: 0B0O 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

SAVE

PRESERVE VOCAL II\ITHHIIW

g £

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
I 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 of 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 menner!

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

Unique Pitch Intonaticn 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 vacal

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 Alpha dial control

High resolution display provides instant visual
feedback of intenation 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.COCM » WEBSITE: WWW.TCELECTRONIC.COM

wwwwLamericanradiohistorv. com
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Mistaken identity: the real beyerdynamic M99

Mixing mics

FURTHER TO Dave Foister’s review of
our beyerdynamic M99 I feel we must
point out some anomalies within the
review, which will probably have left
your readers as confused, as we are!

The picture shown in the article (June
1999) is the TG-X50 Mk 2 which is a
side-fire dynamic microphone which
has recently been upgraded and recent
press information output probably
explains how this picture entered got
into your pending tray in the first place.

The M99 (see the correct photograph)
was designed as an end-fire, large-cap-
sule dynamic microphone specifically
for on-air radio broadcasters and high
SPLinstruments such as saxophone and
trombone. It is therefore very much at
home with the applications Dave found
it good for and judicious use of the EQ
switches can certainly extend its appli-
cations. However the suggestion that
the microphone may ‘think’ that it can
also be a condenser is a bit wide of the
point especially as this is far from the
intended application and would prob-
ably perplex engineers who may try to
use it as such.

Dave’s review of the microphone has
covered most of the design functions
the M99 was created to fulfill very well.
Itis a high-performance dynamic micro-
phone with all of the characteristics
microphones with this operating prin-
ciple enjoy: it has no aspirations to be

anything else. When we have designed
a microphone, which can auto-detect
what function it has to perform, we will
get it to give you a call!

John Midgley, Managing Director,
beyerdynamic UK.

Challenger landed

DIRK BRAUNER recently (Studio
Sound, June 1999) wrote about the
application of surround recording tech-
niques to different ‘recording situations’.
My objection to his argument is the way
he takes unqualified and subjective
research and attempts to imply a qual-
ified conclusion from it.

Used by the experienced, most tech-
niques quoted by Mr Brauner will prob-
ably render a totally different reaction
from an ‘independent’ set of 80 non-
professionals. The student’s research as
described is ‘interesting’. Used as sup-
port for product promotion is a misuse
of state educational funding. Or did
I misunderstand Mr Brauner’s motives?

Mr Brauner uses the term Foley rather
loosely as a word for what 1 think he
means as a ‘live effects recording? I hope
this is a mistranslation and not the under-
standing of this subject. Mr Foley did
not author the architects guidelines for
Dusseldorf main railway station.

Making sense of a 5.1 recording on
anything, but the production setup is a
challenge indeed, we've done the
research in thatarea and [ am interested
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to get Mr Brauner to explain exactly
where the listener should stand or sit
when listening to a recording made with
his array in order to get the optimuni
results and whether they are allowed
to move. If only audio, or physics for
that matter, were easy.

Manufacturing microphones is an art
for which I have the greatest respect and
maybe selling simple solution fancy

microphone arrays to students just out of

college wanting to start live-recording
companies is a good marketing strategy?
Then again, selling worthwhile technol-
ogy to an established and busy industry
is maybe really the 5.1 challenge.

If this Challenger article represents
the true depth of knowledge and under-
standing behind such developments
there is still a long way to go before
these surround newlings catch up.
I look forward to more speakers, morc
understanding of regenerating energy

in rooms and a better understanding of

what the late Michael Gerzon certainly
understood very well.

Anthony G Morris.

Net: www.agmworld.com

Degrees of accuracy

I READ WITH INTEREST Carl Snape’s

informative article on the history and

development of recording media.
However, | believe there is an error

in the unit of temperature used in ref-

erence to the heat treatment of

THE BALANCE OF POWER

In the U:S please contact:

degraded analogue tapes (p76), where
the values of 55, 70 and 45 degrees
should read Centigrade and not Fahren-
heit as printed.

I realise this is a typographical error
of which you are already aware.
Jonathan Lewis, Product Support
Manager, Quantegy Europa

Lines on the timeline
I WONDERED who was responsible for
the details and dates of the AES Audio
Timeline www _prostudio.com/studio
sound/may98/aes_timeline.html?

It reads ‘1881: Clement Adler, using
carbon microphones and armature
headphones, accidentally produces a
stereo effect when listeners outside the
hall monitor adjacent telephone lines
linked to stage mikes at the Paris Opera.’
Why would you say “accidentally’ This
is exactly what is specified in Ader’s
1881-1882 patents. And the Paris
Theatrophone parlayed this effect
commercially for many years.

You have KDKA broadcasting in 1921
as the first commercial radio station
—they started in 1920 and they weren't
first, anyway. And what do you mean that
EMI didn’t renew its stereo patent in 19597

Normally, patents are not ‘renewed—if

England is meant, then patents do con-
tinue for a specified term as long as
proper government fees are paid during
the course of the patent, but the absolute
maximum was 14 years, if I recall.

CONTROL

GENELEC 1036A

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

brings NEW true weight tc 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.

wwweamericanradiohistorv. com

If you need more details on the his-
tory of recorded sound, please visit my
net-site at: www.members.aol.conv/alle
namet/PhonoBooks.html
Professor Allen Koenigsberg

Radio daze

THESE THINGS are very difficult to com-
pile, and I commend you for trying. but
not only is the year wrong, the station
is wrong too. Your timeline says: 1921:
The first commercial AM radio broad-
cast is made by KDKA, Pittsburgh PA.

Umm, it was the 2nd November 1920,
and no, KDKA was not first. There were
several other stations already on the air.
Westinghouse had a massive publicity
department and they spread press
releases about KDKA all over the known
universe. The truth is about four other
stations could also lay claim to having
been first. A more accurate version
would say something like 1920: com-
mercial broadcasting begins with sta-
tions like KDKA in Pittsbugh PA, WW]
in Detroit Ml and 1XE in Medford Hill-
side MA.

There are some other myths and leg-
ends on your timeline too but again,
1 commend you for trying to put some-
thing together.

Donna Halper

PS Don'tforget 24 December 1906, Regi-
nald Fessenden broadcasts voice and
music over the wireless to the ships at
sea (first time this had ever been done).

GENELEC 1034BC

S¥3ll3l

GENELEC"

I TORING

The Whole Truth And Nothmg But The Truth

International enquiries: Genelee, Olvitie 5, FIN-74100 lisalmi, Finland, Phone +358-17-813311,Fax +358-17-812267 Web: http//www.genelec.com
Genelec Inc. 7 Tech Circle, Natick MA 01763 Phone 508/652-0900 Fax 508/652-0909
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RUBY REWA

STUDIO SOUND’S

40TH ANNIVERSARY party
continues with the Marantz
CDR640 CD recorder taking
centre stage.As you can see
from the accompanying listing
of equipment, many of pro-
audio’s top manufacturers
have conspired to make our
celebration one to remem-
ber by building a one-off
custom model. And as a
unique Studio Sound Ruby
issue, each unit is destined to
become a collector’s item,
not to mention being a talk-
ing point in your studio

for years to come.

In every issue of the magazine until the end of the
year, you will have the opportunity to win a further
selection from the Studio Sound Ruby series. In this
fourth installment, it’s a ruby version of the Marantz’
CDRé640 CD recorder pictured above that is steal-
ing the show. The CDR640 (Studio Sound, February
[999) comes with a wired remote (also in ruby red)
and uses 20-bit sigma-delta A-D convertors and
exclusive 20-bit BSDAC

convertors. It also incorporates a high-precision
20-bit sample-rate convertor capable of turning an
incoming digital audio signal, between |2kHz and
56kHz to 44.1kHz.

The RC640 remote control offers identical control
and display to the unit, as well as additional features
and functions. Control of the unit is possible
simultaneously from the CDR640 front panel and the
RC640 and operational status is displayed at the same time on both LED
screens. All in all, it's a well-featured package.

WARDING
BY PRIZES

' stage condenser, C1000,

ALL YOU HAVE to do to secure a unique Ruby issue Marantz CDR640
is to answer the questions below and light a ruby-red candle for the deity.

THE QUESTION CEDAR

Q| What was the first CD-R machine produced by Marantz!  BELEiuE

Q2 Can the CDR640’s sample-rate convertor be bypassed!? EMO

Q3 What nationality is the Marantz company?
CLOSING DATE: MONDAY, | st NOVEMBER 1999 Genelec

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
Competition, Studio Sound Magazine, Miller Freeman Entertainment, 8 Montague

Close, London SEI 9UR, UK. KT Graphic
As long as you are a registered Studie Sound reader, you may enter any number

of installments of the competition as long as you do so separately (multiple Marantz
entries will be collected and used as fuel for Studio Sound’s summer barbecue),

and include your Unique Reader Identification Number. TL Audio
...include your Unique Reader Identification Number.

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

Purple Audio

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

14 August 1999 Studio Sound

WWW.americanradiohistorv.-com
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_wave studios

soho - london

When Johnnie Burn and Warrem harmrilson decided to crease theirown facility “"Wave®, in
Landq;:; 's Soho distric. the aecision to go fully digital was immediate.
However: heir setection of equipment took a #ttle loager.
They knew that<n crder to satisfy their Clieat's demands they nad to
optimise not oaly *hair award winning talents bu’ also their speed cf
operation. The evaluation of the DPC-I/ was condusive.
The consoles Jermor strated the highest level of audio pen‘armancs
with an unmatched ease of operation. Johanie hes this to say.
Having had the demo we knew we wanted the DPC-Iis before we

even knew the price. Ve had both previously workec on other major

systems yet still remain consistently happy with cur choce of consose.”

Suundtracs PLC. Blenheim Road . Longmead Business®Part . Epsom . Surrey KT19 9XN . UK digi
Tel: (+4410)181 386 5000 . Fax (+44) (0)181 388 5050

Soundtracs US4 Inc. 200 Sea Lane . Farmingdale . New Yor< 17725 . USA
Tel: (+1) 516 24871234 . Fax: (+1) 516 249 4854

email: sales@soundiracs.com  web: http://www.soundtraes.com

oduction

console
o s- > T

waany americanradinhistary com
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REVIEW

Sel’D Samplitude 2496, ARC 88

Taking the established Samplitude and bringing it into line with surround-sound applications
has supercharged Sek'd's sample editor. Rob James boots up and settles in

HE SUCCESS that German
graduate engineers, Tilman Her-

berger and Titus Tost enjoyed
with their early digital audio process-
ing experiments led directly to the for-
mation of Sek’D. The first audio
application, a sample editor for the
Amiga computer, was released in 1988
and was capable of processing in 24-bit
resolution, unusual for the time. Shortly
after, the first multitrack version of Sam-
plitude for the Amiga was released.
From the beginning, the program has
been based on virtual audio objects with
real-time effects. Back in 1993, Sampli-
tude was ported to Windows in an
8-track multitrack version and has been
continually enhanced since. Sek’D is
also responsible for the successful Red
Roaster CD mastering package first
released in 1995. The first hardware
product, the Pro-dif 24-bit stereo inter-
face card came in 1996 and was swiftly
followed by the ARC 44, 4-channel and
ARC 88, 8-channel cards. More recently,
Samplitude’s functions have been
enhanced to include support for 24-bit,
96kHz working. The latest version of
the software includes surround capa-
bilities and MIDI record and replay.

For this review [ had a late beta ver-
sion of the new 2496 surround software
and an ARC 88 card to enable the sur-
round functions to be evaluated. The
ARC 88 is a half-length PCI card and
installed with ease. The eight channels
of simultaneous 1-O appear as stereo
pairs to Windows in the usual way. Ana-
logue connections are made via a 37-pin
sub-D connector. Digital I-O, at 16 and
24 bits is via optical ADAT connectors.
The ARC 88 driver provides a number
of windows for setting input and out-
put levels, metering and routeing. The
driver also allows live inputs to be
mixed with playback channels. I used
a 450MHz PIII with 128Mb of RAM and
a 10Gb 7200rpm DMA33 EIDE drive for
audio, with an 8.4Gb plain vanilla EIDE
drive for housekeeping and software.
With the current price of computer hard-
ware this means my (modest) surround
monitoring system costs more than the
complete workstation package includ-
ing card and software.

Atthis point I should declare an inter-
est. | have been using Samplitude as a
quick and simple source of audio when
reviewing other equipment. I first
encountered it last year, partnering a
Yamaha DSP factory card, but until this
latest release I had not explored its capa-
bilities in full. Probably as a result of
my background I am more attracted to

16

PC hosted DAWs which have audio
recording and manipulation as their first
premise. MIDI sequencers with added
audio capabilities approach the prob-
lem from the opposite angle and I find
this usually results in the audio func-
tions being compromised in some way.
Most often in the user-interface.

Itis important to understand the trade-
offs involved in using PC hosted DAWs
asagainst dedicated hardware (whether
the interface is a PC or not). In my expe-
rience, hosted DAWSs are more prone to
unexplained crashes and generally
require more patience to fully exploit.
One exampte is the amount of fine tun-
ing necessary to extract maximum per-
formance from the computer hardware.
In Samplitude’s case this means juggling
parameters such as the number of
buffers and their sizes and being pre-
pared to find workarounds when the
hardware cannot cope with the
demands placed on it by over-ambitious
use of effects or large numbers of simul-
taneous tracks. There are almost always
ways around these problems but it takes
time and ingenuity to establish satis-
factory ways of working. A lot is being
written and discussed on the subject of
‘Jatency’—the delay introduced by
inputting a signal, processing it and out-
putting it. This is always a compromise
between number of tracks, effects and
speed. Samplitude allows you to tweak
parameters for minimum latency or
maximum performance. Once suitable
setups for particutar purposes have
been established, they should be saved
as empty ‘template’ projects. Using
these templates will allow much better
productivity to be achieved without
having to start configuration from
scratch for each session.

Some of the terminology used by
Sek'D may be unfamiliar at first. There
are three types of ‘project’. Hard Disk,
RAM and Virtual. A Virtual project is
used to make non-destructive decisions
on recordings made in Hard Disk or
RAM projects. Many of the editing and
processing functions may be applied
destructively or non-destructively. The
advantage in the destructive processes
is that less processing power is needed
to play back a processed copy than to
process on-the-fly. Samplitude can use
upto 32-bits internally, butif this option
is chosen roughly twice the processing
power is used for a given number of
tracks. As the manual says, ‘With
PC-hosted DAWSs speed is king.’

The VIP (Virtual Project) window is
where most of the action takes place.

waana A aricanradiohictar, com

It is a conventional track display with
floating, dockable toolbars and standard
Windows drop-down menus. Supple-
mentary windows for transport control,
time display, mixer, and so on, may be
overlaid and positioned as desired. Each
track has a row of seven buttons which
give access to track properties, mute,
solo, lock, volume and pan curve dis-
play-hide. Beneath these are stereo LED
bar graphs and volume and pan sliders.
The track display has numerous options
for zoomlevel and the amountand type
of detail. The tracks can be set to scroll,
but this takes considerable processor
power, or to jump a page at a time when
the play cursor hits the screen edge.
Alternatively, for minimum processor
overhead, the cursor may be allowed
to move off screen without updating the
tracks. There are a number of cursor
modes of which the most useful is ‘uni-
versal’. In this mode placing the cursor
in the lower half of a track gives access
to ‘object manipulation’, in the upper
half, ‘locator and range manipulation’.
Object manipulation is a powerful
aspect of Samplitude. Apart from the
usual editing functions each object can
have 3-band parametric EQ and dynam-
ics added. Once setthese will move with
the object and are independent of the
track’s EQ and dynamics, set in the
mixer. Once an object is selected, by
clicking in the lower half, five ‘handles’
appear which allow the object to be
moved and or fades to be created. This
can be done even while the project is
playing. If multiple objects are selected,
a fade, for example, may be created
across multiple tracks in one operation.
Crossfades are also catered for both
across tracks and within the same track.
If two objects are overlapped the Cross-
fade Editor window can be selected.
This powerful tool allows all parame-
ters of the crossfade to be set and
adjusted. What all of this adds up to is
an able set of editing and manipulation
tools with the great bonus of speed.
The Effects menu allows a number of
non-real-time effects to be applied,
destructively, to objects or hard disk pro-
jects. Apart from third-party Direct X plug-
ins Sek’D supplies dynamics, graphic and
parametric EQ, de-clipping, DC offset
removal, timestretching, pitch-shifting,
sample-rate conversion, noise reduction,
and a room simulator. This last uses the
highly topical technique of convolution
filtering to impose an acoustic derived
from an impulse response sample onto
the target audio. All of these effects can
be previewed in real time before com-
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mitting to processing.

The Mixer window gives
one channel strip pertrack,
with a master section on the
right. In the latest version,
the mixer window may be
resized. The  graphics
resemble a conventional
console with knobs, but-
tons and faders. If an EQ or
dynamics knob is right-
clicked, a window opens
with more comprehensive

E'wW VIF 44900 Hz L 0a0:00:13 -
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controls and an image of the
curve applied. The mixer
has dynamic automation of
level and panning. This is

fairly simple and works on
a track basis. Once a mixer
strip is armed (by pressing a2 s
AUTO), any fader or pan pot
movements are recorded. Subsequent
passes with the strip armed simply
replace the existing movements. The
automation writes changes to the pan
and volume curves in the Track display.
These can be adjusted by pulling boxes
around with the mouse. Direct X plug-
ins are catered for and may be inserted
into individual channels or the master
section. The master section also con-
tains a real-time de-hisser and stereo
enhancer. Samplitude will generate
MTC and MIDI sync or slave to them.
I would like to see MMC (MIDI Machine
Controb) as well.

The surround capabhilities are a big
bonus. Samplitude is now able to work
in 5.1 and simple 2-channel matrix sur-
round. Encoding algorithms are
included which allow final mixes to be
produced which may be played back on
any Dolby Pro Logic or similar decoder.

To get a feel for what might be pos-
sible T began by recording some sec-
tions of a track from DVD decoded into
discrete 5.1, I'then edited these includ-
ing crossfades, EQ and level changes
and overlaid some new material. Until
you hit the 5.1 button, nothing appears
different, but once in 5.1 mode the
mixer changes a lot. The first job is to
configure the outputs for monitoring.
Because of the Windows stereo output
pairing limitation I sent LRto 1 & 2, LS
& RSto 3 & 4and Cand Sub to 5 & 6.
Without a surround monitoring con-
troller, [used a Yamaha 03D for the pur-
pose. You could connect directly to the
speaker amps, but I would strongly
advise some form of volume control
external to the DAW for sanity and
safety’s suke, if not convenience. Once
you are happy with a mix it can be
bounced to a new file without hearing
it, alternatively it will be possible to mix
to file, playing the audio in real time and
adjusting on the fly if required. For
matrix working a LRt (left total, right
total) file is produced and for 5.1 there
is the choice of three stereo pairs or six
mono tracks.

The pan knobs in the channel strips
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are replaced by square boxes each with
a red dot indicating the current posi-
tion of the channel output. Right-click-
ing the box brings up the channel’s
surround panning dialogue box. This
has a larger representation of the sound-
field. The red circle represents the audio
source signal of the relevant track, the
blue circles, the speaker positions. All
of the circles can be freely positioned
within the room by clicking on them
and moving them to a new position.
Right-clicking a circle displays another
dialogue that allows further settings to
be made. The concentric circles around
the red source indicate the sound field
of the source. Each circle represents 1dB
volume drop. A divergence slider alters
the area the rings cover—the amount
the source drops in level at a given dis-
tance from the set point. This works in
conjunction with a SOUNDFIELD) CHARAC-
TER slider in the Panorama Settings dia-
logue box. This varies the incrementat
distance between rings—whether the
source sound drops in level with dis-
tance in a linear or logarithmic manner.
The Fade Offset setting determines the
volume level of the speaker output
when the sound source is positioned
directly above it. This is provided
hecause the source signal may appear
to be louder when directly moving over
a specific speaker channel
position.

The suB-BAss SETTING but-
ton opens the sub-bass
(LFE) dialogue that allows
filter characteristics and
routeing to be decided
(only for 5.1 Surround
mode). VOLUME sets the vol-
ume for the track that is
used for the sub-bass. FREE
FILTER EDITING permits use
of an FFT Filter as the Master filter. This
allows you to draw the frequency
response characteristic for the LFE chan-
nel. Right-clicking one of the blue cir-
cles displays the speaker channel
properties box. This enables individual
speaker levels to be adjusted and may
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prove useful for setting up proper mon-
itoring levels in the absence of a sur-
round monitoring unit.

To please the noise police there is also
a Sigma Channel Constant Output
mode. When this is active, the overall
output is reduced if the sum of all five
main output channels increases beyond
the specified value. Surround panning
moves are automated in various ways.
Eitherthe red circle may be moved with
the mouse or the two pan curves can
be manipulated in the track display.
Samplitude can also cope with surround
panning of stereo tracks. The left and
right channel signals appear in the left
and right channels respectively of the
Surround Panner. A combined mono
signal produced from the stereo signal
is placed in the centre and sub-bass
channels. For 2-channel surround
sound, the signal is also converted to
mono for the rear channel.

Samplitude 2496 was already mas-
sively specified before the addition of
Surround and MIDI capabilities. T am
still making discoveries. For example
Samplitude also supports integration
with AVI or Quicktime video files and
has the same CD-burning capabilities
as Red Roaster. Bearing in mind the soft-
ware I had is Beta it is reasonably sta-
ble, although one or two things are not
yet working properly. It
appeals on many levels.
Despite being feature rich
it is possible to use it for
simple tasks without tak-
ing weeks of practice to
achieve a reasonable level
of proficiency. On the
other hand, with patience,
it is suitable for a mind-
boggling range of appli-
cations. The equation is
simple. If you want to do surround mix-
ing and editing on a budget Samplitude
will do the job. It will be less convenient
than dedicated hardware solutions and
may be frustrating at times, but it will
do all this and a lot more for a fraction
of the usual cost. B
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TLAudioVTC

If you're looking for a valve console and think that your options are limited to old classics, it is time to think
again. George Shilling encounters a brand-new console with traditional valves and values

HE TL AUDIO VTC (Valve Technol-

I ogy Console) has been some two

years in development under the guid-
ance of designer David Kempson. The ex-
Neve project leader was also responsible for
the hugely successful (and recently
upgraded) TL Audio Classic Valve series. His
long-standing association with Tony Larking
Professional Audio Sales started with the EQ-1
and has proved fruitful ever since.

The VTC came about partly through
demand fora console with similar sound qual-
ity to the famous outhoard modules and partly
because the demand for used classic consoles
increases as their availability at length
decreases. And surely a brand-new desk,
without all the foibles, unreliability and irri-
tating customisations of a desk that is 20 or
30 years old, is very appealing. Many digital-
based facilities will plainly see the attraction
of a console featuring valve circuitry. The first
production VTC, a 32-channel model, has
been sold to UFO Studios in Berlin. I was
lucky enoughto have a chance to try it before
it was shipped.

