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[l multi-format digital post
production console

LIBRA POST harnesses the power and functionality of AMS Neve’s
flagship DIGITAL FILM CONSOLE (DFC) for the wider world of video

post production.

KEY FEATURES INCLUDE:
@ 12-48 faders, up to
192 inputs

© Surround sound mixing
to any format

€ Multiple stem outputs
up to 8 channels wide

@ Dedicated 8-channel surround
monitor panel with matrix/
processing inserts

@ Encore™ Total Dynamic
Automation - shared with DFC

@ Automated joystick panning
@ 96kHz-ready processing platform

& Optional multi-machine
control

¢ Optional 24-bit hard
disk recording/editing

&
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= HEAD OFFICE - AMS Neve plc - Billington Road - Burnley - Lancs BB11 5UB - England - Tel: +44 (0) 1282 4570
) AM ; Fax: +44 (0) 1282 417282 - LONDON - Tel: 0171 916 2828 - Fax: 0171 916 2827

GERMANY - Tel: 6131942520 - Fax: 6131942 5210 - NEW YORK - Tel: (212) 965 1400 - Fax: (212) 965 3739

M\
| . NE ‘ / E HOLLYWOOD - Tel: (818) 753 8789 - Fax: (818) 623 4839 - TORONTO - Tel: (416) 365 3363 - Fax: (416) 365 1049

e-mail: enquiry@ams-neve.com - http://www.ams-neve.com
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F've reasons to go digital with System 5:

e 24bit/96kHz signal path and recordirg via MAD!, AES/EBU. or analog
e fast, fun traditional style controt sur-age with total automation and snapshot recall
o world clzss mic preamps, EQ, flters znd dynamics, with u>to 48 grp, 48 mix, and 24 aux buses
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The ADVANTA Series
Large-Format Digital Production
System is more than a mixing
console. Four years in de\_/elop-
ment, ADVANTA delivers on
the promise of digital — with
outstanding Sonic Quality,
frame-accurate Dynamic
Recall/Reset of every parameter,
comprehensive Assignability to
reconfigure the entire system to
meet your precise requirements,
Scalapility, and full Connectivity
with other components that

complete the all-digital studio.

ADVANTA is-targeted at a wide spectgyTis
of appheations - from muslc recordlil

through broadcast productign
to film 3and TV post.

DIGITAL’S NEW STANDARD

www.otari.com

Otari Corporation, USA Tel: 800/877-0577 +1/818/594-5908 Email: sales@otari.com ¢ Otari, Inc., Japan Tel: +81/424-81-8626 Email: salesinfo@otari.co.jp
Otaritec Corp., Japan Tel. +81/3-3332-3211 Email: sales@btaritec.co.jp ¢ Otari Singapore Pte. Ltd., Tel: +65/284-7211 Email: otarisp@singnet.com.sg
Otari Europe GmbH Tel: +49/2159-50861 Email: euro@otari.de

R&D in cooperation with $anyo Kogyo, a member of the Otari Group
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EDITORIAL

All the trimmings

WE INTERACT with our environment because it is a means of staying alive,
yet this rudimentary function is now threatening to be applied to our enter-
tainment as if the lack of it were a long-standing limitation of what we have.

Digital TV and new audio and picture carriers promise to allow the viewer
and listener to elevate their passive roles to those of the director with some
jurisdiction over what they are experiencing.

I can appreciate the novelty of being able to switch cameras on TV For-
mula 1 coverage or change the camera angle on a musical production, but
I like my entertainment very much on a plate as the originator’s best shot
at the job. I'limit my interaction to switching the thing off or not.

It is worrying for a whole number of reasons, but does the consumer
need to be given this degree of control or choice? How many different ver-
sions of a film could you bear to program when you've already decided
that it stinks? We appreciate a finished product in its own space and time
and don’t lose sleep over how much better it would have been if Hero B
hadn’t had her brief fling with the airline pilot or if the vocals had been
mixed a bit higher on that 1960s classic.

And you'd be handing control over to a populace that attributes audio
and image quality to the brand identity of its hi-fi in much the same way as
it attributes importance to the words Tommy or Calvin stitched on its pants.
They don’t need control they just need to be entertained properly.

Interactivity is a red herring at a time when the real application should
be focused on pouring money into raising the universal average standard
in ordinary vanilla TV programming.

Always this modern obsession with the trimmings, God forbid we ever
address the basics. Zenon Schoepe, executive editor

Neophobia

NEOPHILIA HAS MUCH to answer for. On one hand, it is one of the aspects
of human nature that ensures our progress. On the other, it readily threat-
ens established means and methods that need no improvement. It is, of
course, the love of the new, or novel.

Almost every aspect of modern living—professional, recreational and edu-
cational—has been impacted upon by new technology. But while tech-
nology offers change in many areas, the keyword here is ‘enabling'—we’re
concerned with those technological advances that make established tasks
quicker, easier and often cheaper to perform. They make perfect sense in
the professional world, of course, where ‘quicker’, ‘easier’ and ‘cheaper’ are
invariably translated to mean ‘more efficient’. The adoption of equipment
that makes some aspect of an established task more efficient is what has
helped drive Western civilisation forward for hundreds, if not thousands of
years. It is a picture so familiar that we frequently no longer see it.

Trouble is, quicker and easier frequently don't necessarily mean better.

As you can tell from the general standard of published print in the twi-
light of the 20th Century, replacing typesetting and layout methods that often
demanded days to complete with electronic alternatives that reduced them
to minutes has done little to raise the standard. The inevitable conclusion
is that quicker is not better, and easier and cheaper are definitely worse.
Quicker invites those mistakes that we used to associate with haste while
easier opens the doors to those lacking essential skills and cheaper opens
the doors to the hoi polloi.

So what of audio?

Happily, audio tends to fall into one of two categories: the first ensures
that anyone accepting progress’ poisoned chalice is driven by enthusiasm
if not ability, and the second requires them to be part of industries too big
to readily fall foul of over ambitious amateurs. You can apply these defin-
itions to music, radio, television, film... Everything, to date, but the unproven
Internet.

Accept my neophobia and look carefully at what you do—and how long
it takes you. Tim Goodyer, editor

8

WAAM-alaeticantadiehisternscala

Sy

Incorporating Broadcast Engineering
September 1999. Vol 41. No 9.1SSN 0144 5944

Miller Freeman Entertainment Group,
A division of Miller Freeman UK Ltd,
4th Floor, 8 Montague Close, London
Bridge, London SE| 9UR, UK.

Tel: +44 171 940 8500

Fax:+44 171 407 7102

Email: studiosound@unmf.com

Net: www.prostudio.com/studiosound

Editorial

Executive Editor: Zenon Schoepe

Email: studiosound@unmf.com

Direct line: +44 171 940 8513

Editor: Tim Goodyer

Email: studiosound@unmf.com

Direct line: +44 171 940 8578
Production Editor: Peter Stanbury

Email: pstanbury@unmf.com

Direct line: +44 171 940 8523

Secretary: Eileen Sullivan

Email: esullivan@unmf.com

Direct line: +44 171 940 8524
Consultants: Francis Rumsey;

John Watkinson

Columnists: Dan Daley; Barry Fox;
Kevin Hilton

Design Consultant: Ben Mallalieu
Regular Contributors: Jim Betteridge;
Richard Buskin; Simon Croft; Ben
Duncan; Dave Foister; Bill Foster;
Tim Frost;Yasmin Hashmi; Neil Hillman;
Keith Holland; Rob James; Caroline Moss;
Philip Newell;Terry Nelson; Stella
Plumbridge; Martin Polon; George
Shilling; Patrick Stapley; Simon Trask

Advertisement Sales

Group Sales Manager: Chris Baillie
Email: cbaillie@unmf.com

Direct line: +44 171 940 8517
Deputy Ad Manager: Phil Bourne
Email: ppbourne@unmf.com
Direct line: +44 171 940 8542

US Representative: Bill Ford

Email: bford@coastside.net
Classified Sales: Andrew Lynn
Email: alynn@unmf.com

Direct line: +44 171 940 8518
Advertisement Production: Denise Walshe
Email: dwalshe@unmf.com
Direct line: +44 171 940 8539

Publishing Editor: Joe Hosken

Direct line: +44 171 940 8602

Circulation Manager: Caroline Chamberlain
Direct line: +44 171 940 8579

PA to the Publisher: Lianne Davey

Managing Director: Doug Shuard

Publisher: Steve Haysom

September 1999 Studio Sound


www.americanradiohistory.com

POST PRIDUCTION

AL
: : 58 %
/ }:‘3
o PEEEEREE ;iga :‘h J —
5 il Uity '
- \. = ! T - .'-
I o 1
//-' | I'f-' I "";';;" a;' : -
- — - -

awave studios
- ' —  soho - london

When Jehnrie Burn and Warren Hamition decided to crease their own facdity "Wave™. in
London's Sohc district. the decision to go fully digi'al was immediate.
However. taeir sewcction ot equipment took a “'tle longer.
They knew that in order to satisfy their Clie®'s demands trey had to
optimice not anly theiraward winning talents but also their speed oF
. operaton. The evaluaton of the DPC-Il was conclusive.
‘ 4 The comsoles demons:rated the highest level of audio pe-formance

with arunmatched aase of operation. Johmnie has this torsay *

Having had the Jemo we knew we wanted :Fe DPC-//s befere we

even knew the prrce. We had both previously xorked on othe major

= systems yet stil remain consistently happy with eur choice of conso'e.”

NDTRACS i
Soundta=s BUC. Blenheim Roa3 . Longmead 3usiness Park . Epzom . Surrey KT19 9XN UK d'g’ X
Tel: +-24¥(0)181 388 5030, Fa (+44! (01181 388 505( I ]
Seundt-aes.USA Inc. 200 Sez Lane . Farmingeale . New York 11735 . USA
Tel: <+ )'§16 269 1234 Fax: (+1) 516 249 4854

emal: zabs@soundiracsem  web: http://www.sourdtracs.con
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B London's Angel Studios is flying high
after spending almost £40k expanding its
recording capacity. New equipment
includes a SADIE 24-96 system, Radar Il
hard-disk recorder, Apogee AD800O and
CD-R850 recorder: Imminent is a tc
electronic M2000 effects unit destined for
Studio 2 and a Magtracks 5.1 Music Box
Angel, UK.
Tel: +44 |71 354 2525.
B The Hawaii studio of Japanese record
producer and artist Tetsuya Komuro has
been completed by LA-based studio
design consultants, studio bauton. True Kiss
Disc Studios offers two S5L SL9000j-
equipped rooms with custom TEC:ton
TTH! stereo and 5.1 monitoring systems.
Studio bau:ton, US.
Tel: +1 213 251 9791.
8 US FoxTelevision affiliate WITI-TV is to
install a 48-input AMS Neve Broadcast
Television Console in the station's control
room It will be used for five news
programs as well as news preproduction
and local programming. This is the station's
first purchase of AMS Neve equipment. it
replaces a 24-year-old Ward Beck
production console and is part of the
.station’s expansion in news programming.
B London post facility, 750mph, has opted
for Dynaudio M2 monitors and Chord
1032 amplifiers throughout. The facility’s
three studios offer Fairlight workstations
and surround monitoring and have seen
work from British Airways, Barclaycard,
Virgin Cola and Heineken.
DynaudioAcoustics, UK.
Tel: +44 171 403 3808.
Chord, UK.
Tel: +44 1622 721444.
AMS Neve, US.
Tel: +1 212 9651400.
B Swiss television channel, SFDRS, has
installed a second Fairlight Fame digital
audio production system, replacing an
analogue console.The upgrade will also
include a Mediallink networking system
linking the Fame, MFX3plus workstation,
Avid Media Composer and Digidesign
Tools systems.
Fairlight, UK.
Tel: +44 171 267 3323,
Digidesign-Avid, UK.
Tel: +44 1753 653322,
B Burbank's Fotokems production facility
has taken 23 Miller & Kreisel 5.1
monitoring systems.The systems will be
installed in ten of Fotokems telecine suites,
four edit suites, four audio suites and five
QC bays, each consisting of three MPS-
2550s (LCR), two MPS-2575s (surrounds),
an MPS-5310 powered subwoofer,and an
LFE-4 Bass Management Controller.
M&K, US.
Tel: +1 310 204-2854
B Sausalito’s Studio D music, film and
broadcast facility has completed a major
upgrade that includes a 72-input Amek
9098l console, a JBL 5.1 surround
monitoring system, an editing suite with
the latest 24-bit Pro
Tools, redesign of the control room
acoustics, and reinforcement of the
isolation booths. Studio D's varied clients

10

include Soundgarden,Van Morrison, Aretha
Franklin and Huey Lewis and The News.
Studio D, US.

Tel: +1 415 332 6289.

Amek, UK.

Tel: +44 161 868 2400.

B The European DTS transfer suite,
responsible for the DTS muttichanne!
encoding of British and European fim
soundtracks for cinema distribution, has
installed an HHB Circle monitoring system.
HHB, UK. Tel: +44 181 962 5000.

B New York's Sony Music Studios has
purchased aTrue Audio Precision 8
preamp for its classical remote recording
kits. The purchase follows trial recordings
made with the Los Angeles Phitharmonic
Orchestra athough it has since seen use
on piano-voice duets with Neumann
TLMI70 mics in New York.

Sony Music, US.

Tel: +1 212 833 4186.

True Audio, US.

Tel: +1 520 299 3351.

B London music production house Music
By Design has installed a 160-channel
Soundtracs DPC-Il digital console in place
of a Sony MXP3000 analogue desk. MBC
specialises in commercial soundtracks and
music composition, with recent projects
including Macdonalds, Coca-Cola and
Cadburys. Another London facility,
Golden Square Post Production has taken
15 new audio patch panels from VDC.
The panels handle digital and analogue
audio, and time code, and were prewirec
with Van Damme Blue Series and PSN-
type digital audio cable.

Music By Design, UK.

Tel: +44 207 434 3244,

A France: Highway Television, one of a new wave of P
television postproduction facilities, has replaced an Akai system

arisian

Soundtracs, UK. with a 24-channel Fairlight MFX3plus digital audio workstation.

Tel: +44 208 388 5000.

Tel: 444 171 700 2777,

B German composer Harry Kulzer has
purchased a 24-track Fairlight MFX3plus
as the primary music recording editing
system in his recording studio, Whoopee
Records, in Horgau, Southern Germany.
Kulzer enjoys a reputation as one of
Europe’s preeminent composers for
television and film scores as well as being
resident composer for the popular
German variety television show Sendung
Mit Der Maus.

B London-based Et Camion, part of the
Manor Mobiles fleet, is up and running with
a 64-channel SSL Axiom MT digital
console at its centre. Having already
notched Up sessions on the British TF
Friday television show, Manau in Paris and a
London concert for the Japanese
broadcaster NHK, EI Camion's diary is
looking busy.

SSL, UK. Tel: +44 1865 842300.

B The British Galaxy dance radio network
has taken two on-air consoles from

The system is busy on Highway’s staple of television features,
VDC, UK. documentaries and commercial spots.

4 Spain:A collaboratian between British loudspeaker specialist

Audionix.The expansion of the Chrysalis- ATC and Japanese corporate giant Pioneer has resulted in the
owned operation includes a production development of a'5.1 mastering system for the Pioneer Optical
studio, newsroom preparation facilities and Disc Eurape facility in Barcelona.Based on ATC’s SCM100

station talkback system all fumnished by reference monitor for the front and rear LR pairs, the new
Audionix monitoring system also uses a symmietrical SCM|100 for the
Audionix, UK. centre channel and an SCMO.1/15 sub, all cabinets being driven by

Tel: +44 114 242 2333.

SPA24-850 Ampacs. ATC systems are already in use by Sony Music

in New York, Athens Mastering in Greece and CTS ! | in London.

waann, aaaricanradighicton, oo
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4 UK: Reunited with former Eurythmics® partner Annie Lennox at the 1999 Brit Awards, Dave
Stewart, is recording again at his Church Studios complex in North London. Commenting on his
choice of Marantz’ CDR640 CD recorder for the project, he sited the high-quality audio and facili-
ties: ‘At the end of a session | can take away a true representation of what we have done,’ he said.
‘I can listen to alternative mixes or listen back to different arrangements in the car or at home
and | know I'm hearing the same thing that | hear in the studio.’ Unfortunately Mr Stewart’s
CDR640 is in standard livery, not the striking ruby red of the Studio Sound 40th Anniversary spe-
cial issue (pictured) provided by Marantz for the magazine’s celebratory competition—see August
issue or www.prostudio.com for details.

A South Africa: Leading film mixing and dubbing facility,The

Chris Fellows Sound Studio, has upgraded its Studio One to
digital working and Dolby SR and SR.D compatibility. New
equipment includes a Soundtracs DPC-1i digital production
conscle, 64-track Digidesign Pro Tools system, Akai DD8 digital
dubbers, and Tascam DA-88 MDM machine. The johannesburg
studio is responsible for features such as Sarafina, Cry The
Beloved Country and Bravo 2 Zero.

SATIS 99

France:The 16th edition of SATIS,
France's premiere exhibition for the
sound and image industries will be
held 19th-22nd Octoberat the Paris
Porte de Versailles. Asis traditional,
the event will auract technicians
and image creators and manipula-
tors. New features for this vear will
include a new hall, thematic visit-
ing guides, an international book-
store, a suppliers’ village and a
3D-virtual aniniation area.
SATIS, France.

Tel: +33 1 41 90 48 47.

Net: satis@reed-oip.fr

Master race

US: Los Angeles-based Quad
Teck Digital has opened a second
mastering suite (o offer its 4-chan-
nel surround format to a growing
clientele. Claimed to be tully com-
patible with the existing CD stan-
dard, and offer ‘more air, more
ambience, more warmth,” accord-
ing 1o Quad’s Hank Waring. "You
get a larger sound in the rear sur-
round channels,” he asserts. Stu-
dio 3 is scheduled to open in a
matter of months.

Quad Teck Digital.

Net: www.fdslabs.com
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Pirates repelled
World: Copyright Control Ser-
vices(CCS) announced today that
following close cooperation
between CCS and the German
Public Prosecutors office, the
home of an alleged sottware
pirate in Cologne, Germany
knownas X-man’ was raidedand
equipment taken for forensic
analysis. If prosecuted, X-man
faces up to three years in prison
or a substantial fine.

Dr Oliver Giessler, Attorney-al-
Law, acting for CCS in Germany
praised CCS’ role in bringing X-
man to the attention of the palice:
‘The Germany Prosecutor never
would have opened a case with-
out CCS" and our eftorts. CCS
tracked down the Internet Service
Provider that X-man used and
then asked the ISP to keep
backups of the log files which
documented X-man’s Internet
activities. These were a big help
in the prosecution.

‘If the Prosecutor proves he
was uploading illegal software
into UseNet groups then, if this
was his first offence, he could get
6-9 months on parole. If he's also
had previous convictions. he
could face 1-2 years in prision.

Dave Powell, Managing Direc-
tor of CCS, added: ‘We also believe
X-man was hacking software and
removing copy protection, since
he was bragging on the Internet
about his “hack being better” than
someone else’s. If found guilty of

wwaLamericanradiohistorv.com

A US: San Francisco’s Paul
Stubblebine Mastering has
brought the first I-inch 2-track
ATR-102 analogue recorder to
the US West Coast. Converted
by Mike Spitz and with custom
electronics by EAR’s Tim de Par-
avicini and heads by Fiux Mag-
netics’ Greg Orton, the machine
offers a |0Hz-28kHz flat fre-
quency response. Stubblebine
already has a second Spitz-de
Paravicini ATR-102 on order.

criminal charges we will pursue
him in a civil court for recourse
on behalf of our clients.

‘We hope that cases like this
demonstrate very clearly thatyou
can be caught distributing pirated
software on the Internet and that
the international legal community
is now prepared 1o treat this very
seriously.

Broadcast update
India-Latin America: Develop-
ments in the uptake of the DVB-T
digital video broadcasting standard
have seen the Indian government
announce its adoptionand various
South American countries express-
ing interest, including Argentina’s
reconsideration. India’s commit-
ment follows a unanimous rec-
ommendation from the group
responsible for selecting a DTTB
standard. Services are being pro-
posed as a multiplex of five or six
services including data covering
the metropolitan areas of Delhi,
Calcutta, Mumbai and Chennai. In
its search for a common conti-
nental standard, Latin America cur-
rently has Brazil conducting field
trials that will be followed closely
by Argentina after its earlier com-
parison of the American ATSC stun-
dard and DVB. Mexico, Paraguay,
Ecuador and Uruguay are all also
considering the DVB-T standard.
DVB-T networks are presently
operating in the UK, and Sweden
with Australia, Germany, and
Spain about to launch.
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NOW THERE’S

AN ALTERNATIVE
TO THE WORLD’S
ULTIMATE ANALOGUE

MUSIC CONSOLE ...

LETTERS

Desk job

WHILE 1 MUST express
my admiration to John
East and Antony David

| for even attempting to

chart the development of
the mixing desk in three
pages of Studio Sound,
I can’t let some of the
obvious omissions go
unnoticed. ‘Eventually
digital consoles came of
age with AMS Neve's
Capricorn  and later
Sony’s OXF-R3 ‘Oxford’
console’. [ think the SSL
Axiom/Avant/Aysis Air
and Axiom-MT might be
allowedto creep in here,
with ‘A Class’  sales
approaching 150 units
since Axiom was
launched in 1994.

A little later: ‘At the
high end, control sur-
faces such as Sony’s
Oxford have balanced
assignability with a short
learning curve’. Hmm.
Only if you're computer
literate, according to the
previous paragraph. Also
at the high end, you
could of course choose
the knob-per-function
approach  of  SSL’s
Axiom-MT, where digital
technology is used to
automate an analogue-
familiar control surface
with a2 zero learning
curve—according to
Quad owner Lou Gon-
zalez, ‘Nobody had to
show me how it worked’.

There is never enough
room to mention every
design and manufacturer
in such an article, but it
certainly started up the
nostalgia machine. No
doubt my ex-colleague
Ted Fletcher will write to
remind you about the
Alice Silk series 24-track
digitally-controlled mix-
er of 1982, and who
remembers Helios?

Nevertheless, if onc
ignores the perhaps
understandable oriental
bias in some sections, it’s
a good read, and to my
great delight it sets the
record straight about the
in-linc  concept ‘pio-
neered by MCI and Har-
rison in the mid-seven-
ties'—despite the recent
claim to the contrary by
a certain legendary audio
console designer who
should know better.
When's the next install-
ment?

John L Andrews,
Marketing Director, SSL

Computer love

A COUPLE OF points
(besides my head). I am
in head-scratchy mode
with the mentality that
musical instruments bad,
touchy computer good. ..

I guess | am a throw-
back—I got carly train-
ing on woodwinds, then
went the Satan route of
GTR and pop music.
After engineering and
producing for a while, [
am now (don’t ask me
how) making outboard
gear (Valvotronics) and
composing again, using
primarily a computer.
However, I like being
able to trace every nice
thing about me back to
something taught by a
woman, everything 1 do
in sound goes back tomy
youthful training in
orchestra class.

Maybe there is nirvana
in a silicon only diet.
Maybe I aman old fuddy-
duddy (I'm not that old")
but playing is good and
virtual is virtual. I know
[ am a money-grubbing
yank, but please printthe
pricing when available?
And, dual monetary

September 1999 Studio Sound


www.americanradiohistory.com

types would be nice—
especially when you talk
of price drops.

[ love this mag—I
quote it all the time,
hecause the equipment
reviews are complete,
and the least biased—
compared to many ‘CA’
publications.

RA Derby, US whiner

Tim Goodyer
replies

It may be unusual to
readily agree anything
concerning money, but
in this case I concur. Hav-
ing discussed the issue of
published prices with
various manufacturers in
the past, however, it’s
clear that Studio Sotnd’s
international circulation
is a cause of acute ner-
vousness to many of
them. Officially, their
concern is that people in
different territories will
not readily recognise fac-
tors such as shipping and
import duties when com-
paring prices—with
quite obvious conse-
quences. Less officially,
encouraging direct com-
parison of prices
between different terri-
tories compromises cer-
tain styles of sales and
marketing.

I could quote numer-
ous situations that have
arisen over what various
manufacturers have
regarded as the ‘right’
price for publication—
and even more over
what’s not. As it stands,
the prices you see
printed are those thatare
readily available, if any,
along with some indica-
tion of where a particu-
lar product sits in a range
or in a market. It’s not
ideal, but it’s what the

industry dictates. On a .

more positive note, one
factor that might go some
way to reconciling inter-
national pricing is the
Euro, of course, but then
you're just a ‘money-
grubbing yank’.

Soft deliverance

1 HAVE BEEN enjoying
Simon Trask’s excellent
‘Soft Focus’ series in St~
dio Sound despite initial
scepticism concerning its
appropriateness in the
pages of a professional
audio magazine. I, like
many of your readers,
I am sure I have been
steeped in substantially
more up-market and up
price equipment and had
developed a healthy
loathing for any 5-pin
DIN equipped PC with
pretensions (o profes-
sional applications fol-
lowing very early bad
experiences. 1 was
drawn into the Opcode
article (Studio Sound,
August 1999, p68) and
have since gone back
and read all the other
profiles in the series.

I now feel comfortably
up to speed on the direc-
tions of the relevant
products even though 1
can’t pretend that it has
changed my opinions
about the suitability of
the equipment we use.

But more importantly
my degree of ignorance
on MIDI + Audio devices
had reached the point
where I have felt embar-
rassed to ask anyone
younger to explain it all
to me. Mr Trask has
allowed me save face in
the privacy of the small-
est room in the building.
Anton Cartwright,
Mesmera, Germany

Studio Sound September 1999
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COMPETITION

C1 DUAL VALVE
COMPRESSOR

RUBY REWARDS

TL Audio
Valve Classics

% | Stm’.]

\‘. I SO

STUDIO SOUND'S GREAT GIVE-AWAY

continues with TL Audio’s CI Classic Compressor.
The CI follows the likes of AKG mics, an Allen

& Heath console and a Marantz CD recorder
{(among other classic kit) in marking Studio Sound’s
40th anniversary. In every issue of the magazine

until the end of the year, you will have the
opportunity to win a selection from the Studio Sound
Ruby series listed below. The current model C|
(Studio Sound, May 1999) is a refinement of the

earlier C1 compressor (Studio Sound, November ‘
1994) that found ready rack space in many of the

world'’s best recording studios. A valve model in the

best tradition of classic audio processing, the Cl

features a low noise solid-state preamp followed by

two General Electric ECC83/12AX7A valve stages per R E w A R D I N G

channel and uses a proprietary transconductance stage
instead of VCAs. The frequency response of the C-| is R U B Y P R I Z E S
virtually flat between 20Hz and 40kHz, and measured between - y

3dB points, the C-I's bandwidth is 5Hz to 70kHz. R denseqic 1000,

A

ALL YOU HAVE to do to secure a unique Ruby issue TL Audio C| RS 000 micrgphones

is to answer correctly the questions below and select a suitable bottle
of ruby wine in anticipation of your success.

32-channel GS3000 consale

—AT1eE* 11

T . Series-X DHX Dehisser

Q I'Which colours have been associated with the TL Audio outboard range’
Q2What is the name of TL Audio’s new large-scale valve console?
Q3 What is the name of TL Audio’s chief designer?

CLOSING DATE: Ist DECEMBER 1999 Genelec

TO ENTER, you can either email your answers to ruby.competition@unmf.com,
fax them (to +44 171 407 7102) or send them on a postcard to Ruby Joemeek
Competition, Studio Sound, Miller Freeman Entertainment, 8 Montague Close,

London SEI 9UR, UK. KT

As long as you are a registered Studio Sound reader, you may enter any number

of instaliments 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

season), and include your Unique Reader Identification Number. TL Audio
..include your Unique Reader Identification Number.

Purp e Audio

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

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

14 September 1999 Studio Sound

wwwLamericantadiohistorv.com


www.americanradiohistory.com

CLASSIC PERFORMANCE,
Rock STEADY RELIABILITY

©

- "HE INSTRUMENTS OF YQUR SUCCESS. excellence

_LTIMATE ANALOGLUE

R2ady to ©in more than 100 cf the
world's gr=atest music reconding studios
benzfiting from the outstanding
SuparAnaogue performance o the

5L 2000 | Series console? Alorg with its
revolutiorary circuit design combining

a bendwicth beyond 100kHz with a
swnningly accurate LF rezpenss, this hit
senzrating console now incarporates
35L5 brilliant new V4 softwa-e, providing
2ve better automation, ses=ion

Tanagemant and machine control.

