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fie Next Level In Sonic Quality”
“Vastly Improved Transport”
“Amazing Technology”

In every case, the XT demonstrated
a noticeable improvement in sonic
detail over the original ADAT.”

George Petersen,

: | Editor,
i - MIX Magazine

The xTs improvements in sound quality,
transport speed, and lock-up time alone are
worth the price. [ believe that the XT makes
recordists an offer they just can't refuse.”
Michael Molenda,

Editor,
Tlle Experts On Electvonic Musician Magazine

adatixt

Wien you use the machine,
the first thing you notice is the
vastly improved transport.”
Paud |. Stamler,

Reviewer,
Recording Magazine

The XT has new A/D and D/A converters, and the
improvement in sound quality is unmistakable. If you
are looking to take your ADAT-based studio to the
next level in sonic quality, features and raw

speed, the ADAT-XT lives up to its hype.”

Loren Alidrin

Reviewer,

Pro Awdio Review Magazine

The bottom line. as Casey Stengel

used to say: ‘Amazing. amazing,
amazing.” That is. amazing technology,
amazing functionality, and amazing price.”
Howard Massey,
Technology Editor,
Musician Magazine
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For mare information on the ADATXT, see yowr Authonized Alisis Dealer or call 310-841-2272.
Visis and ADAT are registered trademarks, ADATNT Is a tradimark of Alesis Corporation

Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 90016 310-841-2272 alecorp@alesis1.usa.com Al—EIS
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For some people,
only one console is good enough.

Dolly Parton with producer Steve Buckingham (right) and engineer Gary Paczosa (left) pictured at Sound Stage, Nashville.

“We cut the tracks for Dolly’s new album on the SL 9000 | Series at Sound Stage. We were so impressed with the way the tracks sounded that we are going
back to mix on it. What I liked most was the warmth that we got hack off the tape through the SL 9000. We found this console to be a superb complement to
the digital recording process. The SL 9000 uses state-of-the-art technology to create that wonderful sound associated with classic consoles.”

Steve Buckingham, Producer.

“The SL 9000 | Series console has more than exceeded my expectations. From the bottom to the top we were very impressed with this console.
It is extremely clear, quiet and punchy. The need for any outboard processing was virtually eliminated. Sonically it is superb.”

Gary Paczosa, Engineer.

Solid State Logic

International Headquarters: Begbroke, Oxtord OX5 1RU, England - Tel: (01865) £42300 Fax: (01865) 842118
Paris (1) 34 60 46 66 - Milart (2) 262 24956 - Tokyo (3) 54 74 11 44 - New York (212) 315 1111 - Los Angeles {213) 463 4444 - Toronto (416) 431 9131 - Singapore 285 9300



W' hen we designed the

PCM 80's basic comple-

ment of effects Presets, we also

provided the ability to plug in hot, new
Audio Software/FX cards. Simply plug in
any of our cards and you've now super-
charged the effects processor everybody is
talking about. New effects and algorithms.
Hundreds of stunning new Presets.
Sophisticated PC-Card architecture that
supports our commitment to functionality
and continuing upgradability.

PCM 80 FX cards offer a library of over
700 new Presets — each one tailored for
a particular application - with a unique
Adjust Knob that lets you quickly audition
variations of the effect. We put the most
useful parameters of each preset into the
PCM 80’s "Soft Row” so you can fine tune
the Preset without having to hunt for the
appropriate parameters. Engineer or

-~

Available Effects
PCM 80 (200 Standard)

250
PITCH FX - V1.0 100

DUAL FX - V1.0

Scott Martin Gershin 100
(Post FX)

David Rosenthal 100
(Music FX)

David Rosenthal
Music FX

musician, there’s a Lexicon FX card for
practically any imaginable sound. Right
now, you can instantly load-up on your
creative options with any of these new
FX Cards:

* Dual FX — 25 Algorithms / 250 Presets
deliver highest quality stereo multi-
effects, unprecedented routing capabili-
ties & a powerful new digital sub-mixer.

* Pitch FX — 6 Algorithms / 100 Presets
combine Multi-Voice Pitch Shifting

with PCM 8o Stereo Algorithms.
+ Harmony FX (Coming 1997) —

Intelligent Pitch Shift Algorithms / 100

Presets offer Diatonic Harmonization,
Automatic Pitch Correction and more.

* Scott Martin Gershin Post FX — 100
superb post-production Presets featuring
Surround Delays for Film & Reverbs for
Orchestras.

* David Rosenthal Music FX — 100
powerful performance Presets featuring
brilliant reverbs & effects for keyboards,
guitars, vocals.

And don’t forget, you can use any
Preset as a template to create your own
stunning versions of Lexicon effects - and
store up to 2,000 of those Presets using
standard PCMCIA SRAM cards.

So check out the PCM 8o FX cards and
experience the future today, at your
Lexicon dealer!

PCM 80 DIGITAL EFFECTS PROCESSOR

Heard In All The Right Places

Dual-Filt
ior Triads

i

S

Tel: 617/736-0300 Fax: 617/891-0340 E-Mail: 71333.434@compuserve.com

H A Harman Intemational Company
USE READER'SERVICE GARD TR MORE INFO




Perspectz‘ve

ACTIVE MONITOR SERIES

Monztorzng

Pros

L —— .
Five centuries ago, Leonardo da Vinci

. brought art and science together to

create beautiful images using his
knowledge of engineering, physics,
geometry and perspective. @ His
images were so clearly rendered,

so precisely represented, that the
mechanisms he drew then could

be recreated todav. © Da Vinc main-
tained that the artist had to use the
methods of science, and the scientist
the tools of art. ® Now, five hundred
vears later, Tannov once again blends
science and art to deliver the world's

most advanced monitoring systems.

Bob Whyley, Director of Audio
for the Emmy award-winning Tonight Shouw.

“The most accurate powered monitors
I've ever heard. More muscle and

anthority particularly in the bottom
end than any other powered %«4\
monitor I've worked with.”

Through the exacting application
of science, the AMS monitors provide
the accurate perspective to clearly

Tannoy/TGI North America®300 Gag

| AMS series builds on Tannoy's

And Their

| render the musical image created by

the top recording engincers and

producers. M The AMS monitors are

technically uncompromised

designs, combining hand-selected

models of Tannov’s exceptional

Dual Concentric™ drivers, with

the finest quality electronics

design and construction.
Beginning with the precise

phase coherent drive units, the

unrivaled reputation for accurate
imaging perspective. ® Active
monitors provide unparalleled

low frequency accuracy, due to
the extremely low impedance
coupling of the amplifier and
drive units, and the elimina-

clements. ® Precise tailoring of
the active filter elements allow
matching of production
tolerances to within 0.25dB
guaranteeing superb sterco
imaging. ® The amplifiers use
aero-space tolerance components
and design, with the components
selected for their sonic qualities
as much as their reliability.
The amplifiers are truly

unlimited in performance to
| ensure that there is no coloration of

dynamics due to over-protective

protection circuitry.

tion of parasitic passive crossover

Tannoys..

B These are studio monitors designed
to step aside and let vou inside the
musical perspective.

Don Gehman,
Producer:

Hootie and the

Blowfish

Tracy Chapman

Joln Mellencamp

Better Than Ezra
“I have never been so
close to final results
in my life. These are
the most accurate
balanced speakers
I've heard yet.”

A L TR T
- e e B

Al of the specifications and hvpe
in the world cannot replace a real life
encounter with the Tannov Active
Monitor Serics.
® We guarantec that
your smile will be
bigger than the
Mona Lisa’s, and

your art—who knows—
even more famous!
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MHKE WALES WITH

The
Rising
fide
Today's
audio pros
depend upon
Digidesign’s Pro
Tools — more than
all other workstations
combined. One reason
for Pro Tools” phenomenal
success is the Digidesign TDM
Bus. This 256-channel digital
mixing and routing system delivers
exceptional performance. Exceptional
value. Exceptional upgradability.
Plus it lets you add a wide range of
signal processing Plug-Ins with
just a floppy disk.
So where do today’s
audio pros turn for advanced
TDM Plug-Ins? They turn to
Waves — more frequently
than all other third-
party companies

combined.

Waves

has worked
side-by-side
with Digidesign
since even before
the launch of TDM.
Starting with the 1993
release of the acclaimed
Q10 Equalizer, to the recent,
much-anficipated release
of TrueVerb, Waves has
helped unleash the
power of Pro Tools
to thousands

of people.