An 8-bus design, the VTC is available in
sizes from 16 to 56 channels, extendable in
banks of 8 channels. However, unlike the typ-
ical project studio 8-bus console; each chan-
nel is a separate module, typically mounted

- -

......
-

- -

Unlike the typical project

studio 8-bus console, each channel is

with two edge connectors. This in itself qual-
ifies the console as professional. VTCs can
be extended with additional channel banks.
Each channel includes three upright ribbon-
interconnected PCBs, only a few inches deep,
featuring an array of socketed chips and other
components—there are no valves here
though. The twin triode for each channel is
mounted upright on a ceramic base in the
rear section behind the top of the channel
strips. There is a valve on every microphone
amplifier, monitor return and bus amplifier
(including the mix buses). The surface is gen-
tly raked when the console is seated level on
the sturdy stand (this is optional), which gives
plenty of knee-space underneath, due to the
quite shallow channel boards. The top panel
of each channel bank can be removed to
access the calibration pots for each valve. The
control surface is very cool, and even the
section containing the valves is only tepid,
despite the valves operation at around 200V
stahilised DC. Plenty of venting around this
area helps, and also provides the operator
with a glimpse of the glowing valves.
Although the desk itself is cool, the remote
power supply—a 3U-high affair for the 32-
channel desk I tried—runs extremely hot.
The VTC looks terrific, with heavy Amer-
ican oak side-cheeks and front trim lending

-
s

a separate module, typically mounted with
two edge connectors. This in itself qualifies
TL Audio’s VTC valve console as professional
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the desk a classic appearance, reminiscent of
old Neves and Tridents. The control surface
is a smart uniform deep blue, similar to that
of the Classic Valve outboard range. All knobs
are large and pleasantly damped, having an
‘oily’ feel to them. They are secured by col-
let nut, so no screw or nut is visible with the
cap on, and a sensille variation of cap colours
guide the user arcund the channel. Sadly,
the same cannot be said of the push-buttons,
whose uniform grey colour makes things
awkward, especially alongside the fader
where there is a long row of switches. To a
newcomer it is not clear at once whether the
legending refers to the button above or the
one below. Another problem with the but-
tons is that very few are accompanied by a
LED, and their trave! is quite shallow, so one
cannot instantly spot which buttons are
depressed. This could lead to a mishap or
embarrassment, especially with the routeing
buttons. Generally, though, the layout is spa-
cious and uncluttered, bucking the trend of
other modern consoles that cram many small
controls into a small area.

The input section of each channel features
a preamplifier similar to that of the outboard
PA-1. A single GaIN knob controls microphone
and line gain, (centre detented for Line), a
button marked LINE switches these inpuis. >
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< Switches for Phase and 48V phantom
power sensibly reside here. A useful 90tz
high-pass filler can be switched in here. the
same as that on the C-1, (12dB per octave).
A Fup hutton eftectively reverses the faders,
but the small fader cannot be routed to the
eight buses. A monitor trim allows +20dB of
gain for the monitor input, so all sorts of
devices can be interfaced. There are also
internal jumpersto allow +4dB or-10dB oper-
ating levels. Each channel features eight Aux-
iliary Sends. Sends 14 feature individual on
buttons and rotary pots. Sends 1 and 2 are
always postfade. Sends 3 and 4 can be
switched to route 10 send Outputs 5 and 6 or
Mix B (the Monitors’ mix bus), and can he
switched pre- or post-fade. Sends 7 and 8 are
controlled by a single Level pot and a pan
pot.and are switchable pre-fade or posi-fade,
and routeable to Mix B. All in all, this is a
very flexible system, and in combination with
the central section Phones routeing, a very
well thought-out arrangement

The EQ section is arranged below the Aux
send section and is within easy reach of the
seated engincer. This is a 4-band EQ with
two fully parametric mids and fixed shelving

20
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High and Low frequency sections at 12kHz
and 80Hz respectively, each with up to 15dB
gain or cut. All ¢an knobs are centre-
detented. The parametric EQ bands are vari-
able Dbetween half-octave and 5-octave
bandwidths. enabling rich wah-wah sweep-
ing or gentle sound shaping. High Mid ranges
from an indicated 500Hz right up to 18kHz.
Low Mid is indicated from 50Hz to 2kHz.
Smiall hoosts or cuts are easy to achieve, as
the gain is gentle during the first 60” or so. At
maximum 15dB boost, however, there is real
power. [ found the whole character of the
EQ remarkably forgiving, and a joy 10 use.
The monitor section includes 4 60mum fader
that routes 1o Mix B. This stereo bus can be
routed to the main Left and Right outputs or
sourced from its own dedicated outputs.
Unlike the knobs, all faders are undamped
and extremely light in operation, making the
ends ol fades tricky. The monitor section
includes switches to enable either the two EQ
mid-hands or the HF and LF bunds (or both)
(o0 operate on the monitor section instead of
the channel—a very useful feature. Oddly,
these sections switch on in the monitor path
irrespective of the status of the £Q ON button.

wwWwWeamericanradiohistorv.com

There is also a button marked sgcE that takes
the channel source and feeds it 10 the mon-
itor fader as well. The square MUlE buttons
on channel and monitor are pleasant to oper-
ate, lit red when muted. Both channel and
monitor faders are accompanied by Solo but-
tons with accompanying 1Ep. PFL is the
default mode, but the centre section features
a SOLO-IN-PLACE button. In this mode, Monitor
and CHANNEL MUTE buttons are linked, so this
is really only useful when mixing. Inciden-
tally, on the review model there were no vis-
ible channel numbers, but I'was assured they
would be printed on the cHANNEL MUTE but-
tons and a scribble sirip below the large chan-
nel faders. Both faders are accompanied by
a pan pot with centre detent, and green Sig-
nal and red Peak LEDs. These light at -30d13
and +18dB respectively. With headroom of
+26dB these are sensibly set, and very use-
tul, as channel meters are not provided as
standard. These will be optional: a 16-seg-
ment LED bar graph for each channel. glob-
allv switchable between tape out and tape
return, sitting atop the rear of the mixer. Each
bank is provided with a 25-pin DL socket for
their connection. The meters that are pro-
vided as standard are beautiful back-lir vin-
tage-style vu meters. one for each bus, and
two for the main output. These look similar
tothose found on sixtics' EMI TG-series desks
and look superb, with arrow-headed needle
pointers. A tiny red peak LED accompanies
each meter, and the centre section addition-
ally teatures Power and Solo LEDs.

A routeing button for each pair of buses
accompanies the channel fader. By default,
each channel’s individual output works as a
direct tape track output. However, by press-
ing down the sus button, the output is sourced
from the related bus (1-8). Forexample, Bus 1
will also feed the tape outputs of Channels
9, 17 and 25 if those channels’ Bus buttons
are pressed. There is also a LR routeing but-
ton, that sends the channel signal (postfade)
to the main outputs.

Although automation is not standard, mon-
itor and channel faders are accompanied by
dedicated automation buttons. A momentary
sTatUs button and a latching auto button are
in place, ready for whatever system specified:
there s no ‘in-house’ automation yet available.
VCAs are not standard, but faders simply plug
in, so moving faders are an attractive possi-
bility. With automation on monitors and chan-
nels a huge amount of flexibility is possible.
Incidentally, research is now taking place into
a desk with digital control of all functions.

The centre section features individual mas-
ter GAINS, MUTE and ArL buttons for the auxil-
jary sends. There are a generous six stereo
returns, each featuring a balance control that
becomes a pan pot if only the left input is
connected. There is a fader for each return,
along with arL and MUTE switches. These are
also attended by routeing to the two phones
buses. An oscillator sends to all buses and
main outputs, selectable between 1kHz or
10kHz. A socket is provided for a talkback
microphone, which can be routed to tape,
studio, and the two phones circuits, with one
overall Level control. Pressing TALKBACK also
dims control room level, maybe slightly too >
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< much. The two phones circuits are won-
derfully flexible, enabling stereo foldback,
which can be sourced from any (or all) of the
following: Control Room, Mix B, Aux 3 and
4, Aux 7 and 8 and Ext.

The Control Room monitoring section fea-
tures a PFL trim +20dB, a switch for Alt loud-
speakers and a MoNo button. Monitoring can
be sourced from the main LR bus, Mix B,
either of two 2-track inputs or an external
stereo input. The large volume knob has a
pleasant feel. Adjacent is the Studio Monitor
section, with similar sourcing options. This
section can usefully be set to follow Control

Full-length faders are provided for bus
masters. They can be switched on to route to
the main bus and soloed. Automation but-
tons accompany the master fader.

On the review model all connections were

e

rear-mounted. XLRs are provided for micro-
phone inputs and main outputs. Most other
connectors are balanced TRS jacks. These are
provided for Line and Monitor input, Chan-
nel (tape) output (the label pi-
GRour is confusing) and Return
inputs. Inserts are unbalanced
tip-send, ring-return, sleeve-
ground jacks, and Aux send
outputs are unbalanced. An
internal Mosses & Mitchell ban-
tam patchbay is optional
choice. Alternatively, the con-
sole can be supplied with fly-
-ing-leads-for conneecton-to-an—
external patchbay. In this case, just the XLR
microphone inputs are left on the back.
Sound quality is quite excellent: -1dB
10Hz—40kHz is quoted, and the low-end
sounds particularly good. Distortion from

TL Audio, Sonic Touch,
Iceni Court, Icknield Way,
Letchworth, Herts

SG6 ITN,UK

Tel: +44 1462 680888.
Fax: +44 462 680999.
Email: info@tlaudio.co.uk
Net: WWW.tlaudio.co.uk

channel to bus to LR is claimed as typically
0.017% across all frequencies. While noise is
acceptable, this is probably not the quietest
desk in the world. However, a warm and open
sound with great coherence
is the VTCs strongest
attribute. Itis very flexible and
simple to use. Built in the
finest traditions of solid British
console design, it seems that
TL Audio has identified a gap
in the market and intend to
exploit the situation. Although
a lot more expensive than
most 8-bus desks, the com-
petitive pricing makes one wonder how the
big boys justify their stately-home-sized
prices. This is the only valve console on the
market. Call me predictable, but I want one,
and T want it now. ll

DENON

Profe55|onol Audio Brand

Perfect for produc’non
at a perfect price

by DENON  coupact psc raven D-C30

DN-C630 CompactDisc Player

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. SL9 QUG. TEL: 01753 888447 FAX: 01753 880109
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Choosing the right audio Codec.

Diaroc4

MusICIAX! VP.

Diatoc4

Musicraxi SL.. B B

We are not Fmerican or British. We den't belong to a big industry
corporation. So we have to work that l:ttle 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 cowers ISDN and satellite
transmission, recording, editing and storege. Add our experience,
research cagabilities and production expertise and you have the
legendary German Quality that keeps us one step ahead. Fo- more
information, call our UK distributor Cherli= Dey at THE UK O=FICE,
Tel. +44 (0) 1442 870103, or contact our headquarters in Gemany

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.
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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

09 o0 = EmnB

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.

| @7941225938

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.

adiohistorv. com


www.americanradiohistory.com

REVIEW

dbx Quantum

Representing a leap from its established analogue expertise, dbx Quantum mastering processor
promises much for the other domain. Dave Foister takes it to the limit one more time

HE CONCEPT OF THE MASTERING

I processor is such a good one that now

everyone has to have one. Normally
this might spawn a series of dull me-too prod-
ucts. but by its very nature the genre ofters
huge scope for individual touches within the
basic structure. dbx might well have been
expected to apply years of dynamic experi-
ence to producing its own distinctive version,
and sure enough here it is in the shape of
the Quantum.

The essentials of the all-in-one digital mas-
tering processor make up such a huge chain
of treatments, with such a vast palette of
adjustable parameters, that the display screen-
data knob wuy of doing things might have
been invented especially for it. However
desirable one knob per function might be,
that approach would make the Quantum the
size of an SSL. Instead it has a big bright screen
with a variety of helpful graphics, a bank of
15 buttons to call up the functions, and a data-
wheel with integral push-button for select-
ing and adjusting parameters. The screen,
while bigger than most. squeezes a lot in,
and the resulting text is quite small and not
as black as it might be.

Other similar processors have just one
chain of building blocks: the order cannot be
changed, and the only options you have are
whether to use the blocks or not, or some-
times which variantina block you prefer. The
Quantum has three different signal path
options, one of which immediately broadens
its scope beyond that of overall stereo treat-
ment of a finished mix. The first approach is
the familiar one of a complete linked stereo
chain with multi-band dynamic treatment. in
this case dividing the spectrum into four
bands with user-definable crossover points
and slopes. The dynamics include the whole
range of compression, limiting and gating,
and are joined by flexible 5-band EQ that
can be placed before or after the dynamics
—an important option [ haven't seen else-
where. There is also an Ambience block, a
stereo image adjustment, a normaliser and
various dither options.

Another possibility is stereo broadband
processing, where the multiband approach
is sucrificed to allow additional processes.
This introduces a complete EQ stage into the
dynamics side chain. and also adds a de-esser.
Finally the hox can be used astwo completely
independent mono processors, allowing a
complete path of EQ, de-esser. dynamics and
dither-noise shaping to be used on individ-
ual signals. This is as far as 1 know unique;
all the other such devices are stereo pure and
simple and not intended for treating sepa-
rate tracks.

Of course everything now has to be 24-96,
and dbx has gone one better here by making
allthe internal processing 48-bit, allowing the
use of only one stage of dither at the output.
A-D conversion uses dbx” proprietary Type IV
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process, claimed to give more headroom and
the ability to add Tape Saturation Emulation.
It also allows deliberate coloration of the sig-
nal from bright to dark with neutral in the mid-
dle, all of which is variable in its amount; if
all this makes you nervous you can turn it off
and use straightforward 24-hit 96kHz con-
vertors. In fact the differences are, while per-
haps not subtle, perhaps ideal as a first mas-
tering step to tailor the overall sound if this
type of change is needed. Conversely, noth-
ing very drastic is going to happen to the
sound if the unit is left in its default position
of no coloration. Note that it only does any-
thingatall with an analogue input as the treat-
ment is part of the conversion process—lig-
ital inputs remain untouched.

The processes themselves have everything
that would be expected and then some, which
is no surprise considering who made it.
Central to any mastering processor is com-
pression, and as this is dbx' strong point it’s
only to be expected that the Quantum com-

open, or the compressor to compress, before
the signal that it is responding to is heard,
removing many of the unwanted side-effects
and making attack time settings far less crit-
ical. This is by no means unique to dbx but
is still very useful, particularly as it is fully
variable up to 85ms—enough to have the gate
open and close before the audio has even hit
it in extreme circumstances.

EQ is very comprehensive indeed. Top and
hottom bands are shelving only, but are both
sweepable from 20Hz to 20kHz with five
slope settings; all three mids are identical,
with the same frequency range and variable
Q. and all five can be globally switched
between constant Q and adaptive Q. Impres-
sively. exactly the same setup is available as
the side chain EQ when in broadband mode.
The one slight disappointment is the graphic
EQ display, which is smaller and less infor-
mative thanon some units. On the other hand,
showing the EQ curve in the window has
always seemed like something you do >

pressor is-particularly elaborate. It features
the familiar dbx OverEasy soft knee charac-
teristic, complete with VarikKnee giving ten
different variations on the basic soft knee
shape. Notonly that but this parameter is sep-
arately adjustable for each of the four fre-
quency bands, as are the threshold. the
makeup gain, the ratio and the time constants,
and even the application of automatic attack.,
hold and release times.

The limiter also works multiband, and also
has ten levels of OverEasy available. This
seems strange at first, but the point is that
while the upper limit is a fixed brick wall, the
transition into that limiting is variable. This
makes the limiter far more powerful than the
simple protection device it might be; playing
with the knee almost obviates the need for a
separate compressor if straight loudness is
required. The gate section too is versatile,
with variable ratio that turns it into an
expander as well. plus the multiband opera-
tion that helps a lot with ends of tracks.

Adjusting all these can be done ona global
or band-by-hand basis. and the multiband
crossover setting is assisted by a band mon-
itoring mode that allows the crossover points
and their variable slopes to be set to pre-
cisely the positions needed to home in on
the areas requiring treatment.

All the dynamic processes benefit from
TCM or Transient Capture Mode as featured
in the dbx 172 Super Gate. This is a look-
ahead (or more to the point a delay on the
main through signal) that allows the gate to

WWWeamericanradiohistonscom.

The limiter works
multiband, with ten levels
of OverEasy. This seems
strange at first, but while
the upper limit a fixed, the
transition into limiting is
variable. This makes the
limiter more powerful than
a simple protection device;
playing with the knee
almost obviates the need
for a separate compressor
if straight loudness is
required. The gate section
too is versatile, with
variable ratio that turns it
into an expander as well,
plus the multiband
operation that helps a lot
with ends of tracks
August 1999 Studio Sound


www.americanradiohistory.com

24-hit
Reverh
with Soul.

The SRV-3030 24-bit Digital Reverb Processor is
truly a cut above other reverb processors on the
market today. Thanks to its new DSP chip, superb
24-bit converters and a unique dual-processor
design, the SRV-3030/D delivers lush, soulful
reverb unlike anything in its class.
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Dynamic Separation Algorithm
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ARLLINGS \MLVY

A new Dynamic Separation Algorithm separates signals of
different dynamic levels, frequencies, or note densities and
sends them through totally independent reverb processors.
Thus, a kick drum can automatically trigger a tight room
reverb while the snare triggers a hall setting, a horn solo

» mvave

can have less reverb on A— , T
the quick phrases than on ﬁ_gggg;gitgr —
the slower phrases, etc. Input Bo—[ |UnNTB Output B
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Easy to Use

Quick editing of reverb parameters is possible for musicians
and engineers at all levels thanks to the SRV-3030's
streamlined graphic LCD and three edit modes: the quick,
knob-based Direct Edit, the intuitive EZ Edit,
and full-featured Custom Edit. You can even 7~
store short audio samples with every ‘
patch for instant auditioning of reverb
sounds while you edit.

/9 UNIE WOLSHD

SEdAY

24d-8IT JIGITAL REVERS

SAV-30130)

*The SRV-3030D model includes 24-bit coaxial inputs and outputs

y ®
Make it with a Roland =Roland
Visit our UK web site at: http://www.roland.co.uk  For details of this and other Bew Roland products cafl the Rand Brochure Heiline: 01792 515020

or use the Rolond {UK) Fax-Back service: 01792 515041
Roland (UK} Led. Atlantic Close, Swansea SA7 9FJ.
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Everything works
extremely well, with the
range of control from
subtle to brutal that
can allow it to tackle
virtually anything.
Harnessing the power is
always the difficulty, so that
it becomes easy to alter
presets and set things up
just the way you want
them rather than feel
intimidated by a hostile
and complex front end,
but dbx seems to have
done a good job
on that score

< bhecause you can, not because it's essen-
tial; your ears and a simple display of what
you've adjusted should be all you need.

The stereo adjustment block is a simple
width control, turning stereo into M-S and
back again. A graphic shows the degree of
change, which can go all the way from mono
to a big hole in the middle. Note that unlike
some of the competition this only works on
the complete signal, not split into frequency
bands. The Ambience stage is a dbx special,
enhancing low level information such as
reverb tails and guitar finger picking. In
essence it seems to he a compressor work-
ing on bringing up the low level signals, with
variable ratio, threshold and range, and on
suitable material is a useful addition.

Gain normalising is a standard feature on
a unit like this, intended to deliver the
absolute maximum signal level to the desti-
nation recorder. On the Quan-
tum this is sensibly the last thing
in the chain, immediately before
the dither and noise shaping sec-
tion, and has its own limiter that
can be set to soft or hard clip-
ping. Although it is manually
adjustable, it also has an auto-
matic optimising function that
monitors a representative sample played
through it and then adjusts its gain so that the
peaks hit zero and no more. This is followed
by the stage that allows the output word
length. three dither options (including dbx’
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dbx, LIS,

Tel: +| 801 568 7660,
Fax: +| B0 566 3565
LI Arbiter Group.
Tel: +44 181 202 1199,
Fax: +44 |81 202 7076,

proprietary SNKZ) and two noise snape afgo-
rithms to be selected.

Setting this lot up is quite a daunting
prospect, made easier by the presence of a
good selection of factory presets and the now-
obligatory Wizard. The presets are plentiful
—a hundred altogether—and varied in style
and approach so as to show the palette on
offer; of course some are mono treatments
intended for particular instruments and these
are sometimes paired up in useful combina-
tions like Fat Kick/Slam Snare or Country Voc/
Twang E Guitar. The Wizard asks the usual
sort of questions—whether you're mixing,
mastering or tracking, what sort of music it is,
how heavy you want the treatment to be
—and then assembles a setup to suit. Itis more
flexible than it might appear. as the degree of
processing is influenced by the music style
choice, so that if you choose light compres-
sion on hard rock it will be more extreme than
heavy compression on classical. The Wizard
also allows the gain optimising routine to be
invoked so you end up with the whole box
completely set up for your material—with, of
course, the option to tweak if necessary.

Digital tools include sample rate conver-
sion and 2 bypass mode that allows true dig-
ital cloning. A nice touch is the option to only
dither the digital output down to the required
word length while sending the full 24 bits to
the onboard D-A convertor—perhaps so you
can see what you're missing. There is also a
1.75Hz high-pass filter switchable on the dig-
ital inputs to remove DC offsets, and level
adjustments for both channels of the digital
input signal.

There's a lot of power in the Quantum,
and all of it sounds very good, with an excel-
lent degree of control. There’s really no point
putting together a mastering processor unless
this can be achieved, as a weak link that
necessitates the use of another processor
alongside rather defeats the object. Here
everything works extremely well, with the
range of control from subtle to brutal that
can allow it to tackle virtually anything. Har-
nessing the power is always the difficulty, so
that it becomes casy to alter presets and set
things up just the way you want them rather
than feel intimidated by a hostile and com-
plex front end, but dbx seems to have done
a good job on that score. Nothing is very many
button pushes away, and the screen shows
enough information simultane-
ously toallow you to keep track
of what you're doing very well.

The Quantum package has a
wide appeal that should see it
stand up well against the exist-
ing competition. It does the stan-
dard stuff just the way it should,
and adds enough of its own
twists to separate it out without identifying
itself oo closely with any particular musical
area. No doubt there are more of these to come,
but dhx looks to have got a good enough bal-
ance to stay in front.

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

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

Belgium + Luxembourg A. prévost S.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 Decibe! 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.
Tél. (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 5o Ri Sa
Tel. (02) 5 14 45 67 « Fax (02) 5 1401 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) 4 43 12 33 « Fax (09) 4 43 25 29

Netherlands Efectric 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) 2808 61 11 « Fax (852) 28 73 39 11

Russia, M5 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) 482 44 70 « Fax (011) 7 26 25 52

Spain Media-Sys S.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 wore inrormadion

Tel. (01444) 258258

Burgess Hill, RH15 QJN N
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!
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Real, breathy,

o p e n sound —
vocal clarity from a
whisper to a scream.

Precise detail in
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percussion and every
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nuance from the
saxophone and trumpet.
It means you can use

all the dynamic range
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’ dynamics processing.
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JOF FI07€ IHTDIVHALION
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WHATEVER YOUR STUDIO SETUP...

328, the digital mixer that’s ready to
Interface straight out of the box

Today’s studio can use many r=cording formats, from digital tape to hard disk - so digital mixers
need a wide range of digital input and output connectors. That usually means the expense of
extra interface cards and complex configurations. When designing the 328, interfacing
was one of our main objectives. Our aim was to give users maximum capability at an
affordable price, unlike other digital console manufacturers.

Spirit 328 has 16 channels of digital inputs for tape returns or additional
instrumants. These come in two formats, both ADAT Optical and TDIF 8
channel digital audio streams.

Two ADAT Digital Optical Input.ports « three Digital Optical
Output ports ¢ two TDIF Digital I/O ports ¢« AES/EBU Digital
Stereo I/O = SPDIF Digital Stereo 1/0O « BNC Wordclock I/0
Superclock Sync capability * MID! In. Out plus Thru

MTC/MMC sync capability * RS-422 Comms port
Link port to connect two consoles
SMPTE Timecode Input

Other standard

You can begin creating, recreating and
features on the 328:

working at the outset. And what’s more
the Spirit 328 is the easiest to use
digital mixer available. The
Flexibility of the unique

E-strip is so intuitive that

you'll spend your studio
v time pushing the limits
b Of your creativity, not
. \ . learning a new
. piece of
equipment.