DEFINITIVE DIGITAL

Tir seekirg to exploit the productivity
22refits of SSL's awesome dgiml
Jrccessing power with Axiam-MT?
T>ul dynamic automatios, siapshot
~eset, MIDI FX control and zhe most
=>rmprehensive surround saund features
avallable, integrate the todls fo~
zomorrow with the same intuitive and
=gonomk control surface en oyed by

a generaton of audio prcfessionals.

The choice is yours. Call SS_ for a

deronstration, and disccover how we're

in Farmony with your fusure.

Solid State Logic

International Headquarzers
Begbroke Oxford OX5 IRU England
Tel: +44 (D)1885 842300

Fax:+44 ()1885 842118

Email: sales@s>lid-state-logic.com

www.solic-state-logic.com

New York Los Aageles Tolgro Pa-is Milan Toronto Singapore
+1(212) 315 1111 +1 (1)328 433 4444 +81 (0)3 547~ 1144 +33 (0)| Z460 4666  +39 02 2622 4956 +1 (1)416 431 9131 +65 (0)438 2272

ANANAL DO aValdatallala aVa aYa®s'


www.americanradiohistory.com

WORLD EVENTS

September
2=5

AES UK Conference:
High Quality

Audio Coding
Florence, italy.

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, Netheriands.
Contact: Michael Crimp

fel: +44 1525 750880.

Email: ibcpress@compuserve.com
Net: www.ibc.org.uk

| 5—17

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

Tel: + 65 297 2822

Fax: +65 296 2670.

Net: www.infcommasia.com

23-26

Nordic Sound
Symposium

Bolkesje Mountain Hotel,
Bolkesja, Norway.
Contact: Richard Andersen
Tel: +47 67 54 14 83.
Email: riander@online.no

24-27

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

Email: 107th_exhibits@aes.org

25

Fall Film Conference
‘Screen Shadows:The
Technology of Movies’
Warner Brothers' Ross Theatre
Los Angeles, California USA.
Contact: Bryan Nella, SMPTE.
Tel:+1 914761 1100 ext | [00.

9] ler Freerman td. 199 rigl
% i >
fthe publisher.The cont
ernatior
© magaz ab igic
3 Y U

eV

World: US$124.00. Refunc

tion, unless spe

riptior

on cancellec

Fax+1 914761 3115.
Net: www.smpte.org

October
8—17

Telecom 99
Palexpo, Geneva, Switzerfand.

Tel: +41 22 730 5969.

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

|4—18
IBTS 99
Milan Fair, Pavilions 9/1
and 9/2, Milan, Italy.
Contact: General Secretariat
Tel: +39 02 481 5541.
Email: assoexpo@assoexpo.com.
Net: www.assoexpo.com.

1517
MusicBiz 2005

Ex'pression Centre for New

Media, Emeryville, California, US.

Contact: Keith Hatschek.
Tel: +1 415227 0894.
Email: info@hatschek.com.

21-23

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

Contact: Kavita Meer, Saicom.
Tel: +91 22 2152721,

Email: saicom@bom2.vsnl.net.in.
Net: www.saicom.com
/broadcastindia

20-23

LLB 99

Sollentunamissan, Stockhoim,
Malmvigen 2,5-19123
Sollentuna, Sweden.

Tel: +46 8 92 59 00.

Net: www.solfair.se/llb/

November
2-3

24th Sound
Broadcasting

A~F thic

recerved Na nart

ibscrintions

wvithin

UK. Controlled Circulation: Tel- +44 181 61
riptions. Tel: +44 X: > 0
zineering zine, 2 venue, | 8th Fi 00
postage pai Drigination t ims Street
Printed in 'he Bentall ster Road, Heybri
CcM9 AT\IV\‘ distribution
‘_‘. strik tio F Street. L
Te ~4 0. Fax: +44 |7

16

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
convention for audiovisual
system installation

CMF, Ludwig-Erhard-Anlege
160327 Frankfurt

Contact: Metin Ergul

Tel: +49 69 7575 6130.
Email: metin.ergul@
messefrankfurt.com

December
8-10

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

Tel: +91 11 463 8680.

Fax:+91 |1 462 3320.

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

February 2000
1922

108th AES

Palais des Congres,

Paris, France.

Contact: Hermann A O Wilms.
Tel: +32 2 345 7971

Email: 108th_exhibits@aes.org
Netwww.aes.org
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ULTIMATE SOUND MmMaCHINES

MAIN OFFICE:

TC ELECTRONIC A/S - SINDALSVE) 34

DK-8240 RISSKOV - DENMARK

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

USA:

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

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

GERMANY:

TC ELECTRONIC GMBH - FLUGHAFENSTRASSE 52 B

D - 22335 HAMBURG

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

AUSTRIA:

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

SWITZERLAND:

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

EMAIL: TCCH@TCELECTRONIC.COM

ASIA:

TC ELECTRONIC * ASIA * YOSHIDA BUILDING

NO. 201. 26-8 - MARUYAMA-CHO

SHIBUYA-KU - TOKYO 150 JAPAN

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

UK:

TC ELECTRONIC UK - P.O. BOX 25767

LONDON - SW19 6wWE

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

TWO 0800 NUMBERS ARE AT YOUR DISPOSAL

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

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

TO FRIDAY FROM 8AM TO 5pPM.

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

oAUE

PRESERVE \Illl:Al INTEﬁHIW

Encompassing the heritage of more than 20 years of
delivering professional tools to the prafessional industry,
TG Electronic proudly introduces a high-end vocal

time spent on doing vocal re-takes - dedicated to the
professional vocal recording engineer.
The Intonator not only provides the ultimate solution to
vocal pitch correction, but offers various highly useful tools
as well, including adjustable De-esser and Adaptive Lo-Cut
(ALC™) filtering techniques.

Vocal Integrity

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

The Human Touch

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

\; processing tool aimed at reducing tedious engineering.

Features:

>

>

>

Unique Pitch Intonation Processing

Vocal specific De-essing

Vocal Specific Adaptive Lo-cut filter

96 kHz, 88.2 kHz, 48 kHz and 44.1 kHz
compatible on digital and analog 1/0’s

Wordclock Input for external clock synchronization
Fully integrated industry standard connectivity:
AES/EBU, S/PDIF & ADAT digital 1/0’s

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

Full MIDI 2utomation makes correlation to external
reference-signal a breeze

Audio-to-MIDI conversion allows tracking of
correction history

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

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

t.c. electronic

ULTIMATE SOQOUND MACHINES

DENMARK: TC ELECTRONIC A/S » SINDALSVEJ 34 » DK-8240 RISSKOV » PHONE: +45 8621 7599 » FAX: +45 8621 7598
UK: TC ELECTRONIC UK » P.O. BOX 25767 » LONDON » SW19 6WE » PHONE: 0800 917 8926 » FAX: 0800 917 6510

EMAIL: TCUK@TCELECTRONIC.COM » WEBSITE: WWW.TCELECTRONIC.COM
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REVIEW

Audient ASP 8024

The resurgence of the analogue console continues with
Audient's ASP 8024, bringing quality, simplicity and affordability
to the party. Dave Foister gets an invitation

rari (or perhaps, at the more afford-
able end, a Porsche) then for many

the analogue console is still a Rolls-
Royce. Inareas where DSP muscle, total
automation and bucket-loads of on
board effects are not especially relevant,
the sonic attributes of analogue circuitry
and a real control surface populated
with real knobs and switches have a
strong appeal. Expertise in the field still
abounds, and David Dearden and
Gareth Davies personify that expertise.
The two Ds whose Association founded
DDA, they are now reborn as Audient,
with a novel business approach and an
instantly familiar analogue console.

The novelty lies in the fact that Audi-
ent concentrates on its core strengths of
research and design; actual manufacture
is contracted out elsewhere and sales
and marketing are in the hands of close
associates who are nonetheless third
parties. In a world where outsourcing is
increasingly the sensible option, and
manufacturing has become ever more
sophisticated, this all makes good sense.

And good sense also lies at the heart
of the ASP 8024 mixing console. ASP is
for Analogue Signal Processing, while
the number indicates 80 inputs and
24 output buses. This is a slight simpli-
fication, as the number of channel strips
can be increased to 60, giving a total of
128 inputs, and the output capability is
more flexible than the 24 buses might
suggest, but it gives an idea of the scale
of the desk. The overall geography is
conventional in-line, with a spacious
master section and some common-sense
aids to navigation. The surface is big
enough to impress yet compact enough
to reach, with few operational shortcuts
to fit the functionality into the frame.

The familiar difficulty of identifying
which channel elements have been allo-
cated to the two signal paths has been
addressed in a very straightforward
manner. Assuming the two basic func-
tions of input and tape return, a simple
light-dark colour coding identifies the
panel areas normally associated with
each. Thus the mic input section, the
routeing area and the short fader are
dark, while the long fader, the auxes
and the EQ are light. Most blocks can
be flipped between the paths, and a suit-
ably coloured switch shows whether
this has been done. There are also
plenty of illuminated buttons, and back-
lit labels shining through the panel, to
show what’s going on.

This is made possible Dy the interest-
ing choice of panel material, a finish that

I F THE DIGITAL CONSOLE is a Fer-

WAWW-aleticantadiohistornscom

looks good and allows practical touches
such as the illuminated labels. The pan-
els are polycarbonate, with a metallic fin-
ish and print on the underside, so that it
cannot be rubbed off. This means that
there are scribble panels everywhere,
really no more than silver areas delin-
eated by printed lines, that can be writ-
ten on and rubbed off even though they
look like an aluminium surface.

The resulting pale metallic grey fin-
ish is complemented by restrained,
almost pastel shades on the knob caps,
making the whole thing very easy on
the eye. Controls are easy to identify
and the geography intuitive; this is a
desk you cansitatand work with almost
instantly. There are no dual-concentric
knobs in sight, and in spite of a fairly
high density there is plenty of finger
space between controls.

The surface looks particularly sleek
because it is not modutar, but built in
units of 12 channels. There are clear
manufacturing advantages to  this,
including the factthat boards run across
the desk rather than up and down,
grouped by function rather than chan-
nel. The usual down side is access for
maintenance, but this is particularly casy
onthe ASP 8024 as the removal of a cou-
ple of bolts allows whole sections to be
hinged up and unclipped quickly, with
the hope that dealers will carry spare
sections for quick turnaround.

The meter bridge stands up high at
the back, with bar graphs foralt the tape
returns and simple signal presence indi-
cators for the input stages. As with so
much else, these functions can also be
flipped so that the big meter shows the
signal in the input path. The meter scal-
ing is unusual and makes it apparent that
Audient assumes the console will be used
with digital multitracks. In fact the scales
look like those on a digital machine, with
zeroatthe top and a division lower down.
The division has been set sensibly at -18,
corresponding to a signal level out of the
console of Ovu (+4dBu).

The channel facilities are comprehen-
sive and logical. The path begins with a
mic preamp of which Audient is partic-
ularly proud, with careful design to pro-
duce a performance comparable with
the kind of outboard pres increasingly
used as a substitute for mediocre con-
sole circuits. The design is such that no
pad is necessary to handle a wide range
of input levels, the only switch being the
line input selection. The block also
includes phantom. phase reverse and
high-pass filter switches.

The short fader follows, feeding the
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12 routeing switches. These go to either
1 to 12 or 13 to 24, and the fader’s pan
pot can be switched in for stereo pairs.
The assumption is that this will be the
path to tape by default, and the tape
returns come back to the long faders and
big meters. No automation is fitted at all,
although Uptown moving fader automa-
tion will be available, and the fader well
has been designed to accommodate vir-
tually any retrofittable  third-party
automation, either moving fader or VCA.

EQ is simple yet flexible, and again
of avery high quality. Shelving high and
low sections have two switched fre-
quencies each, and the two mids are
fully parametric with an overlap of a
good couple of octaves. 15dB of boost
and cut is available on all, and the pack-
age gives a very musical and smooth
sound. For increased versatility these
two sections can be independently
flipped into the input path.

Auxes abound; the eight knobs conceal
the presence of 14 sends as six of them
can be switched in pairs to alternative
buses. This leaves two dedicated feeds
intended for foldback use, and these are
the only two that can be individually
switched between the paths—all the oth-
ers are switched in pairs. Pre/post switch-
ing is also in pairs. To overcome the
problem of feeding both paths to the same
outhoard unit, the master section includes
an unusual aux matrix facility alongside
the master level controls. Switches under
the pots allow Auxes 3 and 5 to be sent
to the aux 1 bus, 4 and 6 to Aux 2, 9 and
11 to 7 and 10 and 12 to 8—a simple
touch but hugely flexible.

As if this were not enough, there is a
novel facility for using the short faders
and main buses as additional aux sends.
Each short fader has a switch that fecds
it with the signal from the correspond-
ing long fader, and its usual routeing
can then be used to send the signal to
the 24 buses, effectively turning the
buses into 24 post-fade auxes for mix-
down, with the extra advantage of
proper faders instead of rotary knobs
for adjustment. For those few stereo
reverbs that actually deal properly with
a stereo input, this may in fact be the
preferred way of working, as pairs of
buses can be assigned to the short fader
complete with panning.

Four simple line level stereo returns

Studio Sound September 1999

round off the input complement, with
level trim, feeds to auxes A and B, sim-
ple EQ and a full long fader. Eight sub-
groups are provided (mix groups rather
than VCA subs); they are fed from the
first eight bus switches and can be fed
to the main mix bus via pan pots or used
separately.

These are found on the master sec-
tion of the panel. which is unusual in
having acres of space devoted to it. Nor-
mally real estate is too precious to allow
this kind of spreading out, but here the
result is a comfortable mixing position
with everything under the hand with-
out the need for a map or a magnifying
glass. Also found here are selectors and
trim controls for four sets of control room
monitors, studio loudspeakers, and two
foldback sends. The studio and foldback
outputs have some nice touches; they
can be independently fed with the main
stereo mix, either of auxes A and B (sent
left, right or centre) or either stereo tape
return, or any combination of them.

Solo facilities cover all the expected
requirements and offer a couple of extra
twists. Solo in place normally physically
mutes all the non-selected channels;
here it simply replaces the mix bus with
the soloed channels, avoiding the need
forexpensive switching on all the inputs.
This misses my most frequent use of SIP,
which s to heara channel with its reverh
while cutting all the other feeds to that
reverb, and leaves me wondering what
it can be used for that AFL can’t do. On
the other hand, there is a very useful
feature that [ have only rarely seen else-
where, that allows the mix to be heard
at a low level behind the selected solo
signal. There is even a balance control
to determine the relative levels of solo
and mix, allowing the soloed channel(s)
to be heard in context while still stand-
ing out for special attention.

Above the main mix bus fader is a
deceptively simple group of controls
that inserts a stereo compressor into the
mix outputs—a surprising frillon a con-
sole that has no dynamics anywhere
else. There are three switched ratios,
switched attack and release times with
an automatic programme-dependent
release setiing, fully adjustable thresh-
old and variable gain make-up, with a
main in-out switch. This turns out to be
no mere afterthought or gimmick; the

—www americanradiohistory com

compression works extremely well,
with enough control range to do most
things from subtle protection to heavy
squashing. all with superb sound qual-
ity. This is & real bonus. and very easy
to set up

Sound guality is of course paramount
in a console that prides itself on repre-
senting the advantages of analogue.
Audient has been careful with the
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<integrity of the signal path through-
out; besides the fact that the channel
board construction means a drastic
reduction in the number of connectors,
there is no electronic switching anv-
where. Gas filled relays do the job wher-
ever remole signal switching is needed,
and the signal path through the moni-
tor section is pretty minimalist. Specifi-
cations are superb, with excellent noise,
distortion and crosstalk figures through-
out. Attention to detail is the recurring
theme; tor instance, the insert sends are
ground-sensing pseudo-balanced, but
great care has been taken to ensure
proper impedance matching in the two
legs, a characteristic often overlooked.
Allmain outputs are of course fully clec-
tronically balanced.

Nothing has been skimped in the
mechanical construction either. The
frame is sturdy and stilf, with torsion
bars running the length of the bucket
10 keep it rigid. The stand comes with
the desk as standard, with
adjustable feet and cable
hoxes built into the legs. All
connectors appear on the
back, and are mostly XLRs
and TRS jacks; the only mul-
tis are for the multitrack sends and
returns, and are D-subs as standard with
EDACs as an option. The power sup-
ply is a silent convection-cooled unit
using traditional technology, and again
its manufacture is contracted out to the

Audient, UK.
Tel: +44 1256 381944.
Fax: +44 1256 381906.

CD Duplication for Pro Audio -

- 3 Interactive LCD
Touch Screen Display
Unprecedented ease of use and
an open architecture ensuring

lots of add-on features.

1 h - color CD printer and 50
- | CD autoloader, load the
f image, press print, and the T-8 will do the rest
DAT Import - 3

- cians will appreciate
importing from DAT directly
to the T8 Simply instoll
the optional DAT card and

company that used to make Neve PSUs.
This is a desk that you can teel com-
fortable with as soon as you sit in front
of it. Everything you could expect to
find on it is there in a sensible place,
often with unusually clear indication ot
what it is doing and how it is set. Fur-
ther exploration reveals several simple
and useful things you might not expect;
all of these work very well indeed and
reflect the years of experience and accu-
mulated  expertise  of  Audient’s
founders. This is by no meuns a run-of-
the-mill console; although it does things
ina very familiar way. it does them with
imagination and fliir. The tinal-—and
higgest—surprisc is the price. There is
litile or nothing else on the UK market
of a comparable nature ar £14000, so
that the ASP 8024’s only real competi-
tion is a refurbished second hand con-
sole—and, indeed, a restored classic
and the Audient are likely to appeal to
the same kind of potential purchaser.
However many  do-it-all
digital desks there may be,
there is still a market for this
kind of analogue quality and
simplicity. There are still areas
of the business where the
accessibility and sheer sonic integrity of
a properly-designed analogue console is
far more important than the processing
power that comes with digital, and for
people in those areas the Audient will
surely put 2 smile on a few faces. l

visit hitp://www.cdeyclone.com

Audio

Print Directly to
Your CDs

Simply attach the optional

Audio engineers and musi-

Capture/Playback
Superior audio controls to
capture and playback
audio. Make a compila-
tion CD, add tracks, delete
tracks, and play the master disc image before
you burn a CD.

Expandability

The T8 doesn't stop there!
If you need to flex a litle muscle,
we've added built in suppart for
up ta 16 drives

Upgradeability 4,656,858
The T-8 can also be outfitted with blazing 6X
or 8X speed CD recorders!

i G record from DAT to CD in minutes. jy "~ CD Pre-mastering
B 3 o & Save valuable time and money that
- - Network Connectivity might be otherwise spent on
g 2 m a m All of your company’s <= /" additional hardware and software.
—_— departments can share the
% eatures and cast savings
—_— T heTs S
—
= CY CLONE

bt/ /wmwcdcyclione.com

Duplicate 120 CDs o more an
houFwith this 30 {or 20) drive sysle

Record on tha fiy with this speedy
E0OMa CD-Recorder unit

%472 Crescent Bay Dr.
Unit 108
LokaForest, CA 92630
949.470.4795
FAX 949.470.4796

Studio Sound September 1999

wwwwwamericanradiohistorvy com

m.

21

.
. Ny
. Ay

v -
e ¥ = e
" e



www.americanradiohistory.com

REVIEW

ADAT Edit

Alesis has made light work of turning an ADAT into a digital audio workstation
through the ADAT Edit package. Rob James makes the upgrade

LESIS HAS A REPUTATION for sur-
Aprises, usually pleasant ones. From

early reverbs to the ADAT digital
multitrack recorders, the key selling point has
heen providing good if not outstanding func-
tionality at a very reasonable price.

With the rise and rise of the digital audio
workstation, helical scan digital tape re-
corders are no longer enough for many appli-
cations, however clever they have become.
But tape is not dead by any means and still
makes a lot of sense as a recording medium.
Tape also has a role to play in project inter-
change and as an archiving medium.

The ADAT Lightpipe interface has become
a de facto standard for digital audio inter-
connection. The convenience and immunity
to electrical interference of a single fibre-optic
TOSlink ‘cable’ connecting eight channels of
audio cannot be ignored. This, together with
the availability of low-cost components to
other manufacturers has led to widespread
use and acceptance. Consequently a fair num-
ber of the current rash of PC audio interface
cards are equipped with the ADAT Lightpipe.

It makes perfect sense for Alesis to offer
their own solution to the integration of ADAT
tape with a DAW. The surprise is the
extremely reasonable cost. The shrink-
wrapped product actually contains a tiny PCR
card equipped with two optical connectors
for eight channels of I-O and two 9-pin sub-
D ADAT sync connectors. Also included are
two 3moptical cables, a 3m ADAT sync cable,
a single CD containing software and a slim
printed manual. The applications supplied
are drivers for the card, ADAT Connect and
ADAT Edit. ADAT-Edit setup songs are also
included that contain the proper settings for
using ADAT-Edit in Master or Slave mode.
All of these come in both PC and Power Mac-
intosh (G3 preferred) flavours. ADAT Edit is
in facta version of EMagic's MicroLogic pack-
age. All this comes at less than the cost of
most bare multichannel interface cards. So
what is the catch? Well there are one or two
but I will come to those later.

It could be imagination or just sheer luck
but I think add-on PC cards are getting bet-
ter. The last two or three I have had for review
have all installed in a literal ‘plug-and-play’
manner. A far cry from earlier specimens
which required endless messing about with
IRQs (Interrupt ReQuests) memory addresses
and DMA (Direct Memory Access) settings.
The PCR card dropped into a PCI slot, the
software installed in textbook fashion and
worked first time. T used a 450MHz PIII with
128Mb of RAM and a 7200rpm IDE drive.
also had an ADAT XT20 for the review.

For PC use the drivers support both the
Windows multimedia and Asio standards. The
eightins and outs appear as four stereo pairs
in the usual Windows multimedia manner.
The skinny manual covers the installation,
system optimisation ADAT Connect and
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potential problems with commendable clar-
ity. Unfortunately, the manual for ADAT Edit
is a whopping great PDF file. For most pur-
poses it is advisable to make the computer
master and the ADAT machine(s) slave(s). In
this configuration the computer controls the
physical transports which is generally more
convenient.

In many ways ADAT Connect is the more
interesting of the two applications as it allows
transfer of tracks between the PC and any
connected ADAT recorder with claimed sam-
ple-accurate synchronisation.

The main screen uses Status buttons for
each track to determine whether the transfer
istoor from the PC. Corresponding horizontal
bar graph meters show the level. Start and
end times for each track are displayed
together with file information. Adjacent odd
and even tracks may be linked as stereo pairs.
An autolocator with up to 16 locate points
helps to make complex transfers easier.
Check hoxes allow selection of AutoTrans-
fer and or Rehearse. The transport controls
replace the usual Record key with a TraNsFER
button. The software defaults to 48kHz sam-
pling rate so, if you habitually work in
44.1kHz you will need to set this manually
each time you use the software. Up to eight
tracks can be transferred at once, if the com-
puter-hard drive can cope. Selecting a track
opens a Save dialogue box where the file loca-
tion, type and name and the bit depth are
chosen. 16, 20 or 24 bits may be selected,
depending on the bit depth of the source.
Transfer times, start and end, can be cap-
tured on the fly from the tape. These values
can be edited or new values typed in. After
messing about with odd mono and stereo files
I bounced a 6-channel mix from the PC to
ADAT and back again with no problems. The
only minor annoyance with multitrack mixes
is the necessity to enter the file name for each
track. The default is ‘TrackX’ (where X is the
track number). It would be nice if after you
change the first track to say ‘Armageddonl’
the second offered you ‘Armageddon2’
instead of ‘Track2’ Each file created is time
stamped with the start time. This enables
material to be put back on tape with sample
accuracy. However, certain editing operations
such as truncation or the addition of reverb
will invalidate the time stamp. Also certain
third-party applications do not retain the time
stamp. Alesis suggests the time-honoured
analogue method of avoiding problems—
write it down. Material can also be moved to
a different time by changing the temporary
Start and End times in the File Information
dialogue box. This does not lose the original
time stamp.

As mentioned earlier, ADAT Edit is a ver-
sion of EMagic’s MicroLogic software which
only works with the ADAT PCR card. It will
be instantly recognisable to anyone familiar
with the EMagic way of doing things. There
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are, as you might expect, some limitations.
The most annoying is that ADAT Edit is lim-
ited to 16-bit source files. You are also lim-
ited to two effects. Of course there is an
upgrade path to Logic Gold or Platinum
which removes these limitations and several
others. An external ADAT machine can be
controlled via MMC which gives useful inte-
gration. The usual caveats about sampling
and frame rates apply. ADAT Edit can also
load and play digital videos in AVI format for
Windows, or QuickTime format for Macin-
tosh. The picture runs synchronously with
ADAT Edit’s song position.

Songs created with ADAT Edit for Windows
can be opened in ADAT Edit for Macintosh.

k
il s
e
...,l'

1

The main menu bars are similar. Unlike Win-
dows, Macintosh OS does not use 3-charac-
ter file extensions. When transferring from
Macintosh to Windows, it is important to add
the file extensions. This may be done on
either the Macintosh or on the PC.

The main screen is the multitrack recorder
or Arrange window. The track display con-
tains narrow objects or ‘sequences’ repre-
senting individual recordings. Each time you
record, a sequence is created in those tracks
armed for recording. The sequence is a con-
tainer, which holds the MIDI or audio data.
MIDI data can be notes as well as control data,
program changes, or SysEx data for MIDI tone
generators. Notes can be entered in real time
froma MIDI keyboard or manually entered >
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In an ocean of digital consoles the latest
competitor is analogue.

The ASP8024 boasts exceptional sonic
performance, with an arsenal of features

normally found on far more costly consoles.

Just what you would expect from Audient
Analogue Signal Processing technology.
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HIGH RESOLUTION MIXING CONSOLE

audent €.

Sales £ Worldwide Dishribution: Expotus plc. 2nd Flsor,
19-21 Clarendon Road, Watford, Herts, WDI 1]R, Englanc.
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<in piano roll or music notation screens.
Tracks can be moved around in the Arrange
window, the MIDI tracks can be given a dif-
ferentsound, or divided into sequences. You
can cut, Copy, move, transpose, or quantise
to a grid.

A loop function enables a passage to be
repeated as many times as required. As alter-
natives to the arrange window, MIDI events
can be displayed as an alphanumeric list in
the event list window or notes can be shown
as blocks in the Matrix editor window or in
notation in the Score window.

Audio editing is a mixture of destructive
and non-destructive processes. The Sample
Editor is opened by double-clicking on an
audio track.

ADAT Connect
off | To ADAT Stard End File Samples Link
1 & o MM oo 247 00041862 [ - Drums L 295200
I © o MY o012 <7 00:04:10.62 ([} i Drons R 295200
H ] T 00:04:12.47 00:04:18.62 {1} - |Guitar L 295200
. 00:04:12.47 00:04:18.62 [i] jo Guitar R 295200
L 00:04:12.47  0:03:18.62 {1] [ Bass 200
6 00:04:12.47  00:04:18.62 [i] b Percussion 295200
7 00:04:12.47 00:04:18.62 [i] »~ BGVox L 295200
8 00:04:12.47 00:04:18.62 [i] = BOVoxX R 295200
3 Start: 00:04:12.47 Auto Teansfer
Location: 00:04:24.19 = ol
(%] nd:  00:04:18.62 [ Rebearse
¥ [~ f - Ir
& «| (=] [=] L]
locate § - k3 00:00:00.00 Rewind  Forward  Stop Play Transfer

ADAT Edit uses ‘tools’ for cut and paste,
erase and so on. Clicking on a tool in the
toolbox attaches the function to the relevant
mouse button. The icons chosen are more
penerrable than many. Scissors cut, a rubber
cerases. glue merges. When copying and cut-
ting, the object is copiced to the clipboard.
From there it can be pasted to other loca-
tions as many times as required. There is a
single level of undo.