The Best Wapes
The Waves commitment to
The Most Waves

sonic excellence means subs:ance
Mixdown means signal processing. over flash. Listen carefully to any Waves

And with more TDM-based solutions than Plug-In, and its comprehensive Setup

anyone else, signal processingi means Waves. Library, and you'll hear what we mean.

Such as the essential C1 Compressor/Gate. The spatially
enhancing S1 Stereg Imager. The mastering-ready Q10
ParaGraphic EQ. The Spectacular PS22 StereoMaker.

The Q10, for instance, includes
200 factory Setups — g veritable arseng

of user-customizable tools. Such as classic

The acclaimed L] Ultramaximizer. The new, incredible- mastering EQs. Precise pre- & de-emphasis

sounding TrueVerb. And many other powerfu| solutions, filters. Noise reduction. Plus scores of other

Each Waves Plug-in delivers gn amazing eftects. All from just one Plug-In. From the

degree of control, yet is easy and fast 1o use. No other C1 1o Trueverb, Waves Setup Libraries give

Plug-Ins are better-suited for pro Tools. For only Waves you the equivalent of many racks’ worth of

gives you PCl-compatibie WaveShell-TDM fechnology,

Specialized, high-end prceessors — each with an
which maximizes Pro Tools’ DSP Capabilities. Only

intuitive user interface, each fully programmabe.
Waves gives you Component Assignment, to break And only Waves offers the WaveKey,
which gives you unlimited installs, free

from copy-protection hassles.

each Waves processor into ‘component’ Plug-Ins
for use in every TDM channel (or in custom
processing chains under SDI). Only Waves
gives you DSP Resource Management, th SUJQW HUJdU
allowing you to open multiple Plug-Ins
Or components on single DSP chips.

It's surprising just how easy and

affordable it is to get the most from

All of which is g fancy way Digidesign’s Pro Tools. Once you own the

1o describe g simple, vital fact: system, you can start making Waves for an

Only Waves delivers incredibly low cost — and you can install or upgrade

maximum performance any Waves Plug-Ini in minutes. Take the plunge.
and efficiency,

Call Waves today for the complete story, or visit Wiww. waves. com.

us Waves © 6716 Centra Ave. Pike, suite 8 i i i % /////,
""‘ WAV ES e 37912 « USA - tel: 1.423 689.5395 dlgldeSIgn AVID

fax: 1.423.688.4260 e-mail: waves@waves.com A Division of Avid 1.800.333.2137 ext. 258
Ik Waves o Europe/Middie Eqg - lel: 44.1637.87717¢ - fax: 44.1637.850495 3401-A Hillview Ave.  Palp Alto, CA 94304 ysp
aves Headquarters e Tel-Aviv, Israel o te- 972.3.5107667 1.415.842.7300 fax: 1.415.842.7999
0x: 972.3.5105881 » e-mail: Support@kswaves.com LSEREAODER SERVICE ¢ gy ro MORE I\F www.digidesign.com



FROM THE EDITOR

ENTER THE MDSTUDIO...

Perhups this column should have been called, “Have you driven a MiniDise
lately?” 1just returned from Summer NAMM. where everybody was talking
MiniDiscs. Yamuha used the occasion to begin US. dediveries of its $1,199
MD4 4-track MiniDisc recorder editor/mixer units (Waylon Jennings got the
first one). and competing products—sony’s MDM-X4 (81,250) and
Tascam's Digital Studio 564 ($1.499)—should be arriving in the near future,
or at least in time for santa to stock up for holiday sales.

All of these MD ministudios—or should we say “MDstudios™—share
commion features, such as 37 minutes of t-track recording on a “Data” for-
mat MiniDisc. a built-in analog mixer. MIDI syne, cut-and-paste editing and
a unique write-after-read mode that allows users to bounce four tracks
onto two of its own tracks. To fit four tracks onto a 140MB disc. all the
MDstudios use the same ATRAC data compression scheme developed for
sSony’s consumer MiniDisce systems. Since debuting the first consumer MD
decks acouple of years ago. Sony has vastly improved its ATRAC encod-
ing. and the new systems are quite impressive, especially considering the
tormidable task of 5:1 compression.,

MDs exist in three forms: prerecorded MD is 1 nonrecordable optical
format (similar to the CD process): recordable MD-Audio disks are for
stereo applications only: and the MD-Data format (which the MDstudios
use) was designed for computer storage applications. Audio MDY blanks are
about S15. but are unusable in the MDstudios: MD-Data disks are about
530. and because these never caught on in the computer industry, they're
gonna be tough to find at 3 am.

Quuestions that remain to be answered include disk interchangeability
between the three MbDstudios. All use proprictary methods of placing
pointers and marking edit points. so edit data from one system is unread-
able by another manufacturer's deck. An impromptu test on the NAMM
show floor indicated playback compatibility, and a Sony rep I spoke to
said all the systems had to comply with the MD standard, so record com-
patibility would be assured.

Designed as a replacement for the analog cassette. MD is especially
well-suited for home recording, and MDstudios offer quality and versatility
light years ahead of --track cassette studios. A number of pro applications
also come to mind, such as 4-track production of radio spots (with narra-
tion, SFX track and stereo music bed). or as a random-aceess, instant play-
back system for 4-channel sound effects in theatrical or special venue
installations.

The birth of any new format has never been a bed of roses, and the
MDstudio is no exception. But whenever affordable. great-sounding tech-
nology gets into the hands of creative people, good things are bound to
happen. The only question now is who'll be the first to chart a hit on an
MD wonderbox?

We'll be listening,...

George Petersen

VBPA A ABP
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You sull ger the audio mastering tapes that go gold more than You cven get the same Ampex” brand name.
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The same 1op quality video tapes used by broadeast and dedicated exclusively to vou. the recording professional.

creative professionals around the world. So catl us today and we'll el vou more
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WORLD AUDIO NEWS

TEC AWARDS

ANNOUNCES SPONSORS

The Mix Foundation for Excellence in
Audio is proud to announce the spon-
sors for the Twelfth Annual Technical
Excellence & Creativity Awards. Twen-
ty-nine professional audio manufactur-
ers and facilities are lending their
support to the TEC Awards, to be held
Saturday, November 9, 1996, at the Bilt-
more Hotel in Los Angeles.

Platinum sponsors are JBL Profession-
al (Northridge, CA) and Cardinal Busi-
ness Media (Ft. Washington, PA). Gold
Sponsors are Alesis Corporation (Los An-
geles, CA), AMS/Neve (Lancashire, UK),
Disc Makers (New York, NY), Harman
Music Group (formerly DOD Electronics
Corporation, Sandy, UT), Meyer Sound
Laboratories (Berkeley, CA), QSC Audio
Products (Costa Mesa, CA) Sound lmage
(Iscondido. CA), Solid State Logic (Beg-
broke, Oxford, UK), Sony Professional
Audio (Montvale, N)) and Tektronix Inc.
(Beaverton, OR).

Silver sponsors are Aphiex Systems,
Apogee Electronics, Audio-Technica,
Digidesign, Eastman Kodak Company,
Eastern Acoustic Works, Lexicon Inc.,
Ocean Way, Panasonic/Ramsa, Quante-
gy Inc.. Roland Corporation U.S., TC
Electronic, TGl North America/Tannoy
and Yamaha Corporation of America.
Bronze sponsors are BASF Magnetics,
Night Technologies Inc., Otari Corpora-
tion and Skywalker Sound.

A limited number of sponsorships
and tickets are still available. If you
would like more information, call

510/939-6149.

WINTER NAMM MOVES TO L.A,

The NAMM Board of Directors an-
nounced that the Winter NAMM Inter-
national Music Market will move to the
Los Angeles Convention Center in 1998
and 1999. The decision to move from
the Anaheim Convention Center was
motivated by a combination of current
space limitations and expansion con-
struction issues, says NAMM represen-
tative Warner Page. “The Anaheim
Convention Center will not be large
cnough to accommodate our show
and, with the planned construction, will
not be in acceptable condition during

10 MIX, SEPTEMBIER 1996

these years,” he says, The convention
will return to an expanded Anaheim
Convention Center in 2000.

NEW SOUNDTRACS DISTRIBUTORS
As of August 15, 1990, Korg USA be-
came the exclusive U.S, distributor for
audio products from UK console manu-
facturer Soundtracs. As part of the agree-
ment, Korg USA will also handle
marketing, servicing and suppont for all
Soundtracs consoles, from the new line
of entry-level Topaz mixers to the large-
format Jade and Solitaire production
consoles and the new Virtua digital
board. The announcement reflects Korg
USA's current growth and recent expan-
sion to new 5.5-acre facilities at 316
South Service Road, Melville, NY 11747.
Phone 516/333-9100; fax 516/333-9108.
Canadian distribution of Soundtracs’
higher-end consoles—such as Solitaire,
Jade and Vinua—is now handled by Sas-
com Marketing, of Oakville, Ontario.