16 of Spirit's acclaimed
UltraMic + preamps

W 16 line inputs with insert points

W 5 Stereo inputs

B 24-bit architecture, 128 X oversampling

W 2 on-board Lexicon Effects processors

B 100mm motorized faders

B Timecode reader and generator

W Dual floating dynamic processors

W Built-in meterbridge

8 32 channel MIDI controller

B Snap shot and dynamic automation via MIDI of all
desk parameters, including FX and dynamics.

B Lightweight. compact and very sexy
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PREDE T o e T
Spirit Guide to € dlgltal /J)
Digital Mixing x o N .

- use the coupon

below. three two eight

For more information
http:// www.spirit-by-soundcraft.co.uk  www.digital328.com

SPIRIT BY SOUNDCRAFT TEL: +44 (0)1707 665000. FAX: +44 (0)1707 665461

H A Harman International Company A trademarks acknowledged. Email: spirit@dial.pipex.com

SPIRIT DIGITAL 328 DIGITAL MIXING CONSOLE

Send me a brochure on Digital 328 Lreac the following magazines:

The full Spirit Range Namme:

| would use Digital 328 for Adcress: 1 -
¥ E

Postcode:
SPIRIl"
Plezs2 send me my free copy of Spirit Digital Guide to Mixing .

BY SOUNDERAF™

e
—

SPIRIT BY SOUNDCRAFT HARMAN INTERNATIONAL INDUSTRIES LTD., CRANBORNE HOUSE,
CRANBORNE ROAD, POTTERS BAR, HERTFORDSHIRE EN6 3JN, ENGLAWND. t
BE IN S P: A
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Lectrosonics IFB system

Applying its IFB technology to on-air communications, Lectrosonics has delivered
a new approach to in-ear monitoring. Neil Hillman lends an ear

OME DISCOVERIES, inventions or

naturally occurring phenomena are

so immensely useful to human-
kind that it can take a long of time to
actually find a use for them. Take the
bladder of a pig for instance—for thou-
sands of years it performed a sterling, if
unspectacular, task inside the pig until a
stroke of genius saw it ripped from the
animal, inflated and remarketed as a foot-
ball. Those were the days. Or consider
Teflon—widely assumed to be a devel-
opment of the American space pro-
gramme, when in fact an invention that
prolonged the life of countless black pots
and pans more than a decade before man
hopped on the dusty bed of the Sea of

Tranquillity. in that summer of 1969.
Today Ijust remember it as the time I got
my first real O-string.

Somewhat less left-field, then, is the
application by Lectrosonics of their
superbly efficient Lectro UCR300 UHF
radio microphone technology to create
an Interruptable Fold Back (IFB) pro-
ducer-to-presenter ‘on-air’ communica-
tion system. The requirements are
straightforward enough, allowing the
presenter to wear a concealed ear-piece
fed from a belt-pack wireless receiver
and to be able to monitor any relevant
programme audio sources as well as
receive cues from a director in a studio
gallery or OB control room. The Lectro
offers five programmable memories,
with a nonvolatile memory that remem-
bers the last frequency selected on the
receiver even if the power has heen
turned off for a prolonged period of time,
or if the battery is removed.

The Lectro IFB system is identical in
operation between the US and Europe

Studio Sound August 1999

except for the channel spacing. which
like the radio microphone system is
100kHz in the US and 25kHz in Europe:
hence model number differences to
denote the territory of operation—US
TX/RX sets are known as T1/R1s while
in Furope they are denoted as TS/R3s.
The IFB transmitter can provide a hefty
250mW of power, where local regula-
tions permit which, allowing for the dif-
ferent absorption and reflection that
occurs in most studios. means that the
range is not going to become an issue of
concern given sensible, rather than crit-
ical, antenna positioning. Otherwise
power outputs may be either S0mW or
LOmW. Outside broadcasts may fare even

better given that the stated outdoor range
at full power is in excess of half a mile
without resorting to monster aerial rigs.

The transmitter itself is housed in a
compact, black anodised aluminium
enclosure measuring just 5Yrinch long,.
3Y~inch wide and 1%-nch high and
weighing only 90z. A microprocessor
controls the 236 operating frequencies
available within a factory set block of
13 bands and all transmitter circuits are
regulated for frequency stability and
improved audio response. The input to
the transmitter is on a female XLR socket
mounted on the rear panel, and this is a
discrete differential circuit that enables a
variety of input sources to be accepted.
Alongside the single XLR input are a row
of four DIP switches marked mone that
set the input pin configurations and input
sensitivitics to accept five standards:
CC (Clear Com) is unbalanced with Pin
3 carrying audio at -6dBu; MIC (micro-
phone) is balanced with Pin 2 hot at
-40dBu; une is similarly balanced at

waa americanradiohistons com.

+4dBu; RTS 1 is unbalanced, Pin 2 hot at
+4dBu and RTS 2 is unbalanced, Pin 3
hotat +4dBu. Pin 1 is factory set to ground
although an internal jumper may be reset
it a floating carth is required. The inputs
can withstand +50V, although connect-
ing the unit to a telephone line directly
is not recommended, not least of all in
case bell-ringing volts are sent from mer-
rily on high into the input stage. Also on
the rear panel are the BNC antenna con-
nector and the 12V DC external power
input. Current consumption is stated as
no more than 250mA.

The transmitter has an audio proces-
sor stage that performs several functions.
A shunt limiter looks after audio limit-

| think it possible that
the company will be
surprised by the popularity
and take-up that these
systems will enjoy in many
European studios

ing, while the band-pass filter dispenses
with signals below 100Hz and above
10kHz. A single-band compander is half
of a pairthat is made whole by the match-
ing receiver, that decodes the signal and
restores it to its original dynamic range.
A 2:1 compression-expansion ratio is
used with HF pre-emphasis providing a
further 10dB of improvement in the sig-
nal to noise ratio. A complementary
de-emphasis is provided in all receivers.

The Lectro IFB transmitter mixes
an ultrasonic tone modulation at>
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The ADVANTA Series
Large-Format Digital Production
System is more than a mixing

console. Four years in develop-

.l/.
ment, ADVANTA delivers on
-
: i i .’.”
the promise of digital — with ..::::::’..

=
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outstanding Sonic Quality, n nv

frame-accurate Dynamic

Recall/Reset of every parameter,

comprehensive Assignability to S ‘ . -
reconfigure the entire system to
meet your precise requirements,

Scalability, and full Connectivity

with other components that ; 7 -

complete the all-digital studio. T <

ADVANTA f3-targeted at 8 wide spec

of applications — from music recordfitly,

through broadcast production, ".ﬁ‘.
to film and TV post. / k,

DIGITAL’S NEW STANDARD

www.otari.com

Otari Corporation, USA Tel: 800/877-0577 Fax: 650/341-7200 www.otari.com e Otari, inc., Japan Tel: 81/424-81-8626 Fax: 81/424-81-8633 www.otari.co.jp
Otari Europe GmbH Germany Tel: 49/2159-50861 Fax: 49/2159-1778 « Otari Singapdre Pte Ltd. Singapore Tel: 65/284-7211 Fax: 65/284-4727
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< 29.997kHz with the audio signal on the
carrier to operate the receiver squelch.
This pilot tone controls the audio output
muting of the receiver and is filtered out
of the audio signal directly after the
detector in the receiver so that it has no
influence on the operation of the com-
pander or later gain stages. The advan-
tage of such a system is that the receiver
will remain muted even in hostile and
noisy RF conditions until such time as
it hears the pilot tone from the
matching transmitter.

The front panel of the transmitter
houses the centrally placed 4-figure LED
display that shows the frequency
selected to 0.1MHz. The frequency select
ur and powN buttons sit to the left of the
display, with the 3-position OFF/TUNE/XMIT
slider switch underneath them. The
audio modulation level LEDs are under-
neath the display window and the rotary
knob to adjust the audio level is to the
right. The two audio level LEDs are set
for -207, to show when sufficient audio
is present, and ‘0’ that lights up when
there is sufficient level to cause limiting.
In practice some limiting is desirable to
maximise the signal-to-noise ratio, and
in fact the high overload threshold of
the Lectro makes the limiting action all
but inaudible.

The IFB receiver offers robust reas-
surance, matching black aluminium with
a strong belt clip, and its simplicity is
deceptive, with just one knob for on-

orr, audio level, channel programming
and channel switching; and a single LED
to show channel number, programming
functions and battery status. The unit is
powered by one MN1604 9V battery, that
gives an operational life of 8 hours. A slid-
ing cover on the left-hand side of the
receiver accesses a preset potentiome-
ter to set maximum output level and to
match high-impedance or low-imped-
ance ear-pieces, and a sliding 2-position
switch selects mono or stereo for the ear-
piece mini-jack plug.

Setting the system is also straightfor-
ward. The transmitter is set, firstly, by
configuring the MODE DIL switches for the
input type, and secondly, by connecting
the antenna and power. The front panel
slider switch is set to TUNE, disabling the
RF output, and the desired frequency is
selected using the frequency
uP-DOWN buttons on the front
face. The audio level is set to
lightthe ‘0’ LED on peaks, and
then the slider switch is
moved to xmiTto lock the fre-
quency setting. If necessary,
the LED display brightness is
adjusted—by pressing and
holding the frequency vr button while
switching on.

To set up the receiver ensure the unit
is switched on and is in range of the trans-
mitter then press down and hold the vor-
UME knob until the LED starts to flash
quickly, then release. The unit is now in

US: Lectrosanics.

Tel: +| 505 B892 4501,
Met: www lecorocom
UK-Europe: Raycom,
Tel: +44 | 789 400600,
Met: www raycom.co.uk

programme mode and is scanning the
band. The unit will stop scanning on
reaching the transmitter frequency and
the receiver tep will stay on as audio is
heard on the ear-piece. Storing this fre-
quency in the receiver is now achieved
by pressing down once more on the voL-
uMt knob until the LED blinks to show that
it has stored the frequency. In multiple
transmitter setups the Lep blinks in accord
with the memory position it has allocated
for that particular frequency (1-5). When
the desired frequency has been stored,
turning the receiver briefly off then on
will ensure the last selected frequency
before switch-off is selected the next time
the unit is switched on.

Lectro claims that this IFB design is
the result of extensive market research
among users of such cueing-monitoring
systems in the US. I think it
possible that the company
will be surprised by the pop-
ularity and take-up that these
systems will enjoy in many
European studios. Given the
reasonable price of these
units [ suggest thatit is in the
best interests of Lectrosonics
to assemble a capacious wooden shed
in the clear air of the Rio Grande Valley
of New Mexico and stack it to the rafters
with these IFB systems. Incidentally, the
side of a shed makes a good ball-stop
for lunchtime soccer games; with
jumpers as goal posts... B

CD Duplication for Pro Audio ”

DAT Import

-
" n oz

Interactive LCD

Touch Screen Display
Unprecedented ease of use and
an open architecture ensuring
lots of add-on features

image, press print, and the T-8 will do the rest

cians will appreciate
importing fram DAT directly
to the T-8. Simply install
the optional DAT card and
g record from DAT to CD in minutes

Audio

Print Directly to

Your CDs

Simply attach the optional

color CD printer and 50 %
CD autoloader load the

you burn a CD

Audio engineers and musi-

-
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Network Connectivity
All of your company’s
departments can share the
features and cost savings
of the T-8
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Capture/Playback
Superior audio controls to
capture and playback
ovudio. Make a compila-
tion CD_add tracks delete
tracks, and play the master disc image before

Expandability

The T-8 doesn't stop there!
IF you need to flex a little muscle,
we've added built in support for
up to 16 drives

Upgradeability 4, 6,8“3: =E L)
The T-8 can also be ouffitted with blazing 6X
or 8X speed CD recorders!

CD Pre-mastering
'm Save valuable time and money that
might be otherwise spent on

additional hardware and software
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Manley Massive Passive

Taking valve equalisation to new levels, the Massivo is an all-round heavyweight.
George Shilling flexes his credulity and appraises the 1999 SSAIRA award-winning EQ

ANLEY HAS ESTABLISHED a

mighty reputation for uncompro-

mised outboard equipment. The
attention to detail is astonishing: the manuals
informative and entertaining: and the sound
quality undeniably superb. So why make the
Massive Passive? Surely, the Pultec copy has
been done-to-death? Well, the MP goes much
further, with Pultec-derived  technology
pushed into new realms. Like a Pultec, EQ
is achieved passively—with no amplification
of frequencies as such, only subtractions. with
an overall gain make-up circuit. Here, the four
EQ bands are wired parallel. (unlike most
EQs). This avoids extreme signal loss, so less
gain (50dB) is required. Manley claims other
benefits to this approach. In essence, it makes
it difficult to overdo things, by virtue of the
way the bands interact. Three bands boost-
ing a similar frequency by 20dB will give a
20dB boost. not a 60dB one (who needs that?).
Transtormer-balanced outputs are claimed to
also bring a sonic benefit. Components have
been carefully selected, and designed to inter-
act musically, rather than achieving any arti-
ficial numerical goals in terms of bandwidth
or decibels of boost. Rather than using a large
knot of transistors (like most EQs). the MP
uses metal film resistors, film capacitors and
hand-wound inductors to sculpt the sound.
The restorative gain circuits use valve gain
stages. There are two valve amplifiers per
channel, and valves are run at over 300V DC.
The output is capable of (cleanly) driving
up to 37dBu.

‘Massivo’ lives up to its nickname. This
3U-high beast is extremely heavy. The thick
metal front implies that this is not a box to
be sniffed at. On the back. a big mains trans-
former is oddly mounted outside the case,
no doubt for sonic reasons. XLR and TRS jack
connections are all at +4dB, but the jacks can
be made to work at -10dB by flipping inter-
nal DIP switches. These are about the most
modern things inside, and looking through
the mesh top is like peering into the back of
a veteran TV set.

The front panel has a smart, simple
approach with the two channels” controls laid
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out side-by-side with most of the controls
mounted in black panels. The rest of the sur-
face area is attractively etched metal. The
larger panels are bolted-in modules which
feature the controls and electronics of a sin-
gle band. enabling possible future upgrades
such as active bands. stepped-gain master-
ing EQ. and so on.

In the centre are the main controls: power
is switched with a rotary knob. The illumi-
nating i~ button for each channel stays off
for the first 20 seconds while the voltages
build up to a relay click. The little Gax knobs
for each channel are really just fine-trims, with
a usefully high-resolution range of -3dB to
+4dB. High-pass and low-pass filters are also
positioned here in the middle. These each
offer five frequencies (and Off) which are a
sensible range of 22Hz, 39Hz, 68Hz, 120Hz
and 220Hz for high-pass, and 6kHz. 7.5kHz.
9kHz, 12kHz and 18kHz for low-pass. These
are approximately 18dB per octave for the
high-pass filters, but somewhat steeper low-
pass filters, with an especially steep 18kHz
filter that is a remarkable 60dB per octave
(theoretical) for "warming up digital”. The
lowest three low-pass filters have alittle boost
just below the cut-off frequency, that adds
some colour, instead of just dullness.

Each band on each channel includes two
panels of controls. The first,
permanently fixed into the

quencies are well-chosen, being roughly
spaced inoctaves. These settings overlap and
interleave, with the Low band ranging from
22Hzto 1kHz. Low-Mid from 82Hz to 3.9kHz,
High-Mid from 220Hz to 10kHz. and High
from S60Hz to 27kHz. As well as its conven-
tional function in Bell mode, the BANDWIDTH
knob also controls the steepness of the shelf.
When in Shelf mode, setting a narrow band-
width introduces what is referred to as a “Pul-
tec shelf'—the effect you get ona Pultec when
you boost and cut a low frequency simulta-
neously. This gives a litdle dip in the low-
mids above the main LF boost. With the Mas-
sivo you canalso do this ‘upside-down using
Cut, and the effect is pleasing with an HF shelf
too. And all four bands have shelving capa-
bility. By the way, the two highest and low-
est shelves hehave differently from other fre-
quencies. so as not to cause problems with
extreme settings.

In use, the subtlety of extreme settings is
sometimes surprising and [ found myself
freely EQ'ing everything in sight as T recorded,
often when I may not have EQ’d atall. Despite
this perceived subtlety. the results were atways
far more satisfying than the *flat’ sound, and
nothing like you would get from the con-
ventional EQ on any console.

The manual is remarkable in the depth of

its approach, with incredibly
detailed explanations of why

front panel, features a toggle
switch for Boost. Cut (with
Len indicators behind the leg-
ending) or Out, and a shelf-
bell toggle. The former
relates to the gain control in
the other panel. and with
only one directionto turnthe

Manley Labs, | 3880 Magnalia
Avenue, Ching, CA 917 10,US
Tel: +1 509 627 4256,

Fax: +| 909 628 2482

UK: Raper &Wayrnan, Unic 3,
Crusader Induserial Estate, 167
Hermitage Road, Haringay,
Londan M4 TLE.

the unit is the way it is.The
POWER ON switch warrants
over 200 words. Almost
every design feature is justi-
fied, and any thoughts of crit-
icism are headed-off with an
explanation. There is even a
highly enjoyable section on

knob, this gives double the
range normally available on
a rotary control. Therefore,
20dB of gain or cut is not unwieldy. These
are stiffer and have a better feel than knobs
on other Manley gear. There is little by way
of calibrated legending, but this is deliber-
ate, as with different settings there is between
6dB and 20dB maximum gain. Switched fre-

WWAWW-americantadiehistons:com

Tel: «44 181 800 8288,
Fax: +44 |81 809 1515

studio  engineering, that
I suspect is more useful than
certain audio engineering
courses. The only moan [ can come up with
is that the BaxpWIDTH and GalN knobs feel a
bit too loose.

But either [ am losing my touch, or this is
the best outhoard EQ 1 have encountered.
The latter, 1 hope. l
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Soundicraft

Broadway i

Is leading the way

Live sound designers are increasingly being asked for the impossible.

Thankfully, the Soundcraft Broadway delivers.

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

effortlessly providing exceptional sound quality

and perfect repeatability, night after night.

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

surface thal doesn’t eat into valuable seating space.

Scundcraft is delivering the future o° live sound mixing.

Ycu''ll find it all en Broadway.

Soundcraft +44 (071707 665000
Soundcraft US  1-615-360-0471

www.soundcraft.com

7 Soundcraft

H A Harman International Company
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Denecke Dcode AD-20

A mic preamp and A-D convertor brings a generation of portable
DAT recorders into professional use. Neil Hillman bolts it on

HE QUEST OF THE ALCHEMISTS to

turn base metals into gold may recently

have been advanced by an American
company calling itself Denecke. That the
announcement of the Dcode AD-20 was made
at the ABRA (All By Ritual Activity society)
annual conference held as usual at Camelot,
only serves to support the suspicion.

Denecke is perhaps better known for time-
code products than audio products, so the
appearance of a battery-operated microphone
preamplifier coupled to a 20-bit A-D convertor
may seem a strange departure. Further exami-
nation of the crystal maze, however, reveals the

inclusion of some electronic wizardry rather
more reminiscent of a time-shaping nature.
The declared purpose of the Dcode AD-20
is to improve the performance of the gener-
ally poor microphone input front-ends on
low-cost domestic DAT machines. It offers the
output of the AD-20 microphone preamp as
a 48kHz, 20-bit SPDIF signal, to be fed as
either an optical or a co-axial digital input to
the budget DAT recorder. An improvement
in the signal-to-noise figure of up to 15dB is
claimed, and at around only £240 (UK), it
offersto make otherwise lowly DATman-type
machines to lead a much more useful life.

The leading wireless in the USA.

WY oo

5871 Laser Road, Rio Rancho, NM 87124 USA
call +1 505 892 4501 or fax +1 505 892 6243

* Auto tracking front-end filters
+ Dual-band compandor 1
* Microprocessor SmartSqueich™
* Superb audio quality

¢ Rugged machined aluminum
construction

sales@lectro.co.uk -- sales@lectro.com

In the Netherlands: . In the UK and Eire:

E S Cent :
call +31 20 699 0480 (:‘r‘;‘zﬁ;ﬁ@ call +44 (0) 1789 400600
fax +31 20 699 3641 e fax +44 (0) 1789 400630
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Stellavox convertor

The Stellavox ST2 D-A calibration con-
vertor is based on the company’s 24-bit,
96kHz technology and claims exceptional
signal time response. The D-A circuitry and

=analogue filter proprietary design are said
to give low-level linearity and exceptional
time linearity said to be especially
applicable to critical lab measurements and:
calibration duties.
Stellavox. Net: www.stellavox.com

Waves go a bundle
Plug-in specialist Waves has announced
four bundles of processors, two each for
TDM and native Windows-Mac environ-
ments. TDM II and Native Power Pack II
are essentially similar, offering additional
plug-ins to the existing bundles. Both con-
tain the new equaliser and compressor
from the audiophile Renaissance series,
plus the DeEsser and MaxxBass plug-ins,
- and the TDM bundle also features the PS22
Stereomaker and MultiRack, offering real-
time DSP processing using the Waves plug-
ins. Pro-FX is a bundle of three specialised
plug-ins now available for TDM systems,
comprising the UltraPitch 6-voice formant
-corrected pitch shifter, Meta Flanger for
vintage tape flanging and phaser emula-
tion, and MondoMod's selection of AM. FM
" and panning modulations. The Gold Native
bundle consists of Pro-FX plus the Native
Power Pack II selection, the L1 Ultramax-
imizer, the full C1 dynamics, EQ and effects
package and WaveConvert Pro.
Waves, Israel.Tel: +972 3 510 7667.

Studio Suite V4

Ingenium’s studio management software,
Studio Suite, has seen a major upgrade to
Version 4. The package offers a compre-
hensive set of modulesto handle all aspects
of studio management from bookings to
personnel, recall sheets (with over 130
standard sheets included), label printing,
inventories and invoicing.

Ingenium, UK.Tel: +44 181 442 1522.

Trace Services CD printing
Direct printing on to CDs is catered for by
the latest addition to Trace’s range. the
Affex CD Artist, designed for high quality
six-colour low-volume desktop CD print-
ing. Its electronic sensors and unique tray
loading design ensure registration accuracy
of +0.005 inches and can print 72 CDs per
hour at 360dpi on a 25% coverage. The
resolution goes as high as 1440x720dpi for
photo-quality imaging.

Trace Services,US.Tel: +44 1462 484248.

August 1999 Studio Sound


www.americanradiohistory.com

NEATO for DAT

Having made its name with its CD labelling
kit, NEATO now expands its labelling mange
with a kit of labels and insert cards for DAT
cassettes. Each kit contains 20 labe! and
insert sets plus practice sheets, along with
MediaFACE design software for Macs and
PCs, including copyright-free images. The
labels are designed for clean removal to
allow easy updating.

NEATO, US.Tel: +1 800 984 $800.

Cadac recording desk

The first recording console from Cadac in
21 years, the C-Type location recording con-
sole is aimed at on-site acquisition duties with
up 5.1 operation with level trims ona the
speakeroutputs together with individual mut-
ing and phase reversal switches. Addition-
ally the arrangement has the ability to solo
in 5.1 and blend in the remaining channels.

Avallable in 12, 24 or 24—mput channel vari-
ants with 8 main groups, the console hasded-
icated stereo group, monitoring and comms
facilities. The desk’s input section can be
expanded with bus extension connectors
allowing additional channel frames o be
added. Multipurpose 1LED meters are included
together with the facility to connect external
meters to all outputs and tape returns.

Spec wise the C-Type has been designed to
give a phase shift of less than 1 degree at
20Hz with 100 channels routed to one group.
Cadac, UK. Tel: +44 1582 404202.