The Transport window is a small, floating
window ‘alwaysontop’ and contains the con-
trols for operating the playback, cycle, and
other transport functions. In ADAT Edit par-
lance autopunclyis known as Autodrop. Non-
desiructive editing is done in regions where
a region is automatically created when you

record an audio file and when you edit
recordings in the Arrange window. A region
has a start and end point and also a sync
point known as the ‘anchor’. In the Sample
Editor, the anchor is denoted by a triangle
under the waveform. If no anchor is user
defined it is ussumed to be the start point of
the region. The Sample editor also enables
selection of areas to form new regions and
destructive edits on selections of regions.

The Functions menu accesses DSP
processes—Normalize raises the level of an
audio file to the maximum level, without clip-
ping. Change Gain, raises or lowers the out-
put level of the file by a percentage. Silence
replaces the selection with digital silence.
Invert reverses the phase of audio files. Fade
in, Fade Out and Reverse do what they
say.Trim erases the selection from the hard
drive. Remove DC offset centres the wave-
form on the zero axis.

There are three ‘Digital Factory’ functions,
sample-rate conversion, the Time Machine
and Audio Energizer. The Time Machine
enables time domain functions (o be under-
tuken including time compression-expansion
and pitch transposition. The settings are rep-
resented by the position of a dot on a graph
with time and pitch as the axes. The Time
Machine is claimed to analyse the spectral
components and dynamics of the sound, and
then process the result. When processing
stereo files, the phase relationship between
left and right channels is not affected. The
Audio Energizer is intended to increase the
perceived volume of the audio material, while
altering the sound as little as possible and

WWWWW-americantadiehistorny. com
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without causing clipping.

Audio and MIDI tracks may be
freely added in the Arranger.
Newly created audio tracks
appear below the selected track,
and then have to be defined in the
parameter box before they appear
in the mixer, The mixer is ‘adap-
tive'—it reconfigures itself auto-
matically to mirror the tracklist,
and displays MIDI and audio
channels in the same way. Each
audio channel has a simple, fixed
frequency and Q, 3-band
equaliser and two auxiliary sends
for the internal effects. Any MIDI
object can be mixed using the
standard GM controllers. The
switches and controllers of the
MIDI tracks’ channels remotely
control parameters of the tone generator. To
dothis, the mixer produces controller events,
which cannot be automated. The mixer indi-
cates the program, volume, and pan settings
in the instrument parameter box and con-
troller events are also shown in the tracks.

Bus 1 and 2 faders appear to the right of
the last audio track strip. These are the inter-
nal eftects returns. There is also a stereo fader,
which acts as a master volume control for all
the audio tracks.

Automation for audio tracks is achieved
by recording MIDI controllers as automation
data is to the corresponding track in the
Arrange window audio tracks. On playback,
the MIDI data is used to control the mixer.
These MIDI events can be edited in the same

way as other MIDI sequences.

General MIDI tone generators can be con-
irolled remotely from the Mixer window. The
GS (Roland), and XG standards (Yamaha) are
also supported. With these,
extra sound and effect para-
meters can be remote-con-
trolled, for example, the filter
frequency. ADAT Edit multi-
tasks with other MIDI pro-
grams provided you use a
MIDI interface with a multi-
client driver.

Audio data can be mixed in the Arrange
window using the glue tool. This is non-
desiructive since a new audio file is created.
The mixer settings determine the pan and vol-

CONTROL

GENELEC - 036A

Alesis Corporation, US.
Tel:- +1 310 558 4539.
Fax»: +1 3108369I¢2.
UK: Sound Technology.
Tel: +44 1462 480 000.
Fax: +44 1462 480 €00.

ume levels in the new file. Auto-
mated changes in level or pan are
not recorded in Digital Mixdown.
This can be achieved by using the
Bounce function activated by the
Bounce button on the Mixer Mas-
ter Mixdown can be done during
song playback. The  software
replaces the selected region with a
new region generated from the
merged file. During Mixdown,
ADAT Edit awomatically maintains
the maximum level without clip-
ping. Processing is 32-bit resolution.

I also used the ADAT PCR card
with my current favourite PC
hosted application, Samplitude
2496. This was completely drama
frec and files created in Samplitude
were easily bounced 1o ADAT and
the fles from ADAT Connect work perfectly
in Samplitude.

‘The ADAT Edit application is not totally
homb proof. I did have a number of unex-
plained crashes and a certain
reluctance to play audio in
some circumstances. [ also
found the mixer graphics
unclear. However, [ think Ale-
sis have come up with a highly
attractive package. I consider
it almost essential to anyone
who owns an ADAT recorder
and a computer whether or not they already
own sequencing software. It isalso well worth
considering for anybody just looking for a
multichannel audio interface. 1l
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Introducing two, new powerful active monitor systems from GENELEC.
The GENELEC 1036A Large Control Room Monitor System

brings NEW true weight to the phrase "20 Hz to 20 kHz".
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Two systems defining a NEW true Balance of Power.

GENELEC

ACTIVE MONITORING
The Whole Truth And Nothing But The Truth

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

MTA 924

Spanning the gap between its entry level and top end products, MTA has arrived at an impressive
24-bus in-line design. Zenon Schoepe reports on affordable big desk feel

HOUGHTS that Malcolm Toft’s

I MTA console company has set-

tled in to a nice niche market
with its refined mid-market analogue
desks is missing the point. His Intermix
modular mixing component system is
planted firmly in mass-market land and
still represents the only product of its
type that allows you to combine
16-channel desk parts to create a
custom configuration or to apply cer-
tain components in isolation as a con-
venient means of expanding, for
example, an existing desk's aux capa-
bility or functionality.

The new 924 desk fills the gap
between the Intermix system and MTA’s
bigger boards and as such is not dis-
similar to the Trident founder’s old Tri-
dent 24 console in terms of approach.
As a point of interest there is a remark-
able parity in cost between the 924 and
the old 24 except that the new 924 out-
strips the old desk on just about every
count. It's a pertinent demonstration
that we do indeed get very much more
for our money today and it’s generally
smaller and better all round.

There are certainly few desks that offer
this sort of quality for this sort of money,
unless, of course, you buy second hand.
The 924 is unusual at this price point in
having 24-buses and it’s available in 24,
32 and 40 input sizes all of which are
expandable in 8-bus sections. Prices start
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at &£7,800(UK) and rise to around
£10,900(UK).

All other products in the MTA range
remain current with the top of the tree
occupied by the 980/990 which are split
and in-line in design respectively. The
900 is a stripped down 980 with virtu-
ally the same module although physi-
cally compressed and has the fader in
the same panel as the module which
saves cost and uses an Alps fader instead
of P&G. On the monitor section it has
2-hand swept EQ instead of the 4-band
arrangement on the 980 and doesn’t
come with a patchbay as standard. The
900 starts at around £17,000 with the
980 and 990 kicking in at around
£32,000. The 924 bridges the gap
between these desks and the Intermix.

The things that link all MTA desks
across the range is that they all share
the same mic pres and EQs and 8 auxes
on the channels however a major dif-
ference is that all models above the 924
have internally balanced buses.

Toft consequently describes the dif-
ferences as a packaging exercise of facil-
ities that make the different price points
attainable. Savings in the 924 have there-
fore been made not in the electronics
and spec side of the desk but in other
less important areas. The desks is
smaller than previous models and is a
table top frame which works in blocks
of four physical modules although chan-
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nel electronics remains separate within
this. It means you can strip modules
our for servicing which is something
that cannot be said about many desks
in this area of the market.

In terms of strip features the 924 runs
a 980 fairly closely but doesn’t have
things like the ability to send an aux to
the groups when they're not being used
and it doesn’t have fader reverse or full
4-band EQ on the monitors or the meter
options or built-in patchbay.

It interesting to note that the 924 is
able to accept the new Audiomation
moving fader module which makes a
surprisingly attractive proposition for
those who are looking for an afford-
able motor fader analogue desk. The
desk is also described as being Optifile
Tetra ready. There is an optional 19-inch
patchbay extension and the desk can
indeed be extended beyond 40 chan-
nels in the aforementioned 8 module
blocks for those who might be tempted.
It runs from a 2U-high external PSU.

Going down the channel strip con-
nectors you have mic input with phan-
tom power selected individually, line
input, channel insert, direct out, group
insert and group balanced output plus
a tape return. The Master section has
connections for three 2-tracks, inserts
on master LR output, main balanced
stereo output, monitor output, oscilla-
tor output (very grown up), studio >
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cakewalk

“A host of new high-end features add
more favor to an already delicious
cake ... The real-time MIDI effects are
totally new and very cool.”

—Electronic Musician

“Those who've used Cakewalk (Pro
Audid) for years will appreciate the new
tools and features and will wonder hows
they cot along without them.”

—Maximum PC

Visit www.cakewalk.com
or call 617.441.7870

Cakewalk is a registered tmdemadk, and Cakewalk B0 Audio and
the Cakewalk logo are tracemarke of Twelve Tone Svstems, Inc.
Other trademarks mentioned are Beld by their respezive owners.

“This product deserves its status as an indus-

try standard, and is higtly recommended.”
—The Tapeless Studio

“Suddenly, f2atures that were the sole
purview of companies fike SADE and Sonic
Solutions have become standard issue for
Cakewalk.”

—AudioMedia

Pro Audio 8 is available worldwide.
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“Incredible price/performance ratio.”
—Game Developer

“The addition of non-destructive gain
and pan eavelopes, non-destructive
MIDI effects, flexible mixer console
and 24-bit'96 kHz sampling rate

make Cakewalk Pro Audio a bona fide
production powerhouse.”

—Pro Audio Review Magazine
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REVIEW

< stereo playback, four effects returns,
alternate speakers, and the eight bal-
anced auxes.

Channels have a wide ranging mic-
line pot with line selector and phase
reverse and then we’re into the famous
MTA EQ. This is made up of four £15dB
swept bands with reciprocal curves and
ranges of 1-15kHz(HF), 700H7 — 10kHz
(HMF), 150Hz—2kHz (LMF), and 40—
650Hz (LF) with a Q of around 1.5 plus
a 50Hz high-pass filter.

There are 8 auxes in the channel path:
1 and 2 are mono and prefade, the
remainder are stereo and pre-post
switchable. Level and pan pots for 3 and
4 can be switched to access Auxes 7
and 8 and can be switched into the mon-
itor path. This is a surprisingly efficient
and flexible arrangement despite its sim-
plicity and makes you wonder why
other desks are so frequently compro-
mised in this department.

All EQs sections, and by that T mean
even the ones on the monitors and
stereo returns, have LED associated
bypasses which is a nice touch but most
significantly for me there are mutes on
the aux sends, something that a lot of
desks have forgotten about.

The Monitor section has group-tape
switching, the same 80Hz and 12kHz
shelving EQ as the sterco returns, a
group trim pot, pan and monitor level
plus AFL and, in common with the
channel and stereo returns, LED
equipped mute. The channel strip is
rounded off with a pan, AFL, signal pre-
sent and peak LEDs (something you
won't find on the more upmarket MTAs)
plus routing to the main mix and the 24
buses via six shifted buttons.

Stereo returns are stacked two to a
strip, have the EQ as described, identi-
cal aux access to that on the channels,
and are controlled by half module width
faders straight to the stereo mix.

The Master module is a positive
delight and crams real big desk features
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into no space at all. You can tell more
about a desk’s pretensions from its mas-
ter facilities than you ever can from its
input strips as it's here that you’ll dis-
cover if you are able to do anything
more than simply mix to stereo. As such
the 924 may be a little over-qualified in
this respect than perhaps its target
buyer will need and many of the fea-
tures may remain unused. But they’re
there for all eventualities and you could
certainly do a proper session comfort-
ably on this hoard. Individual aux mas-
ters cach have solos, there's a
three-frequency oscillator with a level
pot (max +10dB) routable to all buses
while a studio playback section with
level pot sources from the monitor mix
or Auxes 1/2 and 5/6. There’s a solo
master level with larger than standard
active LED and a alternative speaker cir-
cuit with level and on switch.

Control room monitoring can be
sourced from three 2-tracks and the
results can be monoed or muted. It's the
MmiXx button that collects together the
monitor and channel signal paths to the
main stereo for remix. Talkback via

built-in mic is to the first four auxes, the

groups or the studio.

The EQ will need no introduction to
anybody who has any experience of any
MTA product. It's known for its musi-
cality and thickness and like all good
designs (Toft’s Trident EQs established
the brand as one of the
world’s most respected) it
has a simplicity which
belies its power.

There are no bells and
whistles on this circuit just
four swept bands operat-
ing over well chosen fre-
quencies with contours
that have an extremely tactile and pleas-
ing response. I've used an MTA Signa-
ture Series EQ for many years now and
would rate it amongst the finest track-
ing EQs around. A desk full of it is an

___ Ay americantadichistons.com

MTA, The Old Farmhouse,
Ash Hill Road,Ash,
Hampshire GU12 6AD, UK.
Tel: +44 1252 318700.
Fax: +44 1252 345546.

unusual luxury.

[ particularly like the use of good old
licorice allsort double coloured buttons
which leave you in no doubt about
whether a switch is up or down which
is important as the LED count is not ¢nor-
mous. Solo is stereo AFL on channels
and monitors and the meters are peak
reading and follow the 24 buses.

What is being oftered here is a seri-
ous desk for low money. I find that some
of the more affordable consoles leave
a bit a bad vibe with me because while
they may have an impressive range of
facilities for the price, they fall short on
the feel factor of the more expensive
desks they would like to challenge.

This is not the case with the 924 which
fecls substantial and deliberate in way
that inspires confidence. It’s the sort of
personal impression that can make all
the difference when it comes to a crunch
job or whether you continue to feel
happy to use a desk time after time.

The point is that Toft realises that
there is really little gain in designing a
desk down to ua price electronically
because he believes, quite rightly, that
this is not what potential purchasers will
be impressed or drawn by as it would
erode the desk’s unique selling point.
Costs are cut in how the thing is put
together and I believe the Intermix illus-
trates precisely how far you can go
down this route but then it pales in com-
parison to the real-desk
feel of the 924. The fact
that he has succeeded in
building the 924 for the
money he chargesis down
to his long experience in
desk design and don’tever
doubt that this console is
up to serious work.

If you're tired of your 8-bus desk and
want to move on to a 24-bus board with
excellent mic pres, EQ, performance
and flexibility then this is a desk worth
considering. W
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REVIEW

Maycom Easycorder

A portable solid-state recorder at an entry-level price, Maycom's latest product is
made for life on the move. Neil Hillman hams it up but is swayed by its charm?

me, and how she came to be in that hovel

that my large, greasy landlord’s rental
agreement laughingly described as commer-
cial premises; and which I in my delusions
referred to as an office. I'd managed to avoid
that great slug of a guy each time in the last
two months that he had dropped by to col-
lect the outstanding rent, but it could only he
amatter of time before his sweaty top lip broke
into a grin as some equally-trapped muscle-
men repaid their debt to his numbers racket
by playing the xylophone with my rib cage.

T see your office has not yet received the
wisdom of Feng Shui.” She said, looking
around the room, her voice was as husky as
a Canadian sled with rusty runners.

‘I need a job doing, you come highly rec-
ommended and even a dizzy blonde like me
can work out that you need money fast.

‘What I need you to do is report back to me
on my elderly husband’s business. I suspect
that funds are being transferred from the main
account without my husband’s knowledge,
and as I am due to inherit the company when
he dies I need to know that the considerable
sums involved are not being siphoned secretly

I T'S A MYSTERY TO ME how she found

The front face is dominated
by the large, backlit
LCD screen that displays
recording levels with a
moving parallel bar graph
graduated between
-60dB and 0dB, with
indication on each
channel showing whether
the limiter is in circuit

into someone else’s pockets.’

‘In the event of his death?” I repeated. ‘Or
as a divorce settlement?”

‘Mr. Postlethwaite—although you have
dredged the very depths of human nature in
BBC local radio, please do not judge other
people by yours or the town of Cheltenham’s
standards. My husband is totally devoted to
me, and [ in turn to him; he would never cheat
on me—but yes, you're right; our prenuptial
agreement does specify that his infidelity will
also cost him the controlling shares of his
multinational corporation.’

Ablue plastic attaché case slipped past her
heeled nyloned legs en-route to my desk. Big
Blue it wasn't, but electronic storage it was.

“This may come in handy. The Maycom
Easycorder—a digital solid-state recorder
specially developed to record and play back
high quality audio material. I want you to
enter the company under the pretext of
reporting for a radio station and interview
my husband, his secretary and the financial
controller to see what you can unearth.’

There was a softening in her attitude
towards me I noticed as she came to my side
of the desk to open the case housing the
Easycorder.

“Telephone your findings to me on a reg-
ular basis—I have added my personal num-
ber to the optional ISDN software to enable
the transfer of recorded items. Stay in touch’

So this was not going to be a %-inch tape,
razor blade and croc-clips on the bare tele-
phone wires job. I set to examine the Easy-
corder at close quarters.

I discovered that the Easycorder is a
portable battery/mains-powered recorder
that offers in its basic guise the marginally
cheapest entry into the solid-state recording
market against the proven abilities of the
Nagra Ares-C, Mandozzi DART and Sonifex
Courier. In fairness it looked and felt the
cheapest too, but in use it soon inspired con-

fidence in quality and robustness of record-
ing. The 2-channel analogue male XLR mic-
line balanced inputs and female XLR line
balanced outputs are mounted on the right-
hand side of the machine along with the
mains input on a Canon 4-pin male socket.
A '-inch stereo jack socket completes the
analogue outputs on the right-hand side, its
level control adjusted by means of a recess-
able knob on the top left-hand corner of the
front face. The left-hand side of the machine
is home to the digital connections with an
AES-EBU input on a male XLR, twin phono
sockets for SPDIF inputand outputs, a 25-pin
ECP port for transferring audio between the
Easycorder and a notebook or desktop PC
and an unshuttered open slot to accept an
external PC hard disk, or flashcard, or the
optional ISDN modem.

On the top face sits the grille for the inte-
grated 1W playback speaker that is defeated
while in record or when a headphone jack is
inserted into its socket and the switch panel
controlling the dynamics for the 20Hz to
20kHz recording channels. Each channel may
select +48V, +12V phantom or dynamic pow-
ering; input amplifier sensitivity is switchable
between line, mic level or a -20dB pad in the
mic input; a 120Hz rumble filter ‘on’ or *off
and a twin limiter switched ‘in’ or "out’.

The front face is dominated by the large,
backlit Lcp screen that displays recording lev-
els with a moving parallel bar graph gradu-
ated between -60dB and 0dB, with indication
on each channel showing whether the lim-
iter is in circuit, which type of mic powering
is selected, if the roll-off filter is ‘on’ or *off’
and if the input is at line or mic level; the
screen across the top also shows in which
format the recording is taking—whether it is
linear BWF-WAV, AIFF or compressed
MPEG 2 layer Il BWF-WAV, RAW; the audio
mode of either mono, mixed mono, stereo
or joint stereo; the sampling rate between >
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REVIEW

< 16kHz and 48kHz and the recording time
available still on either the 40Mb internal disk
oran external disk that can take the cost and
the storage up to 140MD. A battery level dis-
play completes the visual feedback from the
machine, showing a diminishing stack as the
NiMH battery pack works itself down over
a stated 6 hours in Record-playback mode.
A large twin-concentric rotary fader adjusts
the record levels to the right of the screen
above smaller transport controls configured
in the usual fashion, but with the rREcorn but-
ton being the largest. The seven slim menu,
setup and edit configuration buttons are
neatly mounted above the display window.

It was a matter of minutes to master the
in-built non-destructive editor that offers a
very basic cut, paste and copy service. Switch-
ing from Record to Edit is a simple push on
the epiT button while in Stop. This brings up
a new screen in the display window show-
ing the selected recorded track as an audio
waveform bar graph. Itappears to be toolarge
a scale to pin-point an edit ‘in” and the audio
scrolls through the relatively small window
at a rate of knots, but it is possible with a
double push on the Fr key to play the track
at half-speed. A single dab on the Fr or REW
keys moves the track forward or back by one
frame at a time.

The audio Wavefront scrolls horizontally

— —righttoteftpasta-smalt-head, alluding to-a

!/~inch tape machine, and the edit ‘in" point
is entered by pressing the MARK button—an
electronic chinagraph dot—either ‘on the fly’
as the track plays, or while ‘paused’ at the

It was a matter
of minutes to master
the in-built non-destructive
editor that offers a very
basic cut, paste and copy
service. Switching from
Record to Edit is a simple
push on the EDIT button
while in Stop

appropriate place, The ‘out’ point is similarly
constructed, and from the edit menu ‘cut’ may
be selected.

Sophisticated as the editor on
the wonderful yet expensive
Nagra Ares-C, it is perlectly pos-
sible to edit accurately on the
Maycom Easycorder. What it
will mean is that for radio jour-
nalists who are for the most part
‘topping and tailing’ or extract-
ing a sound-bite, it makes sound
sense—technically and finan-
cially—to not necessarily buy

—the moestexpensive recorder on—

the market.

The EasyCorder's closest cost-rival is the
Sonifex Courier, and again while that machine
offers more facilities for just slightly more

Maycom, Dorpsstraat
29,6661 EG Elst,

The Netherlands

Tel: +31 481 377 740.
UK: Canford Audio,
Crowther Road,
Washington, Tyne and
Wear, NE38 OBW.

Tel: +44 191 418 1122.

money, I have no doubt that it will be between
these two machines that the hearts and minds
of radio journalists will be won.

But in less time than it takes
a rabbit to beat a pack of grey-
hounds "round the ring and for
me to gift another wad to an
undeserving bookie, the record-
ings of daily office life were eas-
ily transformed.

After the young and now ex-
Mrs Capstick heard my handi-
work it all became rather
sordid. She is so credulous—
but as the new head of security
and right-hand man to the young female
Chief Executive of Capstick Communications
my financial security is assured. [ owe it all
to the Easycorder. M
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PREVIEW

Tri-TechTS-24

With a look and features list that shouts Trident, new company Tri-Tech's first console effort
will have instant appeal to some. Zenon Schoepe investigates and compares

dent Audio Developments per-
sonnel, Tri-Tech is a new small
mixing console manufacturer with
clearly an eye on auempting 1o take
advantage of the demand that still exists
for consoles of classic Trident ilk.
The first product from the company
is the TS-24, a desk that conjures up a
type of medley of Trident nostalgia with
strong visual keying from the late 80
series in particular.
Stylistically the similarities are main-

B ASED ON A HANDFUL of ex-Tri-

tained. This is a big split desk with gen-
erous strip widths and a refreshingly
old-fashioned space is not an object feel.
Those pale wood end cheeks and sur-
rounds are evocative Trident symbols
and this is carried through to a similar-
ity in the pot caps and a particular
oblong switch that was favoured on the
later models.

The standard frame size is 32 inpul
with 24 outputs but other sizes are avail-
abletoorderand itcomes with a Mosses
and Mitchell bantam patchfield s stan-
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dard. The price is circa 432,000,
although Tri-Tech are offering a partic-
ularly attractive introductory offer of
£24,000 for a limited period only.

‘Transtormers are available asan option
on the mic stage, all inputs and outputs
are balanced, the desk is available with
12 or 24 routeing buttons, there are a
variety of metering options and the desk
is described as automation ready.

There is similarity in the features list
between the TS-24 and the Trident Ven-
tura, one of the last designs Trident pro-
duced and a relatively little known one.
Things like the double stacked moni-
tors, the 2-band fixed EQ on the effects
returns, and the 3-band EQ on the mon-
itors remind me of it. Indeed the chan-
nel EQ, on paper at least, is extremely
similar to the Ventura. Now the Ventura
was genetically linked to the Series 90
and the extremely attractive Vector. The
Ventura’s EQ was an interesting hybrid
of existing and passed Trident designs
and used the filter circuit of the 90 Series
and Vector, the two sweepable mids
with switchable Q from the Series 90
and the HF and LF switchable frequency
shelves taken from the Series 80. And
it was the Ventura that was the legiti-
mate heir to the Series 80, not the Series
90 which was very much more desk all
over. The TS-24 may look a bit like a
Series 80 but some of its facilities look
abitlike a Ventura. However it exceeds
and improves on it.

You get 12 auxes most with cuts and
pre/post switching. The aforemen-
tioned channel EQ has sweepable high
and low pass filters, switchable two-
frequency HF and LF shelves, and
sweepuable mids with switchable Q.
There’s a switchable insert with
pre/post EQ switching and a clutch of
automation switches. Monitors get 3-
band swept mid EQ and access to all
the auxes through an ingenious method
of reducing the pot count but includ-
ing cuts for all the aux buses as the
meuns of assignment.

The stereo effects returns are
grouped four to a module and get 2-
band fixed EQ, access to a stereo aux
bus, and full multitrack routeing. Facil-
ities in the master section are pleasantly
vintage with a multitude of buttons
enabling the sort of direct access once

Tri-Tech Audio Systems, 8| Chalk Hill,
Bushey, Hertfordshire, WD | 4DA, UK.
Tel: +44 1923 249176.

Fax: +44 1923 239919.
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commonplace but now the reserve of
only the top flight analogue desks. Lit-
tle things like talkback selection from
each of the aux masters and all per-
mutations of all the auxes and all the
sources being available for the fold-
back, studio and the control room
chains. Two sets of alternative speak-
ers, a proper oscillator and two master
auto mutes go some way to complet-
ing an outline of the TS-24's facilities.

The build quality looks good and well
finished and a quick play with the desk
revealed it to be as straightforward and
logical as its layout would suggest. It’s
a proper big mid market desk in the
old sense of the expression. You'll need
a big room for it but on looks alone
you could easily plant it in a nice retro-
feel room and it would be immediately
at home.

So who would want such a desk?
Technologically it’s not breaking any
new ground, that's not what it’s about
because it harks back to a time when
character and quality were taken as
read. Facility wise it is clearly well
equipped but you could argue that we
have learned to cope with lesser, leaner,
modern modes of operation. At its stan-
dard price it is not without competition
particularly from former Trident founder
Malcolm Toft's efforts with his-top end
MTA consoles.

The answerlies in the fact that old Tri-
dent 80 Series desks are still working in
studios around the world, they're
sought after and good ones still change
hands for large sums of money and the
TS-24 looks the part.

There are people who will get very
excited about the prospect of this con-
sole, the US is a natural target as the Tri-
dent name and anything associated with
it still commands immense respect in
the territory that judged it an equal to
anything else that emanated for Eng-
lish shores. Yes, there will be people
who are very interested in what Tri-Tech
has produced. B
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REVIEW

Terrasonde Audio Toolbox

The Audio Toolbox literally places the technical tasks of test and measurement in the hands
of the common man—and within reach of his pocket. Andy Day measures up

HE THOUGHT of reviewing a

I piece of test gear is rarely an

exciting prospect, but Terra-
sonde’s Audio Toolbox promises some-
thing for everyone, even the non-tech-
nically minded. It has many functions
usually only available on high price spe-
cialist test gear as well as some very
practical studio tools. But first the basics.

The Toolbox isa general-purpose test
tool, providing the basic functions of
acoustic analysis, audio test-measure-
ment, session tools and cable testing in
one easy to use package. Its funky grey-
purple plastic case measures l4cm x
24cm x 6em and it weighs only 1kg. My
only reservation here concerns whether
it will take the daily knocks of studio
life too well. The Toolbox can be pow-
ered from the supplied 9V wall wart or
a screw-on battery canister (using four
AA batteries) for more portable use. The
top end of the box houses the in-built
omni-directional microphone, which
again would be better protected by
some kind of metal cover.

Most common combinations of con-
nectors are provided allowing connec-
tions to +4dB balanced systems and the
increasingly prevalent -10dB unbal-
anced systems. XLR, jack and phono
connectors are provided as well as 5-pin
DINs for MIDI In and two MIDI Outs.
There is a headphone socket for using
the Toolbox as a guitar practice amp
and an integral speaker for monitoring
signals. The inputs can be mono or
stereo depending on the test performed
but the outputs are
always mono. Leaving
the hardware for the soft-
ware functionality, we
find the approach of the
Toolbox straightforward
to the point of being
slick—in contrast to
many current software-
driven pieces of equip-
ment. I found that I could second guess
the user-interface—read it’s intuitive to
use—without having to resort to the
manual at all. Rather than repeat sec-
tions of the manual, which incidentally
is good, it is better to describe the func-
tions of the Toolbox, from a user’s point
of view...