SPATIALIZER ACQUIRES

MULTIDISC TECHNOLOGIES
Spatializer Audio Laboratories Inc.
(Woodland Hills, Calif.) acquired the
assets of Home Theater Products Inter-
national’s MultiDisc Technologies divi-
sion, which includes an array of
development-stage compact disc server
technologies. The acquisition strength-
ens Spatializer's manufacturing and
OEM licensing relationships and broad-
ens the company's technology portfo-
lio. Irwin Zucker, former senior vice
president of engineering and product
development for Harman International,
is president of Spatializer's new Multi-
Disc Technologies Inc. subsidiary.

ANALOG DEVICES FORMS

JOINT VENTURE WITH TSMC
Norwood, Mass.-based Analog Devices
Inc. (ADD recently announced that it has

CHECH DUT THIS
MONTH 3 MIk onLInE

http://www.mixmag.com

entered into a joint venture with Taiwan
Semiconductor Manufacturing Company
(TSMC) of Hsinchu, Taiwan, and other
equity panners to build a wafer fabrica-
tion facility in Camas, Wash. The new
venture, WaferTech, is the latest in a se-
ries of ADI systems IC business infra-
structure expansion announcements that
include the opening of four new DSP de-
sign centers, new customer support cen-
ters around the world and the growth of
its submicron manufacturing capacity.

CALIFORNIA €D PLANT SUED

BY MAJOR RECORD COMPANIES

The Recording Industry Association of
America (RIAA) announced that 20 of
its member companies have filed a
copyright infringement suit against ASR
Recording Services of California, a com-
pact disc facility in Canoga Park, Calif.
According to Steven D’Onofrio, RIAA
executive vice president and director of
anti-piracy, “The plaintiffs are seeking
injunctive relief and monetary damages
allegedly caused by the manufacture
and distribution of hundreds of thou-
sands of unauthorized CD top-hit com-
pilation albums.” The lawsuit alleges
that the defendants infringed the plain-
tiffs’ exclusive rights in copyright to
sound recordings involving major artists
such as Michael Jackson, Elton John
and Madonna. The 20 plaintiffs include
A&M Records, BMG Music, Capitol
Records, Sony Music Entertainment and
Warner Bros. Records Inc.

FAREWELL, OLD FRIEND

Charles R. Fischer passed away on July
29, 1996, at age 38, due to complications
from diabetes. An expert in analog syn-
thesis, Chuck was a longtime contributor
to Mix's sister publication, Electronic Mu-
sician, and occasionally served as a tech-
nical advisor to the Mix editorial staff.
Over the years, Chuck had worked as a
tech for such companies as dbx, Orban,
AKG and ADA. He will be missed by all.

HEADSPACE INC.

PARTNERS WITH WEBTV

Headspace Inc., a company co-founded

by composer/musician Thomas Dolby

Robertson to develop music and sound
—~CONTINUED ON PAGE 12



ime-Align

An honest system

ELF | beyond audible response

hile DC to LIGHT responsc is
o & . sometimes joked about in audio
4 circles, it is very desirable to extend a
”~ system’s bandwidth beyond the audible

range becanse it provides a real sonic
” : / improvement.

v/ Unlike any osher monitor system, our
£ Studio-A system responds fiat from

above 20 kHz down to 8 H:z and meets
% - the Time-Align specification from
/A TIPIE-ALIGH

E.M. Long, even in the bass range.

The MM-8 is a precision 8" coaxial
studio monitor with a calibrated flat
frequency response and a licensed Time-
%--—- vt Aligned "' crossover. Precisely manutac-
tured and rested, the MM:8 system
offers you an honest listen to your mix.

The DI10E:S INFRA-=sub ™ ytilizes

) patented ELE™ technologv. Experss
agree the ELF ™ tochnology offers the

| most supesior sounding and honest low

i frequency reproduction available.

Modular Sound Systems, Inc.
P. O. Box 488 Barringson,
Illinois 60011

Phone 847 382 4550 .
: Fax 847 382 4551 i
I l " ‘ b £ Internct info@bagend.com v
L2t Canadian distributrion:
Joud NMINEL e A.C. Simmonds & Sons Limited at 905 839 8041 20

e A Leaed ' and Time- \lignmcnn'“ are tradSferhieRacofd Esivty Long Associates. ELE™ is a trademark of Long/ Wickersham Labs.

o T
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WORLD AUDIO NEWS
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Shure Brothers Inc. of Evanston. 1L,
named Santo (Sandy) LaMantia as
president. LaMantia replaces Jim
Kogen, who retired after 34 years
with the company... The Walters-Sto-
ryk Design Group and Berkow/SIA
opened a joint office in New York
City. The address is 31 Union Square
West, New York, NY, 10003. Phone
212/675-1166; fax 212/691-
4090.. .Mackie Designs (Woodinville,
WA) founder/CEQ Greg Mackie was
presented with the 1996 High Tech-
nology Entreprencur of the Year
Award from investment firm Ernst &
Young. In other Mackie news, the
company announced its new anatog
team, headed by Carl Perkins. Mack-
ie also named Richard Rosenzweig
as new vice president of operations
and Tami Pereira as vice president of
international sales and market-
ing...Bicoastal wonder Wayne Free-
man joins the teams of Audio Toys
Inc. (Columbia, MD) and Otari
Corp. (Foster City. CA), offering his
marketing skills to both companies.
Ouari also announced that Otari Sin-
gapore and OtariTec Jupan were
granted exclusive sales and service
distribution rights for Arrakis Systems
(Ft. Collins, CO) products through-
out most of Southeast Asia...HHB
Communications in Portland, ME, is
now the exclusive U.S. distributor
for the ATC Loudspeaker Technolo-
gy Ltd. product line. For information,
call 207/773-2424...German micro-
phone manufacturer B.P.M. Studio
Tecknik announced the formation of
B.P.M. USA (Miami, FL), headed by
Larry Misrahi. Phone 305/588-7008
for more information.. . Vari-Lite In-
ternational Inc., headquartered in
Dallas, appointed Clay Powers as
vice president of operations for Vari-
Lite and Richard Bratcher to Show-
Co’s board of directors. . .Carl Amend
joined NVision in Grass Valley, CA,
as castern regional manager.. . Telex
Communications Inc. (Minneapolis,
MN) numed Gary Bosiacki as nation-
al dealer sales manager for sound
reinforcement  products: Tom
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Hansen as national dealer sales man-
ager for broadcast products: Lisa
Hankins as western regional sales
manager: and John King as castern
regional sales manager...In Korg
Inc. news, Sadao Fukushima was ap-
pointed as president...Event Elec-
tronics of Santa Barbara, CA,
brought onbourd Barbara Brown to
handle operations and export sales
and Richard Dean & Associates and
Michael Belitz as sales representa-
tives...SAE, the School of Audio En-
gineering, recently celebrated its
20th anniversary and announced the
opening of a training center in
Milan, Italy...QMI (Holliston, MA)
was appointed exclusive U.S. dis-
tributor of the Chevin Research
brand of power amplifiers. Phone
508/429-6881 for detils...Conrad
Sundholm, co-founder of Sunn Mu-
sical Equipment Co. and Biamp Sys-
tems Inc., announced the formation
of Sundholm Acoustics Inc.. a
speaker design firm. The address is
16630 SE Round Oaks Ct.. Mil-
waukie, OR 97267. Call 503,/794-
2661...Keith Clark was named
public relations manager at Eastern
Acoustic  Works (EAW) in
Whitinsville, MA...Applied Rescarch
Technology, of Rochester, NY, pro-
moted Mark Fiammi to director of
manufuacturing, Brian Peet to direc-
tor of materials engineering and Jeff
Cary to marketing development
manager.. . Harry Limauro was
named to the post of director of
marketing and Ed Mims was pro-
moted to director of sales at Cer-
win-Vega in Simi Valley,
CA...Norwalk, CA-based Fostex
Corp. appointed Griftin Public Rela-
tions & Marketing (New York City)
as its U.S. public relations
agency... Audio-Technica in Stow.
OH, named both Bruce Wismer
Sales (Atlanta) and CM Sales (Red-
ford. MD) as its sales reps of the
year...Dr. Randall Eyles was ap-
pointed excecutive director of the
Percussive Arts Society, based in
Lawton, OK. |

—FROM PAGE 10, CURRENT
technology for the Internet and inter-
active entertainment. announced a
plan to provide music and audio ef-
fects technology for the interactive
WebTV network. The agreement is
centered around the licensing of
Headspace's proprictary RMF (Rich
Music Format) technology. which is
a platform-independent open stan-
dard created to provide intelligent
musical interactions in the multime-
dia entertainment uand online arenas.
RMF. also available to authoring and
content developers. atlows  the
streaming of MIDE data integrated
with digital audio.