JBL maximises the output
JBL has announced the 2012H 10-inch and
2020H 12-inch Maximum-Output cone mid-
range transducers for direct radiating and
horm-loaded applications. An innovative mag-
net structure aims to reduce harmonic dis-
tortion by means of a larger magnetic gapwith
a symmetrically placed copper shorting ring,
producing a flat impedance curve over the
entire pass band of the transducer. The smaller
driver has been used in JBL’s custom mid-
range horns in the Venue Series, while the
2020H has been used in special custom sys-
tems on tour and in stadium installatiors.
JBL,US.Tel: +1 818 894 8850.

Audio-Technica boundary
Just introduced to Europe is Audio-Tech-
nica’s AT849 stereo condenser boundary
microphone, designed to provide full, nat-
ural stereo ambience and sound rein-
forcement. It is an X/Y stereo microphone
with full mono compatibility, and features
two wide range UniPoint elements giving
afrequency response of 30Hz to 20kHz and
SPL handling to 137dB.
Audio-Technica,UKTel:+44 1 132771441.

Studio Sound August 1999

Housed in a robust ‘small-blue’ burnished
aluminium case and weighing-inatabout 11b
the AD-20 has balanced, low-impedance
microphone inputs on female XLR sockels
set into the bottom face of the device. The
left-hand sicdle houses hoth the covered opti-
cal connector and the co-axial 3.5mm socker;
a red LED that lights when the battery voltage
is low; and the nwo small, uncalibrated rotary
gain controls for the left and right channels.
Due to the tininess of these
they are best set ta full bore
and adjusted at the DAT input.
The top face is three-quarters
covered, the gap allowing
entry for the powering 9V
MN1604  battery, that is
retained in position by a spring to allow for
rapid and easy change. The battery life is given
as between 810 10 hours and a large, stoutly
riveted sprung beli-clip is affixed (o the rear
of the device ensuring its secure retention in

Denecke, US.

Tel: +1 818 766 3525.

UK. Richmond Film Services.
Tel: +44 181 940 6077.

the front pocket of a recordist’s mixer bag.

The AD-20is also of use to ow ners of rather
more sopisticatec time-code DAT recorders,
as the optional "TCXO’ socket mounted in
the top face of the unit provides a highly accu
rate crystal-locked output signal, eliminating
prohlems of time-code drift that can be
encountered by such DAT machines as the
HHE Portudat or the Fostex PD-4 when ref
erencing or locking to theirown internal gen
erators. This option costs
further £110 (UK.

The device certainly does
seem to work, noticeably so,
on the inputs to my much-
trusted professional machine;
givingamuch crisper. punchier
signal when compared to the same material
recorded <lirectly.

Inspiteof the AD-20and the evident progress
in metal transmutation, Excaliber remains
undrawn from the stone. ll

World class
| mixers by Alice

Available from our recognised distributors

Glokecom
(21] 448 4521

Inte~stag2
(45] 3945 0000

Mediatron
(49] 8131 83050

Co Ltd.
(85) 2 2< 98 1788

Broadcas= Technical Services
(35) 314 53 0555

Total Broadcast
| (35) 351 30 4740

| For full details, telephone:

I +44 (0)1342 833500

ema'l sal3s@alice.co.uk
website: www.alice.co.u«

Shop site: www.aliceshcp.com
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Harvest Scientific & Technology

Audio Bectronics Mattijsen
(31) 2C 693 0480

Sony Benelux
(31) 2C 653 1911

Digital Development
Distribvtors
(33) 142 46 85 01

ASPA
(34) 91 693 3711

Tranzicom
(46} 8 730 3710

Broadcast Solutions
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Parametric
Compressor

DK Audio MSD600M

Master Stereo Display Dave Foister takes the necessary measures

HE BUSINESS OF MEASURING audio

I signals, digital signals in particular,

has become more important as we
strive to wring the lust drops of resolution
from our recording chains. It is a business
DK Audio knows well, putting it in &t informed
position to provide the kind of measuring
toolsan increasing!v multichannel and space-
conscious industry needs.

Di’s range of stand-alone meters and vec-
torscope displays is reasonably familiar, and
is now joined by the higgest and most ver-
satile model yet, the MSD600M. In a tiny slim
package dominated by i colour Leb screen it
manages to squeeze in eight channels of level
metering, a vectorscope. surround monitor-
ingand spectrum analysis, Each pair ol inputs

can be switched between digital and ana-
logue, and there are also audio outputs. either
cchoing the inputs for monitoring or provid-
ing a runge of test signals.

With all the possibilitics installed and con-
nected, the plugs on the back take up more
space than the box irself. They are all D-type
multiways, and DK provides snakes 1o hreak
these out into the relevant connections. Vari-
ous options allow for combinations of digital
and analogue [-O on the main audio modules,
and further connectors on the master module
provide an output for an external VGA moni-
tor and serial links for software updates from
an external PC,

The main screen is divided into two main
sections. On the right is the metering area, with
cight vertical bar-graph displays, while on the
left is o bright and fast vectorscope. This has
vertical and horizontal axes plus markings for
left and right at the appropriate 45 positions,
and is augmented by 4 correlation meter along-
side it, showing greenabove centre for in-phase
signals and red helow centre when there are
significant out-of-phase components. This is a
usetul adjunetto the main display pattern, which
shows more information but can not give this
immediate correlation check.

The patierns shown on the main display are
familiarioanvbody who has used a vectorscope

DPR-944
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& Gate
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Compressor-Gate 'a,’ &
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precision tuning
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Z-Systems’ z-3src is the successor to the
company’s z-2src which adds support for
high bandwidths and longer word widths.
With 24/96 capability the box can per-
form sample rate conversions over a 1:3
to 3:1 range and output in 16, 20 and
24 bits.

Ir also supports a variety of input and out-
put formats and synchronisation options.
Z-Systems, US.Tel: +1 352 371 0990.

Amek DMS Plus Pack

Amek’s Digital Mixing System consoles see
a major upgrade in the form of the Plus
Pack add-on. This comprises the DMS-XP
audio expander, increasing the capacity of
the DMS to 96 mix inputs all with EQ, and
the Channel Panel, offering control-per-
function operation of all channel parame-
ters using 48 rotary encoders and
32 switches. At the same time the software
reaches Version 3.3. with simultaneous
Dynamic and Snapshot automation,
Pan/Divergence editor and Multiple Oper-
ators Mode. More new hardware includes
24-bit analogue 1-O featuring improved
converiors, which can be retrofitted by
existing users.

Amek, UK.Tel: +44 16 1:868 2400.

Two Precision Noise Gates

-5 filter

narrow ™
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~ ? o AT
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V2R ¢
60 gy 12k .50' By ‘Ou:
s‘f,:fo Key Filter Threshold

Easy-to-read status
indication leds

ims as

Release

Also in the Opal Series

One full-function dynamics processor

Sometimes you never seem to have the right combination of gates and
compressors, and use up too much rack space trying to make the best of what
you've got. Well, take a look at our DPR-944 Dynamics Processor - four
independent channels to patch as you need.

DPR-422
Dual Compressor/De-Esser

DPR-522

. ) ) ) » . ¢ ted
v e DuEl Noise Gate Two high performance noise gates, with absolute precision gating of unwan

side-signals and easy-to-understand shut/open leds. Two full-function
compressors with the sonic purity of BSS's proprietary subtractive compression
technology, with unigue “parametic compression”

FCS-966

Constant Q Graphic Equaliser BSS AUdiO A Division of Iarman International Industries | td.

Linkside House, Summit Road, Potters Bar, Herts, England EN6 3|B England
Tel: +44 (0)1707 660667 Fax: +44 (0)1707 660755 e-mail: info@bss.co.uk
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ServoDrive Unity

ServoDrive's Unity series |oudspeakers
have a patented Unity Summacion Apert.are
design txat is hased on employing a pyra-
mid-shz zed, multiband waveguide tocem-
bine tle amplitude and phase from a
variable number of drivers nto a single
coherent ouput. Eey
claimed benzfits ir.clude
unmatched clarity  for
voice intellig:bility znd
MuUSIC reprocuction. ¢on-
trolled directivity ina 60 x
60 dispersion  pattern,
increased effiziency esal-
ing in a 30% reductior in
the number of speakers
required for a given application. znd
‘distortion free ¢ performanze to 13CdB
(80Hz-X1kHz +2dB).
Servol -ive, US.Tel: +1 847 724 5500.

Rorke Galaxy Series

Rorke’s 1zading edge storage range now
includes the Galaxy Series of sol_tions
ranging in capacity up 1o 3Tb. Three nvod-
els are i=cluded; the Galaxy 50 is a Fiore
Channel to Fibre Channel RAID solution,
the Galaxy 5 a Fibre Channel 1o SCSI(L\'D}
solutior. and the Galaxy 100 a Storagz Area
Networ= centralised storage solutior with
simulta-eous Fibre Channel connectivity
10 up te eight servers.

Rorke Data,US.Tel: +1 612 £29 0300.

or even a simple oscilloscope in X-Y mode. For
the benefit of anybody who has not. a mono
signal shows as a straight line (vertical for botly
channels, 45 off for one channel oniv), and a
stereo signal as a kind of dancing wire-wool
effect. Healthy stereo with good correlation is
tallerthan itis wide, while potential phase prob-
lems show when the width is greater than the
height. Simple tones will produce the Lissajous
figures familiar trom school physics. The point
about DK’s display is its speed and brightness.
being visible from across the room and contin-
vousenough tobe meaningful all the time, prob-
ably thanks to its scaling as much as anything.

The eight level meters are equally visible,
and have a multitude of options 1o suit ditfer-
ent operational preferences. Seven different
scales are provided, including traditional PPM
and vu, digital with 0dB at the top, one show-
ing the top 6dB in very high resolution, and
other international standards. For each. colour
schemes areadjustable. including changing the
colour of the bar graph at a user-defined level,
and peak hold is available too.

Two elements of the soft-
ware are optional extras. The
first expands on the vec-
torscope display by interpret-
ing the dircctional components
of a surround sound signal, and
it can do this in one of two
ways. Since the unit has eight
inputs, it can accept full discrete 5-channel
surround information that is then shown as
what DK calls a jelivfish display, indicating
where signals will appear in the sound stage.
There is also an optional surround pseudo-

DK Audio

Marielundvej 37D,
DK-2730 Herlev, Denmark.
Tel: +45 44 850 255.

Fax: +45 44 850 250.

decoder, accepting an encoded 2-channel sig-
nal and displaying where the decoded result
will appeur.

The second option is an FFT spectrum
analyserwith 1024 frequency bands and an 80dB
dvnamic range. Thiscan analyse individual input
channels or summed pairs, and even has a
choice of windowing options and a memory
for storing curves. A movable cursor shows the
instantaneous level at anv chosen frequency.

Allof these options are controlled by a soft-
key svstem using eight buttons along the bot-
lom edge to access menus and alter
parameters. Nothing is very far away,
alihough 1 would like to see i PEAK RESET but-
ton inthe main menu rather than tucked away
with the metering options. Trving 1o press
the butions with the meter simply propped
up on top of something shows why there is
a mounting hardware kit provided with it.

The intenrion is that the unit should become
a permanent partner to vour console, either
mounted within it or fixed to the top using the
supplied brackets. There is also a stand base
available tor less permanent
instaltation. and this would
seen o he essential as the com-
bination of its light weight and
the cables hanging oft the back
make it unstable.

But this is not a problem as
the MSDOOOM is likely 1o
become a permanent part of the system very
quickly. [tsbright, fast, informative displav packs
a lot of useful stufl into a small space in a way
that draws the eve and allows for tast interpre-
ttion, making it a helplul ool indeed. B

Two Compressors with Dynamic EQ
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Precise side-chain tuning
using the monitor function

Comprehensive and
easily understood
metering

Parametric filter for
frequency-selective
compression

OPAL DPR-944 - Dynamic EQ is addictive

This technigue, where the VCA is placed in the side chain, not only eliminates
potential noise and distortion, but means we can give you a unigue tone-shaping
ability that we call dynamic equalisation, as found on our successful DPR-901.
Using the parametric subtract side-chain filter, you can effectively eliminate
sibilance, microphore popping and proximity effects with ease, and tame
instrument and voice tonal characteristics that vary with level. Only the frequencies
of irterest are compressed, tne rest of the signal is untouched, unlike conventional
compressors. Be warned, though. Dynamic EQ is addictive.

BSS Audio

H A Harman International Company

BSS Audio USA

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

Telephone: +1 (615) 360 0277 Fax: +1(615) 360 0480 WWW.bSS.CO.Uk
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Grace Design LunatecV?2

These American microphone preamps have been aimed at the studio.
But Tim Goodyer finds this mode! delivering quality on location

OVING OUT of the studio and into
M the field, Grace Design has come up

with the Lunatec V2 location mic pre-
amplifier. Quality is the name of the game
here, as evidenced by a quoted frequency
response of 6Hz—250k Hz and phase deviation
of <8 Certainly, there is little doubt that
adding the Lunatec toany of the popular loca-
tion DAT recorders would bring it into line
with the performance of a studio-based sys-
tem. And for that mater, the half-rack Lunatec
would serve the studio equally well where
rack-readiness is not the primary considera-
tion and where there is a need to strike camp
for a session once in a while.

Building on the success of the earlier Model
801 and 201 (Studio Sound, Seplember 1997)
the twin-channel Lunatec uses the same trans-
impedance amplifier technology that serves
its sisters so well, and adds an onboard M-S
decoding matrix. Two identical channels fol-
low the earlier models’ schema, offering indi-
vidually switched 48\ phantom power (or
alternatively 12V parallel power); 11-step Gain
controls (10dB-60dB in 5dB steps); Trim con-
trols (10dB continuous atienuation): peak LEDS
showing green at -14dBu and red at +16dBy;
and switchable high-pass fillering. A mains
switch, and 1eps indicating power on and low
battery condition complete the front panel.
The only apparent omission here is 4 phase
reverse switch. Power (at either 6V or 12\)
comes either via a wall wart or a battery pack,
through a single 4-pin XLR on the rear panel,
the rest of which carries balanced input XLRs,
balanced output XLRs and unbalanced out-
put phonos that are active simulianeously.

The filters use a transitional Thompson-But-
terworth response in 12dB/octave configura-
tion as designer Michael Grace believes this
to give the best combination of pass-hand
flatness and phase accuracy. Each hasa 3-posi-
tion toggle switch on the front panel giving
either 50tz and 100Hz or 75Hz and 125Hz
cut-off frequencies as determined by the posi-
tion of a puir of internal
jumpers. Further internal
jumpers are used to set the
filter slopes 1o 6dB/octave
or 12dB/octave and to
enable the M-S decoder.

In  operation, the
Lunatec feels sturdy with-
out heing unnecessarily over engineered or
overweight at 1.1kg. The hooding around the
front panel ofters a useful degree of protec-
tion to the front panel controls and also max-
imises the usefulness of 1the 1cps by keeping
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Grace Design, PO Box 204,
Boulder, Colorado 80306-0204, US.
Tel: +1 303 443 7454.

Fax: +1 303 444 4634.

Net: www.gracedesign.com

the direct light falling on the panel (o a min-
imum. You could be forgiven lor believing
that the use of jumpers is a clever device to
draw vour attention to the standard of inter-
nal construction, but to preset aspects of the
preamp’s operation keeps the panels clean
and operation simple. Admittedly, it presup-
poses that you will not want to make hurried
changes during a session hut this is a fair
assumption—particularly for location work
at which the unit is primarily targeted. Inci-
dentally, access 10 the jumpers is via four
screwsin the top panel, and the jumpers them-
sclves can be readily moved with a pair of
long-nosed pliers. Although not distinctively
marked, even remembering which
jumpers are which is fairly easy.

The manual is comprehensive and
accessible, if not glossv and glam-
ourous—I know which I would prefer to
need 1o read—and covers everything
from gain adjusiment through internal
jumpersettings to M-S operation. and bat-
tery life. The review model came with an
Eco Charge sealed tead-acid batterv capable of
giving in excess of 10 hours operation that
worked perfectly once charged overnight. It is
worth noting that certain prestige location
recordists prefer 1o use separate power sup-
plies for mic phantoms {rom the rest of their
setup on the grounds that audio transients are
better handled when the mics are not in com-
petition for current. While the Lunatec does
not isolate the power demands of your mics
[rom their preamps it does offer 10 make the
package independent of all other equipment,
and is certainly a step in this direction.

In use, the Lunatec V2 exhibits the same
clean and open qualities that separated the
Model 801 and 201 from the crowd. Noise is
very low (-130dB at 60dB gain ref 1o input
quoted) and the ransparent quality of the cir-
cuit topology lends a sense of case 1o the
sound. Of course, some preamps are chosen
for their ‘sound” in particular application and
if that’s your requirement, you should pass the
Lunatec over. In M-S mode, Channel 1
provides the ‘sum’ signal and so provides the
central element of the stereo image and
Channel 2 provides the ‘difference’, thus the
Channel 2 Gain control controls the image
width—more difference signal to the decoder
marrix giving a wider image. Again. the
Lunatec could not be easier to use.

While the merits of the
Lunatec’s performance and
the thoroughness of its
design speak for them-
selves, it is worth pointing
out that the older Model
201 offers two channels of
mic preamplification ide-
allv suited to a studio outhoard rack, while the
new unit adds M-S decoding, filters, bauery
operation and knocks some $400 off the ask-
ing price (at $1495 US). It is still not cheap, but
nor does it sound or perform as if it were.
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MOTU Polar

MOTU Digital Performer Version 2.6 adds
Polar, a RAM-based audio loop recording
feature which creates as many layers in real-
time as RAM permits.

Other enhancements include direct audio
input from Retro AS-1 and Unity DS-1, a
new AudioTap MAS plug-in, and the nam-
ing of audio inputs, outputs and buses.
MOTU,US.Tel: +1 617 576 2760.

Prism’s new analogue

Prism's acclaimed range of canvertors is
joined by its first multichannel offering, the
ADA-8. The unit offers eight channels of
24-bit 96kHz conversion both ways in a sin-
gle unit, with interfaces for many formats
including ADAT, Tascam and Sonic Solu-
tions. A comprehensive range of features
includes MR-X word-mapping for record-
ing high-definition audio across multiple
tracks of a 16-bit MDM (all the way to stereo
24/96G using all eight tracks): Prism's DRE
system for getting 24-bit performance out
of 16-bit media; Prism’s SNS noise shaping
for straight 16-bit recording; selectable
‘Overkiller’ fast limiting; and flexible patch-
ing, monitoring and metering facilities. On
the analogue side Prism has introduced the,
MMA-4 microphone preamp, seen as an
ideal front end for the AD-2 stereo A-D
convertor. [t joins the Maselec Master series
of processors and offers four preamps with
frequency response from 1Hz to 200kHz,
very low noise and distortion, and all the
essential features such as 3dB gain steps,
bar graph PPMs, switchable phantom,
phase reverse and mute.

Prism, UK. Tel: +44 1223 424 988.

Opcode interfaces

Opcode’s new line of USB (Universal Ser-
ial Bus) ports are beginning to appear, with
the first three now shipping. These allow
USB-compatible computers running Win-
dows 98 1o interface with SPDIF devices
(DATport), SPDIF and analogue (SONIC-
port). or Toslink SPDIF and analogue
(SONICport optical). 16-bit and 24-hit
audio are supported at rates to 48k, and
the analogue interface has 20-bit D-A con-
vertors. Alongside these are 32, 64 and 128
channel MIDIport interfaces and the STU-
DIOport AMX audio and MIDI interface,
with 2 in/4 out analogue connections,
SPDIF [-O and 64 channels of MIDI.
Opcode,US.Tel: +1 650 812 3382.
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If you are journeying
into sound...

T i e U2 ROV

P16 lure rgaentrs

...you can now afford to
Travel First Class

The journey sarts with the latest E-MU® Ulltra se-ies of samplers. Your transport
to sound really moves - with a superfast processcr - and great software.
High quality ccmbinations that are truly axcellent value. Quite simply the best

samplers we’ve sver made.

High performaize means refusiag to comp-omise in cesign. Every component
has been selected to provide the highest professional quality. User-friendly EOS
software is your navigator to sounds thar once took years of experience to
achieve and al ows amazing aud:o manipulation Ajust oy ‘Beat Munging”!

The enormous E-MU Sound Lizrary lets ycu strewch fantasuc filters to their limit,
creating a full dynamic range which hi3)to be experienced.

b Ultra Fast Processor

IIZ\E\ All Outputs Balanced
Frot TR

(%5 Largest Sound Librasy . P11 303 Landisg
o O

lEE Easy, Intuitive O/S

l!_t_o‘ Cool New DSP Fung¢tions

lel| Powerful Sophisticated Filvers

I!j_ Major File Formats Supported

EOS is as flexiblz as you want, with three models that can each be expanded to
REC 48 Track Sequencer the maximum specification. Choose your starting eve and move on up when

you're ready. And flexibility ex=ends to existing E-6409, E-Synth,-E4X and E4XT,
too. All can be fully (and cost-effectively} usgraded to the full Ultra specification.

L‘_ PC/Mac Editing Software

So what are you waiting for?
Call us now on +44 (0)131 653 6556

=E-MU SYSTEMS

Suite 6, Adam Ferguson House, Eskmills Industrial Estate, Misselburgh, Szotland EH21 7PQ

© 1999 EMU-ENSONIQ. E-MU®, E-MU SYSTEMS, ENSONICF, the EMU EM SDNID iogo, $ie E-MU SYSTEMS logo, the ENSONIQ 103, Z-64C0 Ultra, E-Synth Ultre, E-4X Ultra an3 E-4XT Ulka £re trademaks owned ot licensaed by E-MU ENSONIQ, registered il the
United States as indicated by ®, and in numerousiother countrie= wo ldwide. Al o ber radamarks are property of their respective ownera.
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REVIEW

Cranesong STC-8

Mixing new ideas and old values, this class-A compressor-peak limiter
combines quality and operation. George Shilling enjoys

HIS IS A SOPHISTICATED US-built

stereo compressor, designed with aien-

tion to detail in both function and form.
The unit’s designer David Hill has taken a sci-
entific approach - the manual is litered with
charts and diagrams. But this approach is firmly
hased on sonic performance. The circuiry is all
discrete class-A. with the benefits of second har-
monic distortion components. which are more
musical than the odd-order harmonics vou tend
to get with integrated circuit op-amps. One dis-
advantage is of course a higher price, another is
that a significanthy greater amount of heat is gen-
crated. Indeed. the rear of the STC-8 runs warmer
than many valve units. There are external and
internal hear sinks. the laner holding hot discrete
transistors. With its meshed top punel. extra rack
space must be allowed for adequate ventilation
above the 2Us that the STC-8 occupies.

®
.
14
.

This is an extremelv well construcied unit
with sturdyv internal bracing. Connectors are
NLR, of course, but there is also a DB-15 con-
nector for side chain connections and switch-
ing, so you will need to get a special lead and
switch for this. The metal front panel has a
smart arrangement of attractive blue-green
knobs. smart black toggle switches and excel-
lent LED-segment metering. If it sounds as good
as it looks, this should be some compressor.
And it certainly is. The Crane Song STC-8 is
surely one of the smoothest compressors | have
used. You can make it distort using verv short
times and winding up the SHAPE conirol. but
it never sounds unpleasant. Although there is
a conventional THRESHOLD knob, the SHAPE
knobtakesthe place of most compressors Ratio
conurols. Being a4 soft-knee design, this unit's
ratio varies depending on input level (and
release times). The STC-8's SHAPE controls the
gradient of the compression curve. This is akin
10 a ratio control but is @ much more intuitive
way of controlling the ‘deprh’ of compression.
The ratio typically reaches only 3:1 with 18dB
of gain reduction, and the unit
seems to work happily and
cleanly with such lurge
amounts of gain reduction.
The OUTPUT GAIN knobs
have a sensible 14d13 range of
make-up gain. They alsohave
a pleasant stepped action.