Acoustic analysis is normally some-
thing of interest to studio owners only
when there is a problem, and as such
is often seen as a luxury rather than the
necessity it actually is. The relevant
functions in the toolbox are compre-
hensive, from real-time analysis (RTA)
for checking room flatness, sound pres-
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sure level (SPL) for aligning amplifier
gains to the more exotic such as reverb
decay time (RT) and energy time for
aligning monitor systems. In addition
to the above the Toolbox can generate
a variety of test signals from pink noise
to tone pulses. These kinds of functions
are normally only available in special-
ist test systems costing many times more
than the Toolbox.

Lused the Toolbox to check outa THX
Dubbing theatre and DVD premaster-
ing suite within minutes of getting it out
of the box, and although I knew what
I was doing, I am confident that you
could do the same without prior expe-
rience, as the manual ade-
quately explains the test
functions and their prac-
tical use. The audio test
functions include signal-
to-noise ratio, frequency
response, frequency mea-
surement and even an
oscilloscope—yes, it is
basic and quite difficult to
read, butuseable nevertheless. You can
even use it as a phase scope across your
main stereo output, a great tool for peo-
ple working in film or TV post.

Cable testing is covered allowing
quick testing of XLR, jack and phono
cables, even MIDI cables can be tested
very easily without using test probes.
There are a few other extras which allow
you to use the Toolbox as a practice
amplifier for guitar (including effects),
a phantom power tester and for those
dull studio moments a game of seven-
ties-style ‘Pong’.

The session helpers are the truly
unique aspect of the toolbox though,
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these include a comprehensive tuner
for guitar, bass, viola and cello, a tempo
computer for calculating the tempo of
an audio signal against a MIDI clock (a
basic version of the Russian Dragon), a
time-code generator-reader, regenera-
tor-analyser and calculator (similar func-
tionality to the distripaliser) and a hum
canceller for removing hum from sig-
nals. The guitar tuner is excellent allow-
ing capo tunings, the tempo computer
is ideal for any music studio combining
audio and MIDI giving an accurate way
to measure the timing between audio
and MIDI tracks (a constant issue with
the new generation of host based
sequencers). In addition the Toolbox
can generate MIDI note on information
from an incoming audio signal, allow-
ing a snare track to trigger a sampler for
example. The time code functions are
invaluable for anyone working in film
or TV post, you can instantly tell if a tape
has bad code and even replace it.

Having concentrated on the main
practical aspects of the Toolbox, it’s
worth mentioning that there are other
more esoteric offerings available and
there is the promise of further devel-
opments from Terrasonde. The software
can easily be upgraded by using a PC
to upload future software enhance-
ments, the details of which will become
available on the company's web site at
www.terrasonde.com.

I'was pleasantly surprised by the Audio
Toolbox, given the general reluctance
to get anything techie for the studio, due
mostly to the fear of all things geeky and
scientific by the majority of engineers,
the developers have approached the
subject in the best possible way. By pro-
viding a broad range of useful session
tools which appeal to both audio post
and music studios and, most importantly,
doing it at reasonable cost, there really
is no excuse for any studio owner not to
invest in such a unique and versatile
piece of equipment, which will almost
certainly pay for itself over time. ll

Version 2.0 Toolbax will saon be shipping. Here
is = summary of the major software
impravements, Distarton meter {THD+M,
0.2% to 50%). Impedance meter (11200041,
20Hz-20kHz) Continuity taster. RTA low-
frequency mode [l0Hz-332Hz} Mew ATA
averaging modes, RTA now has octave, |, s,
and i modes: 20 ATA non-volacile memories.
SPLmeter upgraded toANS! type | Sound Level
metar {certification pending) with LEC, The
signal generator sweeps smoothly.
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the sexiest outboard ever...

DRAWMER
Masterffio:

masterflow by drawmer

The Drawmer DC2476 is designed to
be the most flexible, best sounding
all-in-one programmable mastering
tool available. However, there’s
more to the DC2476 than technical
specifications, impressive though
they are - the Drawmer design team,
headed by Ivor Drawmer, have
combined their expertise in tubes
and analogue circuitry with an
enlightened approach to digital
technology to create a mastering
processor of unequalled musicality
that’s exceptionally easy to use.

; nREml

DC2476
&

* 24 bit A/D - D/A conversion ¢ dynamic EQ with full band compressor
* 32, 44.1, 48, 88.2 or 96kHz in/out sample rate * gain normalisation for maximum loudness
» multl band "Bootstrap” comprassion  three band stereo width
* multi band expansion & limitirg « expert factory patches & user memory
* five band digital EQ +18dB8 * PCMCIA siot for parameter transfer

* multi band variable tube modelling « word clock infout » midi in, out & thru

/www.drawmer.com

’
v
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—
—
=

* de-essing * autofade * AES/EBU, SPDIF digital in/out * XLR analogue in/out

DRAWMER

Charlotte Street Business Centre * Charlotte Street » Wakefield ¢ West Yorkshire « WF1 TUH « ENGLAND
Tel: +44 (0) 1924 378669 « Fax: +44 (0) 1924 290460 » sales@drawmer.co.uk

www americanradiohistorvy com

Japan ¢« TEAC Japan « Tel: 0422-52-5081 « Fax: 0422-52-6783 USA « Transamerica Audio Group * Tel: 805-241-4443 « Fax: 805-241-7839

Germany = Beyerdynamic « Tel: +49 7131 617 0 * Fax: +49 7131 60 459
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Picture this

The working interface between audio and video exposes the practical as well as technical
schism between the two disciplines. Rob James enters unexplored territory

E LIVE in a world that is
Wincreasingly obsessed with
images. Professionally, an

alarming number of video people pay
scant attention to sound, while too
many of that endangered minority, the
audio professional, are guilty of neglect-
ing the importance of pictures. There is
asaying among some sound-for-picture
practitioners, ‘The picture is only there
to keep the sound in sync’. But in com-
mon with many seemingly daft state-
ments, it contains a grain of truth—the
most important attributes of the picture
in sound-for-picture work are: utterly
trustworthy synchronisation; picture
quality good enough to see relevant
detail, both for sync checking and spot-

ting and good transport dynamics—
speed of spooling and location, reverse
play and acceleration. Add to this sta-
bility of still frame and low and high-
speed pictures.

A slot-in replacement for film projec-
tors and video tape must also be easy
to interface. Biphase synchronisation is
still frequently a requirement for film,
RS-422 is a must and ideally it should
be able to chase time code at all the
common frame rates. Those of us who
have been in the sound-for-picture busi-
ness grew up watching pictures which,
by any standards, can only be described
as dire. In film, most sound work was
carried out against a black and white
‘slash dupe’ print or, more recently and
especially in 16mm work, a cutting copy
made up from ‘one light rush prints’.

In bygone days, the quality of the pic-
ture depended on several factors.
Whether the original exposure was cor-
rect, the film stock used and sheer luck
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—to name but a few factors. The resul-
tant images were frequently so murky
you would be lucky to recognise which
way up they were or they could be so
burned out Surrey looked like the
Sahara. Film dubbing editors watched
pictures on a tiny, flickering, Moviola,
Pic-sync or Steenbeck screens. Most
editing machines employ prisms rather
than intermittent motion which results
in a still frame that consists of the frame
‘in the gate’ and a dim image of the one
before and the one after superimposed.
Not ideal for checking sync.

Early projectors used for film dubbing
were intermittent types, essentially the
same as theatre projectors. Synchroni-
sation with other equipment often
involved adding an
optical shaft en-
coder and electron-
ics to produce bi-
phase pulses. This
meant the projector
controls  (or re-
motes) controlled
the rest of the trans-
ports. The problem
with  intermittent
projectors is they
are limited in speed
to a maximum of
perhaps 4x. Later
purpose designed
projectors manage
a  maximum of
around 30x (16mm)
using either prisms
or horribly complex
and ingenious drums
of whirling mirrors where greater light
output is required. These projectors are
often biphase slaves enabling a master
pulse generator to control the system
and provide time code and other inter-
facing. In recent years a lot of 16mm
and some 35mm film dubbing has been
carried out with a prism type ‘scanner’
using a small TV camera to pick up the
image for showing on monitors or video
projectors. These are in effect, rudi-
mentary telecine machines.

Video people were not much better
served despite being much later into the
game. Early quadruplex video recorders
were huge, vastly expensive pieces of
hardware and using them for anything
beyond the most basic ‘audio sweeten-
ing’ was almost out of the question.
Ironically, one alternative was to ‘tele-
record’ material from video tape—trans-
fer it to film for more complex sound
and editing work. It was only with the
development of lower-cost helical scan

www.americanradiohistorv. com

video machines such as open-reel
1-inch and Y=inch and later Sony’s
U-matic VCRs plus the development of
time code after earlier attempts such as
Mag-Link, that more sophisticated post-
production sound work became possi-
ble on aregular basis. U-matic machines
(from various manufacturers) could
locate faster than film, but the picture
was tiring to work with for long peri-
ods due to instability and break up at
anything other than single-speed play.
Today, U-matic has been largely
replaced, initially with Beta SP and more
recently Digi Beta. At the low end, peo-
ple have also successfully used VHS,
Hi-8 and DTV. These formats all have
disadvantages for our purposes, mainly
to do with synchronisation performance
and transport dynamics. High-end Beta
SP machines such as Sony’s ubiquitous
BVW?75 or the Digi Betas are much bet-
ter in these respects, but good perfor-
mance comes at considerable cost.
Against this background it should be
clear by now ultimate picture quality is
not really the issue. Anything that
improves on transport dynamics and
synchronisation capabilities ought to be
welcomed with open arms. If it is also
cheaper then so much the better.
Some of the earliest attempts at some-
thing better for the job came from SSL
with Visiontrack (a hard-disk video sys-
tem of remarkable sophistication for the
time) and AMS, who used Laserdisk. As
HDV became affordable, nonlinear off-
line editing systems such as Avid and
Lightworks began to appear. In ten
years this technology has achieved a vir-
tual monopoly in off-line editing for film
and TV. On-line looks set to follow suit.
It should come as no surprise that one
solution to the picture source problem
is to use an editing workstation, but this
is not ideal for several reasons—not the
least of which is that editing work-
stations are expensive and are not pri-
marily designed to operate as slaves. In
fact, at the time of writing, there are
really only two models of HDV in com-
mon UK use which are plug-and-play
replacements for a VCR, although there
are others waiting in the wings. Several
manufacturers have proprietary solu-
tions that work only'in conjunction with
their DAWSs, and many people are using
video capture cards in conjunction with
a variety of PC and Mac hosted DAWSs.
The advantages of HDV are not dis-
puted. All the current solutions can
provide pictures of at least VHS quality
which is more than adequate for
most purposes. The random access >
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The Revolution in digital sound mixing is here

1.30 p.m. on October 7th 1999 at BEC Maida Vale Music Studios,
Studio One, Delaware Road, London W9.

If you haven't received your invite yet, call

0800 765265

to reserve your place. Now!
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< capability makes spooling times irrel
evant and most devices provide a sta-
ble freeze frame, jog and shuttle with
pictures from a field a second or so up
to around 4x speed or more. A further
advantage with most is the ability to do
rudimentary editing and conforming,
Most useful for the inevitable changes
of mind from the picture editing depart-
ment. So, what is holding up wide-
spread adoption of HDV in sound for
picture?

In reality there are a variety of rea-
sons. The market is not large enough
to excite the Far Eastern manufactur-

“ers. A common response from facility

owners, particularly those specialising
in short form work, is, ‘I've just bought
this bunch of Digi-Betas, when they
wear out we'll probably go to HDV'.
Another frequent comment from long
form facilities is: ‘Tl buy when I can take
a disk from my editing machine and
plug it straight into the player.”

In film work the story is similar. The
most common machines are the lower
spec PVW and UVW Beta SP. Even, or
perhaps especially, where several edit-
ing rooms need a copy of the same pic-
ture, Beta SP is the lingu franca. With
the processes in current use it would
not be easy to introduce one or two
HDV machines, you would really need
to replace the lot. And you would still
need the odd Beta around for compat-
ibility. In broadcast TV there are other
reasons for the longevity of tape. Fast
and efficient postproduction processes
compensate for the high capital and
maintenance costs of keeping a broad-
cast VCR attached to each mixing room
and Sound Supervisors tend to feel more
secure if they are responsible for the
entire sound process.

At present, the majority of early
adopters in the UK are small facilities
that can benefit from the relatively low
cost of HDV and recognise its advan-
tages. Other, larger facilities, such as film
schools where time is less important
than capital outlay, have also bought
in. Anyone setting up a facility for film
sound from scratch would be mad not
to at least investigate HDV.

Over the next few years HDV will
slowly supersede VCRs. This will be dri-
ven by the usual engines of lower costs
and enhanced capabilities following on
from developments in computing hard-
ware. This will result in machines capa-
ble of working at broadcast quality, for
those who require this, at the same sort
of cost as the current generation which
use fairly highly compression ratios to
achieve reasonable costs. A further pos-
sibility lies in the development of
recordable DVD. But the real advance,
for those who can afford it, will come
with integrated sound-and-picture net-
working.

The Rorke Data FED VMOD-100 was
the first stand-alone HDV machine to
gain real acceptance. It can use a wide
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variety of storage media from magneto

optical and Winchester hard drives and
even down to Jaz. Picture quality is
claimed to be the equivalent of Lo-band
U-matic at the high end and S-VHS at
the low. Record times vary from around
13 minutes per Gb to 77 minutes. The
compression used is M-JPEG (Motion

JPEG) and two tracks of 16-bit audio
are available. There are a number of
options for versatile interfacing includ-
ing RS 422, biphase and time-code chase
using an external time code to RS-422
convertor. Other possibilities are VITC,
a‘film style” remote control, Media Con-
troller Edit Suite and spot-commercial
playback software. Video connections
are composite on BNCs or Y/C using
S-VHS mini DINs. Audio is on XLRs and
external SCSI is SO-pin Centronics.

Rorke has recently announced an alter-
native series of HDV machines underthe
name of Viper. Using the Windows NT
operating system these can read and
write material in VMOD format, their
own native formats and AVI-WAV. Viper
Lite uses 14:1 compression with two
channels of 18-bit audio as standard,
Viper, 7:1 compression and four audio
channels and Viper PRO 2.65:1 and eight
audio channels. There is alsoa Viper Nest
option that together with Rorke’s Galaxy
RAID storage systems offers server capa-
bilities, allowing up to 24 hours of PAL
or NTSC video to be online to multiple
users at the same time.

Doremi Labs (makers of the Dawn
DAW) was also early on the scene with
the V1 Video Disk recorder-player. This
is a 3U-high rackmount unit with a full-
function remote control. V1 also uses
M-JPEG  with compression ratios
between 4:1 and 34:1 NTSC or PAL and
two channels of 48kHz 18-bit audio.
Storage options include MO, removable
Winchesters and the V1 server. This con-
sists of a File Server, a computer that
reads video and audio data stored in files
on the VSU (Video Storage Unit) and
transfers it to be played on the Video
Channels—V1 family machines. The File
Server connects to the VSU via Fibre
Channel, which allows up to 126 hard
disks per interface card. The File Server
connects to the V1s via a choice of inter-
faces (SCSI-3, Fast Ethernet). Multiple
V1s can simultaneously play the same
video file, which should reduce time
spent copying and moving files.

The system is managed by Doremi’s
automation software. This can run from
the file server or from the monitoring
stations. The software allows recording
from any Video Channel, viewing of
previously recorded files, construction
and playing of cue lists on any of the
V1 video channels. The V1(s), the File
Server(s) and the Monitoring Station(s)
are connected via a Fast Ethernet net-
work, which carries control information
as well as low-resolution video infor-
mation for monitoring purposes.

V1 comes with RS-422 serial Sony
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9-pin control and built-in VITC and LTC
time-code  reader-generator  and
biphase. Ethernet is available as a fur-
ther option as is a colour Lch screen
mounted on the front panel. Video con-
nections are composite on BNCs or Y/C
using S-VHS mini DINs. Audiois on XLRs
and external SCSI is 50-pin Centronics.

There are now several other variants
of the V1. The V1im is probably of most
interest in sound for picture as it is a
cheaper version without front panel
controls, intended for RS422 operation.
The V1D adds a serial digital interface,
2:1 compression and four audio tracks
to the V1 spec.

Fairlight is about to join the party with
the ViVid unit. The ViVid offers a sub-
stantially similar specification to the
VMOD and V1, but with the promise of
integration with the rest of the Fairlight's
products. The other departure is empha-
sis on editing capabilities and the abil-
ity to work across Fairlight's MediaLink
networking system. With ViVid Fairlight
will offer a tantalising glimpse of what
may be possible with a fully integrated,
sound and picture, networked system.

Digidesign, now part of Avid, have long
offered picture options. These range: from
simple use of QuickTime movies to more
sophisticated use of video capture and
compression cards. The Avid AudioVi-
sion(apparently now a Pro Tools option)
is perhaps the most integrated example.
AudioVision makes it relatively simple
to move projects from Avid on and oft-
line picture editing systems to the sound-
for-picture workstation.

studio Audio & Video offers Portia.
This is an HDV system that can be
installed into any SADIiE DAW. Using

JPEG video compression, video can be

recorded into a SADIE edit list and
accessed alongside the audio. Physi-
cally, the Portia system is a full-length
PC expansion card, a 2U-high 19-inch
rack unit supplying video, time code
and 9-pin [-O. and a SCSI-2 hard disk
for storing the video data. A single 9GB
drive provides from 5'/, hours video
storage at the highest compression, to
1'/. hours at the lowest compression.
The breakout box provides YUV and
mixed sync [-O, VITC and LTC I-O, and
4 channels of 9-pin I-O. Up to 135 30Gb
drives may Dbe installed, giving around
125 hours of Betacam-quality video stor-
age. Video I-O is YUV component only
so a convertor is required for compos-
ite environments. Unlike stand-alone
systems, Portia video may be cut, edited,
copied, deleted or moved within the
SADIE audio playlist so changes in the
video do not require redigitisation
onto disk.

Scrubbing of the audio and video
together is claimed to be field and frame
accurate, even when scrubbing at
speeds faster than play.

Soundscape now have considerable
experience with the use of video cap-
ture cards integrated with Soundscape >
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< workstations. Soundscape’s Chris
Wright tells me they are working with
Fast AV/DV Master, Miro DC30 and now
the Matrox Digisuite. The old bugbear
of this approach. dropping frames dur-
ing capture, is almost unheard of these
days using a properly specified and set
up system that is consistent with the data
rates being captured.

Dropping frames in Capture would
make digital video completely unusable
for proper sync and is a function of the
type of compression, the video signal
program material and the processing
speed of the card from compression.
Dropping frames in capture is now
extremely rare, as the processors are
beefy enough to deal with difficult video
signals within a frame. This was not the
case with earlier low-cost cards.

According to Chris Wright, ‘Most
Soundscape users are happy with an
AV Master with around 600KDb/sec to
1Mb/sec for the guide video for sound-
to-picture use and many Hollywood TV
shows are posted with this setup (Fra-
zier, Seinfeld, Viper, Baywatch, Mad
About You) as well as hundreds of oth-
ers for film soundtracks, language dub-
bing, Foley recording, and so on.’

‘For sound-to-picture editing we have
a very simple sync method and the
Soundscape hardware timing is used to
control playback. We always recom-
mend capturing with burnt in time code
with a running capture (tape rolling

first) to ensure continuous frames. In
Soundscape you open the file and type
in the time code shown for the first
frame and save it as an AVI offset in the
file. The file is then always played from
this offset and we access the file accord-

ing to the hardware timing. A very sim- -

ple method of getting the sync, but
completely effective. It also allows for
a “video follows audio” approach that
allows for really accurate scrubbing with
no lag at all.”

If this last section has tempted any-
one into thinking a PC-hosted HDV
could be a candidate for Betacam
replacement a word of caution is
required. According to Dave Shapton,
who has been working in this field since
it started, ‘Surprisingly, as far as I know,
there are still very few systems that will
accurately (or at all) chase time code.
This is a great pity because all of the
well known video editing systems work
with only frame accuracy, not sample
accuracy. So however good the audio
facilities on a given video NLE (nonlin-
ear editing) platform, you will never be
able to do proper audio editing.” Shap-
ton suggests making the video edit
(using sync audio and possibly other
audio tracks as a guide only) and then
using an audio application such as
SoundForge, Samplitude or Cubase VST
and so on, to control the resulting
AVI file's playback. Even this is not
ideal because at anything other than

normal playback speed, results are
unpredictable.

Ten to fifteen years ago HDV became
first possible and then affordable as the
underlying computer hardware devel-
oped. Even theatrical release of ‘movies’
in electronic form is now realistic pos-
sibility. With George Lucas saying the
next Star Wars will be shot electroni-
cally the age of HDV is well and truly
with us. You might expect there would
by now be a rash of products that would
be ideal for replacing video tape, 16mm
film and, for most purposes, 35mm film
as a sound-for-picture source. As with
the development of digital dubbers the
reality is rather more complex. These
are dangerous and fast flowing waters
for the pro-audio fraternity. The safest
approach, if a simple videotape replace-
ment is all that is required, is undoubt-
edly one of the stand-alone units. For
others, well versed in the mysteries of
PCs and Macs, there are some interest-
ing alternative approaches that, with
patience, allow a great deal to be
achieved at very low cost. At the high
end, broad¢ast TV and Movie produc-
tion, there are still more potential solu-
tions than actual. The promise of fully
integrated sound-and-picture network
systems has yet to be realised, but
[ am certain this is where we are
heading. Meanwhile, there would seem
to be some life left in that old dog,
Betacam. H

If you've got a component

problem, Roxburgh has the

solution. As the UK distributor for
one of the world’s largest
component manufacturers, Alps

Electric, we have an unrivalled

portfolio of products. Encoders,
faders, potentiometers, switches,

alarms, you name it, we stock it

We have the olutions
& :

Couple that with 30 years of

market knowledge, technical

support and customer service and

you'll find that, whatever the

application, Roxburgh can help you

design a better solution. For more

details call the Alps Sales Team on

01724 281770 now.

-
ROXBURGH [PE]

A member of the DELTRON ELECTRONICS GROUP

Roxburgh House, Foxhslis Industrial Park, Scunthorpe. N Lincolnshire DN15 8QJ
Telephone' +44 (0) 1724 281770 Facsimile Sales. +44 (0) 1724 281650
E-mail sales@roxburgh.co.uk Home Page. hitp //www.raxburgh co uk
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calm control at the centre

Work like lightning with SoundStation STORM - DAR's latest flash of digital
audio innovation. Maintain absolute calm with the most demanding workload,

and stay in full control.

STORM strikes at the heart of audio production and post-production — thanks to its
radical core design. Providing the ultimate networking resource for rapid, creative
audio manipulation - recording, editing or mixing. A single operational environment,
delivering consistent performance across the widest range of storage media and file

formats. Flexible power within a cost-conscious platform.

Handling over 10,000 segments per project, and storing over 1000 projects on each
machine. Offering 32 tracks in standard configuration, with full cross-fades, and

scalable up to 128 internal tracks. With Selectable viewing of waveforms, fades,

crossfades, marks, vertical track zoom and more. 16- and 24-bit 192kHz capable —

with DAR's 100Mbit D-net network port as standard.

Edit and manipulate by simply touching a sound on the high-resolution full-cotour
STORM TouchScreen Contreller. Alterrative options to suit every working practice
- the STORM Compact Controller for use with a
conventional monitor screen, and the automated
Mixing Fader Surface. Systems can be supplied
in a choice of colours ard customised finishes -

from the Striking to the calm.

DAR's SoundStation STORM - one of the fastest and most cost-effective ways

of achieving the highest standards.

DIGITAL AUDIO RESEARCH

D |/

H A Harman International Company

Digital Audio Research Limited, 2 Silverglade Business Park, Leatherhead Road, Chessington, Surrey KT9 24L, United Kingdom
Telephone: +44 (0)1372 742848 Facsimile: +44 {0)1372 743532 Email: mail@dar.uk.com Web: http://www.dar.uk.com
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PMC LBI-BP

For methodology see Studio Sound, April 1998, page 14,

See jt on the Internet net-site:

www.prostudio.com/studiosound/apri?8/r_tannoy.html

Studio Sound's 'bench test' loudspeaker reviews continue with the LBI-BP Keith Holland reports

HE PMC LB1-BP is a
2-way passive loud-
speaker consisting of

a 140mm woofer and a
28mm  soft-dome tweeter.
The cabinet has external
dimensions of 532mm high
by 178mm wide by 275mm
deep  (including  binding
posts). The drive-units are

mounted vertically near the
top of the cabinet with a

foam-filled port, that ap-
pears to be the end of a
transmission line, at the bot-
tom some 280mm from the
woofer.  The woofer s
slightly unusual in that the
centre dome has a diameter
of 75mm that represents a
large percentage of the radi-
ating area of the 95mm
diameter cone. The review
loudspeaker was  supplied
with a frame-mounted front
grill that was removed for
the measurements. Connec-
tion to the loudspeaker is
via four 4mm binding posts
on the back panel that per-
mit bi-wiring. No power

PMC, Unit 72, Haslemera
Industrial Escate, Tewin Raad
Webwyn Garden Cigy, UK.
Tel: +44:1707 393 003,
Fax: +44 1707 393 534,
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handling specifications were
supplied with the review
loudspeaker.

Fig.1 shows the on-axis
frequency response and har-
monic distortion for the
LB1-BP.  The response is
seen to be quite uneven,
extending from S50Hz to
20kHz within +5dB limits.
There are distinct, sharp
peaks and dips between
200Hz and 1kHz and a ris-
ing high-frequency response
above 8kHz. The low-fre-
quency  extension is good
with the -10dB point occur-
ring at about 38Hz. Average
sensitivity is about 88dB for
IW at 1m. Harmonic distor-
tion performance is very
good, with the 2nd har-
monic peaking at -42dB
(0.8%) at 100Hz, reducing to
-57dB (0.14%) by 300Hz.
The 3rd harmonic remains
below -45dB (0.56%) from
50Hz upwards.Figs 5 and 6
show the horizontal and
vertical off-axis responses
respectively. The horizontal
directivity is well controlled
with only a little mid-range
narrowing between 1kHz
and 3kHz. The high fre-
quency response falls  off
smoothly with frequency,
with little evidence of side-
lobes.  The vertical direct-
ivity shows the interference
notch at 2.5kHz which is
characteristic of spaced dri-
vers.The  step  response
(Fig.3) shows good time-
alignment between the dri-
vers and some evidence of
ringing with a period of
about 2ms. The acoustic
centre (Fig.2) is seen to shift
to just over 2m behind the
loudspeaker at low frequen-
cies, which is typical for a
loudspeaker with a  4th-
order roll-off. Phase anom-
alies are evident between
200Hz and 1kHz which cor-
respond to the peaks and
dips in the on-axis response.
The power cepstrum chart
(Fig.4) is somewhat unusual
in that, although the re-
sponse up to Ims is well
behaved, there is a lot of
activity after longer times
from Ims to 3.5ms due to
the sharp irregularities in the
on-axis response. It is in the
waterfall chart (Fig.7) how-

ever, where the time-
domain problems associated
with these sharp response
irregularities are most evi-
dent. The ringing at 250Hz
and 400Hz can be seen to
decay very slowly, reaching
only -40dB after approxi-
mately 60ms. Overall low
harmonic distortion, con-

trolled directivity and accu-
rate driver time alignment
are let down by an uneven
mid-range on-axis response.
The peaks and dips in the
response are sufficiently
sharp to upset the time
domain performance to a sig-
nificant degree, and would
probably be very audible. B
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Wave Studios
Soho - London.

SURROUND YOURSELF

WWLamericantadiohistorns.com-

WITH SPENDOR

e 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

purist audio
and audio-
for-video

[}
mixes. ‘ q ‘
Call now for [

a full color
s @
e

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

brochure.
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Choosing the right audio Codec.