WEB ANNOUNCEMENTS

Baudway Communications intro-
duces Music Interactive, a Web site
where individual visitors describe
their musical interests and receive
customized information. Also offered
are a product database, career re-
sources and online instruction/advice
for professional musicians. Visit
http:/musicinteractive.com.

Crest Audio recently debuted on-
line at www.crestaudio.com. Features
include company information. techni-
cal data and photos of products and
information about recent installations
and tours featuring Crest products.

The JeepJazz Music page on the
World Wide Web is an online resource
for professional musicians. Included
are a free online recording handbook.
a RealAudio demo service for unsigned
bands und access to the Jeep Jazz
Company Store. At Www. jeepjizz.con.

Sabine’s Web site provides product
information and reviews, user lists,
rep maps and operating guides. The
address is www .sabineinc.com.

Studiomaster has opened a Web
site at www studiomaster.com. There.,
find product photos and information
and specifications.

CORRECTION
The NAB Convention report in the

July Mix erroncously implied that

two of the disk-based video
recorders unveiled at the show had
similar pricing. The Doremi V1 is
$5.995: the Drastic Technologies
VVCR starts at $17.000. We regret any
confusion this may have caused. In
addition, the August feature on busi-
ness software misidentified E Ware's
product. The correct name of the
softwuare is Sound Business Music
Production Manager. E Ware's tele-
phone number is 615/386-3605. M



for the Hollywood Bowl, insists ’
upon the precision German R
engineering of the MD 421 1l. ¥
“It’s faster, more open and
transparent, yet it retains the
timbre of the MD 421.”

The superb directionality and
7 freedom from distortion to more
than 175dB SPL provide the
S versatility and control to capfure
f every performance. And its
renown rugged construction
secures your investment. The
MD 421 1l is buxlt to even closer
tolerances to conswtently deliver “
the classic Sennheiser sound.

Contact your dealer for a
personal demonstration
or call us directly.”

ﬁ

\ " S / -
‘ nuﬁon to lwmg a sound desl" r.for the Hollywood
records andanixes for film, and in 1995

- ', 4(‘2\‘-=n‘nbg\nomm\¢:fon ayj;:_oilucer/\engmet
v 4N SENI\IHE‘ISER
THE EVOLUTION OF AUDIO

SENNHEISER ELECTRONIC CORPORATION
6 VISTA DRIVE, P0. BOX 987, OLD LYME, CT 06371 - TEL: 860-434-2190 FAX: 860-434-1759 - CALIFORNIA: 4116 WEST MAGNOLIA BLVD., SUITE 100, BURBANK, CA 91505 - TEL: 818-845-7366 FAX: 818-845-7140
MEXICO: PALENQUE NO. 663, COL. NARVARTE, 03600 MEXICO, D.F. M:XICO - TEL: 525-605-7686 FAX: 525-605-6473 - CANADA: 221 LABROSSE AVE., PTE-CLAIRE, PQ H9R 1A3 - TEL: 514-426-3013 FAX: 514-426-3953
World Wide Web: http://www.sennheiserusa.com

Manufacturing Plant: Am Labor 1, 30900 Wedermark, Germany
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+ Center-mounted Master section with
4 full-length “aux strips” including 4-band
EQ, pan & trim controls

+ Independent L/R /center bus assignment
* On-board snapshot group muting with
external computer control capabilities

* 12x4 matrix w/Center, L &R input
controls, matrix mute button + LED,
matrix master level control, and matrix
solo + LED

* All inputs & outputs fully balanced
{except RCA tape inputs & outputs)

* Master section includes fader link L/R
switch, center master fader, center solo +
LED, L&R/L-R master level faders, L&R
solo switches + LED indicators

* 8 Submix section bus strips each
feature 100mm log-taper faders, “Air” EQ

controls, center & L-R assign switches, pan
controls, mute & solo switches with LEDs

* Stereo Aux/ Tape Return section includes
level control, mute switch, solo switch + LED,
monitor line out ievel control, monitor mute
switch, global PFL/AFL solo switch &
Mackie's famous Rude Solo Light LED

* 40™ mono channel strips with Mackie's
renowned high-headroom/low noise discrete
mic preamps, polarity switches & sweepable 30-
800Hz Low Cut (high pass) filters at 12dB/octave
« Mono channel strips include: 60 dB range
gain trim, individual phantom power switch
and status LED, 8 individual aux sends, Aux 1-4
& 5-8 pre/post switches, 4-band equalization
with 12kHz Hi shelving EQ, sweepable (500Hz-
15kHz) Hi Mid EQ, sweepable (45Hz-3kHz) Lo
Mid EQ, 80Hz Lo shelving EQ, EQ In switch,
30-800Hz sweepable Low Cut {high pass) filter
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at 12 dB/octave and In/Out switch, constant
power pan control, mute switch + LED, Submix
1-8 assign switches, L/R /Center assign
switches, 100mm log-taper fader, solo switch
+LED indicators

* 4 extra stereo line channel strips for aux
returns, which include: 4-band equalization
with 12kHz Hi shelving EQ, 3.5kHz Hi Mid EQ.
800Hz Lo Mid EQ and 80Hz Lo shelving EQ.
plus 150Hz fixed Low Cut (high pass) filter at
18dB/octave, Low Cut In/Out switch, othet
features same as mono channels

» Flip switch for stage monitor applications:
Exchanges the master control of any
selected aux send with the corresponding
subgroup fader, routing the aux send to the
sub insert jacks, slide master fader, air EQ,
and balanced output connectors

3

]




large-format SR console.
mpressed with its features,

downright amazed at its price.

141

Never before has so
much been so affordable.
Using the automated
manufacturing processes
and design expertise that
established our 8¢Bus and

a0l
3 itd
L]
L
daiid

i ebentc ML E LR L b b i SR Series, we've created a
1Bt APPSR no-compromise, 40x8x3*
Sl AP IR e o i e 1 ot LARGE-format live sound
P e-je e ¢ &6 v ! o -l (e @
o lle 1o lnfa ce el o RRERLREEEREEE RS console.
i et s R With features ke
‘lleilaieuls R b R built-in digital muting
b e i o 8 4 4 R automation, Left/Right/
ki ¢ - S-00 0 L] St R L R »
. P i R R PR B D o e K Center outputs, 12x4
i i araracacacaral =L m (e e e e AR ER matrix’4-bandEQwith
BT VLU ERT FRTATETITRTETRT R 1 e BT ST ET A A

i 9 N | swept Hi & Lo Mids and

SR

built-in meter bridge.

!'!!!!!.!!!!!f'; [T NEW!

« UltraMute section has 99 mute groups eight additional bargraphs for subgroups. and + Each channel has rear panel XLR mic &
and 99 snapshot capablility, mute select three more for Left/Right/Center outputs. TRS line in jacks, insert with separate
switch + LED indicators, Store/Preview/ Input & output meters may be globally send & return {balanced), & direct out
Snapshot/Clear/Go switches + LEDs, 10-unit  switched to read pre-fader or post-fader, » Built-in Clear-Com™compatible interface:
snapshot indicator, group indicator, Mode/ and meters are dimmable. ties the SR408 into any Clear-Com party-
Up/Down switches + Rear panel includes RS232 data port & line intercom system, with ground isolation,
« Talkback section includes talkback mic MIDI In and Out jacks, L&R outputs, L&R ignore switch, call button + LED, and a trick
input (phantom powered), assign switches for  monitor outputs {engineer's wedge), L/R/ or two that even Clear-Com doesn't have
Matrices A-B-C-D/Aux 1-4/Aux 5-8/Ext./L-R, Center XLR outputs, talkback output, XLR « External 400-watt power supply with
talkback level contral, solo level control, Matrix A-B-C-D & sub outputs, Aux Return B redundant power capability

program level contrel, talk button, recessed inputs (4 stereo pairs), Tape A & B inputs & + 4-pin XLR lamp sockets and dimmer
phones jack {there’s one on the rear panel outputs, main L & R inserts, Center insert, » $8995 U.S. suggested retail price!

too) 400 Hz/pink noise source with separate  subgroup inserts, Clear-Com input, & main
level control (uses talkback routing switches)  power supply input

» The non-optional neeter bridge includes
individual 12-segment bargraph displays for each
channel, dual bargraphs for the stereo channels,

*What's this | hear about a 56 channel SR56+8 Is this true?