A virtually - bullet-proof
peak limiter is included. You
can ser this for overload pre-
vention, say when recording 1o a digital format,
and it sounds remarkably clean and reacts very
quickly. reaching « ratio of over 10:1

A 16-way MODE knob gives ditferent com-
binations of available compressor modes.
Unnecessarily complicated and poorly leg-

UK: Funky Junk.
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Cranesong, 2|17 E. 5th Street,
Superior,Wisconsin 54880, US.
Tel: +1 715 398 3627.

Fax:+| 715 398 3279.

Tel: +44 |71 609 5479.
Fax:+44 171 609 5483.
Email: sales@funky-junk.co.uk

ended, Ifound itdifficult 1o visualise what each
setting meant al first, so new users would prol-
ably need to spend some time familiarising
themselves with this. The Program Dependent
Release (PDR) mode prevents unwanted back-
ground noise surging up in the gaps, whilst
retaining faster release times within normal pro-
gramlevelvariations. Alternatively. fixed release
times can be selected. The Dyvnamic Attack Mod-
ification (A-MOD) mode cnables peak limiting
to dvnamically modily the compressor attack
time, so that slow attack times can be com-
hined with peak limiting. In this case, any sig-
nal triggering the peak limiter shortens the
compressor attack. These two on-oif” mode
choices are offered in all permutations, adding
up to the four main regions of the knob. Fach
of these sections is then subdivided into four
settings: three Atack-Release presets - A (for
vocals), B (for hass or ‘punch’) and C (for pro-
gram), and a Variable setting allowing you to
manually set Autzick and Release with the knobs,
The three presets are achievable in V mode by
setting the ATTACK and RELEASE knobs to the
values quoted in the manual. The duplication
of these settings seems unnecessary and spoils
the otherwise excellent layout. Separate 4-way
switches would have made preset and mode
selection much more straightforward. Due to
their variuble nature, the Aiack and Release
knobs are simply calibrated 0-10. Their ranges
depend on, and interact with the Shape setting,
mode selected. programme material and gain
change. giving much more usable ranges than
those often encountered.

The intriguingly labelled HARA 'KI switch
sounds intimidating but is explained in the
manual as a remarkable function to convert
induced 3rd harmonic distortion into more
sonically desirable 2nd harmonics in the Ki
position. Tecertainly seemed add a very pleas-
ant, subtle glow 1o some signals when using
powerful and fast compressor settings, but
much of the rime it is almost or completely
inaudible. The switch affects both channels
simulianeously, and in the Hara position the
signal is left ‘transparent’.

This is not going to he vour first choice com-
pressor it vou wunt to hear some pumping and
grit. Subtly audible gain reduction is what the
Crane Song does best, and it
does  this  exceptionally,
despite huge indicated gain
reductions on the meters,
(which can. incidentally, also
display output level or peak
reduction). The Crane Song is
capable of very fast, almost
invisible’ gain control, as well
as smooth slow compression,
which canalso be remarkably
transparent. That is not to say it sounds hland.
I enjoyed it particulrly across a whole mix
and it was excellent with acoustic instruments
such as piano and guitar. Although thoroughly
modern, the STC-8 has a proper ‘old school’
sound. Recommended. Il
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WaveFrame paves the way
In preparation for the taunch of the recently
demoed WaveFrame 7.0, the company is
shipping V0.5 software to significantly
enhance the power and utility of its DAWS.
Support is included for the WaveFrame 7.0
DSP engine as a mixer add-on with plug-
ins from Waves, Wave Mechanics, Q-Sound,
Antares, Aphex and VocAlign. Also new is
import-export of Broadcast WAVE file for-
mat, MIDI time code, recording on 8 tracks
for each SCSI bus, and support for the new
E-mu sampler card option. New editing fea-
tures include reversing regions, allowing
designated sections to play backwards
while the rest still plays forwards.
WaveFrame, US. Tel: +1 510 654 8300.

Yamaha 3-way mixer

Yamaha's EMX680 ST powered mixer goes
literally one better than the established
EMX640 by adding an extra power ampli-
fier, giving two for FOH and one for moni-
tors. All three are 135W EEEngine designs,
and the left and right channels can be
bridged o deliver 400W into 4€). The F Series
professional cabinets are intended for small
scale touring, clubs and installations. Fea-
wires include 12. 15 and 18-inch cast frame
LF drivers, built-in fly po:nts and castors and
a 1.4kW peak handling capability.
Yamaha, UK.Tel: +44 1908 366 700.

DAS Energy series Amps
Using CAD for electrical and mechanical
design, the Energy series amps from DAS
use the company’s DMAT concept. Discrete
Monolithic Amplifier Technology couples a
number of self-managed amiplification cells
with Parallel-Bridge Topology to form a sin-
gle output. Each cell includes an active lim-
iting circuit and a full set of protection circuits
that are claimed 1o make the amplifier vir-
tally indestructible by voltage oscillations,
short circuits. thermal runaway and instan-
taneous temperature peaks. Four models are
available from 125 10 650% rms.

DAS Audio, Spain.Tel: +34 96 134 0860.

SL9000 ) Series software
Version 4 of the SL 9000 | software offers
new features in several areas. Machine con-
trol facilitics are extended. with revisions
1o parallel machine control and automatic
identification and
configuration for
controlling serial
machines. Addi-
tional project man-
agement tools are
incorporated, in-
cluding automatic
file version han-
dling and a simpli-
fied user interface. ke

New operational features include addi-
tional automation functions, time-code
masking and offsetting, and increased
grouping flexibility, which enhances
4-channel panning, extending the creative
control of 5.1 mixes.

SSL, UK.Tel: +44 1865 842300.
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HEAR THE DIFFERENCE

The world of audio has just chenged everything. Just as the CD
revolutionized the music indust-y some fifteen years ago, DVD is
shaking th ngs up even more.

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

deliver a wide range of new fornats. With the advent of the new
DVD-Audic specification, BVD row delivers even more: High Density
Audio in surround, sampling rat3s as high as 192kHz, streaming lyrics
in mltiple languages, Smert Ccntent automatic mixdown, extended
program lengths, and more. The word o” creative possibilities has
expleded cvernight.

DVD-Audic is changing the way music is experienced, how it is
mastered and delivered. If you'r2 a professional mastering engineer
or studio, then you need to be r2ady with the creative tools and
techrology to start working with audio for DVD today.

Sonic Keeps You at the Forefront

In 1988 Sonic delivered the first on-linear system for professional audio
editing and CD prep, SonicStudio™. Since then, we have kept our users at
the leading edge of technology, h2Iping <o Jeliver the Oscar®, Grammy®
and Emmy®-winning productions -hat set them apart.

DVD's large storage capacity and hich bandwidth make it perfect to

In 1996 Sonic pioneered the wor d of DVC publishing with DVD
Creator”, the industry’s leading CVD-\ideo production system. Today,
SonicStudia HD™ and DVD Creator ar2 us3d to make DVDs by more
facilities than all other companies combined. And now, Sonic integrates
the bast of both with the first-evar systamis that enable you to master
DVD-Audia

Start with OneClick DVD™ — a pawer-ul option for SonicStudio HD
audic workstations that gives you the power to master DVD-Audio
content, or set up a multi-workstatio1 DVD-Audio workgroup — there's
a system t9 match your individual application and budget needs, and
you can ack! additional capabilit¥ as vou need it. In fact, you can easily
expand your existing Sonic audid master ng suite to include multi-
channel, High-Density DVD-Aud o mastering today.

If you are premastering high quality audo sound tracks for cutting
edge artists, or editing a s¥mphony maszer in multi-channel 24-bit,
96kHz aud o, Sonic Solutions delivers th= professional audio
solutions you're looking for.

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

Sonic Europz 21 Warwick Street, 3th Fioor, London W1R 5RB, UK
tel: 42.171.£37.1100 » fax: 44.171.437.1151 » email: info@europe.sonic.com

© 1999 3onic Solutions. The Sonic Solutions logo, Sonic, Senic
Sotutione, and SoaicStudio HD. High-Density Audio, JneClicé DvD and
DVD Creator are t.ademarks of Sanic Solutions. Al sthers ae trade-
marks of iheir resaective hotders

SONIC SOLUTIONS
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REVIEW

| JoeMeekVC7

A mic preamplifier with the largely forgotten twist of impedance
matching is what Dave Foister discuss. And it's green.

HERE ARE TWO THINGS associated
inextricably with JoeMeek processors:

the bright green colour and the like-
lihood thatthere will e an optocoupler some-
where inside. JoeMeek means character,
summoning up the trademark sound and
packaging it for the nineties, and at the core
of that character is the compressor. Here,
though. is a JoeMeck box that sells just the
opposite: the VC7, a precision microphone
amplifier with aspirations of top-end neutral-
ity and not a sonic signature in sight.

It is still very green, with the big brash
knobs, lights and meters that mark out Joe-
Meek cosmetics. In fact there are several more
indicators than might be expected, unless you
have noticed that the VC7 callsitself an imped-
ance matching preamp; this explains one extra
rotary switchand a vertical row of orange LEDS.

This is not the first mic pre to acknowledge
that not all microphones have the same source
impedance, or to offer aliernatives to get the
bestout of the ‘non-standard’ ones. But it does
have the bigges! selection 1 have ever seen,
allowing it to accommodate virtually any
microphone you care 10 name without com-
promise. Thus there are two settings without
phantom power at 500 and 200€. plus three
with phantom at ‘Low’, 200Q and 600€). Of
course most modern condenser microphones
will be happiest with the 200Q phantom set-
ting, but some will prefer the higher imped-
ance and some transformerless tvpes the Low.
The 50Q non-phantom position is obviously
intended for use with ribbon microphones.

Having made this initial setting, everything
else is straightforward, although there is a lit-
tle more help and Hexibility on offer than might
be considered standard. Gainis handled by two
controls, for input and output, and both are
continuous pots rather than switches. There is
a high-pass filter. but this has no fewer than
four cutot frequencies (besides an Off setting)
from the subtle a1 25Hz 10 the more extreme
ar100Hz, allat 12dB peroctave.

There is a PHASE REVERSE
switch on both channels, with
the unusual addition of an
indicator 1ED. This does not
just come on when the swilch
is engaged; it is a bicolour 1£p
that changes from green 1o red
when the switch is in (note

that it 1s NOT some kind of phase indicator,
just a display of where the switch is). Next
to it is an overload Lep set to +18dBu, aug-
menting the big vu meters. These are bright
and visible, and seem more helptul than
some. Internal presets dllow the calibration
of the Ovu point to be altered {rom its default
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Fletcher-Electroacoutics,
Quay House, Quay Road,
Newton Abbot,
DevonTQI12 2BU, UK.

Tel: +44 1626 333948,
Fax: +44 1626 333157.

setting of +4dBu. In practice | found that,
contrary to what the instructions suggested
I needed the output gain increased from unity
in order to feed full-scale signals into my
DA-38s withoutthe VC7's overload light com-
ing on 100 often, but the results were fine.
The rear panel is naturaily simple in lay-
out, with XLRs for inputs and outputs and an
IEC mains input; there are also two juck sock-
ets with a purpose over and above pure micro-
phone amplification. These reveal the
presence of one more very useful fearure that

you could easily miss unless you were an avid
manual reader like me. Fitted within the VC7
and having no controls (hecause no controls
are needed) is a sum and dilference matrix
for M-S working. An M-S pair connected to
the VC7's two channels will produce lefi-right
stereo at these jacks, the image width being
controlled simply by the relative gains of the
two microphone signals. Conversely, a
straightforward stereo pair will be converted
1o M-S for delivery at these outputs, allowing
later image adjusiment. This is such a useful
feature in certain applications that I would
have expected JoeMeek to have made more
of a fuss about it on the front panel.

Iis usefulness is partly down to the fact that,
despite outlandish appearances, this is a very
fine preamplifier worthy of audiophile usc. If
you expect some sort of character, be it fa,
warm, raw, ‘vintage  or whatever. you'll be
disappointed; if you think that anything that
green cannot be a proper mic pre, think again.
The VC7 is clean and flat, neutral and quiet
and stands comparison with other top-class
outhoard preamps. The impedance martching
is worth having if there is any kind of variety
in the microphone cuphoard. I still had some
of the ribbon microphones from the recent sur-
vey around, and, although some have imped-
ance matching transformers, others retained
the characteristic low impedance. Switching
over (0 5002 made a distinct and worthwhile
difference, increasing the level
and opening the sound up
noticeably. On siraighiforward
condenser microphones it
delivered the kind of trans-
parency that you buy an out-
hoard preamp for. with simple
but effcctive control.

That this is such a departure
from a line devoted to a specific sonic sig-
nature may count against it with those who
are not able to try it for themselves. That
would be their loss. as whatever might be said
about the other JoeMeek units. there are no
gimmicks here, just quality and flexibility at
a good price. W
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Rade Classic Il

Rade’s Classic valve microphone has been
upgraded to the Classic [1. Central is a new
edge-terminated 1-inch gold-sputtered
diaphragm replacing the centre connec-
tion, and a redesigned power supply and
microphone circuit design resulting in
lower noise. The cable has been replaced
with a starquad type, and the mounting
arm gives way to a new glass fibre rein-
forced nylon shockniount. Retained from
the original are the hand-selected military
spec GE 6072 valve and the Jensen output
transformer:

HHB, UK. Tel: +44 |1 962 5000.

Kind of Loud surround
SmartPan Pro from Kind of Loud Tech
nologies is a surround sound panning plug-
in for the Pro Tools platform. It supports all
major surround sound formats, including
5.1, 7.1 and LCRS, allowing users to create
professional mixes for Dolby Digital, DTS,
DVD video, DVD audio and game for-
mats.The designers have taken an innova-
tive approach to surround panning with the
implementation of a Polar Joystick, using a
circular paradigm for panning, and with
SmartKnob, a controller that places sound
and controls at its width or spatial extent.
Kind of Loud Technclogies, US.

Tel: +1 831 466 3737.

Hafler C-Series amplifiers
Hafler has three ranges of amplifiers known
collectively as the C-Series and differing in
afew application-specific details. CCA con-
tractor amps have 70V and 100V line out-
puts; CX cinema amps have electronic
crossovers that can be customised to the
install; and LSA live sound amps are the
most basic models, with crossovers avail-
able and digital control circuitry in the
pipeline. Power outputs go as high as
1200W per channel using switching power
supplies, surface mount, and MOSFET.
Hafler, US.Tel: +1 602 967 3565.

Tascam interfaces

Tascam has released a collection of highly
affordable fix-it boxes for its digital mix-
ing systems. The series comprises the MA-
ADS8 8-way A-D convertor with twin TDIF
outputs and mic preamps; the IF-DA8
8-way D-AC with TDIF input and balanced
XLR outputs; and the 1F-AES8 8-channel
TDIF to AES-EBU format convertor with
wordclock I-O and SRC.

For the compact TM-D1300, the company
has also released the FX-D1000 card that
doubles the desk'’s digital onboard effects
with 24-bit reverbs, delays and dynamics.
There’s also the IF-TD1090 card that adds
anextra TDIF I-O and two additional SPDIF
and AES-EBU inputs to the desk.
Tascam, UK. Tel: +44 1923 819630.
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* Windows® is a registered trademark of Microsoft®

=

The new ULTRA-CURVE PRO DSP8024

24-bit dual DSP stereo Mainframe with 31-band Graphic EQ, Real Time Analyzer, Auto-BQ functien, Parametric EQ / Notch Filter,
Feedback Destroyer, Limiter, Noise Gate, precision Level Meter, high-resolution 24-bit converters, complete MIDI implementation,
Delay function with up to 2.5 seconds of delay, optional extra 24-bit AES/EBU interface, and muach more ...
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LIMITER, NOISE GATE, DELAY
The digital "brickwall" limiter with adjustable threshcld
and release time reliably protects your se up agairst
overload. The integrated IRC (Interactive Ratio Sontrol)
noise gate eliminates unwanted noise ani wm
during signal pauses. The DSP8024 can also be used
to implement a delay fine for your live applicaticns
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The ULTRA-CURVE PRO also has a complete MDI
implementation, which allows for remote cortro \ia
a MIDI sequencer software. In addition to that »owrcan
use our free EQ-DESIGN editor software to coitro the
ULTRA-CURVE PRO from your PC.
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24-bit A/D and D/A converters

Freeware Windows® editor

Customer Support

Professional technology is requeed fo 3achieve the finest resoltion of detail, absolut2:
natural sound and ultra-low noise eves. Tha's why we use extremey high-resolution Crystel
24-bit A/D and D/A converters with 64128-imes oversampling.

A Windows® editor for the conveaient hadiing of all parameter ad ustmenss using your PC
can be downloaded tree of charge from www.behringer.de.

Do you have any questions? Do you neec advice? Our pros are at vour disgosal monday to
triday, 09.30 to 18:00 CET. We loox foswad 0 hearing from you. Hogfine tel:
+49 (0) 2154 / 92 06 66 * fax: +49 () 2154 / 92 06 65 * e-mail: support@behringer.de

DIGITAL STEREO 31-BAND GRAPHIC-

EQUALIZER WITH AUTO-Q FUNCTION

The true response characteristic cf each filter gives the
exact frequeacy response, which you adjust using the
faders. All settings ean be stored, copi2d. compared,
added and st btracted. The Auto-Q function allows for a
perfect correetion curve 1o match any rocm’s acoustics.
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INPUT / OUTPUT LEVEL METER

The DSP80z4 offers high-precision input/output
metering capability. “hese can of course show R.M.S.
of peak to peak values with selectable re“erence levels.
Additionally, the limiter activity is &lso indicated.

-i7.Q

LEVEL METER RFS

=21.5

VERY PICTURE
LS A STORY

FREQUENCY BWCOCT)

.00 Hz
80@ Hz

9
.

FEEDBACK DESTROYER / PARAMETRIC EQ

In addtion t the graphic EQ the DSP8024 features six
lly adjustaole parametric filters. Any of these six filters
can astomatically "seek and destroy" unwanted feed-
back frequencies. The perfect solution for all feedback
problems in your live applications.

REAL TIME ANALYZER

High-resolut-on RTA with peak hold, variable integration
tme, cursor measurement and ten user presets for easy
comparison. The 2uilt-in noise and sine wave generator
enables mamual and automatic room equatization. You
can cannect our wltra-linear measurement microphone
ECM8(00 tc the XLR input, which provides phantom
cower.

These pictures only tell a part of the success story. The open system
architecture, Windows® compatible software and free updates
ensure that your ULTRA-CURVE PRO will never be outdated.

For more information dlease visit our WEBSITE

{www.behringer.de

f‘l
I ali

e o

BEHRINGER International GmbH
Hanns-Martin-Schleyer-Stralie 36-38
D - 47877 Willic-Minchheide |

apana aava) a digh Q fa¥an!

BEHRINGER»


www.americanradiohistory.com

REVIEW

Apogee CSM-2

For methodology see Studio Sound, April 1998, page |4,

See it on the Internet net-site:

www.prostudio.comistudiosound/apri?8/r_tannoy.html

Studio Sound's 'bench test' loudspeaker reviews continue with the CSM-2. Keith Holland reports

HE APOGEE CSM-2 is

I a 3-way passive loud-

speaker that com-
prises of a 270mm woofer, a
150mm mid-range and a
25mm metal-domed tweeter.
The cabinet is a ported,
stepped-baffle design with
the mid-range driver mount-
ed (in what looks like a sep-
arate cabinet) some 110mm
behind the front of the
woofer with the tweeter
some 45mm behind this; the
drivers are all vertically in-
line. The steps in the front
baffle are tapered and cov-
ered in sound absorbent
pads of approximately 15mm
thickness. The rear panel is
fited with a pair of screw
terminals and there are
threaded mounting plates
on each side of the cabinet
for flying and so on. The
overall dimensions of the
loudspeaker are approxi-
mately 665mm high by
355mm wide by 450mm
deep. No documentation
was supplied with the
review loudspeaker, so
power handling. specifica-
tions and mounting guide-
lines and so on were not
available.

Fig.1 shows the on-axis
frequency response and har-
monic distortion for the
CSM-2.  The frequency re-
sponse is almost maintained
within +3dB from 55Hz to
20kHz, with the -10dB point
at approximately 30Hz. Some
fairly sharp peaks and dips
in response are evident in
the mid-range of frequen-
cies. The low-frequency roll-
off is third-order indicating a
damped port design. The
harmonic distortion perfor-
mance is exceptionally good
with both 2nd and 3rd har-
monics lying below -50dB
(0.3%) from 35Hz upwards.
These figures represent the
lowest distortion figures of
any loudspeaker yet tested
in this series, although it
should be borne in mind

Apoges-Sound

2180 5 McDowell Boulevard,
Pemlurna, CA 94954 L5
Tel; +1 707 778 8887,

Fax: +| 707 778 6923,
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that this loudspeaker is also
one of the largest. The hor-
izontal off-axis response is
shown in Fig.5 and the ver-
tical in Fig.6. The horizon-
tal directivity is seen to be
exceptionally  well  con-
trolled with near constant-
directivity behaviour from
about 500Hz upwards. The
vertical directivity shows a
cancellation notch at about
3kHz, but is otherwise rea-
sonable. It is interesting to
note that the mid-range on-
axis response aberrations
seen in Fig.1 also occur in
the horizontal off-axis re-
sponses so they are unlikely
to be due to diffraction from
the side edges of the cabhi-
net. The vertical off-axis re-
sponses show a different set
of peaks and dips however,
indicating that the cause
could be the steps in the
baffle.The time-domain per-
formance of the Apogee
CSM-2 is shown in Fig.s 2 to
7 which show the acoustic
centre, step  response,
power cepstrum and water-
fall plots respectively. The
acoustic centre shows a
maximum shift of about 2m
behind the loudspeaker at
low frequencies which is
less than many ported
designs, but there is some
unevenness in the phase
response between 300Hz
and 2kHz which corre-
sponds to the peaks and
dips in the on-axis fre-
quency  response. The
waterfall plot shows that
this unevenness gives rise
to some mild ringing in this
frequency range, but that
the initial decay of the low
frequencies is rapid. The
step response shows good
time-alignment with some
mid-range ringing and the
power cepstrum  shows
some evidence of echoes at
about 0.2ms and 0.4ms.
Overall, the Apogee CSM-2
is an impressive performer.
The harmonic distortion
and horizontal off-axis
response are excellent, and
the time-domain perfor-
mance is good. The loud-
speaker is let down a little
by a ragged frequency
response that, although
within 3dB limits, shows

some fairly sharp aberra-
tions which also affect the
time-domain performance.
The well-controlled off-axis
response should ensure that
this loudspeaker performs
well under a variety of
acoustic conditions, includ-
ing those that present prob-
lems for some other designs.

The CSM-2 is among the
largest of the loudspeakers
tested in this series
(although it is not particu-
larly heavy) and this
should be borne in mind
when comparing its perfor-
mance with other loud-
speakers, particularly at
low frequencies. ll
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SURROUND YOURSELF

WITH SPENDOR

o Spendor is consistently associated with
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 renowned Wave
Studios in the Soho district of London.

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

51"
e @
sPENDO R I

1999 WINNER
YOUR ULTIMATE REFERENCE

SPENDOR AUDIO SYSTEMS LTD

STATION ROAD INDUSTRIAL ESTATE

HAILSHAM « EAST SUSSEX = BN27 2ER

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

email: spendor@mcmail.com

purist gudio
and audio-
for-video
mixes.