Diatoc4

Diatoc4

MusicraxiPAN

Sl
= EEDS B

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

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
conrnections, 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.

e 28
JIIX T FE
The range of network protocols included means that it can be taken
to virtually any part of the world. In the studio the audio i/o can be
analogue or digital (AES/EBU & S/PDIF interfaces are both provided).
The aux data channel enables embedded control data to be sent
alongside the audio, and the unit can be controlled remotely from a
PC or the external Remote Panel if desired. Most importantly
automatic sensing of the codec at the other end of the call means
that it sets itself up to communicate with the most commonly used
systems in use today, i.e. Telos Zephyr, CDQPRIMA, Glensound and

(I TR Ryt [ [ |

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.

i

LA 2 S 5 100 BRI B B DR A B
128K 48.0 JOIRT ZTEREQ
L3 & 126K HB.O 0 IRT STEREQ

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.

DiaLoc4

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

Fax-49-7141-22667 - http://www.dialog4.com - email: info@dialog4.com.
iohistorv.co
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Studer OQn-Air 5000

Studer is to launch the On-Air 5000 Digital
Continuity Consele for radio broadcasting
at IBC and will exhibit the system control-
ling Studer’s Digital MADI Router.

The On-Air 500C has an integrated source
router that alfows a high number of inputs
to be connected to the desk. The source
label will be routed and appear on the
respective input channel. It's clean-feed
circuits enables all forms of telephone calls
to he insertex! into the programme con-
tent. The console’'s modular construction
is designed for optimum space saving. Ver-
sion 3.0 On-Air 2000 now features six clean-
feed channels and assignable master faders
for the recording and the programme bus.
Studer, Switzerland. Tel:'+41 | 870 7511

Digitracs DAW

Digitracs is a soundtracs DAW based on the
architecture of its new DS3 digital mixer totally
integrated with a SADIE editor with video
playback. It is described as a 96-channel
mixer combined with a 32-track editor giv-
ing subframe accurate sync between audio,
video and automation and single step filing.
Soundtracs, UK. Tel: +44 208 3885000

Calrec minidesk

Calrec is to launch the M3 console which
follows on from the success of the Minim-
ixer 11 and is designed as a compact desk
with a high level of facilities. It is intended
as a main mixer for mono and stereo broad-
casting in small studios and OB vehicles or
for use as a submixer.

Calrec, UK. Tel: +44 1422 842159

TimeLine conversion

TimeLine Vista's TransAudio PipeLine is a
file utility program that supports backup,
export and tape mode conversion of pop-
ular audio workstation file types. The pro-
gram can read Digidesign Pro Tools
s
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sessions, Waveframe projects, Akai DD8,
Tascam MMRS, Zaxcom Deva (Broadcast
Wav), Sonic Solutions (on Mac HFS vol-
umes) and OMF/Sound Designer I1. Addi-
tionally the sofiware writes Pro Tools,
Waveframe and OMF/Sound Designer 11
The program is based on the file backup
and export capabilities of the MMR8 and
runs on PCs with Windows 95/98 or NT.
TimeLine, US.Tel: +1 760 761 4440

D8b gets Autotune

Mackie and Antares have announced a part-
nership for the development of Auto-Tune
real-time pitch correction software for the
Mackie Digital &Bus console. Auto-Tune is
afully automatable software Plug-In that pro-
vides the ability @ correct the pitch of a voice
orsolo instrument, without distortion or arte-
facts, while preserving all of the expressive
nuance of the original performance.
‘Mackie, US.Tel: +1 425.487.4333
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Tascam DA-40

Adding a cost-effective professional model to its range
of DAT records strengthens Tascam'’s growing reputation
in recorders. Dave Foister puts it through its paces

ASCAM'S BEST
known  recorders
may currently be the

DTRS series of modular dig-
ital multitracks, but there is
alsoa range of DAT machines
that has quietly established
itself as representing remark-
able value in a fully profes-
sional package. The last
incarnation of the range was
the ground-breaking 24-hit DA-45HR, and
now a version without the high-hit capability
is set to replace the familiar DA-30 as one of
the standard non-TC recorders.

'The DA-40 shares the designer styling and
glossy image of the current Tascam machines
in place of the functional plain flat black of the
30. It has so many buttons that a quick look
round the back is required tor reassurance that
itis not just a gadget-laden prosumer machine.
In fact all the essentials are in place: proper
halanced line-level analogue ins and outs, and
AES-EBU as well as SPDIF. The rack ears are
integral with the front panel, although the feet
have to be removed for rack mounting.

The facilities available within the standard
DAT format are very wide ranging, and it is
rare (o see machines that can exploit them
all. Tascam’s recorders come close; one indi
cation of this on the DA-40is a button marked
aiak, that allows text character packs to be
displayed on the screen. It can record them
as well, and, although this is rarely imple-
mented, it is a standard DAT subcode lea-
ture, soif titles and so on have heen recorded
on another machine (Pioneers can also do
this) they will show in the window if desired.
Also available for display are all the different
time read-outs, and 4-igit error displays for
each of the two playback heads. A neat Tas-
cam trick is its ability to log any errors it finds
against time and locate to them tor checking.
This stores up to five points where error cor-
rection has had to be used and these can then
he accessed direclly.

The panel is dominated by a dual wheel
control that is not quite the jog-shuttle wheel
it appears 1o be, as it is more importantly used
toadjust the many menu tunctions. These hidl-
den options are another arca where Tascam
scores highly as the tlexibility of the machine
in the professional environment
is enhanced by some of the stuff
onoffer here. Parameters hidden
in the menu system include
adjustable pre-roll for the two
focate memories and an end tally
output that sends a signal to the
control 1-O port ata user-variable
time before the end of the ape
is reached. Itis also possible to decide whether
the fast wind keys will switch from play to
wind or from plav to cue-review. There is a
head drum use memory 10 help schedule
maintenance, and the facility to automatically
write an End ID every time recording stops.

wwwweamericanradiehisterns.com

Tascam, UK.

Tel: +44 1923 819630.
Fax: +44 1923 236290.
Tascam, US.

Tel: +1 213 726 0303.

Fax: +1 213 727 7641.

The rear panel is quite full of connectors,
again indicating the machine’s pro status.
Among the analogue and digital signal con-
nections are a socker for the optional wired
remote and a 15-pin D-sub connector for full
remote transport operation complete with
tally indication. The analogue outputs have
level trim controls next 1o them. while input
levels are switched on the front between stan-
dard calibration and manual setting with the
1wo level controls. In fact most of this kind
of setup is on dedicated front-punel switches
familiar from previous Tascam machines:
sample rates, analogue-digital input selection,
and the choice of balanced or unbalanced
inputs (note that the XLR digital inputs will
accept SPDIF data). T was surprised to have
4 few problems with the digital outputs,
shown only by the error monitor windos of
nmy SADIE system and not translating into
audible problems; the SPDIF output consis-
tently showed as Poor Signal, and the machine
has the annoying habit of dropping its clock
or producing Validity Errors when stopped.
This is by no means unique—the DAT
machines that do not do things like this seem
1o be in the minority in fact—but [ would be
interested to know why so many machines
do not maintain a consistent digital output
when others manage it.

The transpor kevs are big and reassuring,
and even the 1ape drawer is unusually friendly
as it locates the tape in place as it closes rather
than making you jiggle it into a tight slot. All
the transport modes are indicated in the dis-
play, and the important ones have LEDs as well.

Sonically Tascam's DAT machines have
always impressed, and the DA-40is no excep-
rion; although no details are given of the con
veriors either end, the sound is everything
vou can ask of a 16-hit 48kHz recorder.

The DA-40 is a very easy-lo-
use and competent DAT
machine. It will slot in as a good
workhorse straight out of the
box, with a build quality and a
history that suggests it will take
a lot of punishment, but has the
additional facilities on board 1o
make it more adaptable to dif-
ferent ways of working and different appli-
cations  than  appearances  would
suggest. Tascam DATs have quietly built up
a strong lollowing and market share, and the
DA-40 should reintorce the image as a value-
for-money professional recorder. l
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PREVIEW

Sennheiser Series 3000

The latest addition to Sennheiser's RF range offers a solution
to both radio mic systems and in-ear monitoring requirements.
Keith Spencer-Allen taes the middle ground

less microphone system manufacturers

as itisactive in all areas of the RF mar-
ker rather than just in particular price cate-
gories—no doubt due to the way that the
name is established in consumer, MI and pro
circles. The benefits of such an arrangement
come from both ends—the economy of scale
and the direct ‘rickle down’ of technology.

The Series 3000 is a total restatement of
Sennheiser's ‘middle ground’ RF product
range. I1 sits between the Series 1000 budget
MI systems, and the sophisticated Series 5000
systems that can handle 40 channels plus of
simultaneous radio mic channels. Aside from
including Sennheiser's entry into in-ear mon-
itoring systems, the new range is particularly
notable for the use of switchable frequencies
atalower price point than normally accepted.

The series starts with
two transmitters.  The
SKM3072-U hand-held can
chose from one of 32 pre-
programmed UHF operat-
ing frequencies using the
b display and controls
mounied in the base sec-
tion, enabling its use in
multichannel  sysiems.
There is a choice of cap-
sules to suit vocals or
specch, and the sensirivity
can be adjusted on the mic
¢ itsell. Transmission uses
Sennheiser's HiDvn plus noise reduction sys-
tem and retains compatibility with 1000 and
5000 Series receivers. Most practical point
each unit is supplied with 8 different colour-
coded end caps 1o distinguish between units
when several are in use, while the 1cp can
show low-batiery warnings.

The other transmiter is the SK3003-U Body
pack, which is based on the SK50 unit in the
5000 range. It can operate on any of 16 UHT fre-
quencies withina 24MHz window from 4350MI 7
10 960MI1z. It can be matched 1o the mic used
with 8-steps of input sensitivity even if you are
not using one of Sennheiser’s own clip mics.

he standard unit is supplied with a 2-cell
bauerv pack, although larger 3-cell or rechar-
gable packs are available. The
batiery status is transmitied
permanently and can be mon-
itored when using Series 3000
recervers,

There are three 1U-high rack
mount receivers in the series.
All'have been designed so that
they can be used singularly, or
to varying degrees within a
large scale multichannel instal
lation. The EM3031 and 3031
are single and dual-channel
true diversity receivers, that are described as
competitively priced. Thev can be swirched
over 32 UHF frequencies within a 24MHz win-
dow. A front panel display can be interro-
gated forall major functions from radio signal

S ENNHEISER IS UNUSUAL among wire-

Germany.
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Sennheiser Electronics,

Tel: +49 51 30 600 3666.
Fax: +49 51 30 600 3612.
UK, Sennheiser.

Tel: +44 1494 55155].
Fax: +44 1494 551550.
‘US, Sennheiser.

Tel: +1 203 434 9190.
Fax: +1 203 434 1759.

strength, programme and battery status.

The more upmarket EM3532 UHF receiver
houses twin diversity receivers, each having
32 programmable frequencies that can be fine
tuned within a 24kHz window. All frequency
and channel selection is handled through the
front-panel menu, and it shows the current
settings and battery status with a 20-30 warn-
ing of signal loss. It can also scan and lock
onto active RF signals.

The 3532 can also be run under Windows PC
control using Scnnlieiser's S-MCD software that
enables control and monitoring of up 1o 126
channelson 63 channels over a network. In prac-
tical terms this allows the operator 1o alter and
monitor all chunnel parameters foreach attached
networked unit, and to create ‘scene’ changes
10 follow farge scale changes in the event-show
and wilor the RF mic sysiemn appropriately.

Anotherreceiverintherangeis the EK3041-U,
a miniature UHF sterco receiver that is being
promoted asthe world'ssmallest ever UHF diver-
sity unit. It was developed specifically for use
with the compact new digital ENG camcorders
and is tailored to fit into the available RF siot on
severul popular units without the need for con-
nectors or adaptors. It has 32 switchable fre-
quencies within a 24MHz window and can be
supplied tor use over a wide frequency range,
enabling worldwide operation.

Sennheiser’s entry into the world of in-ear
monitoring comes in the form of the 3050-U
System. The SR3054-U and SR3036-U are
stereo and twin stereo 1U-high rackmount
transmitters. Each transmitter can operate on
any one of 16 UHF frequencies, enabling the
assembly of an all-hand monitoring system
using the same components. A version of the
HiDyn noise reduction system has been
developed for this application and is known
as HiDyn Stage. Full control is provided from
the front panel—including stereo-mono oper-
ation, together with the ability to select irans-
mission from the unit mounted aerials or more
suitably positioned remote aerials.

A choice of in-ear receivers ure provided
bvthe EK3053-Uand 3052-U Bodly Packs. Both
are robust units with the 3053 mainly aimed
atmusicians where a dual mono mode of oper-
auon, rather than stereo, may be importan,
together with the ability to hal-
ance between them. The 3052
is for broadcast and theatre use
and assumes stereo operation,
but with more emphasis on LED
indication of siatus.

The Series 3000 RI* System
would seem to provide a com-
prehensive new addition to the
wireless market, specifically
notable for switchahility and
scalability in operation. The
pricing being talked about for
large multichannel mic sysiems also suggests
that it will provide most of the facilitics of
existing choices, but at far far less cost, while
still retaining the ability to be used as single
channels. A very interesting approach. Il
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You/Com developments
You/Com has acquired the distribution rights
for the Jatron Radio-Reporter for Central
Europe. Developed in co-operation with NRK
this unit is the first portabie wireless digital
reporter system. Weighing 2.5kg it is able to
broadcast within a2 number of kilometres of
the receiving station and is well suited to the
requirements of a roaming reporter. In com-
parison to analogue FM svstems the Radio-
Reporter uses MPEG and cata reduction and
20kHzstereo signals can be transmittied ortwo
mono signals of 11kHz You/Com’s ISDN
hybrid StadioSet is unusual because it
doesn't contain a hvbrid and the output of
t.6 phone cll is offered in the form of an ana-
logue or d:gital 4-wire connection.Designed
for simplifying the registration of requests and
remarks of listeners phoning in to a request
programme, PhoneDepotcananswerand reg-
ister eight calls simultaneously. Recordings are
stored on an NT server cannected to ISDN
and calls are logged and messages can be lis-
tened to from any PC with 2 sound card. Calls
can be converted by the PheneDepot into the
relevant digital format uscd by the Broadcast
Automation System.

You/Com, Netheriands:

Tel: +31 15 2625955

$200 large diaphragm

Marshall Electronics has started a pro-audio
division 1o build a line of low-cost large
diaphragm condenser mics for the profes-
sional and project studio market. The first
in the line is the MXL 20D1 which, accord-
ing to the company, has the look of an
expensive European mic but will list in the
USA for $199.95.1t has a 1-inch gold sput-
sered diaphragm, balanced transformer
output, 80dB signal to noise, 130dB SPL
and operates on standarc! 48V phantom
power. It comes complete with a mic stand
adaptor while optional accessories include
a high isolation shock mount and a4 2-chan-
nel phantam power supply.

Marshall Bectronics, US.

Tel: +1 310-390-6608

Matrix amp

Theclass-Hamp combinesa swilched power
supply with metal Mosfets in a 2U-high case
that can generate 3000W%. The Mosfets are
run well below their voltage limits making

the amp cool and reliable. The amp is tar-

geted atinstallations and touring rigs and has
switchable limiters and input sensitivity.
Matrix, UK.Tel: +44 1562 383116
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One day, there will be a monitor
whose performance profile
is based on science, not opinion.

A monitor whose compact size
and whose low end performance and
dynamic range will beat competitors

One day, there will be a monitor with the
same Linear Spatial Reference
technology that has changed forever
the way monifors are measured and qualified.

That day: September 23, 1999. The AES Show, NYC.
That monitor: The all new JBL LSR 25P.

The only workstation monitor
good enough to be called LSR.
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REVIEW

Tascam TM-D 1000 boards;
IF-DA8; MA-ADS8

More functionality for the starter digital desk and two
convertor boxes, Zenon Schoepe is very impressed

TOH: { AES/EBL , COARIAL
8{Ch1-8)
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EADERS OF MY APPRAISAL ol the
RTM—D 1000 (Studio Sound, December
1998, p32) will have noticed thar | was
extremely taken with the clever digital pocket
rocket despite the fuct that its complex oper-
ating system is so clearlv beyond the mass
enury level target audience thut its lowly price
might attract.
Tascamhas now added to the console with

an 1-O expansion board and expansion of

the on-board effecs processing—features
that were always promised since the first
announcement of the desk.

The IF-TD1000 (£120) board fits into the
desk’s rear panel empty slot and provides an
additional two scts of XLR and phono AES-
EBU and SPRIF inputs, which emerge as Dig-
ital ins B and C in the set-up menu plus a
second TDIF port tor an extra eight digital I-
Os referred to as TDIF-1B. What is useful is
that Digital in C incorporates an SRC.

The FX-D1000 board (£99) doubles the
eftects capability of the desk and amounts to
doubling elfect 3’s capacity for eight-channel
simultaneous processing. It also introduces
effect 4 whicl is equivalent the desk’s origi-
nal processing for dynamics, delay, chorus,
pitch shift, flanger, phaser, de-csser or exciter
and effect 5 which equuls this butadds reverb
and gated reverb effects.

Installation is straightforwvard, although the
manual dissuadesselt-fiting in favour of autho-
rised experts, and involves opening the desk
up, bolting the I-O card onto the back plate
and connecting a ribbon cable and plugging
the ettects board into a connector on the main-
bourd together with some supporting studs.
also had to update a software chip on the desk
I'was using to V 1.20 10 enjoy the
henefits of the new cards but the
desk in question was from the
very early part of the product run
and (his might not be necessary
with newer units. Check.

The advantage of the increased
I-O capability is fairly simple o
comprehend s it removes what
is a limitation on the standard desk. It impacts
on an improvement in clarity of organisation
and mostspecificlly allows the direct outputs
of channels 1-8to be fed through the new TDIF
port with Irec assignment to the original port.
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Tascam, UK.

Tel: +44 1923 819630.
Fax: +44 1923 236290.
Tascam, US.

Tel: +1 213 726 0303.
Fax: +1 213 727 7641.

Predictably it will enable simultaneous 16-track
or puralleled nwin 8-track recording.

The importance of the extra effects will
depend entirely on how important they are
to the way you employ the console. This
might be of more interest to personal recordist
L4 but for the money I'd be tempted anyway us
it can do no harm. The I-O board is 4 must.

The two hoards expand the power of the
TM-D1000 quite alarmingly, but if anything
again remind of the complexity of

4+ theoperting system. How-
ever, if youwve conquered
1 this desk already then you
won't even notice.

The boards coincide with the high arrival
of two exceptionally cost effective 1Urack-
mount interface boxes that can be pressed
into service with the TM-D1000 or indeed any-
thing else with a TDIF port. The IF-DAS (£259)
is an 8-channel 24-bit capable D-AC while
the MA-AD8 (£279) is an 8-channel 20-bit mic
pre to TDIF A-DC.

The former has a spartan front panel with
only word clock source sclection while the
rear panel hus eight balanced XIR outputs
with 3-position level switching, the source
TDIF port and a straight through TDIF port
for daisy chaining the input.

This twin TDIF port arrangement means
thatanalogue and digital equivalents of a dig-
ital input can be paralleled up for simultane-
ous multichannel monitoring and recording,
for example. in 4 manner that would other-
wise not be possible.

The MA-ADS has indivicual level pots with
42dB of gain, 22dB pad switches and over-
load LEDs. Phantom power is curiously split
into two groups of four inputs with options
1o power the first pair or all in the group or
to defeat it.

There’s clock source selection on the front
panel along with four input switches. In the
up position each of these route pairs of mic
inputs to the TDIF port, while when down
they route pairs of digital channels from the
rear panel Aux TDIF to the same destination.
Thus we have a convenient means of repatch-
ing on TDIF here. Mic inputs are on XLR and
in common with the IF-DA8 the unit has word
through and in on BNC.

These are fantastic boxes that provide solu-
tions to real world dilemmas for ridiculously
litde money. We mustn’t forget
that the bi-directional IF-TAD
TDIF to ADAT interface is also
part of this sct.

Performunce is well beyond
whal its amounts to on a cost per
channel basisand makes thesewo
units immediately applicable as
low end TDIF equipped DAW
companions. They are a stroke of genius and
make an immediate nonsense of entry level 2-
channel devices. There may be better mic pres
and better convertors around but certainly not
for this sort of monev. Highly recommencdecd. ll

WAAW=aRericaknkadiehister/scom:

Millennia mic pre
Employing mic amp circuits identical to
those found in Millennia’s acclaimed HV-3
stereo mic preamp, the HV-3D fourand eight
channel microphone preamplifier is pack-
aged in a 2U-high rack mount with built-in,
fully isolated power supply. The 4-channel
version can be field upgraded to an 8-chan-
nel unit at any time. The HV-3D replaces
the four channel ‘Quad’ mic preamps.All
channels offer 130 velt DPA mic input
options as well as an option for optimised
DC-coupled ‘ribbon mic’ inputs. Every
channeloffers standard high resolution gain
switching (36 gain steps with 1.5 dB perstep)
using Roederstein precision resistors and
mil-spec gold contact rotary switches. A
gloss black ¥+inch thick radiused face plate
has illuminated push button switches and
hand-machined alummnium knobs. Remote
preamp corirol and A-D conversion options
are in development.

Millennia Media, US.Tel:+1 530-647-0750

ARX DI

ARX' DI-Plus is a single-channel device
with a clamshell design for interior access.
Inputs are via a normal gain high imped-
ance balanced input and a separate -40dB
speaker level input from an instrument
amplifier. Both inputs can be attenuated

by a 20dB pad. Switching to a console’s
phantom power is automatic or it reverts
to its internal battery power. Connections
include an input loop-through, balanced
XLR output and ground lift. The company
has also released its Climate series of
weatherproof loudspeakers with 126mm
bass driver and 20mm soft dome tweeter.
Dispersion is claimed as 120° x 12¢° and
recommended amp power is 60W. All
metal fixtures are stainless steel and the
drivers and back plates are sealed with
fubber gaskets.

ARX, Europe.Tel: +44 181 742 0350

A&H ML5000

Allen & Heath's ML300C is an 8 VCA group,
8 audio group, 16 aux FOH mixer that can
‘be reconfigured as an 13 mix, 8 VCA group

dedicated monitor console with all mixes
on faders and inserts, talkback and meter-

‘ing. The desk boasts an LCRplus image con-

trol system, enhanced [EM capability. new
4-band EQ with swept Q mids, a 12x8
matrix, and a 128 scene memory for mute
automation and scene mixing on VCAs.

Allen & Heath, UK. Tel: +44 1326 372070
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Digigram’s Xtrack is
a unique suite of
digital audio tools.

More than just a
multitrack editor,
Xtrack is intuitive
and full-featured for
broadcast editing,

video post-production,

dubbing, live sound
presentation, CD
authoring, and other
applications.

Xtrack plus one or
more Digigram sound
cards provides
everything you need
to take your audio
production to a

new level.

Work smarter with
Xtrack, a Digigram
Powered Windows

application for desktop

and laptop computers.

B igigram

Parc de Pré Milliet
38330 Montbonnot - France
Tel. +33/ (0)4 76 52 47 47

Fax +337(0)4 76 52 18 44
E-mail: info@digigram.com
www.digigram.com

Unleash your
creative power with
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® Up to 32 inputs/outputs and unlimited virtual tracks

e Simultaneous record and play on the same track (PCM and MPEG Audio)

* DirectX effects plug-ins (time-stretching, pitch-shifting, equalization and
noise reduction provided) '

* Import/export files formats such as mp3; export files to RealAudio

¢ Video synchronization through LTC and/or RS422 (post prod & dubbing)

e Supports JLCooper CS-10/2 and other control surfaces

¢ Unlimited undo, user configurable screen, toolbar, menu, and shortcut keys

¢ Integrates with VocAlign, for post-sync, and CDAudio Plus to burn CD Audio

¢ Comprehensive sound library management

¢ Dedicated tools to play multichannel sound in live performance

<finiqram
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REVIEW

Millennia MediaTCL-2 Twincom

Expanding its Twin Topology stable, Millennia Media adds a stylish
compressor to the line. George Shilling takes the twin challenge

OT ON THE HEELS of Millennia’s

NSEQ-2 comes the similarly styled

Twincom. Like the cqualiser, this 2-
channel compressor-limiter features “Twin
Topology” - there are theoretically two com-
pressors in one, although both seem to share
the same optical sensing. One amplifier is
based on twin-triode vacuum tubes run at high
voltage, the other features discrete | FET servo
amplifiers: both circuits are class-A. Unusu-
ally, fully-balanced signal paths are retained
throughout all processing. negating any need
for transformers. Ventilation for all of this heat-
inducing circuitry is provided in op and side
panels of the 2U-high case. If the top didn’t
have vents, you could almost frv eggs on it—
itis ser 1ously hot. An external heat sink might
have helped, butalarge amount of heat comes
from above the valves, so allow for extra rack
space and an air-con upgrade. And with all
this heavy valve and class-A circuitry, vou will

//'II' Il' [‘M‘i.\“\u\\\\ \\\\\

e LG N
L—J(——J
TR, eel N1

need a strong rack. The front panel is
extremely thick, radiused like the Focusrite
Red range, with an unusual dusky metallicfin-
ish. The tront panel power rocker is recessec
to avoid accidents, and there is a central
power-on LED. The latter is somewhat super-
fluous, as the pretty meters glow a warm yel-
low when the unit is on. These meters have
oversized numbers and are easy (0 read.
Each channel fearures small, undamped
knobs (though not as frictionless as those found
on some Manlev gear) for Auack, Release,
Threshold and Ratio. These are machined 10
look similar to those found on Focusrite Redls.
Unfortunately. thev have no pointer along their
sides, so recalling exact seftings is tricky
The rari0 knob starts al 2:1 and is already
a1 6:1 in less than a quarter-turn. Tt continues
all the way through 13:1 half way round, and
on all the wav 10 30:1. This must be a com-
pressor for people who like
lots of compression. There
is not much scope for fine-
tuning at low ratios, but,
oddly, lots of scope for sub-
tly different hard-limiting.
Well, the popular Urei 1176
isusuallv lefton its switched
I setting with no problem.
But that old workhorse has
a more forgiving knee char-
acteristic than the Millennia
Media.  There’s  nothing
wrong with the Twincom’s
character, it’s just a4 matter of
personal taste. And [ generally prefer a sotter
knee with my slower compressors. And the
Twincom is fairly slow. Atack ranges from a
quoted 2msto 100ms, and Release from 100ms
10 3s (hoth are slowest when clochwise), but

HP4 2JD, UK.
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Millennia Media, 4200 Day
Spring, Placerville, CA 95667, US.
Tel: +| 503 647 0750.

Fax: +| 503 647 9921.

Email: j|@jps.net

UK: The UK Office, Berkhamsted
House, 12| High Street,
Berkhamsted, Hertfordshire,

Tel: +44 1442 870103.
Fax: +44 1442 870148.
Net: tuko@theukoffice.com

Ifeltthe fastest times were just not fast enough
in some circumstances, say percussion and
certain stereo mixes, but good for vocals and
acoustic guitars.

The uncalibrated Trresiorp knob does lit-
tle in the first half of its rotation. Then the lim-
iting suddenly kicks-in. Compression increases
as this is turned clockwise, so presumably it
feeds the signal to the light in the optical sen-
sor circuit. The outrut level knob for each
channel is huge by comparison to the other
knobs, and is pleasantly knurled but similarly
undamped. This uses a conductive plastic
potentiometer, and is not just a make-up gain:
vou can fully atienuate the signal with the knols
anticlockwise. In contrast to the power switch,
each knob sticks out i long way. While u plea-
sure 1o use, some reservation must be
expressed about vulnerability to accidental
knocks or even breakage. Another slight nig-
gle is that while there is a scrics of small marks
around each knob, these have no calibration,
so it is difficult 1o maich settings.

Push-buttons illuminate when depressed.
Fach channel features Channel In (or bypass),
Meter Gain Reduction (or output level), and
Twin Topology—on is FET, ott is valve. Addi-
tionally, there is u stereo LINK button.