MACKIE DESIGNS” SR408 DESIGN PATENT PENDING.
©1996 MACKIE DESIGNS INC. ALL RIGHTS RESERVED.

TISEFRVANER SERVICE CARI) FOR MORE INFO



EAT YOUR SQUASH

OR GO TO YOUR ROOM, ALONE

intendo says “Play it loud.”
NYeah. Louder is better. “Loud-

er” radio stations get the
listeners. Saturate. Compress. Qver-
modulate. Clip a iittle. Squeeze it.
Squash it...Wait' That’s it! Squash
it. That’s what this column is
about,

Those of you who regularly
read this column may remember
that I have on occasion expressed
my confusion and distress concemn-
ing the trend of decreasing audio
quality in this time of decidedly in-
creasing technical ability and po-
tential. Whether it be mediocre
audio from DSP hardware (created
in the interest of offering a longer
list of simultaneous effects for a

16  MIX, SEPTEMBER 1996

shorter stack of bucks a year before
the technology can really do it
properly), or the lush, antifact-rich
sound of audio compressed by
today’s infant compression algo-
rithms (made for getting more
music on less disk space or more
data down the line), this saddening
trend is as unfortunate for all of us
as this sentence is long,

To me, this is technology lost,
technical evolution which has
taken a wrong turn. Dirty, clouded
little audio from a world that can
just now, for the first time, produce
clean, clear, big, almost real audio.
Very bad. Very sad.

BY STEPHEN ST7.CROIX

\
an

ILLUSTRATION: NATHAN OTA

And now another wrong turn,
another disturbing trend is upon
us, and in force. This one is not
perpetrated in the interest of more
data in less space, nor for more ef-
fects from the same wimpy proces-
sor. No, this one is strange. This
one is squash,

We have all worked so hard for
dynamic range. Decades of design
and redesign in tape recorders and
mixing desk electronics, endless
evolution in mics and mic pre-
amps. Remember all those mods to
get your plate a few dB quieter? Or
that month you spent replacing
every op amp in your desk with
those new, faster, quieter ones that
just came out? Allisons? Valleys?



e Wizard Series

Want your mixes to deliver the punch and clarity of the industry
heavyweights? Now you can... thanks to the Finalizer™. TC’s
new concept in dynamics signal processing. Inserted between
the stereo output of your mixer and your master recording
media, the Finalizer dramatically increases the volume without
sacrificing fidelity or stereo imaging.

AES ANALOG

Finalizer _

AES/ANALOG
DIGITAUANALOG MIXER
ouT

The Finalizer creates that extra energy boost that you otherwise
only can get from a professional mastering house. With its
powerful multiband processing it will make your mixes sound
punchier, Jouder, crisper, warmer, spectrally balanced,
more“in your face"..it's your choice!

The Finalizer's ‘Wizard' function easily finds the optimum setting
for your mix: Simply enter the type of music you are mixing and
to what extent you want it processed... and you are done! The
more experienced user may “tweak” the signaf path extensively,
with over 75 parameters to choose from. You will also find
additional signal analysis tools including a Phase Correlation
Meter, Peak-Hold Meter, Level Flow Meters, and a Digital Format
Analyzer.

We've even thrown in a Calibration Tone Generator. All of the
Finalizer's functions are easily monitored on the graphic LCD and
on the seven precision LED meters.

Now even your demos will sound like a CD. You can
simultaneously:

Convert It: 20 Bit precision A/D and D/A Convertors
Shape It: Five band 24 Bit Parametric Equalizer
Enhance It: Choose between De-Essing, Stereo

Adjust or the Digital Radiance
Generator™

Normalize It: Real-time Gain Maximizer

Expand It: Variable Slope Muitiband Expander
Squeeze It: Multi-band Comapressor

Trim It Variable Ceiling Limiter prevents overloads
Fade It: Manual or Auto Fade Tool

Dither It: To maintain the highest resolutions on

the digital AES/EBU and S/PDIF outputs

Naturally, the Finalizer fully lives up to TC's twenty year
reputation for sound quality, specifications and construction.

Try it - you'll be knocked out by what the Finalizer will do for
your mix. Call |-800-798-4546 for the location of a TC dealer
near you.

Wizard | Finalizer

t.c. electronic

UL TIMATE SOUNLY MAC)OING S

TC Electronic Inc., 705-A Lakefield Road, Westlake Village, CA 91361 Phone: (805) 373-1828 _Fax :(805) 379-2648 Email: tcus@tcelectronic.com  WWW; http:/fwww.tcelectronic.com

USE READER SERVICE CARD FOR MORE INFO



THE FAST LANE

|

How about all those different ground-
ing schemes we tried, or the trick ca-
bles? And Ray Dolby’s contributions?
SR, dbx, single-ended systems like the
Symetrix—all of these? Then converters;
that painful, slow climb out of the grit
and dirt. ..

And what do we have to show for
iz Well, actually, we bave achieved it;

90+ dB whenever we want it. Kind of

amazing when you stop to think about
it. But nowhere near as amazing as
what we are doing with it!

In the lust couple of years squash
has become a real problem. When you

of your mic come through with-
out coloration. Adjustable level
control allows you to use a wide

THE GOMMON

buy a rock or new blues CD today, you
stand a real chance of getting one with
“NO DYNAMIC RANGE” stamped
across the front (albeit in invisible ink).

Sing along with me: “96 decibels on
the disk, 96 decibels. Take one away,
and next time you play, 95 decibels on
the disk. 95 decibels on the disk, 95
decibels. Take one away, and next time
you play, 94 decibels on the disk...”
Now keep singing until you have about
20 or 30 left, and you have 1996 CD
technology.

Let me introduce you to a couple of
pcople who you should know about.
First, Glenn Meadows. This is the mas-
tering engineer who actually improves

\\\). R

.\x i
3 f

s

an lncrediblens'dﬂswast price. 7
Call orwriteusformomdmtls
and the Azden dealer nearest you.

XJAZDEN'

QUALITY YOU CAN HEAR.
147 New Hyde Park Rd., Franklin Sq., NY 11010 (516) 328-7500 FAX (516) 328-7506

USE READER SERVICE CARD FOR MORFE INFO

the stuff I send him, even though it’s
perfect when I send it. And then there
is Bob Ludwig, who...wait—you know
who he is. They, along with others, are
mounting a campaign to attempt to
bring dynamics back to music. Since 1
oo believe in the importance of this,
this month’s column is going to the
cause.

Basically, here is what they have to
say (more or less, sorta, kind of rewrit-
ten by me).

“When the music starts out loud
and stays loud for 45 minutes, you are
simply assaulted, not gently pulled in.
If the average level of a CD is 4 dBB
away from the loudest possible, when
the listener sets his listening level at

When you buy
a rock or new blues
CD foday,
you stand a real chance
of getting one with
NO DYNAMIC RANGE”
stamped across the front

(albeit in invisible ink).

the start of the CD, there is only 4 dB
left for it to get any louder. But, if the
average level is 12 dB down when he
initially sets his volume control, then
that 12 dB is available for peaks, for
accents and, well, drama and excite-
ment. People buy music because they
react to it emotionally. But without dy-
namic expression, the CD is basically
emotionless, it grows tiring—it wears
you out.” They said a lot more, but |
squashed it.

I say there are probably circum-
stances where you may well want in-
sanely limited dynamic range, but
these are specific, bizarre situations. |
offer three such examples, with pro-
posed approaches for the first two,
and a reminder of how the third is al-
ready handled.

1) You are going to bed, not alone,
and not to sleep. You want “going to
bed, not alone, and not to sleep”
music at exactly the right volume to
hear but not interfere. You live in an
apartment, so you don’t want to bother
the neighbors, because the last thing

—CONTINUED ON PAGE 196



BUILT LIKE
A BAT TLESHIP

WITH A SOUND
THAT WILL BLOW
YOU AWAY.