Call now for
a full color
brochure.
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Left to Right: Michael Semanick,
Todd Boekelheide, David Parker.
In the background Edward Norton

ring

{

David Fincher's The Fight Club is in the heat of postpro,

demanding the authentic noises of the fist fight. These may
not be to everybody's taste yet are an essential part of the
movie. Richard Buskin hits the sound crew on their jabs

HE SICK SOUND of a punch. You

I have heard it thousands of times

in countless different ways and
in a variety of movie setlings, ranging
from the brutal in-ring thuds of boxing
films such as Rocky and Raging Bull 1o
the explosive sounds of ‘chop-socky’ pic-
tures such as the Kung-Fu cycle of the
seventies. In practically every case, the
audible result is a wild exaggeration of
the real thing, conveying the full power,
pain and impact of throwing or receiv-
ing a blow to the face or body. So, how
do you mix things up a litde when the
director of a new action movie wants his
actors’ punches to sound ditferent yet
equally convincing? Well, thereisalways
the option of smashing some walnuts
inside a chicken carcass. ..

‘We've experimented with all sorts of
different things,’ says Ren Klyce, the sound
designer on director David Fincher’s lat-
est film, 7he Fight Club, starring Ed Norton,
Helena Bonham-Carter and Brad Pitt.
‘Shattering chicken carcasses with base-
ball bats, cracking walnuts inside them,
smacking around slabs of meat with pigs’
feet, and then processing them... We've
done it all, and as a result of this project
our ‘punch’ library has become quite
extensive. When you hear the punches in
a film like Rockythey usually just use one
punch over and over again; iU's very
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muddy and dark, and kind of boxy sound-
ing. David Fincher, however, was much
harder to please, and so we had 1o come
up with some very different sounds.

Originally we were aiming for the
punches 1o be lifelike,” adds Malcolm
Fife, who mixed Foley on the picture.
‘Our Foley artist was John Roesch, and,
together with Hilda Hodges, he did a
bunch of temp tracks with big punches
that sounded like they were from a bare-
fist fight. In fact, while Mary Jo Laing and
Caroline Tapp were taking care of the
recording and mixing on the other side
of the control room glass, John was just
punching himself or some props
—heavy bags, leather items and pieces
of meat—that had worked well over the
years, and it sounded really good, with
a real kind of painful, close feeling.
However, it didn’t marry well with the
music and the design low frequencies,
so as we went along we started to beef
things up. In turn, that caused quite a
debate on the mix stage.

Ren Klyce and Malcolm Fife have hoth
worked with David Fincher before, on
his films 7The Game and Seven. Together
with fellow engineer David Gleeson
—whoalso participated in the premixes,
temp mixes and sound design for 7he
Fight Cliub—hey co-own Tyrell Studios,
a facility in Sausalito, California that

www.americanradiohistorv.com

tners

opened in 1997 and now caters to
several different pro areas, ranging from
feature films and commercials to music
projects and design work. Fairlight and
Pro Tools systems are based under the
same roof. as is surround-sound capa-
bility and a Sony MXP 3056 analogue
console that has been refitted with API
EQ and mic preamps, as well as GML
automation.

‘A primary motivation for starting our
own studio was the fact that our design
work was getting so complicated,’
explains Fife. ‘It would be interwoven
with dialogue, music, Foley, and so forth,
and Ren would be trying to create these
complicated integrated mixes that would
fit together. A big problem with a lot of
big films is that all of the layers are being
developed independently, and no-one
really knows what they are going to
sound until it’s too late. You end up doing
a lot of cutting on the sound stage, and
so that's why we decided to build our
own rooms in which we could hear
everything the way it’s supposed to be
long before time runs out.

Audio post work on The Fight Club
began in February 1999, a temp cut being
done to the video output of an Avid sys-
tem in order to provide the director with
instant feedback and the Tyrell crew with
the opportunity to try out their design
ideas. All of which brings us back to the
combat sounds that David Fincher was
concerned about fitting together.

‘On a lot of movies everybody works
in their own little world, and then it all
comes (ogether at the end and everyone
tries to figure out why it's not working,
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says Malcolm Fife. ‘In this case, however,
we've actually been taking mix stems
from the stage at Skywalker, playing
them in our own room, adding sweet-
eners, mixing and getting great results.

‘David Fincher has very strong opin-
ions aboutwhat he wants to hearin terms
of the Foley, but the problem is that on
a project like this there is a wide variety
of opinions. You know, what sounds like
a really nice, hard, painful punch to one
person might sound like cardboard to
another. Or it might sound good in one
context when you’re just listening to the
Foley predub, but then when you try to
add music and roaring crowds it suddenly
sounds really patchy. At the same time,
if you listen to it for 100 long you start to
fall in love with your sound, no matter
whatitis that you're doing, and so some-
times it can be heartbreaking to spend a
lot of time on a scene only to find out
that the director hates it for the same rea-
sons that you love it. That means you've
got to amend your taste a little, and usu-
ally you can. It’s all about opinions, and
there’s not really a right and wrong,.

‘Typically you sit with the director at
the outset of a project and spot the film
head to toe, with him or her dictating
what he or she wants and where,” adds
Ren Klyce. ‘However, in David Fincher’s
case, he won't really sit down and do a
traditional spotting session at the outset.
Instead he’ll sort of spot sporadically
throughout the shooting and the editing.
He likes to hear material as he’s cutting
and picture editing, so I would usually
send different examples or 2-track com-
posites for him and his picture editor, Jim
Haygood, to cut in. What's great about
the opportunity to do that is the fact that
they get used to hearing material which
is either very close (o being complete or
a facsimile of what they will ultimately
hear. That prevents the situation where
you get to the mix and they just dislike
everything; they dislike the direction of
the ambiences, they dislike the direction
of the punching sounds... In a way,
David Fincher's very smart getting the
people 1o start early.’

Still, is there a flip side to this approach,
whereby Ren Klyce is more in the dark
at the outset?

‘Yes, that is the flip side,” he confirms.
‘Butit's also good, because the extra time
enables me to kind of experiment and
try different things. That's what is really,
really good about working for David.

The level of drama in The Fight Club
varies with each fight, with most of the
duels taking the form of blood sports
between friendly combatants as opposed
to straightforward slugfests between
sworn enemies. As a result, the Foley
team had to convey 4 general feeling of
fun and excitement in addition to all of
the pain. Nevertheless, due to the stylised
nature of the movie’s more notable fights,
their initial quest for audio realism some-
times cvolved into audio surrealism.

‘T think the chicken carcasses, meat
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slabs, pigs’ feet and so on sound pretty
good,’ says Klyce, ‘but when we’d get to
the editing stage David Fincher would
hate everything and we would have to
start all over again.

So, said director’s method of spotting
throughout the shoot and edit does not
always preclude the good old ‘scrub it
and do it again’ routine.

‘Well, no, not to mention the fact that
he would often still be cutting the film,’
says Klyce. ‘That was very taxing for the
entire crew, and it was very, very diffi-
cult to keep up the spirit and momentum
of the editing guys without getting
fatigued and disheartened. They keep
changing the darned film and the sound
is linear even though the picture is ver-
tical, so if you have A, B, C and D in
terms of the sound and they want to swap
A with D you then have to deal with a
situation where A used to trail into B.
You can tell the director about that sort
of thing but he’ll just think you’re a cry-
baby. “Deal with it!” So, you can’t com-
plain, but at the same time you're getling
pressure from the studio as to why things
are going over-budget.’

This having been said, a highlight of
The Fight Club project for the Foley crew
was the opportunity to actually make use
of a 3-storey house that had heen con-
structed for filming
on the Twentieth
Century Fox lot.
Creuking wooden
floors, 14-foot high
ceilings, glass win-
dows and multiple
surfaces, together
with the kind of
acoustics that one
would  associate
with a Cl19th San
Franciscan home,
were all made avail-
able to Foley, and
these were duly
capitalised on with
a portable DAT
machine and Hi-8
playback system.

‘We had no synchronisation process,’
says Klyce, ‘so we’d actually just yell out
‘three-two-one,” snap our fingers in
place of a slate and walk around the
house and record things. Then, after we
edited it, Michael Semanick did a terrific
job in the mix. As a result, in the finished
film there’s a wonderful scene where
people are walking all over the house;
Helena Bonham-Carter will walk up the
stairs and Michael will pan it behind you
via the surrounds, and then Brad Pitt will
walk in and go up the stairs and she’ll
walk back down, and there’ll be this
wonderful circular sound which is in the
actual acoustic space.

‘Speaking of which, there are a lot of
fights that take place in basements, and
for these we tried out all sorts ol fancy
Lexicon 480 treatments on the punches
and also on the yelling, but they didn’t

-
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quite work for our mix tech, Jurgen
Scharpt. Well, they have this wondertul
basementat Skywalker Sound, and so he
set up a speaker in there and sterco
microphones, and we spent quite a bit
of time getting the levels right, and then
we'd playback the sounds in the base-
mentand rerecord them. That turned out
really great—we call it our “worldizing
chamber”—and the funny thing is that
once in a while we would hear some-
body walk by and we’d laugh among
ourselves at how he or she might be
freaking out when hearing the sounds
of people yelling in agony.

Meanwhile, in addition to all of the effort
spenton the fizht sequences, another chal-
lenging scene featured a major car accident.

‘It's easy for that kind of scene to sim-
ply be loud instead of paying attention
to detail,” Kiyce explains. ‘You don’t
want it to be just one long 20 or 30-sec-
ond ear-splitting thing. It has to be loud
and visceral, but at the same time it also
has to be spooky, allowing for slow-
motion shots intercut with ones at reg-
ular speed, and incorporating the
sounds of metal and glass, the exterior
rain, Brad Pitt tumbling in slow motion
and having bkis cheeks pressed against
the glass, and various other wondertul
images. It's hard to achieve that. >

While mixing in Skywalker Mix A.
Top to bottom: Todd Boekelheide,
David Parker and MichaekSemanich

Skywalker sound mix
technician Jurgen Scharpfin
the ‘worldizing’ chamber
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<‘Surprisingly enough, the
most difficult things are often
those that nobody notices;
subtle things like ambiences
and textures. For instance, one
ol the characters in the film,
Marla Singer—played by
Helena Bonham-Carter—lives
in a tenement in a bad area.
Well, how do vou convey that
without having an establish-
ing shot of the slum? The
answer lies in the things that
people don't notice while
they're just listening to the dia-
logue; the sound of a baby
coming through the wall of the
tenement, the sound of a tele-
vision coming through the
wall, the sound of downtown transit
buses rather than cars. Those are actu-
ally the most fun to do but they are also
very difficult, because-as you cut them
in and then you mix them vou start pav-
ing attention and eventually you become
obsessed. There’s also the placement of
those specific little sounds that no one
notices; the sound of someone cough-
ing or—as in a scene set in a hotbrau
—people serving cappuccino and set-
ting up tables. We put a lot of effort into
recording all of these things in a proper
acoustical space.’

While the Foley was recorded on
MFX3+ at Warners Hollywood, ADR for
The Fight Club was recorded on Pro
Tools at Disney. The dubbing was done
at Skywalker.

‘We would have liked to use the
MFX3+ forthe ADR as well, and we asked
10," says Malcolm Fite, ‘but while we had
control over the design portion of the
project and the Foley, we were also
working in conjunction with a big facil-
ity and had to go along with what was
hest suited in that respect.

‘We use the Fairlight for feature films
and commercials because we get to tuke
things directly off the Foley stage. Having
been in contact with it on a few shows
we decided that the Fairlight would also
be best for our mix room at Tyrell, and

Jupagr :ﬁo Studiote
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going from the mix back into the edit
room to conform is seamless. There’s no
special conversion or wave-form gener-
ating necessary like there is with Pro
Tools, and the MFX3+ is particularly good
for Foley and ADR because when you're
recording one channel at a time you can
put in lots of laycers. There again, the pic-
ture changed so rapidly on this project
that, on a couple of occasions, we actu-
ally started on a particular reel and
halfway through recording it they chose
a new version that was so different that
we decided to continue with that version
without missing any new scenes. | there-
fore conformed the Foley on the MFX3+
right there on the Foley stage, and some-
times if you're working with other tormats
that can be a bit trickier to do. However,
the only hassle that we had was making
tresh cue sheets before we started.

‘We do a lot of the initial cutting of
effects onthe Pro Tools at Tyrell, because
our libraries are all Pro Tools and there
are a loi of plug-ins. However, the Pro
Tools is a terrible mix recorder. It's no
good for remote punching in and out, it
doesn’t have a lot of professional fea-
tures and it's not as reliable as the
Fairlight, but if's a very good editing
machine for design purposes.’

Tyrell also has a DAD Plus Digital
Audio Dubber, and this was transported

back and forth between there
and Skywalker to deliver
Foley elements during the mix
of The Fight Club.

‘The DAD played back 24
channels of Foley and we
mixed that to 8-channel pre-
dubs,’ says Fife. "We actually did
transfer those pre-dubs so that
they could join the rest of the
effects and dialogue pre-dubs
on MMR-8at Skywalker, but the
Foley elements were retiained
on the dubber for the mix.

The final mix for The Fight
Club was carried out on the
Neve Capricorn inside  Mix
Room A at Skywalker, with
Todd Boekelheide taking care
of the Dust Brothers’ music score, while
Michael Semanick handled the dialogue
and David Parker mixed the effects.
Richard Hymns was the sound supervisor.

‘On a lot of shows no one really cares
about the Foley,” says Malcolm Fife.
“They disregard it and you can do pretty
much whatever you want, but that isn’t
the case with David Fincher. He cares
whole lot about Foley and so we've
really done a great deal of it on this film,
doing several things over and overagain
to please him, please ourselves and
make it all fit. That can be a pain in the
butt, but [ do like it, because my job
would really suck if every project was
one of those where no one is concerned
with the Foley. It's only fun doing Foley
when you're working with pcople who
are really into it, and you can do what
you want knowing that if you get it right
they’ll appreciate it and use it in the
movie. As a Foley cditor a lot of what
you do people don't care about—you
do the rubbing of skin and the picking
up and putting down of knives and
forks, but this film is really about con-
tact between people; often just two of
them, no shirts, no shoes, involved in a
brawl. In scenes like that vou can
sweeten things with cffects, but if you
don't have good Foley the whole thing
just won't work.” Il

Set accents.

¢+ new premium series of digital dynamics processors
{'» futdre oriented technology for adaptive controlled
dynamic range processing in outstanding quality!
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THE BEAUTY OF TECHNOLOGY

The ix-3000 & ix-5000 digital mixing consoles from TOA, the epitcme of world leading

technology emgineered into beautifully crafted products that are 100% customer focused.

Following years of exoerience ard a rup-shoulders attitude taworking with console operators
around the wold TOA has developed the most user friendly, ngerious. top performance

consoles in the markat.

SNAP SHOT AUTOMATION

Metres
Stereo metering & gain
reduction display are standard
PF or AF metering position
Clipping is indicated by red LED
Gate ON/OFF indication

Bus Assign Indication

Master t & 2 & Group bus
assignment

Status of N or OUT of EQ/Filter,
Dynamics, Delay, Insertion

Pan & Trim Controls
Stereo panning
Input trim of +12dB

{0.1dB increment)

Assignable Entry Knobs
Empioy newly developed high
resolution touch-sensing encoders
with LED indication

Quick Access Keys

INP: PAD, Phantom Power ON/OFF, Phase Reversal
ON/OFF of Sampiing Rate Converters

4-Band Parametric Equalizer
Hi: 1 8Hz ~ 18kHz

Hi Mid: 800Hz ~ 8kHz

Low Mid: 160Hz ~ 1.6kHz
Low: 35.5Hz ~ 355Hz

Gain: £18dB

Q0.1 ~50 7 Versions availabl2 for theatse, broadcast, post proq.m‘tion and nﬁsic.

8 AUX SEND Channels,
ON/OFF and Level Controls

Attack Time: 0.02msec ~ 100msec y Fully Digital - Digital inputs/outptts - 256 1/O patch bay..{'
Release Time: 100msec ~ 500msec

Threshoid: -40dB ~ 0dB

Ratio: —oo ~ 20dB

8 GROUP QUT Channels, ON/OFF Controls 4 FU"y aSS|gnabIe

M1 and M2, Bus assign ON/OFF
{Lto LR, R1ocRL, L+R)

R e A ¥ Intuitive human interface with hich resolution TFT touch screen for simple operation

HPF: 10Hz ~ 400Hz
LPF: 1.6kHz ~ 16kHz

. RS i 2 ¥ Network arehiteczure for meximum configuration flexioility

STEREO Indication

lluminates when stereo faders ¥ Robust but compact control surface greatly increases eas2 of use and benefits
are formed

STAY Indication revenue ga n when ‘space is money’.
Comes on when ‘Stay Fader’ function

is set to a channel

ACCESS Key

Controls for a channel become

accessible at the Control Module by

pressing the ACCESS key

TOA Corporation ple

<

Morden, Surrey. SMd 4_P

Channel Name Indicator
Displayed in 6 characters

AFL/PFL Switches

MUTE Switch Sales +44

General +44 0) 1813372573

Facsimile 44 (0) 18" -33 72 632

Motorized Fader E-Mail chris-c@t r i —

Intelligent motorized fader with a Web Wwwios Sc TOA.“, sc una E:f:_'::f, eering
dedicated CPU N -

Automation Indicators
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John Kurlander talks about his transition from classical recording to recording film scores
and of the differences in required recordingtechniques. Richard Buskin keeps score

€ HE ONLY NIGHTMARE situa-

tions that will come back to

haunt you are the ones where,
through nobody’s fault, there is not
enough setup time. There are hundreds
of different ways in which to lose that
valuable time, and if you don’t have
enough time or you have to deal with
a problem that consumes some of that
time, a nightmare can occur and it can
happen anywhere. The sctup is every-
thing. The sound is the setup and the
setup is the sound.

That statement is made in the context
of classical recording sessions, and the
person making it is an expert in the field.
John Kurlander is a Grammy Award-win-
ning all-rounder who has recorded a
variety of musical genres, spanning ses-
sions with artists ranging from Placido
Domingo to Paul McCartney, Montserrat
Caballé 1o Mrs Mills, and the members
of the Vienna Philharmonic Orchestra
1o the cast of Miss Saigon. Nevertheless,
show, classical and, most recently, film
soundtrack recordings have been his
forte, and while all have benefited from
his meticulous preparation and atien-
tion to detail, it is the classical sessions
that Kurlander asserts are most reliant
on a carefully executed setup.

“Your job is to put microphones up in
front of the musicians and then at the
beginning of the session you retire to
the control room,” he says. ‘If you're
recording a pop artist or rock band that
is when your work starts; you balance
the console, adjust EQ, adjust echo and
set about being creative at the desk
while theyv are performing. However,
with orchestral recordings you have 1o
do that before the musicians arrive,
because once you start a ten-minute
take of a performance you don’t want
to be adjusting levels, adjusting EQ, and
adding echo or taking it away. So, if
you think in terms of working on a mix

50

for two or three hours and then laying
it down, the beginning of a classical
recording session is laying it down. All
of the FQ, echo and focusing of the
sound is done in advance and then

modified—if at all—right at the start of

the session.
An Abbey Rouad in-house engineer
from 1967 1o 1996, John Kurlander
started out recording rock, pop and
‘easy listening’ sessions featuring per-
formers as diverse as Cliff Richard, The
Beatles, Henrv Mancini and the afore-
mentioned Mrs Mills, before carving out
a niche with West End and Broadway
show recordings and then becoming the
studio’s chief classical engineer. As a
result, in addition to orchestral credits
with Babyface, Boyz IT Men, Elton John,
Elvis Costello, Michael Jackson. Trisha
Yeurwood and Celine Dion, Kurlander’s
resume lists a plethora of cast
albums—including
Cubarel, Carmen Jones,
Jesus Christ Superstar
and Phantom of ihe £
Opera—and  leg- &
endary  classical #
singers; Domingo, f
Kiri Te Kanawa }
and  Leontyne
Price are just a

with whom he
has worked.

‘My first classi-
cal  assignment
was with the Royal
Liverpool
Philharmonic
Orchestra, conducted
by Sir Charles Groves,
Kurlander recalls. ‘I had
already assisted  Stuart
Eltham on a number of ses-
sions, and he had taught me a
lot about recording and mixing,
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and when he couldn’t make this date in
Liverpool he gave me all of the informa-
tion that I needed (o do it in his place.
Basically, | was to use his setup, because
he had used that setup in that hall with
that conductor many times. and it was a
foregone conclusion that, as longas [ did-
n't start experimenting, it would work.
‘There are different respected miking
techniques that can be used based upon
the conductor, composer, musicians,
acoustics, c¢ven the temperature.
Evervbody’s personality makes a contri-
bution to what you hear, and for his part
the conductor puts his own interpreta-
tion on the composer’s work in terms of
the tempo, general phrasing and dynam-
ics. So if, for instance, the conductor
interprets a piece of music in a very fast
and fierv way, the recording has to reflect
that. There's no use in it being distant
and blurred. One of the main things
that you have to do with orches-
W tral work is to focus the sound
B really well, but it's not
y, dlways a tight focus.
Sometimes you might
i. want it to be a little bit
0 diffuse or ambient,
and so it's a matter
of finding what
works and then
sticking with it.
‘With  classical
music the first five
minutes of a ses-
sion are vital.
You've got to get
the setup right,
andthenif it needs

John Kurlander,

¥ pictured at 20th
Century Fox in

4 ¥ Hollywood with the

=" SL9000 j-series console and
Genex GX8000 records.
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modifying this must be done in the first
five minutes. That means you've got to
spend a lot of time setting up and think-
ing about the layout. I've been told that
I take a lot of time, deciding where the
musicians should sit, whetherthey should
be very close to each other or spread
out—and, it they are spread out, whether
they should be spread wide or spread
deep—and whether or not I should use
risers. This all has to be preplanned and
pre-executed, and then I'll have the first
five minutes or less of the session to hear
them play and either say, “Yeah, I've got
it” or “This isnt working because...”
I don'’t believe anyone says, “This is
the way to do it no matter the room or
hall”. In fact, on one occasion, when
we were recording a Vaughan Williams
symphony with the London Phil-
harmonic and Bernard Haitink conduct-
ing, I remember it wasn’t working
hecause—even though the mics were in
the right place, the temperature was right
and the musicians were giving a great
performance—I had them squashed up
too much. I therefore had to go out to
the hall and move the rear of the string
section back by about four feet and ask
everybody else in the orchestra to pro-
portionately use up that four feet. That
produced the right sound.

Would it not have been easier (0 sim-
ply reposition the mics instead of the
musicians?

‘No,” comes (he reply. ‘If you're using
very few mics then it’s a case of where
the sound blends with the acoustics of
the room. If the setup is 100 tight, then
no matter where you put the mics you're
still recording the same squashed-up
group. On the other hand, if you know
how to do it you can actually get what-
ever you want, and most of thatis to do
with moving the players or asking the
players or the conductor to help you in
a particular way.’

Having achieved the desired setup
and sound, the engineer then has to cap-
ture what John Kurlander describes as
‘a sonic photograph of the perfor-
mance’. As, on a classical session, this
could amount to spending the next
three days just watching the meters
without moving a fader, the words
‘redundlant job’ might spring to mind.
However, the situation should really be
likened to that of switching a (light to
auto-pilot—everything is fine unless an
emergency arises. Then it’s time to grab
the wheel. .. or, in this case, get the fin-
gers back on the faders.

‘You have to keep an audio memory
of how it sounded at the beginning,
because the thing can drift,” Kurlander
says. ‘The temperature or humidity can
rise and the sound will change, so noth-
ing is necessarily constant.

That may be true for a particular ses-
sion. Yet, even though Kurlander has
described how personalities, environ-
ment and conditions influence the mik-
ing, he also points out that there are
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certain rules which can usu-
ally be adhered to.