I'svas looking torward to comparing the two
modes, but the initial revelation that the solid
state sounded ohbviously better than the valves
was soon abrogated by the discovery of a
boost in the outputlevel of. 1dB in [-FET mode.
I's not the end of the world but a shame nev-
ertheless. Comparisons are also made diffi
cult by the Output Level knobs being active
atall times—cven in bypass. A by-product of
Millennia’s minimalist approach, no douht. bu
[ prefer make-up gain which is additive only,
and only active with the compressor active.
The i1 N bution appears 1o simply activate
the side chain fecd to the optical sensor.

There wasa slight discrepancy between the
two channels’ controls: checking with an oscil-
lator showed up ditferences - a potential proh-
lemwhen stereo-linking, Stereo mode is a litle
unusual: altering the individual channels’ Ratio
contiolsonly seemsto aftect
the adjusted channel, while
Tlireshold affects both.

Algnment discrepancies
aside. this is a clean, great
sounding compressor. The
simple  manual claims a
remarkable frequency
response  from 2tz 10
100kHz in both valve and
solid-state modes. The two
topologies both sound pure,
transparent, and, in most ¢ir-
cumstances, remarkably sim-
ilar, with the J-FET circuit
sometimes marginallv more detailed. The com-
pression has all the brute torce of the dhx 1608
burt lacks some of the laiter’s agility. For the
purist, this is a good value high-performance
compressor. And iU’s also available in black. Il

wwweamericanradiohistorv.com

Weiss SRC

The SFC2 SRC handles 44.1, 48, 88.2 and
96kHz sampling frequencies and can con-
vert between any of these. It is a dual unit
with o fully independent stereo sampling
frequency convertors in one box which can
simulraneously down- and up-sample sig-
nals. Its synclironous design eliminates any
sigrial degradation due to sampling fre-
quency jitter.In addition, a word length
redwuation (dithering-noise-shaping) func-
tionris built in. The output word length can
be set 10 24, 20 or 16 bits. Version 4.1 soft-
ware forthe EQ1 parametric equaliser adkls
variable slope in high low shelve mode,
M-S encoding/decoding for equalising the
two parts separately, anc enhanced MIDI
control.[Tpgrades from version 4.0 to ver-
sior 4.1 are free.

Weiss, Switzerland.Tel: +4] | 940 20 06

Soundscape gets CEDAR

Cepak DeClick for Soundscape is a plug-in
thatruns under Soundscape’s SSHDR1 Plus
and R.Ed digital audio workstations. It has
been engineered in order to address the
widest possible range of scratch, click and
thump removal problems, and combines
two radically different de-clickers inta 2
single package Auto declick has heen
designed to restore the most damaged of
material. This automatically detects each
click, seemoves it, and then fills the gap
with: the best estimate of the material that
existed (or would have existed). Manua!
declick has been designed to remove
clicks rhat auto declick can not process
adequately. It does this by allowing vou
1o specify the audio that constitutes the
click. Since auto declick is more likely 1o
fail when the clicks are longer. the man-
ual declick interpolator is optimised for
fonger clicks and scratches.
Soundscape, UK. Tel: +44 1222 450120

Telex portable UHF
Telex” ENG-100 portable receiver has
100-channel capability and compat-
ibility with the existing LT100 belt-
pack transmitter and the SHI100
handteld transmitier. With a
claimed frequency response of
50Hz-15kHz and less than 2%
THD, tne ENG-100 operates in
the 60&-746MHz RF frequency
range within TV channels 47/84
or 58/39 with an RF stability rat-
ing of 0.005% or better.

Telex,US.Tel:+1 612884 4051

Chord D-AC

Chorc’s DSC 1500E flagship D-AC has a
fully functional remote control and a fully
upgradable wrchitecture with  192kHz.
384kl {z and DSD/SACD modules available.
Standard issue is 24/96 and features mulu-
bit hybrid or delta sigma technologics
selecten] via the remote. Inputs are AES-
EBL, SPDIF, AT&T glass and Toslink and
outpuis dre AES, SDIF2 and Toslink and
balaneed XLR.

Chord, UK. Tel: +44 1622 721444
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Professional

“| take the quality of the recording process very seriously,
and the Marantz CDRG4D is one very serious machine.”

Dave Stewart (Producer)

Marantz Professional Kingsbridge House Padbury, Oaks 575-583 Bath Road Longiord Middlesex UB7 0BH Unitec Kingdom
Telephone: +44 1753 686030 Fax: +44 1753 686020 Intemnet: www.marantz.com

[

|
|
|


www.americanradiohistory.com

MANLEY

POWER

« T e

LOW 12K 8K
PASS 18K, P!

MASSIVE PASSIVE
STEREO EQUALIZER

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
fu#tking powerhouse.”, “It's unlike any other
EQ.”, “This is IT. The sowid I've always dreamt of
but couldn’t ever get until now.”

GOT THE PICTURE?

1

560 - 27K
BOOST SHELF

0 dB8 20
BANDWIDTH

FREQUENGY HMZ FREQUENGY HZ
390 5?° 820 2k7 K9 sk
\ \ \ s
270 . K8, 2
180~ \ . w2- | 2K
820"
. 560

Craig ‘HUTCH’ Hutchison designed these
monsters... The MASSIVE PASSIVE
is a two channel, four band equalizer,
with additional high pass and low pass
filters. “Passive” refers to the tone
\ shaping part of this clever new EQ
' design not using any active circuitry.
Only metal film resistors, film
capacitors and hand-wound inductors
sculpt the sound, kinda like a Pultec EQ
on hyper-steroids. Super-beefy, hugely-
high-headroom Manley all-tube make-up
gain amplifiers deliver your tunes into the

next realm. You'll need to experience this.

Contact us fqr 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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With a career that mirrors the development of the film
industry, Hugh Strain is a legend among sound rerecordists.
Rob James talks with him about his experiences

ICHAEL CAINE MIGHT have
M put it: ‘His name is Hugh Strain,

but not a lot of people outside
the film industry or those without a pen-
chant for reading the small print of the
credits know that’. While music engi-
neers often become famous in their own
right, with the possible exception of
Walter Murch who is more renaissance
man than most, the dubbing mixer
remains a long way down the credits.
And it is as a dubbing—or rerecording

engineer that Strain has spent his
professional life.

Fifty years ago. Strain began work as
a general trainee at the Borehamwood
studios of MGM. In those days it was
common to spend time in several
departments before specialising. He had
been interested in sound but worked in
production, editing and cameras before
coming to rest in the sound department.

‘1 had the use of a large house in
Ayrshire and it had pathway beside it

with big wall,” he recalls. ‘I used to love
running through there and listening to
the change of sound of my footsteps
on the Hagstones, the changing reflec-
tions and that sort of thing.’

One of the first movies Strain worked
on was The Dream of Olwen (1947),
starring Scnia Dresdel and containing
an eponymous piano piece. It was
before the development of magnetic
film recording and all sound recording
for film at MGM was done on optical
sound cameras. He worked in all the
junior roles, operating the sound cam-
era and assisting on the mic boon.

‘Just before I went in the army [ was
part of a team loaned out to 20th
Century Fox to shoot Night and the >

,@r@ |08 ®
) ? iEhmO}A

! WITC/INSTRTER. i'?m

[ |||3Bn|" sequencers / hard disk recorders, digital

""" jaltiics eoele - gudio devices, onalogue tape fecarders,
film- ond video editing devices.
fs: 16 KHz-96 KHz
In: Word, Videa, AES/EBU, TC
Qut: Word, 256Word, AES/EBU

[ DTER Ry RERE R el T L B o4y

Studio Sound September [999

TimeMachine locks together computer-based

Ll <

Reads, writes and regenerates all standard time code formats in LTC,
MTC and VITC. Video-synchroneous TC-generator, time code inserter
ond 9-pin machine remote control are standard features.

Further options are under development.

for further information please contact your pro audio dealer or C-LAB.

___wWwwALamericanradiohistornv.com

C-LAB Jigital Medio GmbH
Pastbox 700 303 - 22003 Hamburg - Germany
Phyne: ++43-40-63 44 000

Fax: ++43-40-63 61 555
E-Mail: ¢ Joh_digital@csicom

See us at [BC
Amsterdam and
AES New York
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YOU KNnow there
%’g‘cé be music or

whatever but generally

you must get it right’

-

-,

< City(1950) with Richard Wldlll;ll'l\' and
o lot of hine English actors,” he recalls.
1 think it was the first film 10 use so
much location shooting in London. We
filmed from a bus attached by cable 1o
a generator on a truck, right through
Piccadilly Circus.’

Returning trom national service in the
Royal Signals he spent i couple of yvears
in various roles including doing plav-
backs 10 accustom horses (o loud noises
lor Zeanboe (1932) and, while siill at
MGM, he worked on Kmqh/s of The
Round Table, (1953) the first Cinema-
Scope film 1o be shot in the UK. Moving
on 10 the Associated British Picture
Corporation, (ABPC) also at Boreham-
wood, he worked on The Dambusiers
(1934) and John Huston's Mohy Dick
(1956). In the middle of shooting Stain
made the move into the dubbing the-
aue, working on sound camera.

‘We were on magnetic by then, still
without rock-und-roll. with Selsvi inter-
locks.” he savs of Moby Dick. Because

John Huston had 1o keep leaving the

country for tax reusons it took about
six months to mix.’

In 1954 dubbing waus still done a reel
atatimewith rehearsuls and takes’. You
continued until the whole reel was as
good as it was going to get and ‘printed’
that. By 1955-36 the demand tor (elevi-
sion films was increasing and we necded
another dubbing theatre at Elstree, he
recalls. Two of us were made up 1o assis-
tantdubbing mixeron the same davand
[ended up in the features theatre.” The
other was the late Bill Rowe, a legend
in the British Ailm sound industry.

Among the movies Strain worked on
at this time was fce Cold in Alex (1958)
with Trevor Howard. They asked if

56
September 1999 Studio Sound

I would swap because Bill and the
mixer, weren’t getting along. This guy,
Len Abbott was quite @ charming man
socially but difficult in the theatre.
I remember working with him on one
occasion when Twis playing effects and
him saving “lake that down. .. take that
down... take it down more. .. tuke it
out!” and having 1o say, “I'm sorry, I'm
not playing anything. Tthink it's on vour
dialogue track’™.

I think it's verv important, dialogue
premixing, you can somctimes leave
extraneous noises where vou know
there is going 1o be music or whatever
but generally vou must get it right. It’s
acombination of things, dip (notch) fil-
ters, the Dolby Orunge Box, the Cat 43a
and the nesver one, the Cat. 430, oreven
graphics. But it is the combination
which counts—vou nced all the tools
for different problems.”

The first Alm Strain worked as lead
mixer was The FHelions, made in South
Africa with Richard Todd. During its
casting, the Producer said to one of his

henchmen, “We must get this guy
Wilde,” meaning Oscar. I"he\ ended up
with Marty.

Moving to Warwick sound meant
building up the business with com-
mercials and some of the spill from other
studios, postsync forthe first Bond film,
Dr No (1962) and @ temp mix. Various
movies followed from the directors such
as Richard Donner. Strain mixed Whet's
New Pussycet (1965) with Peter Sellers.
In 10 years al Warwick, Strain mixed
more films than he can remember.
These included Ghenghis Kharn (1965),
The Go Between (1971), Gei Carter
(1971), The Termincl Mcn (1974). The
cquipment used on this formidabie
body of work seems Spartan by today’s
standards: "W had a triple-truck
recorder which was custom buili for us
and 10 or 12 followers for mag or opti-
cal. By the tme we did (zln)urm Khean
most of the tracks were mag but vou'd
still occasionally ger the odd effects or
loop on optical track. The console wus
a4 mono Westrex we converted to use
as a triple-track console, which meant
anextru switch on cach channel to route
tothe three tracks. The fuders were slid-
ers but operating rotary pots with a bit
ol string. It was a passive desk so every-
thing was attenuation, the limited sup-
plv of equalisers, were patched around
to suit what vou were doing.

This was the precursor of the current
multitrack premix and ‘stem’ recording
where dialogue, effects and music are
recorded separately at the final mix stage.

‘We only had one echo device. an
c¢cho chamber, and when T did the dia-
logues Tused to lav it down with echo
on a separate triack so if 1 needed echo
at certain places 1 would have it with-
outtving up the chamber. Dialogue mix-
ing was interesting but you could paich
things wround really quickly and the gen-
eral quality of location recording was >
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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.0.
Tel./Fax (01) 230-3962 « Fax (01) 601-632

Czech + Slovak Republic AUDIOSALES SR.O
Tel. (02) 232 60 03 «+ Fax (02) 2 32 58 88

Denmark Audio Visuelt Centrum A/S
Tel. (75 62) 45 77 » Fax (75 61) 46 93

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

Finland Modeaiato Oy,
Tel. (09) 34040 77 » Fax (09) 3 40 40 82

France oeyerdynamic france S.A.
Tél. (01) 44.02.93.93 + Fax (01) 44.09.82.33

Germany beyerdynamic GmbH & Co.
Tel. (0 17131) 617-0 » Fax (0 17131) 60459

Greece Bor Studio
Tel. (01) 38096 05 » Fax (01) 38457 S5

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

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

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

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

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

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

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

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

Portugal
Auvid Cientifico Tel. (01) 4767360 « Fax (01) 47543 73
Ruvina Tel. (02} 3394868 + ~ax (02) 33948 79

PR China, Hong Kong Dah Chong Hong Ltd.
Tel. (852) 28 0861 11 » Fax (852) 287339 11

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

Saudi Arabia Jecdah 21495
Tet. (02) 6 69 1252 «~ Fax (02) 6 60 08 50

South Africa EMS Africa {Pty) Ltd.
Tel. (011) 48244 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 Luthmar 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

P OLE [ 1281 G LIPS

Tel. (01444)
Burgess Hill,
e-mail: sales@beyerdynamic.co.uk

beyerdynamic))])
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More hit records and sound tracks have been mixed and | ;i
monitored cn beyerdynamic’'s range of studio \
headphones than any other headphones in the world. !
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INTERVIEW

oncerned, then he
taless the final decision'
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< far better so cleaning up was less of a
problem. We get such horrendous
changes now with the use of directional
microphones. The room tone was higher
but that usually didn’t matter and of
course there was the Academy roll-off
which worked in your favour to hide it.
We always did premixes 4dB high to
keep the mag noise down and then
backed them off on the final. Even in
optical days we did the same. With dig-
ital the wide dynamic range is fantastic.’

After working on the Beatles cartoon,
Yellow Submcarine (1908) (‘We never did
manage to get our hands on the stereo
tracks and all the Beatles voices in the
movie were done by impersonators
except the songs’). Strain was offered a
job in Canada and accepted the oppor-
tunity with alacrity. Here he mixed
Maboney's Last Stand (1975) and oth-
ers. On his return to the UK, he went
to Worldwide Sound where he did TV
shows including The Sweeney, Special
Branch and The Professionals. Leaving
Worldwide on a matter of principle,
Strain worked at Trevor Pike Sound and
Delta Sound at Shepperton before get-
ting together with Richard Paynter,
Norman Brown, Malcolm Stewart,
mixer Peter Maxwell and editors Vic
Vine and John Carr to take over De Lane
Leu. The facility was established around
1948 by Major De Lane Lea and inher-
ited by his son, Jaques. It was later taken
over by Humphreys Holdings and then
by BET. and by 1984 it was in need of
a change. It was here that Strain mixed
Monty Python and the Holy Grail (1974)
and Life of Brian (1979).

‘Working with the Pythons was mar-
vellous. crazy, but it was really a mat-
ter of adjusting to their way of working.
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They would drop disks in, in BBC style
with Terry Jones beside me cueing them
and I'd watch him and open the fader.

Dolby Stereo came on the scene at
this time and Strain mixed Life of Brian
in this format. At Trevor Pike's Strain
mixed John Mackenzie's Long Good
Friday (1980), another landmark movie
that set a style for the time, it was also
an early chance to get a glimpse of Piers
Brosnan

Between Shepperton and De Lane
Lea Strain returned to Canada to mix a
couple of pictures. One of these was the
Alexis Kanner fitm Kings and Desperate
Men: A Hostage [ncident (1981)
—regarded by some as a flawed master-
picce with notable sound design.

‘It had been mixed in Montreal and
we didn’t have access to all the original
tracks so it was a bit of a patchwork quilt
with the new music. The technical qual-
ity was not as good as it might have been
but it was an interesting film. although
perhaps suffers from over editing. You
could make one film and spend the rest
of you life on it—on Mahoney's Lest
Stand, after about a year of editing he
went back to the rushes and started all
over again. But he’s a great character.
He was over here recently getting back-
ing for a new project.’

TRAIN'S EXPERIENCES question
the distinction between the dub-
hing mixer'srole and the director’s.

‘You've got to come up with sugges-
tions and put your head on the chop-
ping block as far as the director's
concerned, then he takes the final deci-
sion,” he comments. ‘But you've got to
be able to have your say. 1 particularly
remember Fred Zinnemann coming out
into the camera room at Elstree and say-
ing, "What do you think?” I wasn’t sure
if he was serious but T answered him
and he listened carefully and changed
a few things.

Film-making is a truly collaborative
process. One great director said if there
were 1o be a god of ilm making it should
be the Norse god Heimdahl who mys-
teriously declared, 'l am the child of nine
mothers, Tam the child of mothers nine.”
If so, then the dubbing mixer would be
the midwife.

Strain mixed a total of 14 Michael
Winner pictures including 7he jokers
(1966), I'll never forget Whatsisnanie
(1967), Hannibal Brooks (1969} and
Deathwish 1(1974), Decthiwish 2(1981)
and Deathwish 3 (1985).

I had the privilege of working with
him on the Dennis Potter series Black-
eyes (1989) at De Lane Lea. We had both
worked with Potter independently, but
this time I was hired as lead mixer.
I learned a great deal from Strain, par-
ticularly about using dynamic range in
the cinema. Strain is gracious enough to
insist he also learned from me. Either
way, we both enjoyed an unusual
amount of freedom to experiment >
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the new legend

European Distributors

FRAMCE
Importation Ausi
Phone: +33 149 :
For: + 33 149

GERMANY
Soundware Audio
Phone: + 4%
o

Phone: +41 1 41]1!. 2270
Fox: +41 1 434 2277

LINITED KIMGDOM
Sound Technal
Phone: +44 14462
Fox: +44 1442 4B08(
www. soundtech. co.uk

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

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

&

the new legend

GT Electronics
1633 26th Street
Santa Monica
CA 90404
www.gtelectronics.com

September 1999 Studio Sound


www.americanradiohistory.com

The Birth Of A Legend

The Diaphragm

All GT Electronics AM Series mics use a
super-thir 3-micron, gold-evaporated
mylar digphragm for the ultimate in
sensitivity and transparent response.
Over 1” in diameter, the extra-large
diaphragm is precisely ‘-ensionedqby
hand fo ensure perfect accuracy.

The Tube

| The GT AM61 and AMéZ maintain an
all-tube sicnal path for preamplification.
The tube, a military-spec 5T5820M, is
fhe most odvoncecr audio vacuum tube
ever made. It offers incredibly low self
roise, alorg life and nearly non-existent
microphonics. The result ... classic,
warm, rick tone that you demand from
a legendary tube mic.

Fixed Cardioid Cardioid Fixed Cardioid Cardioid
Omni i Omni
Figure 8 '?‘,.; Figure 8,
:: Super
§l Cardioid
AMSI AM52 AM61 AM62
CLASS A FET CLASS A FET T U B € T U B ¢

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

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

What turns a studio
microphone into a legend?

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

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

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

GT. The new legend

has arrived.

= b

the new legend

www.gfe|ectronics.com
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for instance. Adrian
Rhodes did a very good
_soundtrack on it,but...” -
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< along with sound designer Michael
Parker.

You might suppose someone with
Strain’s experience might by now be
resistant to new technology but noth-
ing could be further from the truth.
‘I like it but not for the sake of it,” he
asserts. ‘Sometimes with multitrack
recording, which is what we are doing,
there is a quicker way of doing some-
thing. The idea that in a hard-disk sys-
tem you have the whole picture in one
roll means if there is a problem you
have to stop and let the editors tuke

the whole thing away. If it is in reels of

10 or 20 minutes there is usually some-
thing else you could be doing. In the
old days if you wanted to reprise a bit
of music from Reel 2 in Reel 4, vou put
the track up on a spare head, ran it
down and bang—there it was. [tisonly
recently we've been able to work as
quickly with digital. Digital dubbers
took 1 long time to get close to what
we already had with mag. Direct and
replay switching and being able to hear
sound going backwards, why change
until the new technology offered
least the same performance along with
the advantages?

‘Ilove the speed you can move music
and dialogue around but the equipment
is only us good as the operators. There
are too many people who know how
to work the machines but slow vou
down because they have no idea about
laying tracks. But don’t get me wrong,
we had that in the old days as well.

‘One idea is to edit as much material
as possible onto one track. That makes
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it very difficult to match things i there
is camera noise or something which isn’t
heard when track laving. With the new
technology vou can do finer work.
Some people always did fine work, cut-
ting in some cases to less thun a
sprocket, (!/, trame) or actually scrap-
ing the oxide off, like blooping on opti-
cal, but the technology makes it easier’

In the late-eighties, Strain was one of

the founder members of AMPS (the
Association of Motion Picture Sound)
and was its chairman for the first three
vears. “ In a lot of cases, the discipline
in television is better than in cinema,’
he reflects. ‘People are doing good work
and it’s underrated. 1Us how the tracks
are laid out for you. In television, if you
can overlap, vou overlap. A lot of fea-
tures people cut the sound on the pic-
ture cut regardless and miss the useful
moves and so on. With background
problems, if you don’t overlap you don’t
stand a chunce so you end up adding
unwanted sound to cover. Loops of
background can help you but it’s not
the same as having the correct overlap.

‘I still like good films. As Good As 1t
Gels (1997) or The Shawshcank
Redemption (1994), that was a lovely
film. A good story that’s what you start
with. No matter how good the techni-
cian is, if you're working on something
with a lousy story, The Avengers (1998)
for instunce. Adrian Rhodes did a very
good soundtrack on it but. ..

‘A good dubbing mixer is a4 guy who
can clap his hands without lifting his
hands. Co-ordindtion is very important
and a trained ear, a detailed ear. A feel-
ing, an emotion to feel when something
happens. You've got to be technically

good as well from the point of view of

dizalogues and so on, getting things in
the right place and premixes, but then,
when you've actually got everyvthing up
and you’re playing, vou're mixing it,
youve got to teel it. You're on the go,
it's really going and it’s great. It’s the
greatest feeling you can have. Maybe
you get that tingle at the back of your
neck and if's great.

“The greatest art form is still litera-
ture, it's the most direct communication,
but once you are convinced you can be
led up the garden path gently. Cinema
is, after all. based on persistence of
vision and it applies equally in sound.
I always used to think sound wus at
most, 40% of a picture. What we are
trying to do is muke it believable. There
are times when you can only do this by
being surreal. In Losey’s Figiires in the
Landscape (1970), when the real may-
hem was going on the effects were
pushed back to heighten the cffect.
There is a helicopter scene, which goes
tosilence. Silence is the thing most peo-
ple are afraid to use. [ don’t know why.’

Perhaps it’s because nature is suspi-
cious of silence and people abhorit. Or
perhaps it's because Strain himself is
capable of filling a silence with so many

www.americanradiohistorv.com

Distributors
Worldwide
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Tel: 00541 545 6800 Fax:00541 545 3668

Australia % Electric Factory
Tel: 00 61 3 9480 5988 Fax: 00 61 3 9484 6708

Austria ' TC Electronic Austria
Tel: 0043 800 201 652 Fax: 0043 800 201 653
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Tel: 00 55 11 55852866 Fax: 00 55 11 5584 6586
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Fax: 001416 947 9369
(Mont) Tel: 001514 332 6868
Fax: 001514 332 5537

Chile # Clio Productora Musical
Tel: 0056 2 274 9621 Fax: 0056 2 294 9575

China/Hong Kong § Digital Media Technology (DMT)
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Music Export (Germany)
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Denmark % New Musik AG
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Ever since our founder, Rupert Neve, designed the first

Focusrite EQ and Dynamics modules they have been the
choice of many successful recording engineers and producers.

The [SA 430 repackages these classic designs in one comprehensive
unit. Versatile routing and access to the signal processing blocks means
you can split the EQ and compressor into two separate signal paths for
simultaneous use on twa tracks. Or use them both together with the
original classic transformer-coupled microphone preamp for the best
Total Input Channel money can buy.

Cap it off with the AES/EBU 24 bit/96 kHz optional Digital
Output Stage, which can also. be used as an independent A/D
Converter. This is the best of Focusrite signal processing packed into
one unit. Hence we’ve dubbed the ISA 430 the “Producer Pack”.

Ask for a demonstration before your next session.

ISA 430 Producer Pack

£1895..ar

£2145ex var witH piGrTaL outeuT K4

Focusrite

www.focusrite.com

Produced i the UK by Focusrite Audio Engineering Ltd. Phone:+44 (031494 462246 Fax:+44 (0) 1494 459920 email: sales@focusrite.com
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Fortune

Director David O Russell's The Three Kings mixes war
action with suspense and silence. Richard Buskin talks
with co-supervising sound editor Bruce Fortune and music

mixer Mike Herbeck about their work on the picture

T'S DEFINITELY NOT ‘Saving

I Private Ryan’, says Bruce Foriune

about The Three Kings. ‘IUs more like
Pulp Fiction Goes To War’.

Huh?

Bruce Fortune, you see, was the co-
supervising sound editor on director
David O Russell’s new movie starring
George Clooney, Ice Cube and Mark
Wahlberg, and the point that he is mak-
ing is with regard to the kind of sound
effects that audiences might expect from
war films in the wake of Steven
Spielberg’s landmark Oscar-winner.
Scawving Private Ryan basically gripped its
viewers” attention during the stunning
first 20 minutes of the picture by way of
a visual and aural assault on the senses,
with blood, guis, bullets and bombs fly-
ing in all directions to the accompani-
ment of sounds that are excruciatingly
lifelike. (Not that [ would know, never
having been in a war zone.) The Three
Kings, on the other hand, wiclds its
silences as boldly and cleverly as
Spielberg used his whizzes, roars and
explosions.

David O Russell wrote and shot a very
stylised war movic with this film, and
we augnmented that in large part by util-

62

ising silences, savs Fortune, whose fel-
low supervising sound editor was John
Leveque. Both men work at Sound Storm
in Burbank, which, along with Warners
Brothers’ own facility, is where sound on
the Warner-Atlas Entertainment [ilm was
posted. The mix took place at the Samucl
Goldwyn Theatre.

Set in the Iraqi desert during the clos-
ing stages of the Iran-Iraq war, the story
of The Three Kings takes place within a
day and a half. While the fighting swirls
all around them, our hunky heroes
George Clooney, Ice Cube and Mark
Wahlberg attempt to snatch the gold
reserves of Saddam Hussein, yet they
soon find themselves decper than they

ever expected—or wanted—in the polit- .

ical and social machinations of war.

“This is definitely not your basic shoot-
em-up war movie, asserts Sound Storm
president, Johin Fanaris. ‘Bruce and John
tried 1o match the noir approach of the
visuals and the dialogue, and the result
is a lot of space in the audio.

“The using of silence really does con-
tribute to the overall effect of the pic-
ture,” adds Bruce Fortune, while pointing
outjust how quiet digital audio can make
those silences be, thus creating an even

wwweamericanradiohistorv.com

greater contrast with the more high-vol-
ume moments.

‘It's become something of a cliché to
say that the boldest stroke of sound is
silence, butit’s true,’ says Fortune, who
worked on the documentary com-
memorating the rerclease of Sam
Peckinpah’s The Wild Biinch, and who
consequently knows a thing or two
about noisy pictures.

‘Sam Peckinpah liked to have people
shot two or three times before they went
down,” he laughs. “This picture, however,
isn’t all about explosions and flying bul-
lets. That's not to say that there isn't a
fair amount of that sort of action—there
is—but those moments stand our all the
more when they're juxtaposed with
silence. That's the effect that we were
going for. We were (rying to bring out
the emotional components of the
script—what it was like not only to be
in a fire-fight, but also what it feels like
right after one is over.