The Sony PCM-2600 and PCM-2800 DAT recorders And only Sony offers Super Bit Mapping” (SBM),

are durable enough for the daily battles of the audio a patented technology used in major mastering facil-

professional, sophisticated enough to provide day in ities and now available on eur pro DAT recorders for
and day out great sound. improved sonic performance.
Four direct-dtive motors (on the head drum, SBM maintains much of the sonic quality of

capstan, supply the 20-bit signal created in the recorder’s advanced

and take up A/D converter and stores the data in the 16-bit
reels) Y = DAT format. The result is superior sound resolution

with added clarity and greater imaging.
Ard the PCM-2800 adds Read-After-Write

(RAW] confidence monitoring for those critical

and our servo-

| NOISE FLOOR WITH 5BM

20 50 100 200 800 1k 2k 5k 10k 1Bk

controlled

mechanism mean g

better tracking, recording situations.
lower error rate, But don't just take our word for it all. Call
longer motor ard tape life, anc faster, smoother 1-800-635-SONY, ext. SBM for more information. And

high speed cueing and shuttling. prepare to be blown away. SONY

©1996 Sony Electronics nc Al nights reserved. Reproduction in whole or 1n part without written permissian is prohibited Sony and Super Bit Mapping are trademarks of Sony




FEATURES:

You Could Always Hear What
AKAI Did For Your Music. . .

nn 1992 we introduced low cost disk recording with our 4-
track DR4d. Thousands of DR4d's have found their way into
broadcast facilities, recording studios, post production houses,
and project studios. Combining our experience with input from
thousands of end users, we created the DR8 and DR1B.
Whether you're just starting out with your first 8-track, upgrad-
ing your current tape-based MDM, or even if you're planning on
adouble-whammy, 128-track, multi-interfaced, graphically-based,
post production facility, the new DR Series from Akai will serve
your needs and grow with you in the future. It's an important fact
to consider when someone tries to sell you a "budget” digital

Record/Edit | R Series utilize our latest 24-bit internal

processing technology enabling simultaneous B-track recording with the
transparent digital audio quality that has become an Akai trademark

Three dedicated LSI's (Large Scale Integrated circuit) for recording,
mixing, and optional EQ provide real-time performance and stability of
operation that computer based units simply cannot provide.

Real-time random-access editing features like copy, insert,copy +
insert, move, move + insert, erase, delete, slip, and sliptrack inspire creative
efforts that are simply unthinkable with tape based recorders. The TAKE
function allows you to record up to five separate takes of a critical solo, or
enables you to compare separate effects treatments of a singular passage.
The jog and shuttle wheels make finding precise edit points a breeze, while
the familiar tape-machine style transport controls and autolocator make
operating the DR Series recorders like working with an old friend.

recorder that never really meets your needs. Check out these
features and you'll “see” what we're talking about.

MORE FEATURES:

DRB - $3495 -gg. Retail Price

8 Track Disk Recorder

Dn 1 6 . $4995 ngng Retail Price

16 Track Disk Recorder

The DRB can be equipped with an optional internal 1 GB SCSI drive, while the DR16 is
available with an optional 2 GB internal SCSI drive. The DR Series recorders are both equipped with a
standard 50 pin SCSI port alowing a combination of up to seven SCS drives with disk overflow recording
capability. Lists of compatible drives are available from Akai product information.

Data backup is achieved through standard audio DAT or Exabyte.

At the time of this writing, the lomega Company is preparing to go into production with their new 1 GB
"JAZ" drive, a removable media SCS! drive which will greatly enhance the capabilities of our new DR Series
recorders. Stay tuned for more info in our upcoming ads. Better yet, test drive a new DR Series recorder
today at your local Akai dealer.

EVEN MORE FEATURES:



~ Now You Can See It.

m Some of our competitors' disk recorders use a portion of their recording LS| to
provide mix capability. While this saves money, it can also produce audio artifacts like "zipper" noise

when adjusting such critical functions like EQ, pan, and fader level. On top of that, many disk recorders
waon't even let you make real-time adjustments during mix down, eliminating a critical part ofthe creative
recording process. The heart of the DR mixer is a 16-channel, 24 bit custom LS designed to provide
real-time dynamic digital mix capability. Built-in 99 scene snap-shot automation for all functions and
dynamic automation via external MIDI sequencers, combined with 8 or 16 channel 3-band parametric
EQ option, ensures that the only limit in the DR Series mixer is your imagination. With its built-in 16
channel mixer, the DR8 becomes the perfect compliment to any 8-track recorder you might currently
own. It can mix down its B tracks of internal digital audio with an additional 8 inputs from a sampler.,
tape machine, or a live performance, all in the digital domain. The MT8 mix controller provides a 16

track console format for dynamic remote contral of all mix and EQ parameters.

OPTIONS:

SuperView™'SVGA card - $639
ADAT interface - $209

MIDI interface - $239

SMP.IE. read/gen - $373
RS422 video sync - $293
BiPhase film sync - $298
2ud SCS1 port - $289 :
MTB MIX controfler - $798

8 chanoet 3 band parametric £Q -

S not included )

Mani
Mamt;or/Keyboard/lamega Drive and Batterie

P L e
T T

16 channel 3 band parametric K -

iV AT We sort of went into
a frenzy packing new features into our DRB and
DR16. When we stepped back to take a look at
what we'd done, we realized we crammed 3
whole roomful of equipment into a single 54
box. In order to help keep track of everything
that's going on inside our "studio in a box", we
developed the SuperView™ SVGA moniter
board. SuperView™ mounts internally in the
DRB or DR16 and provides envelope and track
information for up to 16 tracks of audio, as well
as region highlighting for record, playback, and
edit. SuperView™ is further enhanced by 16
track level meters with indicators for left/right
master out and aux 1/2 out. The time indicator
will read in the same format as the DR front
panel. SuperView™ requires no external com-
puter, simply plug your SVGA compatible mani-
tor into @ SuperView™ equipped DR Series
recorder and you're ready to go. SuperView™
enables real-time video representation of audio
status; no waiting for screen re-draws. What

you hear is what you see.

AKAI

DIGITAL

4 B

G E e M =T == To increase the power of SuperView™ even further, we added
an ASCII keyboard input to the SuperView™ card, allowing a standard ASCIl keyboard to operate as
acontrol interface for SuperView™ equipped DR Series recorders. Functionkeys will provide the ability
to zoom in on a single track, as well as zoom in/out timewise for precise edit capability. All tracks and
locate paints can be named, allowing you to manipulate and track large amounts of datain a very simple

manner. A unique interface has been developed to allow track arming, transport control, and edit
functions directly from the keyboard, providing enhanced productivity through an intuitive human

interface design.

USE READLER SERVICE CARD TOR MORE INFO

Akai Digital
1316 E. Lancaster Ave.
Fort Worth, TX 76102, U.S.A.
Ph. 817-336-5114
Fax 817-870-127"
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THE RIGHTS STUFF

Y verywhere vou go. every-

4 one’s screaming about copy
right. Fair use, repurposing,
clectronic rights, digital signatures,
offshore counterfeiting, electronic

watermarks, works-for-hire—all of
a sudden, these terms are part of

evervbody’s everyday vocabulary,
As the digitul revolution worms its
way into all realms of our exis-
tence, from records to magazine ar-
ticles to dhirty pictures, and nothing
is safe from the threat of infinite.
perfect replication. the protection
of “intellectual propenty™ that copy-
right law provides has become in-
creasingly important. The debates
about that protection—what it
means and how to extend it—are
flving fust and furious. What are the
rights and limitations of the copy-
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right holder, or of the user of a
copyrighted work? How do con-
sumers know that they're getting a
genuine article? How do owners of
intellectual propeny protect them-
selves and their livelihoods? How
does anything retain value when
evervthing is available for free?
Some of these issues need to be
resolved quickly. or whole indus-
tries will fall. On the other hand.
some of them are going to take
awhile—witness the suit by the
Music  Publishers  Association
against CompuServe about dissem-
ination of MIDI files without
compensation to the original com-
posers. Its three years old, a “set-
tement™ was announced at the

BY PAUL D. LEHRMAN

beginning of the year, but Com-
puserve still isn't accepting any
MIDI file uploads, even if the up-
loader swears they're his or her
OWN COMPOSItions.