‘Generally, the more that
the mics are positioned
over and into the orches-
tra, and the more of them
that there are, then the
more danger there is of the
overall sound becoming
choked and congested,” he
says. “What tends 1o work
everywhere is miking
things from away and in
front rather than inside the
orchestra, and then the
other thing to consider is
the hall or the studio in
whichyou're working. The
most frightening thing for
me is being scheduled to
record in a hall or studio
that [ haven’t seen
hecause in that case it’s
almost impossible to give
an accurate setup over the
phone. What I'll do is
cither take the time to visit
a place and check it out
first, or give them a rough
idea of the setup and then
change it when I get (o the
session. After all, since
youre dealing with the
way that the sound fills the
room, you want to know
what’s in that room; where
the reflectors are, which
way they're pointing,
whether or not you want to
work with those retlections or avoid
them, and so on.

‘At somewhere like Abbey Road’s

[N

Studio One [ would have a selection of

setups for certain types of recording,
and each one would remain the same
when we were doing a series. For
instance. interms of classical work there
are a lot of cycles, and so having estab-
lished the tempo for the first piece of,
say, a Vaughan Williams cycle, you
could use the identical setup time after
time within that group of orchestru, con-
ductor, producer, engineer and studio,
and virtually record the next one a year
later without any balancing time at all.
Quite often that's what we would do.
We would record one symphony in the
series, then come back to do the sec-
ond one a year later and put the light
on at 10 o'clock in the morning.

‘1 remember working with the
Philadelphia Orchestra and, after finish-
ing the recording of one piece, having
ten minutes left at the end of the session
to do a corrective patch for a violin con-
certo with Sarah Chang that had been
recorded a year earlier. She was there,
ready to go, to doan insert of about eight
bars, so we took the ten-minute break
thatis customary in America and I looked
at my miking notes and mixer notes.
These were significantly different from
the other recording that we had heen
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Eviene Ormandy conducting The Philadelphia Orchestra
in the ‘Old MET’ Philadelphia 1979

doing—which was a straight symphonic
piece —and we were going straight to
2-track and there wasn't any time to lis-
ten to the old recording on either side
of the insert and certainly no time to lis-
ten to it in an A-B situation. 5o, being
that we were using a totally non-auto-
mated DDA console, we were just left
with the notes and “Kurlander recall”.
Three weeks later, back in London, the
editor told me that the new segment
matched in perfectly.

‘That's just how I work. I was recently
looking at an old layout sheet for a solo
cello and piano piece, and 1 couldn’t
believe the detail that I'd gone into.
[ think T'd written down just aboutevery
measurement and the relationship of
these two people to everything else in
the room. not to mention the tempera-
ture and humidity. I'd stopped short of
writing down what they’d had for break-
fuast. There again, while [ write down
the height of a singer’s microphone and
the distance from mouth to mic, with
female singers I've also written down
the height of their heels in case they
come back in a different pair of shoes.

While album projects with Toto and
lizhak Perlman have earned Grammy
Awards, the work that he has immersec
himself in full-time since relocating to
Los Angeles has also garnered several
Oscar nominations. Namely, movie >
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John Kurlander at the EMITG console, Studio One,Abbey Road, approx 1980.

< soundtracks, which he was already
more than familiar with at Abbey Road,
and which he has recently gained plau-
ditsfor courtesy of his efforts as the scor-
ing mixer on Thal Thing You Do,
Hercudes. Anastasica, Scream 2, Analyze
Thisand Never Been Kissed among many
others. Also due for release at the 1ime
of writing are pictures such as Bowfinger
and Brokedown Palace, and it is inter-
esting 1o note how, while contempo-
rary film scores are often not even
orchestral, those that are differ quite
extensively in the recording process to
classical works.

‘The main difference is in the dynam-
ics,” Kurlander says. "A classical piece is
recorded with the intention of being lis-
tened 1o in its own right, with nothing
else going on. Most people will listen to
it in a very peaceful environment. On
the other hand, most movie scores are
writtento accompany dialogue, and this
was highlighted on my very first film pro-
ject, M Butierfly, which featured an oper-
atic orchestra recorded in Budapest, and
which I did with Howard Shore when 1
wus at Abbey Road. He approached me
to score the movie and T told him that I
hadn't done this before, but he said,
“That’s fine. T just want you to do what
you do.” Howard’s a great opera buff,
and so we discussed the layout and he
suggested that, rather than the orches-
tra being a symphonic one playing along
to the action, it should be more akin to
an operatic orchestra playing in a pit
while the on-screen action relates (o the
singers on-stage. In line with that we
subsequently set up the orchestra as an
operatic orchestra instead of a sym-
phony orchestra, and that involved a
completely difterent shape. You see, a
standard opera pit layout is 1o have the
first violins on the left, cellos and hasses
on the left, violas and second violins on
the right, and then the brass very wide
and not too deep. In the centre is the
opera stage, and we felt that this was
quite a good way to approach film scor-
ing, because the left and the right speak-
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ers carry most of the music while the
centre speaker is taken up with the dia-
logue. The analogy ol opera pit, stage
and screen actually works. so that'swhat
we still do on Howard's sessions, falling
in with the pattern of certain things
working with certain composers.

‘Ultimately. when the music that you
record for a film is being rerecorded in
the dub and it works sympathetically
with the dialogue, the Foley and the
effects, it benefits everybody. It bene-
fits the dubbing crew, the composer and
me to deliver something that is going
o work dynamically with the scene
rather than to deliver a piece of music
that they will then have no option to
fade up and down accordingly, and
sometimes drastically. You can never
second-guess it to the nth degree, but
i's vitully important to deliver some-
thing that is really well composed and
well orchestrated for the scene, and
recorded so that it sits well in exactly
the same way that a rock track needs
1o sit well with the lead vocal. There
are certain ways of miking an orches-
tra 10 have everything up front, and
there are other ways of tailoring the
sound so that it all moulds around the
effects and dialogue, and that comprises
the basics of where classical recording
and film scoring start to diverge.

‘During the last six to seven months
I've done a big-band score, Analyze
This, Bowfinger, which is basically a
soul score that moulds around a lot of
needle-drop material by James Brown
and others; Never Been Kissed, which is
more of ua classically orchestraled
strings-and-synthesiser score; Komodo,
which is like a traditional all-action
orchestral brass-and-strings score; and
Brokedown Palace, which is an eclec-
tic mix of Asian sounds and traditional
strings and woodwinds. This illusirates
the prerequisites for the modern-day
scoring mixer, and I would say that the
top people now working in the film
business have that kind of experience
and versatility.” Il
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.. or Outstanding?

8 buss routing architecture ; -
24 and 32 channel frames
52 and 68 inputs to the mix

2 SVT (symmetrical valve technology)
valve preamps

_ Wide ranging mic preamp
In-line twin fader input format
4 band EQ with fully parametric mids

_ 2 dual stereo inputs with
automation as standard

6 aux sends with 2 automated master
mutes

MIDI mute automation
4 mute groups
MIDI machine control
Tape send and return on every channel
Group/direct switching
Oscillator for signal setup
_ Talkback facility
2 studio feeds

Solo in place and PFL on both fader
paths

__ Channel status indicator LED

Optional 21 segment input bargraph
meterbridge

Interface for three 2-track recorders

SVT VALVE PREAMPS

psanns 2 e geams e e e o Vgt modern recordings sound OK - but few sound really

individual channel inserts, groups or LR. The
e e oo e e outstanding, The new GS3000 gives you truly great sounding mixes,
mode for regular inputs or in single-ended ‘guitar

e aeene memaenewe  With all the analogue warmth, sparkle and power that set the best

of pleasing harmonic distortion much sought after

by quitarists. Other valve preamp features include a,part from the ['eSt The IleW GSSOOO - S()undS glorious.

valve drive control, pre-valve swepl frequency EQ,
ALLEN & HEATH ALLEN

hi-cut filter and output level trim
Kernick Industrial Estate,
s - Penryn, Cornwall TR10 9LU, UK.
Ly, ( ) Tel; +44 (0)1326 372070
ToR ¥ peon Fax: +44 (0)1326 377097
http://www.allen-heath.com

H A Harman International Company email:sales®@allen-heath.com , !E AT’ ,

wwwamericanradiohistornv. com
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From circumstantial
standard to perfect
processing, outboard
equipment plays a major
role in audio. Designer
Richard Salter spends
some time on the rack

industry, someone made a decision

about mounting a row of jack points.
At the time it probably seemed to be a
trivial decision, but today the 19-inch
rack defines the size of a large propor-
tion of all the electronic equipment we
use. The standard has lived on long after
the engineer in question and the rami-
fications must be way beyond his imag-
ination at that time,

I have tried to discover who this engi-
neer was, but sadly the name remains
hidden. What did emerge from a little
research was a plethora of stories,
mostly suggesting American origins,
many contradictory, surrounding vari-
ous details of the how where and whys
behind the design—using the word
‘design’ in its loosest sense. As practi-
cal readers will be aware, despite sev-
eral standards documents purporting
to define the 19-inch rack, the actuality
is of many, all very slightly differing,
variants with only two consistent details:
the actual width of the front panel and
the ‘U’ of 1.75 inches as a unit of height,
which to add to the confusions, seem
to be imperial figures that are impossi-
ble to translate accurately into the met-
ric  system. Inconsistency quickly
increases as soon as internal width and
depth, mounting hole position, diame-
ter and thread pitch or any of the smaller
details are considered.

Soif the combined talents of the elec-
tronics industry cannot universally
agree on the geometry and size of a sim-
ple mechanical rack system, why should
it be a surprise when the formats for
interchange of digital audio files seem
sodifficult? With all due respects to Dou-
glas Adams’ excellent guide for galac-
tic Hitchhikers, our industry desperately
needs a technical equivalent of the
Babel fish (a hiological universal lan-
guage translating computer).

It is clear that the first usage of the
19-inch format was for telephone jack
points and patching systems. It did not
take long, nor require a huge leap of
inspiration to conceive of using the
same racking scheme as the basis for
packaging all sorts of electrical and elec-
tronic circuitry, it probably happened
by accident because the rack space was
there. There were then and even now
a few other modular packaging systems
around, most of which boasted more
convenient ratios of width, length, and
depth, but none with the universality
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I NTHE EARLY DAYS of the telephone

of the telephone rack. In a regrettable
manner similar to the later domestic
video format shake-out, the poorest
technical choice often becomes the de
Jfacto standard.

The universality of the 19-inch rack
system is such that unless there is an
overwhelming operational or functional
reason to package anything in a differ-
ent shape, such as a microphone or a
mixing console, it will have to be pack-
aged into a 19-inch rack module. The
same is true of most areas of industrial
and professional electronics. So almost
everything revolves around fitting the
contents into a particular height of mod-
ule or getting the required number of
modules into a given rack, an industry-
wide quest, often for the unattainable.
Early examples of a particular function
or technology may start out in 2U or 3U
sizes, only to be squeezed into either
1U or 2U at the earliest opportunity.

There is one area where the 19-inch
no longer rules the shapes, mass-scale
consumer manufacturing, where the
product size is most likely to be hased
upon a convenient sub-multiple of the
standard forklift pallet with a reduction
dependant on the minimum survivable
packing thickness. The last few years
have seen some audio products emerge
from this arena, particularly computer-
based systems, but the small size of the
non-consumer audio market will pre-
clude any radical departure from the
rack standard.

Like the menu choice at Alice’s Restau-
rant, you can have almost anything you
want in 19-inch module form, from
mains power distribution and light pan-
els to the most exotic special functions,
and some of them even look good. ..

The early use of modules in the stu-
dio was to supply functions which were
notavailable onthe mixing console, the
common functions of equalisation,
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dynamics, amplification and special
effects. The range of processing avail-
able has been linked closely to the
development of various elements of
technology, each new step provided
more variety. The CCD—Charged Cou-
pled Device—before younger readers
are confused the CCD used to be an ana-
logue delay line memory device and not
the sensor in a video camera system.
The CCD begat various phasing and
flanging devices, although most were
somewhat noisy processes. I remem-
ber one particularly weird module from
this era—the Marshall Time Modulator.
This module contained two large encap-
sulated modules the size of Walkmans
with the CCD arrays inside which were
so sensitive to static that is seemed they
could be damaged just by being looked
atfor too long. The Time Modulator was
capable of performing some amazing
twists to sound, even if it did add a lit-
tle noise by post CD expectations.
The high quality VCA—Voltage Con-
trolled Amplifie—both discrete com-
ponent and integrated versions,
triggered a variety of level dependant
processing, both further effects and
noise-reduction systems for analogue
tape. One that seemed to spring from
nowhere to ubiquity in weeks was the
Aphex Aural Exciter: I saw an original
one in a London studio only a couple
of weeks back, truly a long life for an
effects module.
The advent of digital techniques obso-
leted most of the analogue time depen-
dant processing and also led to the first
rack-mounted reverberation and delay
systems worthy of the description.
These same advances moved digital
tape systems away from the expensive
stand-alone products into a small rack-
mount modules with up to eight chan-
nels of very affordable storage in few
U of rack space at only a couple of >
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MASSIVE PASSIVE STEREO TUBE EQ

2-1K

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

EQ.”, “This is IT. The soun‘d I’ve always dreamt of
but couldn’t ever get until now.”

GOT THE PICTURE?

-5' P

82 - 3K9 560-27K

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 soand, kinda like a Pultec EQ
on hyper-steroids. Super-beefy, hugely-
high-headrocm Manley all-tube make-up
gain amplifiers deliver your tunes into the

next realm. You'll need to experience this.
Contact us for your nearest authorized MANLEY dealer.

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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The world’s first independent analysis of the
international professional audio business...

Studio Sound has now published two market’s growth areas and forecasts to
volumes of invaluable analysis covering the  make informed decisions for the future.

key trends and issues affecting pro audio Both volumes are clearly sectioned and
manufacturers and facilities across the illustrated with graphs and charts, allowing
globe - essential reading for all industry quick and easy reference to the information
professionals with a need to know their you need. .

Volume [ - Pro Audio Worid Report

B Over 300 pages of detailed analysis of the international pro audio market's major
issues

B Overview of end-user markets - sound recording, post-production, radio stations,
broadcast

B Overview of the world studio market split by region and type

B Objective evaluations of the latest key trends and issues affecting broadcast and
facilities

B 30 company profiles of key facilities and equipment manufacturers

B Qutlook - short, medium and long-term forecasts for the audio facilities market, and
much more...

“...38% of studios plan to open new facilities in the next two years, while 68%
intend to upgrade their existing facilities.”

Volume Il - Pro Audio Facility Survey

The resulits of the first major 1998 Studio Sound survey of facilities woridwide, broken
down by major world region and area of activity. Analysis is illustrated with tabies and
graphs for quick use.

B Key areas of growth and decline

B The current operating environment - turnover, profit growth, daily rates & capacity
utilisation

B Equipment manufacturers’ market shares, by type of equipment

B Facility managers’ views on investment opportunities, the impact of digital technology,
factors that will impact on the industry in the next five years, and more.

“Profit margins were at their highest in the Asia-Pacific region (54.4%) and
at their lowest in Eastern Europe (12.1%).”

For more information on purchasing these essential volumes,
contact Lianne Davey on tel: +44 (0) 171 940 8598, or e-mail: Ikdavey@unmf.com
Alternatively, visit www.marketfile.com to view sample pages.
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< hundred dollars per channel.

Digital technology and automated
production techniques with surface
mount components have affected all
modaule product pricing. The balance of
costs has changed: digital modules usu-
ally cost more in development time and
money and less in unit production costs
than analogue designs, particularly so
with designs involving significant soft-
ware content. This makes the overall
product budget planning more depen-
dent on volume production to amortise
the design costs over a larger number
of units. To achieve these larger pro-
duction volumes requires pricing suffi-
ciently attractive to appeal to customers
well beyond and below the budgets of
the traditional studio market, to home
studios and individual musicians, both
professional and amateur.

Another aspect of digital modules is
that we all expect them to do more.
Within reason adding more features
usually only adds to the design costs
and does not increase the production
cost, therefore this is an incentive for a
manufacturer to add features to the
product to make it look more attractive
than the others. This is a mixed bless-
ing for the user. Yes, the additional fea-
tures are good to have for free, if they
are really of any use, but all to often
this leads to controls that are a night-
mare to operate, with multiple menu
structures and limited visual feedback
through a small Lcp. When confronting
these modules, 1 wonder if a little fea-
ture restraint would go a long way
towards making better modules.

The lowering of the base line of costs
and prices for modules is not the whole
story, there is still a healthy selection of
products at higher price and quality lev-
els, addressing another reason for using
modules—providing a different or
higher quality signal path than is pro-
vided by the console for a few of the
critical signal paths. For example the
engineer may preferto use his favourite
mic amp, EQ or dynamics on the vocal
signal, or by using a few outboard sig-
nal paths for the critical signals and can
dramatically increase the overall qual-
ity of the whole recording.

These ideas are also not new, one of
the earliest modules T can find is the
repackaging of a pair of Neve console
input modules. There are literally
dozens of such quality and specialist
modules offering these basic functions
to an exceptional level by a wide vari-
ety of philosophical approaches, some
even deliberately replicating examples
of circuits from equipment no longer
available. Tt almost does not matter what
form of engineering you feel is the best,
it is probably available in a module. If
you insist that EQ sounds better when
the op amps are lovingly woven from
the hair of Peruvian virgins. .. May I sug-
gest a word of reassurance here—if
when reading through some of the
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product literature for these you con-
clude that all sense of engineering ratio-
nal has disappeared, and that the laws
of physics have been suspended, don't
be concerned: itand they have not. The
real world is probably much the same
as it was when you woke up.
Competition is good for industry and
this is certainly the case with modules
at all price ranges. At the more economic
end there have been a succession of
particular products which have in their
turn set a benchmark for value: creat-
ing a standard that others must observe
to compete, until an innovation takes
the bench-mark’s place. The Yamaha
Rev 7 is such an example, it rewrote the
performance, features and expectations
fora reverb unitat an economical price.
It enjoyed good business and sales for
a long window for such a product and
formed the basis for a succession of fur-

ther improvements in reverb modules
from Yamaha and their competitors, cer-
tainly to the benefit of those who pur-
chased and use such modules.

At the higher end of the module mar-
ket other tricks have been used and the
most obvious of these in the last decade
has been attention to industrial design
—not just a handsome box, but clever
ergonomics, effective production and
packaging engineering, as well as novel
cost-saving techniques in the produc-
tion assembly. The Focusrite Red range
and the relaunch of their Blue range did
rewrite the visual standards for module
products. Since these made their way
into the marketplace all new modules
have been forced to consider the visual
effects of the box and panel design with
detail once unknown. Yet visual design
can be a mere trick to catch the cus-
tomer's attention to the point that he >

World wide representation:

A Dual Classic

TUBE-TECH CL 2A

The TUBE-TECH CL 2A is a dual opto
compressor with the same features as two
of the well renowned TUBE-TECH CL 1B,
but only taking up two units of rackspace.

Austria: (02) 236 26 123 Australia: (02) 9975 1360 Belgium: (011) 23 23 55 Brazil: (011) 604 8339

Czech Republic: (455) 622594Denmark: (43) 99 88 77 Finland: (90) 512 3530 France: (03) 87 74 8090
Germany: (089) 609 7670 Greece: (1) 82 38 200 Helland: (010) 414 7055 Hungary: (01) 214 9449

Italy: (051) 766 648 Japan: (03) 5489 3281 Korea: (02)565 3565 Norway:(55) 951 975 Poland: (622) 446699
Portugal: (1) 353 8331 Russia: (095) 956 1826 Slovak Republic: (07) 214 051 Singapore: (225) 5115

Spain: (3) 319 5358 Sweden: (046) 32 03 70 Switzerland: (01) 840 (144 Taiwan: (2) 719 2388

Thailand: (226) 2301 5 UK: (1691) 6585 50 USA: (805) 373 1828

LYDKRAFT

Lydkraft Aps ¢ Ved Damhusseen 38
DK 2720 Vanlese « DENMARK
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< stops wandering the trade show and
pays attention to the product, giving the
sales staff an opening to close a deal. It
is rather flattering to see so many copies
of these two styles, to date I count seven
direct copies—flattering but sad that the
managers concerned did not have the
imagination nor the sense of fun to find
something equally good but different for
their products.

It is difficult to consider any techni-
cal product in depth without sooner
rather than later running into some
piece of European Community legisla-
tion, that all to often appears to be
specifically written to restrict trade or
hammer the smaller companies. The
module industry did not have a good
reputation in the seventies and eighties
for EMC—Electro Magnetic Compati-
bility. There were plenty of difficulties
created by one digital mocule causing
interference with an adjacent rack-
mounted analogue module. This type
of incompatibility is often caused by
engineering mistakes at a stupid level;
for example the error of a transformer
designed for a 60Hz market being fit-
ted to a module intended for world dis-
tribution and then not working property
in a 50Hz area (which needs a trans-
former with approximately 20% more
iron). The EMC Directives hit the audio
industry, including all involved with
making modules, with clouds of gloom
and predictions of industry disaster in

the mid-nineties. As it has transpired the
regulations have not been as bad as the
predictions and in the main the regula-
tions have actually worked as they were
intended to, and therefore for the good
of us all, by raising the EMC engineer-
ing and removing the worst offending
products from the market place. How-
ever [ do subscribe to the view that the
regulations are over the top with the
penalties and the enforcement regimes.

For those among you who have the
task of naming modules on their desks,
may I suggest that you take time out to
read TS Elliot’s poem “The Naming of
Cats’ (Old Possum’s Book of Practical
Cats). This may not make much direct
sense, but it might avoid the pitfalls of
model numbers with excess digits and
the careless use of TLAs (Three Letter
Acronyms). There have been some con-
trived names that even the manufac-
turers have difficulty recalling. Good
manners prevents mention of some of
the more spectacular examples from
Japan, but here are a couple of oddities
from the UK.

Fairy Dust Trolley—to describe a rack
of outboard modules does seem a little
on the extreme side of bizarre even for
the audio industry. And another from
the BBC—RSA—Response Selection
Amplifier, to the whole of the rest of
the world. an equaliser. From the early
Focusrite range—ISA—rumoured to

stand for Input Signal Amplifier, but as

with all acronyms soon misused and
applied to many types of module from
microphone preamps through equalis-
ers to compressors, where the links
becomes rather obscure. While I would
be the first to admit that my own con-
tributions of Red 1, Red 2, and so on,
could be considered to have erred
towards the other extreme, they are sim-
ple and memorable enough names,
which after all is the propose of nam-
ing these devices. To provide some bal-
ance, the name Rev 7 worked rather
well for Yamaha.

So where will it all end? The module
market and the designs therein are for-
ever changing to suit the latest work-
ing methods. There has been an
increase in the use of modules as a
means of bypassing, or sometimes
avoiding altogether the console, with
the mixing functions migrating onto a
workstation or some other digital plat-
form system. This very extension of dig-
ital environments for the processing of
audio could also cause some decline in
module usage: the advance of plug-ins.
Recent years have seen a huge increase
in the variety of processing available in
plug-in form and some companies now
offer their processing in both hardware
and plug-in forms. So why buy the hard-
ware version? 1 doubt very much that
we will be as dependant on the 19-inch
rack quite as much 40 years hence as
we are now or have been. B

The MDS-E11 is the latest edition to the Sony range of professional Mini Disc machines.

It’s space saving design features analogue and digital 1/0 as well as comprehensive remote
control connections. The MDS-E11 can be used in all professional applications where rugged
construction and space constraints are critical. The machine has a list price of £495 + VAT,

Now available with FREE editing software via your PC

To order or find out more about Sony Professional Audio Products Contact:

Total Audio Solutions Limited, Stockwood Business Park, Stockwood, Worcestershire B96 65X
Telephone: 01386 793699 Facsimile: 01386 793688 Email: totalaudio@aol.com

Sony is a registered trademark of the Sony Corporation
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NEW M-800.