Fortune and his colleagues needed to
establish locations for the audio; specif-
ically open desert, Iraqi villages and
underground bunkers, with exterior
desert and interior bunker shots utilis-
ing a variety of wind effects in order to
create their respective ambiences.

‘For interior shots we used wind
sounds based upon their tonal qualities,’
Fortune explains. ‘We mixed them with
some time-delayed reverberant sounds
and really played them front to rear in
the surrounds to achieve the desired
enclosed etfect. You have to give a new
emphasis to the mundane things of life
when you're trying to create an envi-
ronment without any real audio focus.
There will be dri )pmg water here, a
cough there, and it’s a lot harder to set
that kind of stage than it is to commu-
nicate a battle scene.

A significant portion of the more obvi-
ous sound effects was recorded in the
field by location recordist Edward Tise,
who sent in synced and unsynced effects
recorded to Nagra D digital recorders.
The list of militury effects was long and
detailed, and this included HumVees and
classic “deuce-and-a-half” 2.5-ton lorries
together with a VW Chenowth. The
sound of the Chenowth—a sort of civil-
ian dune buggy adapted for military
use—was not altered after recording, and
this was largely because David O Russell
liked the civilian feel of the stock 1800cc
VW motor in a military environment.

‘We also rerecorded a lot of these
sorts of sounds on a custom basis as
we got the dailies in,” says Fortune. “We
went up to the Eagle's Nest in Little
Tujunga Canyon, where the LAPD
SWAT team does its weapons training,
to record the extremely loud reports of
a helicopter-borne 30-calibre Minigun
supplied by local armourers. We
recorded to four recorders—a Nugra IS,
a Nagra 1V-S and two Fostex PD4s—
using seven microphones; two for each
of the stereo machines and one for the
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‘This is definitely
not your basic
shoot-'em-up

war movie.

Bruce and John

tried to match the

Noir approach of

the visuals and the
dialogue, and the
result is a lot of

space in the audio.

- mono Nagra [S.
‘I like the way
the  analogue
Nagra records
explosive
sound  better
than digital. You
see, as the digi-
tal processor anal-
yses the input and
then records it some of the

sound’s immediacy is lost in the pro-
cessing, whereas with analogue you're
getling a representation of the sound,
including the immediacy of the explo-
sive effect. It seems counter-intuitive
because digital has this amazing head-
room, butanalogue almost always works
better for those kinds of sounds.

‘One of the strangest sound effects was
athing called a blivet; a large sort of water
bed that the Army uses for storing water
in the desert. The film opens with a sol-
dier jumping up and down on one of
these and bouncing some of his com-
rades around on it. Well, Edward [Tise]
managed to capture the strange sort of
sloshing noise that it makes and we then’
tweaked it, so there was plenty of
enhanced location sound.’

Tise also got to do a lot of intense
recording when the flu confined George
Clooney to his bed for four days during
principal photography, and this was later
augmented with new custom recordings
of the same elements. Again. in terms of
sound design and effects there are long
moments of silence that heighten the
impact of the more bombastic sounds
throughout the film, and intrinsic to the
movie's design in this regard. as well as
to all of its dialogue editing. were sev-
eral of Sound Storm’s dozen Fairlight
MFX3plus digital audio workstations, as
well as four Fairlight DAD 24-track dub-
bers which match the MFX3plus and
DAD systems at the Warner Brothers post
and mixing facilities.

‘These allow us to make changes at
any step of the sound process, right
down to the mix, and it’s nice to have
that sort of instant, integrated compati-
bility built into the postproduction

Studio Sound September [999

aspect,” says Bruce Fortune. ‘It means
that you can concentrate on the work at
hand without ever having to think about
compatibility at all. There again, we also
had a lot of separation of the individual
sound elements that came in from the
field, because Edward was using several
4-track Nagras—kind of like the old
[Robert] Altman 8-track days—and the
24-channel MFX3plus systems gave us
the capacity needed to keep them sep-
arate, and give each track the treatment
it required and the ability 1o keep each
character’s dialogue separate for dub-
bing. We also used the MFX3plus to con-
formall the dialogue and effects predubs
and the final mix stems.

‘There were several scenes in which
David slowed down the action. using
six and 12 frames [per second], and we
were able to use the MFX3plus to pitch
down the dialogue to match it. We could-
n't really pitch down as far as the pic-
ture had been slowed, because you reach
a point going for that effect when the
dialogue starts to lose intelligibility and
it becomes more like a sound effect than
a spoken word. I mean, you don't want
the actors sounding like monsters.
There’s a thin line between dialogue and
sound effects in those sorts of instances,
and it’s the analogue human ear that you
have to use to gauge the useful limits of
compression and expansion, serving as
the final arbiter.’

Prior to the film’s mix at Warner
Brothers, predubs were prepared using

www. americanradiohistorv.com

Fanaris

the MFX3pluses at Sound Storm.

"The 24-bit capability of the system is
really wonderful, and the same goes for
the DADs,’ says Bruce Fortune. ‘In reel
five we expect to have seven of them
running for the main action sequences.
Warners has six DADs dedicated to the
Goldwyn Theatre and can bring in more
when needed. As good as analogue is
for things like explosions, you need a
reliable, accurate digital system for com-
plex film sound.’

Bcb Litt mixed the dialogue. Dan
Leahy the sound effects and Mike
Herbeck the music at the Warners facil-
ity in Burbank, where a Harrison PP1
console with an innovative new automa-
tion system apparently does the trick.

‘Tactually prefer the automation to that
of SSLand various other companies.’ says
Herbeck. ‘It's much more user-friendly
and you candoa lot with it. The Harrison
board itself isn’t automated but all of the
fader moves are. The system is manu-
factured by Uptown Systems in
Colorado, and, being that we were one
of the first postproduction facilities to use
their equipment, they listened to every-
thing that we asked them to do. For
instance, having three people sitting at
a console—the music mixer, dialogue
mixer and effects mixer—we are all
working in different modes. Well, a lot
of these systems will just give you one
or two computers, meaning that the mix-
ers basically have to share and work in
the same mode. whereas with this>
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< system we each have our own com-
puter and can therefore do whatever we
want. If the dialogue mixer needs to go
back and redo something I don’t have
to touch my material, I can just leave it
alone, and vice-versa. Also, other sys-
tems arcn’t as easy to change parame-
ters with. This one has two buttons on
each facer, so you're either in manual
mode, you're ready to write or you're
reading back at just the push of a but-
ton, whereas with others you sometimes
have to go into the computer and tell it
which fader you want to change.

‘Built into the main board the effects
console only has 32 inputs, the dialogue
has 24 and the music has 24, but what
he have are outboard mixers that
plug into them. You see, they've
taken other PP1 consoles that are
no longer here and putthem in roll-
around racks, so basically we can
double the inputs.”

Whereas dialogue and effects on
The Three Kings employed the
Fairlight. Mike Herbeck mixed to 6-track
SR mag tape, not having previously
familiarised himself with what was com-
ing his way.

‘On some movie projects 1 go to the
scoring stage, and that can help in that
[ can ask for certain things to be sepa-
ratecd out,” he says. ‘They don’t normally
separate all of the instruments; you'll
geta premix or, with certain composers,
just a mix, and all you can really do is
EQ and raise or lower it. There again,
other composers will give you separa-
tion, where you don’t have the trom-
bones tied in with the drums and so
forth, and, depending on the sound
effects, that often helps.

Still, while part of the movie’s musical
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‘Sam (Peckinpah)
liked to have people
shot two or three
times before they
went down.

This picture, however,
isn't all about explosions
and flying bullets.

score comprises Carter
Burwell’s original orches-
tral composition, in line
with the current indus-
try trend a large portion
of it also features the
usual smattering of
tracks by a variety of
rock artists.
‘In some scenes a song
will be heard coming over a car [audio]
system, but then the song itself will have
some sort of meaning in the film, so as
the scene progresses we'll just keep
playing that music as if it's score,
Herbeck says. ‘So, it changes from com-
ing out of a source speaker, where it’s
heavily compressed, to becoming part
of the score, and for that compressed
version we'll often have to go further
than reality to get the effect that con-
veys that it’s coming out of a car speaker.
Of course, today’s cars often have got
their own 6-track setups, but that also
points to how much more sophisticated
the listeners’ ears have become... not to
mention those of the directors.’ ll
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CDRB850 compact Disc Recorder
INTERNATIONAL DISTRIBUTORS

AUSTRALIA: AWA LTD
Tet: 02 9669 3477 Fax: 02 9578 0140
Contact: Michael Guest
AUSTRIA: STUDER AUSTRIA GMBH
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Contact: Reinhold Fliedt
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Contact: Martin Vysusil
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Tel: 39 46 0000 Fax: 39 46 0040
Contact: Finn Juul
FINLAND: HEDCOM
Tel: 358 9 682 866 Fax: 358 9 682 8489
Contact: Jarmo Roivas
FRANCE: MILLE ET UN SONS
Tel: 146 67 0210 Fax: 1 47 89 8171
Contact: Didier Rupin
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Tel: 05451 940810 Fax: 05451 940819
Contact: Hubert Dlerselbuis

GREECE: KEM ELECTRONICS
Tel: 01 674 8514 Fax: 01 674 6384
Contact: Thimias Kolikotsis
HOLLAND: TM AUDID HOLLAND BV
Tel: 030 241 4070 Fax: 030 241 0002
Contact: Peter de Fouw
HONG KONG: DIGITAL MEDIA TECHNOLOGY
Tel: 2721 0343 Fax: 2 366 6883
Contact: Wilson Cho
IRELAND: BIG BEAR SOUND LTD
Tel: 01662 3411 Fax: 01 668 5253
Contact: Julian Douglas
ISRAEL: BAND-PRO FIMAIDEO INC
Tel: 03673 1891 Fax: 03 673 1894
Contact: Ofer Menashe
ITALY: AUDIO EQUIPMENT
Tel: 039 212 221 Fax: 039 214 0011
Contact: Donatella Quadrio
MALDIVES: ISLAND ACOUSTICS PTE LTD
Tel: 960 31 0032 Fax: 960 31 8264
Contact: Mohamed Habib
MEXICO: LOLA OE MEXICO
Tel: 525 250 6038 Fax: 525 250 6038
Contact: Carmen Juarez
NEW ZEALAND: SOUND TECHNIGUES
Tel: 09 846 3349 Fax: 09 846 3347
Contact: Stephen Buckland
NORWAY: LYDROMMET AS
Tel: 22 80 94 50 Fax: 22 80 94 60
Contact: Jarle Fefin
PORTUGAL: ELECTROSOUND PORTUGESA
Tel: 01 417 0004 Fax: 01 418 8093
Contact: Carols Cunha
RUSSIA: A&T TRADE INC
Tei: 07 95 229 7516 Fax: 07 95 956 6881
Contact: Alexei Gorsky
SINGAPORE/ASIA: SENNHEISER ELECTRONIC ASIA
Tel: 065 273 5202 Fax: 065 2735038
Contact: Donn Ho
SOUTH AFRICA: E.M.S. LTD
Tel: 011 482 4470 Fax: 011 726 2552
Contact: Dennis Feldman
SPAIN: LEXON
Tel: 93 203 4804 Fax: 93 280 4029
Contact: Robert Serrat
SWEDEN: POL TEKNIK AB
Tel: 46 8 449 4440 Fax: 46 8 88 4533
Contact: Jarmo Masko
SWITZERLAND: DR. W.A. GUNTHER AG
Tel: 01 910 4141 Fax: 01 910 3544
Contact: Roland Bricchi
SYRIA: HAMZEH & PARTNERS CO
Tet: 11333 3753 Fax: 11 373 1573
Contact: Khaled Hamzeh
TAIWAN: OMT TAIWAN
Tel: 02516 4318 Fax: 02 515 9881
Contact: Honton Sze
TURKEY: SF DIS TICARET AS
Tel: 0212 227 9625 Fax: 0212 227 9654
Contact: Samim Mutluer
USA: HHB COMMUNICATIONS USA
Tel: 310 319 1111 Fax: 310 319 1311
Contact: David Beesley

HHB Communications Limited

73-75 Scrubs Lane - London NW10 6QU - UK
Tel: 020 8962 5000 Fax: 020 8962 5050 E-Mail: sates@hhb.co.uk
Visit HHB on line at hitp://www.hhb.co.uk
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HHB CDR850

One look at the back panel and it's easy to see why the HHB the digital domain, the new CDR350 PLUS
adds a Word Clock input and a balanced
digital output to the CDR850’s already
Very impressive spec.
Before you kuy a CD

recorder, it pays to

CDR850 leaves other CD recorders where they belong: in

the bedroom! XLR and RCA analogue inputs and outputs,
an AES/EBU digital input, optical and coaxial
SPDIF digital I/0s and parallel remote contral,
the CDR850’s comprehensive connectivity
perfectly complements its class leading sound
quality and ease of use. And if you work entirely in

A tull range of HHB high performance CD R media includes Silver,
Gold, Printable, Re-Writable and Bu/k Packaged discs

HHB Communications Ltd - 73-75 Scrubs Lane, London NW10 6QU, UK
Tel: 020 8962 5000 - Fax: 020 8962 5050 - E-Mail: sales@hhb.co.uk

HHB Communications USA LLC - 1410 Centinela Avenue, Los Angeles, CA 90025-2501, USA
Tel: 310 319 1111 - Fax: 310 319 1311 . E-Mail: sales@hhbusa.com

HHB Communications Canada Ltd - 260 King Street East, Toranto, Ontario M5A 4L5, Canada
Tel: 416 867 9000 - Fax: 416 867 1080 - E-Mail: sales@hhbcanada.com

http://www.hhb.co.uk
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CDR850 PLUS adds a Word Clock
input and balanced oigital out.

check around the back. See both sides of the
HH3 CDR85Q at your nearest dealer.



www.americanradiohistory.com

{f

sight of the joy of single-camera
sound recording on location, which
is the simple need to concentrate on
producing a high-quality audio prod-
uct. As a location man working in the
rain, its all too easy to assume that a
sound supervisor in the luxury and
warmth of an outside broadcast vehi-
cle has it made. After all, he has the
convenience of a dry mixing desk which
will allow him greater flexibility of sig-
nal processing, equalisation, routeing
and a place to rest his foam coffee cup.
But as the rain seeps down my head-
phones and drips onto the meters, 1
draw comfort from the realisation that
what will aimost certainly weigh heav-
ier around his neck than the 4-channel
mixer, three radio mics and two feeds
to the camera that are around mine, is
the word that can cause a terror more
acute than that experienced by the last
horse in the annual Longchamps Prix
de la Charcuterie race: ‘comms’.

If T were to ask you what Dortmund
and Ennepetal, Boulogne and Le
Touquet, Napoli and Caserta, Hull and
Scunthorpe have in common, I'd stake
my mortgage—or Bolivia’s debt to the
World Bank which is a smaller sum
—that you would not guess the link.
It's not that these towns have all bid to
host the Eurovision song contest nor is
it that they are contenders to host the
2012 Olympic Games or even provide
extended stages for the Tour de France
cycle race. Nein, non, no. The answer
is that they are all 26km apart from each
other—and this is the total length of
communications cables installed by
Carlton 021 for its 54-camera coverage
of this year’s FA cup football final at
Wembley stadium. Imagine standing in
Scunthorpe and watching all your sin-
gle XLR’s running down the A 15, and
then across and beyond the Humber
bridge as far as the eye can see.

I CONFESS: on a regular basis I lose

www.americanradiohistorv.com

It isn't sent to air or even recorded, but
audio talkback is an essential part of any
broadcast setup. Neil Hillman tunes
into the comms zone

The fact is that sports coverage over
the last ten years has become increas-
ingly complex as broadcasters vie for
more novel ways to attract and excite
an ever more discerning viewing pub-
lic. The good news is that within this
particular sector of broadcasting the
technician head-count has grown—in
direct proportion to the number of
Paracetamol tablets dispensed to alle-
viate the headaches associated with
enabling people on-site to talk to each
other. WhatI cheerfully never need give
a second thought to as a single-camera
recordist is providing talkback to, from
and within a closed loop of a host broad-
caster’s transmission control, a pro-
ducer, a director, a production assistant,
a vision mixer, a commentator and his
expert analyst, a presenter, numerous
cameramen, a VT co-ordinator, a floor
manager, a stage manager, a reporter,
sound control, vision control, VT area,
graphics, a Production Manager and a
Unit Manager all wanting to talk to each
other within a prioritised network. And
this is without considering yet the need
for the audio to cover a football match
in Dolby surround sound with an
emphasis on close effects, clean match
effects, two commentators with head-
sets and lip-mics, an interview hand mic
for a reporter tied to the pictures from
a hand-held camera, sound effects from
CD and MiniDisc for captions and
replays; and a studio setup somewhere
in the ground with three personal mics,
foldback speakers, telephone exten-
sions from the 32-line onboard
exchange, more lip mics and standby
hand mics, and a separate cabled mix
of presentation talkback and off-air
sound for the pivotal in-vision link-man.

Perhaps ten years ago, a respectable
OB vehicle might incorporate around
10 4-wire circuits to and from the out-
side world, a rudimentary Inter-Area
Communication system between >

September 1999 Studio Sound
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< production, sound, vision and VT and
a radio-talkback setup to serve a tloor-
manager and a floating sound techni-
cian. Today, a digital 80 x 80 talkback
matrix is seen as the norm or even min-
imum for these highly evolved, F-1
hybrid mobile production centres often
complete only when accompanied by
a separate 54-foot long, 16-machine
Video Tape truck. Indeed for a presen-
tation as complex as the FA cup final,
021 cascaded several of these vehicles
together to enable one truck to loock
after presentation, another to lock after
match coverage itself; while the VT
truck and several other smaller add-ons
parked alongside for such things as aet-
ial and hot-head cameras. Even with the
advantage of the assignable talkback, a
further 80 cables married the two scan-
ners together.

It would be difficult to conceive that

.y

Studio Sound September 1999

these complex setups could be achieved
in the short rig-times allocated these days
without the advent of flexible, saveable
and assignable matrices, which in
essence provide access to the cross-
points of every in and out junction of a
truck’s communication circuits. Early
digital systems provided for just the mak-
ing or breaking of junctions on demand.
Later systems are now offering PC-based
VCA control that allows for the varia-
tion of volume from unity down to zero
at a crosspoint (typically a dimming by
around 18dB of a 4-wire circuit) so that
when a VT co-ordinator keys ‘on’ to the
director to tell them that the shot that
just flashed by the goal post is available
on a particular slow-motion replay
machine, if the director is busy he can
at once be heard grunting his ‘not now’
message by the person keying-on with-
out them having to release their key and
without a hint of howl-round. These
modern VCA systems also bring the
advantage of remote access from the
sound control room of the various vol-
ume knobs on any particular talkback
control panel within the network, as
these pots are ‘virtual’, sending a con-
trol voltage back along a data line to the
controlling computer telling it at what
level to send audio out along that par-
ticular branch. This can be immensely
useful ata time when the director or pro-
ducer has ‘twiddled’ and left themselves
deaf to the cries of an important source
and claiming a fault in the system—a
quick perusal of the system’s PC screen
can quickly rectify the situation speed-

www americanradiohistorvy com

ily and diplomatically. But this is why
even in the modern age, a 2-wire
control line to a telephone instrument
can be very reassuring, just in case inad-
vertent adjustments take place on the
front desk.

Within the architecture of these talk-
back systems is the ability to assign a
priority to the various outstations so that
if two people key *on” simultaneousty,
one may override the other. Most of the
newer units have around eight priority
banks, rather like groups on a mixing
desk, with stations assigned to ‘0’ being
overridden by all other keys, while sta-
tions assigned to ‘8" will take prece-
dence over all others on the system. It
is usual for the producer with overall
on-air responsibility to take this top pri-
ority while the director may sit some-
where in the middle to enable him to
receive important information from crit-
ical stations even while he is in full flow.

On-air, in-vision talent will no doubt
be free of cabled talkback and receive
information  through a  wireless
Interruptable Fold Back (IFB) system
operating as an adjunct to the main
matrix. Here a separate sub-mix of talk-
back will be on offer such as the direc-
tor’s voice constantly (open talkback),
producers voice when directly ad-
dressed (keyed talkback), programme
sound and perhaps at a sporting event,
clean commentary. Talk-through is also
sometimes used to help cues between
various in-vision reporters dat various
parts of a large venue. For out of vision
commentators, ‘lazy talkback’ is invari-
ably available whereby the programme
microphone is taken off the programme
output bus by the commentator press-
ing a button which acts as a mute or
‘cough’ key, routeing that particular
microphone onto the talkback system.

Even the most flexible of assignable
systems will need some good old-fash-
jioned plugging to give the complete
flexibility needed for outside broadcast
operations, and most sound supervisors
would see the need for a jackfield offer-
ing break or semi-break jack access to

the various talkback points. Perhaps

then we should think of a digital talk-
back system in terms of that which is
best and worst in hotels. The ideal hotel
of course has a French cook, a German
manager, British entertainment and an
Italian bathroom. But beware of the
hotel that offers British cooking,
German entertainment, an Italian man-
ager and French plumbing.

Clearly what is not desirable is the
half-way house that requires both
assignment and a tangle of patch
cords—as the British army once
famously discovered, it is not difficult
for the message to be missed: ‘Send re-
inforcements, we are going to advance’
all too easily became ‘Send three-and-
four pence, we are going to a dance’. 1
would have rather been standing in the
rain when that one was incoming.
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sometimes analogue is

the right solution

1998 saw Calrec introduce two new digital consoles, emphasising
Calred’'s commitment to ¢ digizal future. However Calrec recognise trat
for many applications an analogue cansole is the right solution.

. That's why Calrac still supply a full range of high performance

analogue procuction and or-air consoles to broadcasters wartd-w.de. |

( THE CALREC ANALOGUE RANGE)

Calrec Audia Ltd

Nutclough Mill, Hebden Bridge,
West Yorksh r2, HX7 8EZ, UK
Telephone 34 (0) 1422 842159
Fax : -44 (0 1422 845244

E-mail : enquiri2s@calrec.com

C2 MINIMIXEF S2

Believe everything you hear :

ﬁ‘A'A'Aw!

CALREC

Website : www calrec.com
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In the city so good they
named it twice lives a long
and convoluted history
of recording studios.

Dan Daley revisits the
memories and locations
of audio’s evolution

recording in New York City began

across the Hudson River in New Jer-
sey, a place most New Yorkers regard
with the kind of effete disdain that only
New Yorkers can muster. But the fact
remains that recording of all sorts began
overthere, in Menlo Park. Here Thomas
Edison set up his laboratory and here,
in December 1877, he consiructed his
first "talking machine’ which used tin-
foil wrapped around a brass cylinder
imprinted by a diaphragm-stylus com-
hination powered by vocal energy and
a hand crank. Edison would notattempt
to commercially exploit his invention
for another decade—initially as a dic-
tation machine, at that—but it was with
this contraption he gave the words
‘Mary had a little lamb’ a place in audio
history and launched an industry that
endures 10 this day.

New Jersey held onto its grip on the
nascent studio business for some time.
Opera great Enrico Caruso and RCA
founder and former telegraph boy Gen-
eral David Sarnoff reportedly opened a
recording studio in Camden sometime
in the early 1930s, which may have been
America’s first dedicated recording facil-
ity. And New York expatriates like jazz
producer Rudy Van Gelder continued
to build facilities there for decades to
come. But New York City’s financial
magnetism dictated that it would ulti-
mately become a major star in the stu-
dio universe.

Most early recordings were made here
in one of two ways—ecither bands and
vocal artists would cut directly to lacquer
or wax disks in the radio stations that
were the first real centres of audio tech-
nology, or else they were recorded by
musicological pioneers like Ralph Peer,
who ventured out with cumbersome
recording equipment and set in hotel
rooms in New York and elsewhere. In
fact, Peer essentially started the country
music business with his recordings of the
Carter Family in Bristol, Tennessee, on
one of his many field trips. Both the radio
stations—most of which, like WHOM,
WNBC, WOR, WOR and WCRS, all had
house orchestras—and the ad hoc hotel

I RONICALLY THE HISTORY of audio

studios continued to be the locus of

recording in Manhattan for years onward.
Capitol Records maintained a lease on
the Barbizon Plaza Hotel ballroom and
made records with big band leaders like
Stan Kenton and Fred Waring there. How-
ever, starting in the 1930s, major record

Studio. Sound September 1999

labels like Columbia and Decca began
to see the need for dedicated recording
facilities to feed the growing music mar-
ket as Edison's phonograph had evolved
into a major consumer product. These
studios would become the foundation for
the present-day business in Manhattan.
By the forties, Decca had a studio in
the commodious Pythian Temple build-
ing; Capitol had a studio on 46th Street;
Columbia built a classic facility on East
30th Street, dose to the rumbling of the
Third Avenue El train which remained in
place even after the label had opened its
more modern facilities on West 52nd
Strect; RCA had a small facility in the for-
mer Webster Hall in the East Village and
a larger facility on East 24th Sireet, which
in 1967 moved to 1133 Sixth Avenue
where it remained until it clesed in 1989
(it was the last of these grand old rooms
to close, shortly after Atiantic Records’
studio, opened in 1957 on Columbus Cir-
cle and reportedly the first studio in New
York to go 8-track, closed in 1989.)
Essentially, the major labels owned the
music business in those days, in much
the same way that a few Hollywood stu-
dios dominated the film industry. But in
the 1950s, thirgs began to change. Arest-
less and increasingly affluent post-war
generation wanted more thril’s, and some
of them found exactly that in rock 'n’ roll
and ‘race’ records—R&B recordings by

wwnLamericanradiohistorvy com
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the original black artists who had never
had a chance to break out of their regional
hoxes in an age of Jim Crow oppression
and lvnchings. Once white artists began
covering those songs and relcasing them,
a cultural and commercial explosion took
place that set the stage for a new kind of
stuclio industry. The confluence of these
forms and new formats such as the 45rpm
single and the LP album increased
demand for recorded music exponen-
tially. The staid facilities owned by the
major labels couldn’t hope 10 keep up,
even if their management deigned to
acknowledge this new music—which,
of course, they eventually did, once they
realised that they could make a lot of
money at it. And while this same
sequence of events took place elsewhere
inthe US, it was the New York City-based
major labels that teok it toa national level.

Early independent studios had a link
to New York’s pro-audio past: they grew
out of radio stations. One pioneer of this
development was the late Fortune Pope,
still remembered by a handful of pioneers
in New York as a character who loved to
consort with gamblers and mob mem-
bers. While still working as a staff engi-
neer in the 1950s, producer Phil Ramone
remembers that the joke was that if you
did something wrong, you'd wind up in
one of Pope’s Colonial Sand & Concrete
cement mixer trucks, ‘You never>
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< wanted any of Fortune’s concrete on
your shoes,” he laughs.

It ran in the family, apparently; Pope’s
father was reported to have given flam-
boyant New York mayor Jimmy Walker
a check for $1m and later described that
transaction to a judicial corruption hear-
ing as, ‘just something that was in my
pocket’. Fortune Pope, who owned
Spanish-language radio station WHOM,
opened Coastal Recorders in 1953 on
West 52nd Street, a likely location since
the street was lined with jazz clubs and
was the centre of live music in Manhat-
tan. West 48th Street enclures as the cen-
tre of audio technology, housing stores
for Manny’s, Sam Ash and others, as well
asRight Track Recording and a few other
studios. Pope later bought Fulton Sound
at 80 West 40th Street. Known as Coastal
Times Square, this room would become
a favourite of early rock and pop acts
including Bill Haley and Patt Page (‘Sh-
Boom'’ was recorded there), as well as
young engineers like Tom Dowd and the
late Bob Daughtery, who later produced
the Carpenters. Many of Ahmet Ertegun’s
ambitious Atlantic Records’ race records
were also made in Coastal’s large, ambi-
ent room, which also had another sort
of past—it was originally a penthousc
apartment used by publisher William
Randolph Hearst for trysts with his para-
mour, the actress Marion Davies. Coastal
Times Square later became Olmstead
Sound, owned by Dick Olmstead. Atone

Y f
point, Coastal operated in three loca-
tions, with a studio called Audio/Video
at a third location at Fifth Avenue and
West 57th Street, which at one time was
the sole Ampex machine franchise east
of the Mississippi.