There are folks who think copy-
right is outmoded in the digital age,
and that all information wants to be
free. Among these are the anarcho-
libertarians—most of whom, it
seems, get regular royalty checks
or have obscure but comfortable
academic sinecures (not that I'd
turn down cither...), or else are just
mad at how much they spend each
month at Tower Records. Allow me
to say that I don't have much truck
with them because, frankly, I'd
rather be doing this than flipping
burgers, thank you very much. I'm
afraid that this society does run on
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The new DOD SR series EQ’s will surprise you
with features you thought could only be found in
EQ’s costing $100’s more. Constant Q filter .
technology ensures stable bandwidth and response ol -

at any slider setting. Impeccable THD and noise Q. £\
specs make your job easier by keeping your sound

clean and the switchable low cut filter offers instant ° CO“
protection against sudden low frequency overloads.
DOD delivers these and other professional features

that today’s sound engineers demand. Check out the »‘\/\O.O No\ée" \
new SR EQ’s at your DOD dealer today and let o 2 X0 6uvv ﬂ
your ears and your budget be pleasantly surprised. ° 6\@“ owe“

H A Harman International Comparny
8760 South Sandy Parkway, Sandy Utah USA 84070 (801) 566-8800 (801) 566-7005 Fax = Int'| Fax (603) 672-4246

Visit us on the World Wide Web at http://www.dod.com
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Sometimes the music was original and
was contracted as a work-for-hire, so
there was no problem. But in many
other cases, a series would assemble a
soundtrack out of pieces of classical
music on records, often editing the pic-
ture to fit the music. Since the programs
were originally broadcast over licensed
stations, all of whom pay annual fees to
ASCAP and BMI for the privilege of
playing any commercially available
recording they want, this was never an
issue. But a license to broadcast music
is quite different from a license to sell
recordings of that music. And although
the music itself might be in the public
domain (Beethoven's been dead a long,
long time), the recording isn’t.

The record companies, being no
fools (at least about money), are not
about to sell cheap master licenses to
TV networks and studios just for the lat-
ter's convenience. Hollywood produc-
ers will pay very big bucks for the rights
to use a current or “classic” Top 40
record in a film, an effect that has trick-
led down throughout the industry, so
that even the most modest of such li-
censes these days tend to be very ex-

“Classic British D‘esig‘néd Phc

a1so avanabie: The Tube Char i»EélA & Studio Channel * Pro Channel

Peninsula Marketing & Import Canpanyufmadkon S
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pensive. So in most cases, going back
to Sony, BMG or EMI (who all operated
under very different names in those
days) for permission to use the originals
is not usually an option. But since the
film was cut to the music, how are you
going to get a new soundtrack that fits
the picture? Do you record the music all

There are folks

orm

over again? You may not have to pay
the composer, but you do have to hire
a whole orchestra to make a new
recording, and that would probably be
way more expensive than getting the
master rights!

There are a couple of solutions, and
both of them happen to be good for the

tributed Exclusively By

VB
Y |

—L_;
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type of folks who read this magazine,
One is to find other recordings of the
same music and use them. There prob-
ably aren’t any that are old enough to
be out of copyright entirely (and if there
were, the sound quality would be such
that nobody would want to listen to
them), but there might well be a good
recording from a small label eager for
exposure, recorded in the high-culture,
low-budget, non-union salons and con-
cert halls of the former Eastern Bloc,
which the label would be delighted to
lend in exchange for a reasonable fee
and a credit at the end. Then, through
the magic of hard disk editing, you can
change the tempos, add or delete pas-
sages and pauses, and otherwise cus-
tomize the recordings so that their
timings match the originals closely
enough to work with the picture. Fly
the new track back in with the original
narration and sync sound, and you're
done. (If the network doesn’t have the
original narration and sound on sepa-
rate reels, then you get the chance to
re-record the track and do some cre-
ative sound design.) It’s still going to
cost them less than paying BMG, and if
the contracts are set up right, when the

—CONTINUED ON PAGE 198
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AED 101 APIRS

A Tale of Two Conventions

B Y GEORGE PETERSEN

Sony’s PCM-3348HR multitrack digital oudio recording system
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THE 100TH AES COMES TO COPENHAGEN
Founded in 1948, the Audio Engineering Society held
its first “Audio Fair” at the Hotel New Yorker in Man-
hattan in October of 1949. Now, 99 conventions later,
AES has grown into a truly international event, draw-
ing thousands of attendees from nearly every part of
the globe.

So, it was somehow fitting that Copenhagen, hon-
ored as the "1996 Cultural Capital of Europe,” was
selected as the site of the 100th AES convention. In-
cidentally, this show also marked the 25th ann;ver-
sary of the first European AES, held in Cologne in
1971. As a means of commemorating the 100th AES,
Danish audio companies organized a huge banquet for
hundreds of attendees, held at the 150-year-old Tivoli
amusement park in the center of Copenhagen, com-
plete with a midnight fireworks display to salute the
event. Adding further cause for celebration, this year's
winter convention date was moved to mid-May,
which generally boasts more temperate weather con-
ditions than the traditional February show date.



AMS Neve Libra digital console

Penny & Giles Digitol One-Stop

As it urned out, Copenhagen had snow flurries the day before the
show and the weather didn’t warm up until later in the week. However,
the mild chili dida't seem to dampen the spirits of the attendees who, afier
a tough day of schmoozing at the show, could be found exploring the
shapping and gastronomic delights along the Stroget “walking street” or
Nyhavn canal district. Best of all, after exploring the city on foot, you could
hop on any one of the city-owned bicycles (provided free throughout
Copenhagen} and ride back to your hotel.

Free bikes were just one of the many delights of Europe's favorite city;
even more surprises coud be found within the Bella Convention Centre.
I've never been to an AES show with so many digital consoles. The main
topic of conversation centered around AMS’ new Libra digital mixer. Pre-
viewed in the July ‘96 Mix. Libra represents a mid-point somewhere be-
tween the successtul AMS Logic series and its flagship Capricorn console.
An in-line console available in 24- and 48-channel frames, Libra is designed
for music recording and incorporates aspects of both Logic and Capricomn.
AMS also unveiled software upgrades for its Logic 1, including file time-
stamping, insert point antomation and enhanced dynamics control.

Sony announced that the first of its OXF-R3 digikil consoles had been
sald to Studio Guillaume Tell. located outside Paris. [ The first US.A. OXF-R3
order has since heen announced; Allen Sides” irew Nashuille studio is the des-
tination—Ed.} The Guillaume Tell installation also included two of Sony's
new 24-bit PCM-3348HR 48-track recorders, which offer full compatibility
with existing 24/48-track DASH tapes. In other news, Sony provided con-
tinuous demonstrations of its Direct Stream Digital process (see the May '90

Brian Eno

NEW DIRECTIOND
HIl APRS/AUDIO Y6

From June 18-21, 1996, several theu-
sand audio professionals dropped by
Landon’s Olympia Convention Center for
Audia 95, the 29th annual exhibition
staged by the Assaciation of Profession

al Recording Services (APRS]

Over the past few years, the show's
averall attendance has dropped some
what, although its ability ic attrant the
UK's top recording elite makes it viable.
In fact, the exhibitors | spoke to reiorted
excellent business from this year’s
show, especially the consale manufac-
turers. The keynote speaker at Audio 95
was artist/producer Brian Ena, who
made a passionate plea fur the music
industry to support War Child, an aid
agency founded in 1993 to provide foad,

—CONTINUED ON PAGE 30
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Soundtracs Virtua

Mix for more detdils) for showgoers,
who generally seemed quite impressed
with DSD’s audio reproduction.

On a slightly more affordable level
with expected pricing in the mid-$30k
range is the Virtua from soundtracs

IN THE MARKET FOR

(distributed in the V.S, by Korg), a
fully digital 64-channel mixer with
cight aux sends, 4-band parametric
EQ, compressors and gates on every
channel, Intended for the music and
post-production markets, Virtua fea-
tures full dynamic automation with
snapshot recall and LCRS panning. In-
terfaces include analog XLRs. and
ADAT optical. AES/EBU and S/PDIF
digital ports. New at AES were option-
al “wings™ that expand Virtua's work
surface, providing more physical
faders and control buttons for easier

aceess 1o the system's 61 channels.
Not to be outdone. Studer unveiled
—CONTINUED ON PAGI 200

STUDIO
,

MAKE THE
RIGHT CALL

Nobody in the music business has been building premium quality equipment for the pro and home project
studio longer than TASCAM. Musicians have come to depend on their produdts for dependability, as well as
affordability. And today, the company continues its tradition of innovation with products like the superb DA-88
Digital Multitrack, the M-2600 MKII Recording Console and the DA-30 MKII DAT Recorder

Fact is, nobody in the industry knows
TASCAM products better than we do here
at Sweetwater Sound. Close to 100,000
musicians around the world already choose
us for all their hardware and software
needs! Shouldn't you be one of them? Give
us a try! We're willing to bet you'll be a
Sweetwater customer for life

Sweetwater offers products from over 100 of the best names in the
business plus personalized service from our superbly qualified sales
engineers and the finest technical support in the entire industry!