SAME FR SERIES

AMP SOUND QUALITY AND
RELIABILITY IN A CONVENIENT SNACK SIZE.

0ur Me1400 and Me2600 have
gained a well-deserved reputation
for clean sound, bullet-proof reliabil-
ity and wealth

of system M°8no
enhancing 800 watts
features. Now @4 ohms bridged
they’re joined 550 watts
by in a new @8 ohms bridged
slightly 400 + 400 watts
“smaller” size to 2@;; OhSZSS;::S
. +
pr'ozlde you l @4 ohms stereo
wit . a complete 140 + 140 watts
family of FR @8 ohms stereo
Series High

Current Power Amplifiers. Log onto
our web site or visit your nearest
Mackie Dealer and check out the best
value amp line in the galaxy.

All FR Series Power
Amps have: s Variable fre-
quency low-cut filters » Limiter
with On/Off switch « Detented
gain controls calibrated in dB and
volts « Selectable stereo, mono &
bridged amp modes « LED level display
with Signal Present & Qverload indicators
+ Balanced XLR & TRS inputs » XLR thru
outputs « Superior T-Design cooling « 5-year transferrable
Limited Warranty

M-800: 800 watts @ 4 ohms bridged » 400+400
watts @ 2 ohms stereo » Constant directivity horn EQ/Air
EQ«1/4" & 5-way binding post outputs

M-1400 & M-1400i: 1400 watts @ 4 ohms bridged
+700+700 @ 2 ohms stereo » Constant directivity horn
EQ/Air EQ « 18dB/oct. subwoofer crossover with I select-
able frequencies  Me1400: Neutrik®Speakon® and 5-way
binding post outputs; 120, 220 & 100V models; Me1400i:
174" jacks and 5-way binding post outputs; 120V version
only » Forced-air T-design cooling

Keeps on cranking when “wall socket” voltage is
as low as 90 volts {due to brownouts

or very long, thin extension cords).

Outputs: /4" jacks plus 5-way binding

posts spaced for standard banana plugs.

MACKIE wa
ERGRE Zeen
SERIES R,

oo
)

Switchable “soft knee” limiter helps maximize
SPLs without over-driving your PA cabinets (or
the M«800).

Quick switch configuration for
stereo, mono or bridged output.

Inputs: Balanced/unbalanced /a” TRS
jacks and XLRs plus XLR THRU for easy
“daisy-chaining” to Me1400s, Ms2600s
and other Me800s. !
LED display with output level tadder, |
signal present, overload & channel status.
-Detented gain controls calibrated in
both dB and volts.

M-2600: 2600 watts @ 4 shms bridgec
* 1300+ 1300 watts @ 2 ohms stereo » 243E /oct. st b-
woofer crossover with 3 selectable frequeces « XLR thri
outputs have selectable full-range, & cressover low /higa
outputs « Neutrik® Speakon® and 5-way 2i1¢ing pos: out
puts « Forced-air T-Design cooling
©1999 Mackie Designs. Al rights reserved.
“Mackie” and the “Running Man” figure
are registered trademarks of Mackie

Designs Inc. “FR Series” is a trademark of
Mackie Designs Inc.

Variable low-
cut filters can
dramatically
improve your PA
system’s low-end
response by cut-
ting frequencies below the bass cabinets’
minimum tuned frequency. 12dB/oct., variable
from “Off” {OHz) to 170Hz.

Built-in variable
CD horn EQ.
Constant direc-
tivity horns
achieve wide dis-
persion at the
price of reduced high frequency response. The
Ms800 lets you restore lost treble or just add
some sizzle to your PA system’s top end.
Generous front panel intake gets its cooling air
from the room instead of from inside a hot road
case.

Other cocl stutf (pun intended) that our over-
worked art department can't figure out how to
draw a red callaut line to...

» Short T-Desigr cooling air paths for smoother
thermal gradient and thus increased reliability.

* Mirror-polished heat exchanger maximizes heat
transfer from oatput devices, further increasing
retiability.

» Fast-Recovery circuit design lets you drive the
M2800 into clipoing withcut audible distortion.

+ 5-Year Transfe rable Warranty.

et

Koe L] Wee N

UK 0.1268.571.212 ? ‘%
France 0.3.85.46.91.63 * '.
MADE INWBODINVILLE
USA BY GENUINE

CERTIFIED MACKDIDS

Germany 0.2572.96042.0
www.mackie.com
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Havmg established |tse|f
In the habits of the viewing
public, Sky has recently
completed a significant
Improvement at
its broadcast studios
Kevin Hilton tunes in

HE NAME OF A TELEVISION
Tstation can embody what the

broadcaster stands for. Its iden-
tity is bound up with the kind of pro-

grammes it shows and the style of

presentation. When it went on air in
1989, Sky TV was synonymous with
junk programming; its notoriety was not
helped by the high profile of founding
father Rupert Murdoch, whose ruthless
business acumen turned a shaky launch
into a hugely successful operation.

Of course, the perceived image of a
broadcaster does not always tally with
the truth. It is true that there is much
populist, hought-in programming on
the various Sky channels but attitudes
have altered over the years. Sky News
in particular is now highly regarded,.as
it often scoops both ITN and the BBC
to top stories and has even challenged
CNN for supremacy in the cable and
satellite rolling-news stakes.

Sky TV launched as a satellite-deliv-
ered direct-to-home (DTH) service on

60

vth February 1989, beade, as it is still,

from the Astra satellite. The é,LI]CIdl
entertainment channel, Sky One. wus
at the forefront of Murdoch'’s bid for the
eyes and minds of the British viewing
public. The package was completed by
a sports channel and Sky Movies.
Murdoch was continually looking to

expand the number of channels; one of

the earliest attempts was a link-up with
the Disney organisation, which ended
acrimoniously betore it started, amid
threats of legal action.

Sky finally got the extra channels it
craved when it merged with its only
rival for the UK DTH market, British
Satellite Broadcasting (BSB). This oper-
ation broadcast from the Marcopolo
satellite, which went into orbit in
August 1989, although the start of the
five BSB services was delayed until
April 1990. Whereas Sky stuck with the
PAL transmission system, BSB made a
bold decision to go with MAC, which
gave better quality sound and vision.
Another difference between the two
was the receiving medium: Sky chose
the now familiar dish, while BSB was
ridiculed for its Squarial.

Both services were losing money but
Sky had the advantage of being bank-
rolled by parent group News Inter-
national, which includes Murdoch's
successful daily newspapers in the
UK. At the time, Sky was costing an
estimated &2m to £&3m a week to run
and had run up debts of £4.3m. When

the two merged, BSB had already spent
£700m of a &1.3bn investment fund.
Despite going against all the guidelines
of the then regulator, the deal went
through, creating British Sky Broad-
casting (BSkyB), a 5-channel service
transmitted solely from Astra.

Five years later, BSkyB was declaring
six monthly profits in excess £30m, mak-
ing it possible for the station to pay back
the original investment. Part of its suc-
cess has been to secure the first British
screening rights of such hits as ER,
Friends and The Stmpsons. In October
1998, BSkyB launched one of the UK’s
first digital TV services, SkyDigital. This
gives the choice of 10 documentary
channels, five sports channels, up to five
different movies every hour, Sky One,
Sky Sports 1, 2 and 3, Sky News, MUTV
(a channel dedicated to Manchester
United Football Club), dotTV (technol-
ogy), Discovery, the History Channel
and various affiliated services, includ-
ing. Bravo and Disney. Also offered are
all the BBC services, Channel 4 and
Channel 5.

As a major publisher-broadcaster, the
perception could be that BSkyB has
little need for its own studio and post-
production facilities, with the obvious
exception of the sports and news chan-
nels. This is a misconception, as the
broadcaster has an active promotions
department and needs to quickly pre-
pare trailers for the shows on Sky One
and the many movies it screens. Sound
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is often a major element in these short-
form packages, mixing dialogue from
the programme, a voice-over and, usu-
ally, an appropriately witty or clever
music bed. BSkyB now has five audio
post suites at its sprawling site on the
edges of West London and is planning
a sixth for the end of this year.

The oldest of these are based around
Amek Angela consoles; another features
a Yamaha 02R and the most recent are
both equipped with Soundtracs DPC-II
digital desks. All use DAR SoundStations
as the audio editing platform and are
also fitted with common synchronisa-
tion and Sony DigiBeta and Beta SP
video tape machines. Digital audio con-
soles are now increasingly used in post-
production, a trend that Sky found it
could not ignore fora variety of reasons.
‘We needed to go digital in these suites,’
explains Tim Field, sound dubbing
supervisor, ‘because all our video edit
rooms were moving completely
towards DigiBeta. When these two new
dubbing studios were being planned,
we looked at other desks, including the
02R, but it didn’t have the capabilities
we were looking for, even if we cas-
caded two 02Rs.’

In February of last year, Field and his
colleagues approached Soundtracs with
a view to buying the Virtua console.
‘The problem was that we felt the Virtua
was not a significant step forward from
the O2R," says Field, ‘because it didn’t
meet our requirements for the number
of inputs. But Soundtracs said they were
developing a new desk, which was a
larger format and matched the kind of
price we had in mind.” The first DPC-II
suite was completed in November 1998,
the second came into use in May this
year. ‘It’s a pretty simple desk to use,
comments Field, ‘and there was a fairly
relaxed installation programme. After
that we held a series of training ses-
sions to introduce all the dubbing engi-
neers, including the freelancers we use,
to the desk.’

Field agrees that the bulk of the work
passing through these suites is from the
trailers department but says there is the
potential for longer-form work in the
future. ‘By far the greatest usage is for
promotions and other short-form mate-
rial,” he says. ‘Sky is a very marketing-
led station and has a strong promotions
department. But, aside from that, Sky
has recognised the short-fall in televi-
sion investment and is heavily involved
in financing or part-financing movies
with modest ($25m) budgets. There are
also more partnerships with indepen-
dent production companies and this will
increase in the future.’

An obvious example of this is the
Uncovered series, which began with
Ibiza Uncovered and has continued
with other glamourous, sexy locations.
These shows were post-produced at the
London Studios, but Field says that
moves are being made to attract out-
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side work like this to Sky’s post facili-
ties. ‘There are plans to trade out these
studios,” he explains. ‘It wouldn’t be all
the time, because in-house work still
accounts for the majority of our book-
ings, but it would be good to attract
more on some occasions. It may be that
we cut a deal with production compa-
nies making programmes for us, so that
they use our facilities.’

Aside from promotions, a large pro-
portion of audio posting is for the news
and sport departments. A recent exam-
ple is the Cricket World Cup, for which
Sky was the primary host broadcaster
(with the BBC handling a smaller pro-
portion of the matches). While the.
DPC-1l and Angela suites share the more
involved projects, the 02R room is used
for less complicated work. ‘The capac-
ity of the 02R is insufficient for some of
our needs,” comments Field, ‘but we
are still very happy with it as a tool and
a piece of technology. There’s no way
that it should be over-looked in com-
parison to our other suites. It is used for
similar work as the Angela and DPC
rooms but usually these projects are
simpler to put together. It only has an
8-track SoundStation, although it does
have a DA-88. The suite is still used for
promos but it is not quite the same spec-
ification as the others.’

The DPC suites feature two 56-input
MADI racks, which Field agrees could
be seen as over-the-top. ‘When we drew
up the specification, we built in a degree
of redundancy,” he says. ‘There is an
analogue and a digital output from most
machines, both of which feed into the
desk. As well asthis there isan analogue
patch-bay. T was quite pleasantly sur-
prised the way the whole digital wiring
turned out: we take either an analogue
or digital source into the Krone signal
distribution frame, then onto the patch-
bay jacks and back, via the Krone frame,
into the desk racks.’

The DPC-II can be configured with a

waanaL americancadiohistarns. com

maximum of 160-channels—80 chan-
nels on the upper ‘level’ and 80 on the
‘lower—with the ability to view up to
224 inputs in four racks. Field says that
the Sky dubbing mixers would not be
using 160 channels at any one time,
explaining, ‘With short-form work, you
may have six to eight tracks as a lay-up
from the DigiBeta machine, giving, say,
six different versions of a voice-over.
Then there are the sound effects to take
into consideration, so we need a fairly
healthy number of channels, not just
something like 56 but not as many as
160. The 160-channels enables us to
build the kind of configuration we need
for particular jobs.” Such flexibility is
needed because the dubbing suites are
also used for sports work: they are tie-
lined to the master control room,
enabling live feeds and commentary to
be synched to picture. This is for situ-
ations when, for example, football cov-
erage is coming from an international
host broadcaster, featuring only mono
effects, and an English-language com-
mentary has to added.

The DPC-II's recall and automation
functions are controlled by an onboard
Pentium computer, which runs on the
Windows 3.11 operating platform. This
controls the entire range of the desk’s
functions, including the equalisation,
which is nominally a 6-band system.
“Two of these are filters,” explains Field,
‘so they can be assigned for dynamic
side-chain processing. This means the
EQ is effectively 4-band, but it is easily
meets our requirements.” Field adds that
any function can be automated, with the
ability to link one channel to another
part of the desk.

A criticism of digital consoles has
been that, because there can be many
layers and a lot of assignability, there is
not the opportunity to instantly change
a setting by reaching out for the con-
trols. ‘Nothing is hidden under menus,’
responds Field, ‘so it is about as close >

BSB' Richard
Mannering,
left, and

Tim Field at
Soundtracs in

Glenrothes,

Scotland
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<as you can get to grabbing a knob
and changing parameters. By touching
a fader, you get access to the EQ, so it’s
really a 2-button operation. After setting
up the compressor or gate, the only vari-
able is the threshold, which is why it is
controlled by a big knob on the desk
that you can’t miss. Once we've set the
parameters, all we have to do is tweak
the threshold.’

Broadcasters have different needs,
often idiosyncratic, from recording and
other postproduction houses. BSky13 is
no different. ‘We don't use a traditional
solo bus,’ Field observes, ‘we use PFL
[pre-fade listen] instead and we neced
that to come out of a separate loud-
speaker. It is important to cut the com-
mentator’s mic and talk to them off air.

We when first took delivery of the desk,

the PFL function had been taken out
and the new version of the software was
unstable. We asked for the PFL to be
restored, so in that way, and others, we
have been contributing to the devel-
opment of the DPC-II project.’

Aside from this initial set-back, Ficld
says there have been no problems with
desk reliability. This is important as the
suites can work long hours, although
they are maintained on a regular basis.
The studios also feature Tascam DA-88s,
MiniDisc, DAR CD Advance (as well as
conventional CD machines), tc elec-
tronics M5000s, Sony V77s, Focusrite
Red 7s for the front-end and Blue 230s
for analogue compression. All equip-
ment is hooked together using Colin

Broad synchronisation; monitoring ison
Genelec S30Cs.

The current DAR SoundStation sys-
tems (with the exception of the 02R
room) are 16-track versions. The new
dubbing suite will be fitted with the
SoundStation 32-track STORM platform
and Field is considering a general
upgrade for the existing SoundStations
by the end of the year. But it has been
decided to install the d-net networking
system sometime next year (currently
projects are interchanged on 2.6Gb
magneto-optical drives).

The new dubbing suite will also fea-
ture a Soundtracs DPC-II and although
BSkyB was not the first UK broadcaster
to install the console, its commitment
cannot be questioned. M

TL Audio Lirpited, Sonic Touch,
\ Iceni Court,/Icknield Way,

Letchworth, Herts $G6 1TN UK

Tel: +44 (0)1462 680888
~Fax”+44 (0)1462 680999

.gmail: info@tlaudio.co.uk

T
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TL Audio the classic
{ valhve console

Four band EQ with fully
parametric mids, one
stereo and six mono aux
sends, and faders on both
channel and monltor signal paths
© A truly unique multitrack console! P

Fully modular in-line format
Configurations from 16 channels
to 56 channels

Optional patchbay (internal or
external), fader/mute automation
and comprehensive meter bridge
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When we changed to SM 911, 7 or 8 years ago, “ O
we got that sound back. It has a really good m nasho & BASE
musical edge.

when BASF SM 900 maxima

came out we started to mse that on the 24 track -
it gives me that sound | want.”’

Producer of the Brit Awards “Album of the Year” 1997 @

“Everything Must Go” by the Manic Street Preachers and Winner

of the Music Week “Producer of the Year” 1997, Mike Hedges SM 900 maxima Is a high-output analogue tape
has produced hits of artists such as Texas, Everything But The Girl, | :z:'?n‘gg‘;:’n‘zifl‘:l‘::.yei‘:,’a “:v';;‘e'“;‘;f";m'lec°:’;:'g"e§
Siouxsie and The Banshees, The Cure, The Beautiful South, | tow nolse and low print through.

Geneva and McAlmont and Butier.
For more information contact
EMTEC M : +44 01295227838 or visit EMTEC Magnetics’ =) B ASF
@] g nef ICS web site at http://www.emtec-magnetics.com ]
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ARGE—SCREEN electronic projec-

tion is not a new phenomenon.

Many sports arenas around the
world make use of such svstems to dis-
play scores and statistics, team lineup
changes, instant replays. An increasing
number of concert halls are supple-
menting staged events with either simul-
taneous video projection. or redefining
the auditorium as a venue for close-
circuit sports, music shows televised
fromremote venues, siales seminars and
otherrelated gatherings. But there is one
area ol the enterrainment industry
where electronic projection of a high-
quality video signal would literally rev-
olutionise the wuy we enjoyv a
mainstream form of visual media—the
movies. Hollvwood in particular has
been feverishly working behind the
scenes to develop and perfect video-
based projection systems that rival the
look and feel of conventional 35mm
film. The challenge facing contempo-
rary theatre owners is to make the
movie-going experience memorable,
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and one that stands up to increased
competition from digital and high-def-
inition television.

Aside from dramatic and ongoing
quality improvements—flm being run
through industry-standard platter sys-
tems can receive a lot of edge and sur-
face damage during a normal run within
a muliiscreen cinema—there are addi-
tional savings to be made from electric
cinema. I is estimated that Hollywood’s
major studios spend approximately
$1bn a vear on the preparation and dis-
tribution of film prints. (Each print costs
around $1,200-$2.000.) Video pictures
being shown in electronic cinemas
around the world are tirsi-generation
images that are immune to physical con-
tamination. ensuring that picture qual-
ity remains constant regardless  of
whether the audience is seeing the tilm
on its first day of release, or weeks later.
To say nothing of the $2bn piracy prob-
lem currently facing Hollywood studios.
(End-to-end encryption is designed 1o
reduce unauthorised access.)

Digitised images and soundtracks can
be delivered via a variety of mediu,
including high-capacity removable hard
disks, fibre-optic links, broad-band cable
or satellite, which can be dramatically
lower than current printing costs. And
with todav’s trend towards new con-
struction and remodelling of theatres into
multiscreen complexes, the cost of dis-
ributing additional prints for the same
number of available seats is rising. Also,
a multiplex does not show 20 or 30 dit-
ferent programs; instead, itexhibits pop-
ular films on more than one screen, with
offset start times. (But it must be
acknowledged that, at a reported price
of between $60,000 and $140,000 per
digital-ready screen, exhibitors are nat-
urally concerned at making the right
decision at the right time, and securing
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a return in their investiment.)

Electronic cinema offers many cre-
ative possibilities. For example, several
different picture tracks might be devel-
oped to support multiple-language
releases foropening-closing credlits and
50 on, with real-time cdits being made
in the digital domain. Sound and image
tracks do not have to be tied together.
Different foreign-language audio tracks
could he supplied, and synchronised
during presentation, without the need
for multiple image copies. Different
5.1-channel, 7.1-channel, stereo, even
mono audio mixes could be supplied
to theatres equipped with varying
replay capabilities, without the need for
multiple inventories.

As will be obvious to even the most
casual observer of the film industry,
George Lucas has never been one to
accept the ordinary. For years he and
his visionarv company, Lucasfilm, plus
its sound and picture subsidiaries, have
been making dramatic advances in
movie production and presentation.
Today. Lucas’ billion-dollar organisation
consists of Lucasfilm Lid, which handles
all feature film and TV activities, as well
as business activities of the THX Group
and Licensing; LucasArts Entertainment;
Lucas Learning Ltd; and Lucas Digital
Ltd, which comprises Industrial Light &
Magic and Skvwalker Sound.

Recently. the THX Division of Lucas-
film was hired by CineComm Digital
Cinema and Texas Instruments to
ensure that a series of digital screen-
ings for The Phantom Mencce looked
and sounded its best. Drawing upon
vears of experience with high-quality
film transfers and film presentation,
THX oversaw creation of the digital film
masters, and aligned each of the four
US theatres showing the film in
limited-run showcase presentations.
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And there are reported plans to repeat
the experiment in Europe and Asia
within the coming year.

CineComm and TI provided digital-
projector technology for the one-month
presentation of The Phantom Menace
on two screens in Los Angeles, and two
in New York, starting on the 18th June.
In Los Angeles, CineComm’ digital pre-
sentation was held at Pacific’s Winnetka
Theatre, while Texas Instruments’ pre-
sentation was at AMC's Burbank 14
Theatre. In the New York area, Cine-
Comm showed at Loews’ Route 4 Para-
mus, and TI at Loews’ Meadows 0,
Secaucus, New Jersey.

“We are proud that The Phantom Meii-
ace will be the first movie digitally pro-
jected for movie-goers’, commented
Lucasfilm president Gordon Radley.
‘Digital projection is a tremendous
breakthrough for the motion-picture
industry and, by choosing to use our
movie to showcase this technology, we
seek to escalate the wide-scale intro-
duction of digital projection for every-
one’s benefit—the studios. the theatres,
film-makers and the public.”

As Rick McCallum, producer of The
Phantom Menace, stated: “For the first
time, a film-maker can be certain that
the audience will see and hear the film
in the way the film-maker intended it to
be seen and heard. Like the introduc-
tion of sound and colour, these digital
screenings represent the beginning of a
new era in film presentation. Electronic
projection guarantees a perfect print
with cach and every screening for the
full life of the film. and for every copy
that is made, All any film-maker wants
is to be able to show a film that is free
of scratches and [with] the qualities of
image brightness, focus and colour that
everyone has struggled and spent so
much time and effort to create’.

CineComm Digital Cinema is work-
ing closely with Hughes-JVC
Technology (a subsidiary of
Japan Victor Corp) to develop
high-quality projection, and
Qualcomm Inc, to develop
data-compression and en-
cryption techniques for deliv-
ering video signals via
satellite and other broad-
band delivery systems. The
Hughes-JVC  Image Light
Amplifier Technology ILA-
12K uses a liquid crystal light-
valve coupled to three
analogue CRTs. CineComm
will offer theatre owners a
complete service from film
print, digitisation and distrib-
ution to theatres via satellite.
CineComm  says that the
retrofit costs for theatres will
be offset by charging fees to
distributors and theatres cach
time a movie is shown. The
firm’s satellite technology will
also allow theatres to explore
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other types of events, such as fashion
shows and corporate presentations.

Texas Instruments, on the other hand,
is focusing its attention on semicon-
ductor and DSP solutions, developing
suitable components that could be
licensed to OEM projector manufactur-
ers. TI's prototype electronic cinema
projector uses a custom-developed Dig-
ital Light Processing (DLP) assembly fit-
ted with more than a million tiny mirrors
that move to deflect a light beam in one
of three primary colours onto the
screen. One reported benefit of the TI
design is that it is relatively compact,
and displays an image from a single
lens. By the way, TI supplies DLP sub-
systems to more than 25 of the world’s
leading projector manufacturers. A DLP-
based projector recently won an Emm<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>