Coastal was an engineering spawning
ground. Staff engineer Al Mirchin and
some partners bought the 52nd Street
location and turned it into Aura Studios.
In 1972, they bought the former Allegro
Studio and turned it into Generation. And
in a move typical of New York’s real
estate-driven environment, the Equitable
Life Insurance Company bought out Aura
and probably made them all more
money than they could ever have
realised in the studio business.

Bob Fine’s Fine Sound opened with
two rooms in 1951 at 711 Seventh
Avenue, then moved in 1959 to the
Great Northern Hotel at 118 West 57th
Street where the Parker Meridian Hotel
is. A pioneer in modern recording tech-
niques including stereo ping-ponging,
Fine used the hotel’s penthouse, ball-

Two Precision Noise Gates

filter key attack

-
opal w

242 Parametric jgo- -
Compressor-Gate = >

' \

Hr 12k
Key Filter

Parametric key-filters for

precision tuning

Gate

L

listen slow
20

narrow
3 R Ll s

Rale,
“

»

., .
0 gp, Ot
Threshold Release

Shut Open 4

depth
zopda

filter key ottack

narrow listen 2 Slow
WV, A

. 30~

-k -

- ~

Gates In
N "

0 g % sof o

Key Filter  Tireshold

stereo
link

Easy-to-read status
indication leds

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.
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room and catering hall as studios.
A 2-channel Gates custom console
became New York’s first stereo desk,
according to Bob ‘Red’ Eberenz, who
worked there as an engineer.

Fine, who passed away in 1984, had
pretty particular ideas about what
sounded good and what didn’t—a char-
acteristic of the new breed of indepen-
dents that he was part of in the city. For
instance, Fine's long background in film
work (most independent studio owners
were engineers themselves and most
came from other disciplines, such as radio
or film sound) convinced him that using
25mm mag stock as a music recording
medium was the superior way to go, cit-
ing film's lower S-N ratio and absence of
print-through characteristics.

Like many others of his generation,
Fine built his own equipment—consoles,

T outhoard, the works... Thus, mainte-
9 nance tended to be quite good since they
9 knew their own gear pretty intimately.
> The same could be said for the label-
& owned studios like Columbia, that could
gafford full-time technicians on staff, as
3 wellus the expensive professional equip-
@ ment they were beginning to load up on.
o Over a decade ago, Gene Cattani, the
& manager for over 25 years at RCA's New
2 York facilities but who spent time as a
g freelance engineer recalled, ‘At RCA on
5 24th Street we had two rooms and 18
(%) maintenance engineers, 12 of whom did
z nothing but build equipment. All of us

independents would drool over the
equipment that the major-label studios
could afford. We would go over to
Columbia Studios on East 30th Street and
just sit there looking at it.’

Many of the early desks were simply
modified radio boards, like the Altec FM
radio console used at A&R. As more pur-
pose-built desks appeared, studios began
to identify themselves with their equip-
ment as much as by their staff talent and
acoustical benefits. An early favourite was
the Langevin console, a mono desk with
a wire-wound rotary knob in place of
faders. Some consider an Electrodyne to
be the first dedicated purpose-built board
used in Manhattan. Bell Sound, which
was opened by Al Weintraub in 1950 at
firstin his basementas a place to do radio
air checks and later in the West 40s, built
the first solid-state console; it had 20
inputs, considered a lot in those days.

Bob Goldman, who opened Mira
Sound, is reputed to be the first to imple-
ment 24-track recording in Manhattan,
doing it at first with a pair of old Ampex
2-inch video decks that he had refitted
with audio heads (he later put in one of
the first Ampex MM1000 decks). Mira,
like many studios at the time. used a hotel
grand ballroom, in this case the one at
the Henry Hudson Hotel. And also like
the others, it had a custom-built console.
Lou Gonzales, now owner of Quad
Recording but who worked with Mira in
the sixties before serving as a staft engi-

neer at Power Station and later The Hit
Factory, remembers the desk was cob-
bled together with components and mod-
ules from electronics parts manufacturer
Electrodyne. The modules had EQ, a mic
pre and a fader,” he recalls, ‘but Bob did-
n'’t like the fader so he ripped it out and
put in Danner faders. The first off-the-
shelf consoles that came to New York in
any number were MCI boards, which had
pretty groovy switching.’ >
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i < But mono was still king, and over-
dubbing, which was pioncered by Les
Paul (who also lived in New Jersey and
still does) evoked the wrath of Local 802
of the American Federation of Musi-
cians, which occasionally posted what
former RCA studio director Don Frey
called ‘union cops’ at studios to guard
against the trend.

Stereo was introduced at Capitol
Records’ facility in 1956 by its former
chief engineer Irv Joel, who did it as a
demonstration for the label’s executives
to illustrate dual-channel recording
using an Ampex 351 mono deck outfit-
ted with an extra set of electronics
through a pair of RCA OP-7 radio con-
soles. (Joel recalled that Capitol’s execs
were less than impressed at the time, but
ironically, right around that time, EMI
— who had been experimenting with
stereo recordings since the 1930s — was
in the process of purchasing Capitol
Records and its assets, including its stu-
dios in New York and Los Angeles.)

Once the concept gained acceptance,
multitracking grew dramatically, going
from sterco to 3-track, 4-track and
8-track/1-inch quickly through the six-
ties. Mort Fuji, then Ampex chief engi-
neer, developed a 12-track system on a
2-inch deck for Bell Sound, which was
the first to install a purposc-built 24-track
deck in the early seventies, an Ampex.

From independent studios came inde-
pendent engineers, at first a rarity in New
York, where the indie owners generally
worked their own rooms and their coun-
terparts at major labels were not only
staffers but union men, at that. Interest-
ingly enough, the first full-time freelance
engineer in New York may not have been
from New Jersey but a little closer to old
Jersey. Malcolm Addey, born in 1ull,
Yorkshire, 65 years ago, makes that claim
and certainly was one of the first, going
freelance in 1973 aftera stintat Bell Sound.
Addey was trained at Abbey Road under
Stuart Eltham, and moved up unnaturally
quickly at that staid institution — within
three months he was assigned to music
sessions, the first of which was Cliff
Richards’ first hit record, ‘Move It’. But
when Bell Sound found it was having
trouble keeping staff engineers, Addey
was recruited, arriving in New York in
1968, where he found Bell's three studios
running their home-made 12-track decks
with Scully electronics and custom con-
soles designed by Dan Kronin, the first
solid-state consoles in use. “The more EQ
you puton them, the better they sounded,
and you couldn’tdistortthem if you tried,”
Addey says. Addey’s first session was a
Joe Newman jazz record with Sonny
Lester producing.

The rise of independent engineers had
an effect on rates in Manhattan studios.
Lou Gonzales recalls that one of more
difficult transitions the business had to
make was getting people used to the fact
that the room no longer came with an
engineer, like it always had up until that
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point,” he says. ‘Once the engineer was
no longer included and people had to
hire their own, there was a pressure to
lower the rates, even though the stan-
dardised consoles studios were now
buying — that contributed to there being
independent engineers in the first place
— meantthey had to pay more for equip-
ment, Just like it is today.

Veterans also note another turning
point in studios around this time: the
introduction of the EMT reverb plate,
which cancelled out more of the cutomi-
sation that differentiated studios through
the sixties. ‘Regent had a beautiful echo
chamber, a closed-off stairwell with a
speaker at the bottom and a microphone
atthe top,’ recalls Gonzales. *Studios were
known for the sound of their echo since
each one created it differently. You used
to be able to tell where a record was made
by the sound of the echo. With the arrival
of the EMT plates, that levelled the play-
ing field. The shift later from plates to
electronic reverb was much less critical
than the shift from chambers to plates.’

What must be regarded as the first
Golden Age of Studios hit its stride as
numerous new independent facilities
came on line through the sixites. In addi-
tion to Bell Sound there was Belltone
(no relation), which was sited in the
old Hotel Walcott in the East 30s and
which was home to many New York
blues recordings: the now-independent
Audio/Video, which when the leg-
endary engineer Hal Lustig was chief
engineer was not only home to many
R&B dates but where he also hired New
York’s first African-American staff engi-
neer; Herb Moss” Gotham Studios; Bob
Lifton’s Regent Sound; United Record-
ing; and A&R Studios.

But history has a way of never neatly
turning the leaves of its books right on
the mark, and perhaps the most signal
event that would characterise the sev-
enties was the opening, in 1969, of Elec-
tric Ladyland, Jimi Hendrix’s studio and
one of the few of that era still in busi-
ness. Hendrix originally conceived the
studio as a nightclub, which is what the
building had once been. But Hendrix™ >
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<studio costs had become so astro-
nomiical that his business advisors rec-
ommended he build his own studio
instead. He bought the building for
$50,000 and in several ways it marks a
major turning point in New York. It was
one of the firstartist-owned facilities, pre-
saging the wretched excesses of the sev-
enties; it was one of the first facilities to
use an outside, professional studio
designer (a very young John Storyk); it
was a multi-room facility, which reflected
the growing specialisation of tracking,
overdubbing and mixing; and it was
rather quickly on the for-hire market,
partly because of Hendrix” untimely
demise in 1970 but also because, in the
wake of such rapid growth in Manhat-
tan’s studio community, competition was
suddenly a factor in what had previously
been a rather gentlemanly club. The stu-
dio business in New York was on the
cusp of becoming an industry.

There were never so many (conven-
tional) studios in New York City as there
were in the seventies, the era in which
rock 'n’ roll went corporate and money
became a goal instead of simply a means
to a less grubby end. The trends which
had been building in the sixties came
together in the following decade. Inde-
pendent  studios became  the norm
though they coexisted with label-owned
facilities for most of the decade while
there was enough work to  go
around.Freelance engineers saw staffers
feaving to join their ranks, and the begin-
nings of the modern model of studio tech-
nology—mass-manufactured and
standardised—prepared to move studios’
identities from their owners’ sonic pref-
erencestotheir technology complement.

There were a number of critical facili-
ties during this period. A critical handful
reflects the era, and while many actually
opened in the late-sixties, they grew to
define the tumultuous seventies.

The Record Plant opened its doors on
13th March, 1968, a partnership between
Chris Stone, Gary Kellgren, Tom Wilson
and Wes Farrell, all of whom had motley
careers in 4 rapidly evolving rock music
industry; Farrell, for instance, was an inde-
pendent record company owner and
writer of the McCoys hit ‘Hang On Sloopy’.
5 The facility started as a one-room, 12-track
& facility, and Stone recalls going to Larry

OGRAPH COURTESY OF ©NYCVB/LONDON
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Scully's office and laying out $36,000 total
for a 12-track, an 8-track, a 4-track and a
mono deck. The studio’s first record was
Hendrix’ Electric Ladyland album, the
record that he spent so much time and
money on that it both got the fledgling
studio on its feet and prompted the gui-
tarist’s business managers to get him to
open his own studio. But Record Plant
quickly became a launch pad for a num-
ber of production and engineering
careers, including those of Shelly Yackus
and Jimmy lovine, both of whom worked
on Springsteen’s Born To Run recording
there. “We used to call Tovine Jimmy
‘Shoes', because he had 20 pairs of those
square-toed shoes they used to wear in
the Bronx’, recalls Stone; and it was on a
session in Record Plant with this writer
that Iovine taught me that you could mix
all night without doing cocaine—instead,
you chewed tinfoil, which has an inter-
esting effect on metal dental fillings. Also
in the picture were Eddie Kramer, whom
Record Plant’s ownership wooed away
from Olympic Studios in the UK and was
in turn wooed over to Electric Ladyland,
and producer Bill Szymezyk (The Doors,
The Eagles). Record Plant eventually
expanded to three rooms in New York,
as well as acquiring one of Wally Hei-
der’s remote trucks.

Media Sound was founded in 1969 in
what had been a church building on West
57th Street (and what is now the trendy
Le Bar Bat disco), started by a consor-
tium of owners including Bob Walters
(who would eight years later co-found
Power Station), John Roberts and Joel
Rosenman (who were co-producers and
financiers of the Woodstock festival
which took place that same year), John's
brother Robert (a silent partner) and engi-
neer Harry Hirsch. Media was notable
for several reasons. According to Harvey
Goldberg, who worked there are a staff
engineer during its heyday, Media’s cav-
ernous church halls defined its sound and
harked back to an era, already on the
verge of fading, in which ambient sound
rather than electronic processing defined
a studio. Studio A was considered an
acoustical masterpicce of a main room.
Media became an incubator for an entire
generation of studio luminaries, starting
with studio manager Susan Planer, who
had been lured away from Fine Sound >
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RECORDING

< (and in the process established Media
as a place that was more than willing to
head-hunt personnel) to its first genera-
tion of senior staff engineers including
Fred Christie, Joe Jorgenson and Tony
Bongiovi (who was recruited from the
Record Plant — which previously had
recruited him from Motown Studio in
Detroit), to its home-grown generations,
including Goldberg, Joe Ferla, Michael
Delugg, Jeff Lesser, Ron St Germaine
Michael Barbieri, Bob Clearmountain,
Godfrey Diamond, Ed Stasium and
Michael Brauer, most of whom served as
assistants there. “You have no idea how
exciting it was to have people like that
around you all the time,” recalls Gold-
berg. Though Media’s four studios were
eventually outfitted with a pair of Neves,
a Harrison and an API, it original com-
plement of decks were a pair of Specta-

sonics working with its 12-track and
16-track tape configurations.

Remembered by most as an icon of
the seventies and eighties, A&R Studios
was actually founded in 1959 by Phil
Ramone, who had beenworking as a staff
demo engineer at JAC studios (his first
credit was on ‘The Girl From Ipanema’
on Verve Records by Astrid Gilberto with
Stan Getz and produced by Creed Tay-
lor — a demo that became a master, as
was often the case at the time) and musi-
cian Jack Arnold, whose collective ini-
tials gave the facility its name. It opened
its first room at 112 West 48th Street in
the milieu of new independent rooms
like Bell, Mastertone and Allegro. That
location was adjacent to Jim & Andy’s
lounge, a nightclub and favoured hang-
out of New York session players and to
which A&R had a direct telephone link
from the studio to the bar to call musi-
cians for sessions. Like them, A&R coex-
isted with the label-owned facilities,
though the pecking order was regularly
reinforced when, on the rare occasions
that a major label would allow one of its
artists to record at an independent stu-
dio, it also sent along one of its union
engineers to supervise, a practice that
continued through the decade.

‘I remember that there was a Colum-
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bia Studios engincer at A&R even when
I was working on Paul Simon records
at A&R.’ recalls Ramone. Otherwise,
places like the fledgling A&R did demos
or worked on records for the growing
number of independent record labels
in New York

By the early-sixties, Arnold had
departed and Ramone was working with
a growing pool of associates including
Don Frey, Bill Schwartau and Art Ward.
The technology was a custom-made con-
sole, a 3-track deck and a Fairchild cut-
ter. Ramone says A&R was the first indie
studio to go 4-track, and it had a tradi-
tion from early on of heavily reinvesting
in new technology. Indie labels like
Roulette Records, overtlow from studios
like Atlantic Records’, and a growing
commercial music business (jingles) was
propelling A&R, particularly after Don
Frey came aboard in
the mid-sixties. The
Rockefeller  family
made A&R’s owners
an offer they couldn't
refuse and the facility
then moved to the site
of one of the older
i Columbia studios at
799 Seventh Avenue,
and a few years later
in 1968 opened a sec-
ond location at 322
West. 48th Street. With
his production career
steaming  forward,
Ramone left the studio
in 1982 and it closed
for good in 1989.

‘Believe it or not, at
the time I left it was considered a con-
flict of interest for a producer to own his
own studio,” Ramone observes, ‘an atti-
tude which would be considered ridicu-
lous today.’

Ramone remembers that period in the
sixties as an exciting time for recording
studios in New York. ‘Independent stu-
dios had a lot to offer a growing record
industry,” he says. ‘There were tons of
people making master [recordings) at low
budgets, and the big-label studios had
union engineer costs and high overheads,
which we didn’thave. The new small stu-
dios also didn’t have a formulaic sound
to them, either. That's what broke the
back of the staff engineers, who were
basically nine-to-fivers: they couldn't
adapttothe need for more and more new
ways of making records.’

Having once started a console com-
pany himself with several associates,
Ramone also watched with interest as
broadcast electronics manufacturers
began to establish beach heads in the
studio business. ‘Neve was the shining
one of those,” he recalls. ‘I remember call-
ing Rupert Neve in London and saying
I want one of those consoles.” Ramone
was also watching as people like Bill Put-
nam, who owned United Studios in Los
Angeles, began putting out products like
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the LA series of compressors. And he
embraced revolutions like the EMT plate,
though with a peculiarly New York kind
of elan. ‘The EMT plate helped studios
like ours compete with the bigger ones,’
he says. ‘But in New York people still
thought in terms of chambers, so we had
four EMT plates but I kept them sealed
in the basement so no one would know
they weren't big chambers.’

Ramone got out of the studio business
when he saw how MIDI rooms were
beginning to decimate the city’s rate struc-
ture in the early-eighties, followed by the
adventof personal recording equipment.
He wishes he still had access to the rooms
A&R once occupied, or any of those used
by the major labels. At this juncture in its
history, New York City has only one stu-
dio owned by a major label — Sony Stu-
dios—whose  continued  presence
Ramone attributes to label chief Tommy
Mottola’s stewardship.

Power Station was built in 1977 in an
old Con Edison power station on the edge
of New York’s Hell’s Kitchen. Between
1977 and 1996 over 400 gold and plat-
inum albums were created in its walls.
Power Station also attracted and devel-
oped many talented engineers and pro-
ducers within its thick walls, including
Neil Dorfsman and Jason Corsaro.

However, by 1994, a combination of a
declining area studio market and inter-
nal financial problems had forced Power
Station to the brink of bankruptcy. After
a three-year, often acrimonious struggle,
Power Station was forced onto the auc-
tion block by a US bankruptcy court. Its
rooms were booked for months in
advance, yet everything had to be can-
celled when the doors closed two days
prior to the auction. On 28th June, 1996,
the real estate sale was completed, and
the building and its assets were pur-
chased by Voikunthanath Kanamori, a

Japanese producer and studio owner.

Kanamori, along with Zoe Thrall, the for-
mer vice president of studio operations
for Power Station, officially reopened the
studio as Avatar in August, 1997.

By the end of the eighties, many of the
stalwarts listed here were gone, buried
under a combination of New York’s
relentless real estate market, whose costs
have been spiralling upwards almost con-
stantly since the first bull market of the
eighties and continues today; and music-
technology trends, including more direct
recording, which negated the need for &
so many ambient spaces, and personalg
recording technology, whose effect on 2
studios in every market continues to 2
make itself felt.

But plenty of facilities which started in §
the seventies and eighties remain robust,
including Quad Recording, Electric Lady- S
land and Right Track Recording. In the g
city that never sleeps, New York’s studio £
history is still being written. And the line g
in Frank Sinatra’s paean to Gotham still 5
holds true: ‘If I can make it there, T can 3
make it anywhere...” W g
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Unigue by name, unique by
nature, stalwart US

MIDI + Audio company
Mark Of The Unicorn
continues to follow a
determinedly independent
path. Simon Trask marks
the company’s performance

I IKE PREVIOUS focusees’ Steinberg,
Emagic and Opcode, Mark of the
Unicorn started life in the early days

of computer-based MIDI sequencing and

inthe ensuing years has helped define and
grow the technology and the market.

Together these four companies make up

a Grand Quartet that has dominated the

computer-based MIDI and then MIDI +

Audio market over the years, if not always

playing in harmony then at least collec-

tively banging the drum for the computer-
based MIDI + Audio approach to
music-making.

Mark of the Unicorn, or MOTU for short
(pronounced ‘mow-to"), is a US company,
but based in Cambridge, Massachusetts
rather than any of the West Coast loca-
tions favoured by many US software com-
panies. The company began life in 1985
with two MIDI programs for the Apple
Mac: Performer (sequencing) and Profes-
sional Composer (notation). With a com-
mon sequence file format, Performer
sequences could be edited and printed as
a score in Professional Composer, while
scores created in Professional Composer
could be played back in Performer as MIDI
sequences.

Performer has remained a core pack-
age for the company till this day; currently
atvo, it now includes digital audio record-
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ware beyond the Mac’s
basic built-in capabil-
ity. MOTU moved into
MIDI + Audio software
in 1992 with the intro-
duction of Digital Per-
former, and it's this
package (now at v2.6)
which renuains as the
company’s MIDI +
Audio flagship. Mean-
while, the company
replaced Professional
Composer with Mo-
saic in 1992, and this
program is also still
part of the MOTU
lineup.

Rounding out the
MOTU  software
range are Unisyn,
FreeStyle,
WaveEdit, and
PureDSP. Unisyn is
a MIDI patch editor
and librarian pro-

gram which started life as
Dr T's X-OR in 1989 before being bought
by MOTU in 1993 and integrated with
Performer and Digital Performer; as such
its MOTU’s equivalent of Opcode’s
Galaxy Plus Editors and Emagic’s Sound-
Diver. The librarian section allows you
to send and receive MIDI System Exclu-
sive dumps of patches and patch banks,
while the editor provides Profiles, or ‘vir-
tual front panels® offering ready para-
meter access, for MIDI instruments and
other devices from a wide range of man-
ufacturers. With v1.5 software, a Perfor-
mance, or ‘snapshot’ of settings for an
entire MIDI setup, can be stored as part
of a sequence file in Performer (v6 or
higher). MOTU has also improved
FreeMIDI support in Unisyn, so that cur-
rent patch lists for all devices in a
FreeMIDI setup are automatically avail-
able for selection in any program which
supports FreeMIDI, such as (Digital) Per-
formerand FreeStyle, via pop-up menus.

FreeMIDI is MOTU's equivalent of
Opcode’s OMS (Open Music Systen), in
that it allows you to create a definition of
instruments and connections for an entire
MIDI setup, which can then be used for
routing tracks and selecting patches by
name. OMS is the more widely adopted
and used of the two alternatives, a fact
acknowledged in the latest version of
FreeMIDI, which includes an OMS emu-
lator option.

FreeStyle, which was introduced by
the company in 1994, is a MIDI sequenc-
ing program with a difference, in that it
adopts a performance-centred model
based around ensembles of players,
rather than the more usual MIDI multi-
track recording model; MOTU refer to it
as a ‘'trackless’ sequencing program.
Notation features are also built in, com-
plete with automatic transcription of
MIDI-played parts and the ability to trans-
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pose parts to any key for full score and
individual part printout, and as from v2.0,
released in 1997, the software includes
a Sense Tempo feature which tracks and
records tempo fluctuations in perfor-
mance, so that parts can be scored accu-
rately while also being played back with
the original timing nuances. FreeStyle,
which is a MIDI-only program, also sup-
ports SMPTE synchronisation and trans-
mission of MIDI Time Code, allowing it
to be synced to tape and hard disk audio
recording systems.

WaveEdit is a more specialised offer-
ing, a waveform editing program for Akai’s
DR4d  4-track hard disk recorder.
WaveEdit, which works with DR4d v3 soft-
ware and above, provides a user-friendly
graphical front end for the DR4d and lets
users edit anything from regions of audio
down to individual samples for removing
clicks and pops. Audio remains in the
DR4d rather than being copied across to
the Mac for editing, which saves on both
transfer time and RAM requirements; how-
ever, Sound Designer 11 files can also be
transferred into the DR4d, while DR4d
audio can be saved to the Mac in SDII for-
mat. Cut, copy and paste along with mul-
tiple zooms from individual samples up
to whole tracks are available, along with
normalisation, phase inversion, freeform
waveform drawing down to sample level,
and shortcuts for auditioning different
audio regions. The software also supports
multiple DR4d units.

PureDSP takes the opposite tack, in that
it’s a general-purpose audio time-stretch-
ing and pitch-shifting software plug-in in
the widely-used AudioSuite (non real-
time) plug-in format.

Performer, Digital Performer, Mosaic,
WaveEdit and PureDSP are all Macintosh-
only packages, reflecting MOTU'’s histor-
ical association with the Mac. However,
the company hasn’tignored the Windows
market altogether. FreeStyle and Unisyn
both come in Mac and Windows versions,
albeit the Mac versions were introduced
one and two years respectively before their
Windows counterparts.

MOTU’s PCl-based 2408 and 1224
computer-based multichannel hard disk
recording systems, introduced last year
and this year respectively, both come with
Macand Windows drivers; however, only
the Mac version benefits from additional
MOTU AudioDesk workstation software,
while the systems can alternatively be
used with MOTU’s Mac-only Digital Per-
former software (available at a special
upgrade price) if integrated MIDI
sequencing is a requirement. Of course,
writing Windows drivers is a lot easier
than writing Windows versions of whole
Mac-originated programs, and here Stein-
berg’s cross-platform ASIO audio stream-
ing protocol has provided a solution. In
addition to Apple Sound Manager and
Windows Wave drivers, the systems ship
with MOTU-written ASIO drivers for Mac
and Windows which allow customers to
use MOTU's hardware with any ASIO-
compliant software. This includes Mac
and Windows versions of Steinberg’s >
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Quadruple your Audio Content
with Digital Clarity

Everybody, everywhere is demanding more audio
than ever before. Whether your application is
multilingual programming in transmission or
one of the many new surround sound formats.
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de-compression of four AES audio channels with one AES stream.
p

These products utilise an industry standard compression
algorithm that is used in over a 100,000 professional audio
channels world-wide.
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SOFT FOCUS

< Cubase VST and Emagic’s
Logic Audio Platinum, as
well as Opcode’s Mac-only
Vision DSP and
Vision Pro. In addition, the
systems can also work with
with a variety of other Win-
dows software including
Cakewalk Audio Pro (Versions 6 and 7),
Sound Forge, Cool Edit Pro, Peak and
Samplitude.

The core 2408 system consists of the
cross-platform PCI-324 audio card, the 1U-
high rackmount 2408 1-O unit, connect-
ing cable, software drivers and the
AudioDesk workstation and PureDSP
plug-in software - while the core 1224 sys-
tem substitutes the newer 1U rackmount
1224 1-O unit for the 2408. You can also
expand on the core systems by buying
additional units, with uptothree units con-
nectable toa single PCI-324 card, and com-
bine 2408 and 1224 units in one system.

The PCI-324 card contains a custom
VLSI processor. three Audiowire connec-
tors for connection to individual 2408 or
1224 1-O units, and an ADAT sync in con-
nector and Digital Timepiece control track
sync connector (for sample-accurate syn-
chronisation with ADAT decks and the
Digital Timepicce respectively). The
Audiowire connectors use standard IEEE-
1394 (more commonly known as
FireWire) components, but implements a
proprietary MOTU communication pro-
tocol between the card and the 1-O. The
VLSI chip simultancously processes all
available audio inputs and outputs, and
also implements 14 72 x 72 audio patchbay
enabling routing of any input to any out-
put. The 2408 I-O unit provides eight ana-
logue inputs and outputs with  20-bit
convertors, 24 (3 x 8) channels of ADAT
optical I-O, 24 (3 x 8) channels of TDIF

(Tascam Digital) I-O, two channels of

SPDIF inand four channels out, and word-
clock in and out. The 2408 has a 24-hit
internal data bus, so you can use it for 24-
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bit recording if you hook up
an external 24-bit A-D con-
vertorsuch asan Apogee AD-
8000 to the 2408 via ADAT
optical connection. The unit
supports both 44.1kHz and
48kHz audio. In addition it
can be used as a stand-alone
format converter, performing conversion
from any one of its supported formats to
any other - you can convert up to 24 chan-
nels of ADAT to 24 channels of TDIF.

The 1224 brings 24-bit A-D and D-A
onboard, with eight 24-bit balanced TRS
analogue ins and outs and two 24-bit bal-
anced XLR analogue outs, plus AFS-EBU
digital I-O and word clock in and out. The
unit supports 16, 20 and 24-bit recording
at 44.1 or 48khz.

Today the 2408 and 1224 sit at the apex
of a hardware range which also consists
of, in descending price order, the Digital
Timepiece (introduced in 1997), the MIDI
Timepiece AV, the MIDI Express XT, Micro
Express, Pocket Express, PC MIDI Flyer,
and Fast Lane. The Digital Timepiece is a
digital audio synchroniser which supports
LTC, MTC. ADAT. TDIF,<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>