21944328176

FAX: 21924321758
5335 BASS ROAD
FT. WAYNE, IN 46808

sales@sweetwater.com
http:/ /www.sweetwater.com
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CALL NOW! YOU MAY BE PRE-APPROVED FOR A

THE ULTIMATE
MUSIC RETAILER!
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and social and medical assistance
to young people in the former
Yugoslavian republic. One of
War Child's recent efforts is to
create The Mostar Children’s
Music Center, Bosnia-Hercegov-
ina, which will use music perfor-
mance and instruction as a form
of theruapy for children trauma-
tized by the war. [More informa-
tion about War Child can be
Sound at www fima.com/help
warchild. btni—Ed.|

Many of the products shown at
Audio 96 such as the AMS Libra
had appeared a few wecks earlier
at AES Copenhagen, yet the UK
show still provided some interest-
ing debuts, which you can see at
the fall AES in Los Angeles. Inter-
estingly, while AES focused heavily
on digital technologies, Audio 96
offered plenty of new analog de-
velopments,

Soundtracs has taken its top-
of-the-line in-line console over the
top with the new Jade S, an up-
graded version, now enhanced
with LCRS panning-assignable dy-
namics on each channel and
moving fader automation. It's
availuble in frames with 24 to 48
modules,

Former Trident founder Mal-
colm Toft of Malcolm Toft Asso-
ciates showed his Intermix
system, a series of rackmount
modules that can be used alone
or linked to form custom con-
soles, In addition to a master sec-
tion, the series includes units
cach with 16 channels of mic
line amps, 4-band equalizers, 8
aux sends, meters, fader/router,
panners or tape monitor/tape re-
turns. For those who need a
high-quality, specialized console
(for example, a 16-channel line
mixer with 16 aux sends), Inter-
mix offers the affordable, flexible
solution.

Joe Meck Limited, which
wowed last year’s AES with its
line of high-end (and very bright
green!) analog processors, demo'd
its VC2 Tube Channel. The VC2
combines a mic preamp, photo-
electric compressor, HF enhancer,
VU meter and tube make-up
stage, all in a two-rackspace box.

Amek unveiled its 9098 com-

—CONTINUED ON PAGE 200
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RANDOM ACCESS DIGITAL AUDIO RECORDER

“RADAR sets a new standard
for multitrack recording.”

Trevor Horn,
Grammy award
winning producer
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s s ‘ RADFR VIEW's elegant visual interface

prevides a detailed view of all recording,
editing and session parameters.

CALL TODAY FOR A FREE RADAR DEMO VIDED.

Otari Corporation Otari Inc. Okari‘Oeutschland GmbH Otari Singapore Pie., Ltd.
U.5.A Japan Germany Phone: (65) 284-7211
Phane: 415-341-5300 Phone: (81) 4-2481-8626 Phone: (49) 2159-50861/62/63 Fax: (65} 284-4727
Fax: 415-341-7200 Fax: (81) 4-2481-8633 Fax: (49) 2153-1778

L.A. Sales: (818) 972-3687 .
S.E. Sales: (615} 255-6080 http://vmfﬂaw.@dﬂffmy « Otan Corporation 1996. All rights reservea.
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hat is it that motivates tog orcnestral recording engineers? It is

A ———— . - as
WIS : P

an unguenchable desire to capture—artistically and technical-
ly—tne live concert experience in a convincing manner. Grant-
ed, most orchestral recordists confess an enormous chasm between
the live concert experience and even the best-recorded facsimile. But
the desire to secure for posterity a vivid impression of the live orches-

tra can border on obsession.
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This. no doubt. explains why. when
a4 new recording technigue or device
promises greater musical reality . wheth-
er it be microphone. recording tarmat.
ele.. the lurge-ensemble recordist i first
in line to experiment with the jatest
promise of accurate audio. For exam-
ple. it is believed that the emerging
high-density: CD format will drive the

* envelope of technology and reinvent

the cratt of orchestral engincering.
This month, .Miv spoke with some
of the U.Ss leading orchestral engi
neers about the driving torces hehind
their work. and about the wavs they
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use technology. But before presenting
their insights, allow me o describe the
techniques I've found usctul in record-
ing orchestras such as the Sacramento
svmphiony. Camellia Symphony. Cali-
tornias Wind Symphony and others.

Of primary importance in any or-
chestral recording is the acoustic quali-
1 of the venue. For this reason, serious
yichestral vecordings demand a thor-
ough assessment of the acoustics. It is
common 1o emplov union laborers 10
prepare o hall in advance of recording
sessions—huilding hard surfaces over
seats, blocking potential traps with ply-

"




wood sheets, installing fabric or diffu-
sion on overly reflective surfaces, laying
carpet, extending a stage, ete.

Once the necessary acoustic correc-
tions are made, mics are selected and
layout schemes are developed. Unless a
producer requests otherwise, 1 aim to
capture the live coneert experience of
sitting in a center seat just a few rows
back from the stage.

For recordings with the Sacramento
Symphony in a 2.500-seat concert hall, 1
found that a single pair of main mics,
usually B&K 4003s with silver grid, pro-
vides a realistic image. Depending on
the size and layout of the orchestra, 1
tend to fly these mics between 9 and 10
feet above the stage. spread anywhere
from 3 to 6 feet apart, generally over the
conductor’s head or somewhat back.

If more string focus is required, a
pair of outrigger mics are hung. These
omnis, usually Schoeps M221B or CMC6
baodies with MK2 capsules, are placed in
front of the string sections, each mic
spread around 12 feet beyvond the main
pair at a height of around 9 feet. I've
also flown an additional pair of subcar-
dioid mics, with good results, directly
over the center of each string section.

If still more sectional focus is re-

quired, various spot mics are placed
within the orchestra. These can include
a near-coincident stereo pair of AKG
CI2-VRs on woodwinds, a single B&K
4012 on timpani, one or two near-coin-
cident pairs of Sennheiser MKH-40s or
4012s on percussion section, and occa-
sionally an AKG C-24 close to the prin-
cipal bass, all mixed sparingly. (With the
probable development of multichannel
audio standards, experimentation with
ambience mic techniques will become
part of the process. t00.)

All microphones are fed into neur-
by stage-based microphone preampli-
fiers via MIT and Mogami cables. Most
microphones do better with a shorter
run of cable, relying on the preamps’
line drivers for long hauls. All mic pre-
amp outputs are fed to a modular line
mixer, which sums to stereo buses. Al-
ternatively, when using a simple stereo
pair of mics, I avoid the mixer and
feed an A-D converter directly. Or, if
using three or four mics. I often sum
passively. relying on relative mic pre-
amp gain settings for left, right and
overall balance.

In mixing a symphony orchestra, the
mission continues to preserve a stereo
image with the least amount of timbral

or spatial coloration. For this reason.
the mixer I work with employs ¢x-
tremely pure, carefully matched dis-
crete summing amps and a minimum
of mixing path functions, retaining es-
sentials such as panning and sweep-
able rumbile filters. We use no other EQ
or dynamics, relying instead on the
“personality” (or lack thercof) of each
task-selected microphone. In fact, if the
mic is intended hard center, left or
right. we engage a Bypass function that
requires only two active stages of elec-
tronics before summing,.

Following the mixed stereo output,
our 20-bit A/D handles the conversion.
Then, depending on format require-
ments, we'll send 20 bits directly to a
recorder or use the Apogee U'V-22
process for 16-bit output to DAT ma-
chines, often in redundant pairs for
safety backup. Remote monitors in-
clude Paradigm Minis and Totem
Model 1s driven by a pair of Pass Labs
ALEPH 2 amplifiers.

Now. here’s what some other engi-
neers had to say.

DAVID SMITH
As chief engineer for Sony Classical,
David Smith oversees all of Sony’s

For Musicians
Who Bought
The Other
Digital

Multitrack

SORRY!
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major symphonic recordings. Sony Clas-
sical primarily records for CD but is
often involved in sound for television,
film, discrete HQAD surround and
more. Recent Sony Classical projects in-
clude dates with the symphony orches-
tras of Los Angeles, Boston, Chicago
and Piusburgh.

“The individuals who engineer or-
chestra at Sony,” says Smith, “do so
exclusively. These engineers also post-
produce what they record, spending
about 30 percent of their time record-
ing and 60 percent of their time editing
and mixing. They may also prepare
projects for television and film, yet the
recording skills are not interchange-
able—that is, Sony will not permit pop
mixers to do classical work, or vice
versa. Orchestral and general classical
work generally require specialization of
skills and practice.”

[ asked Smith to comment on some
of the philosophical objectives of a
Sony orchestral project. “Our objectives
center around capturing a faithful sense
of the musical event,” he says, “as op-
posed to just recording the music. There
are two principal schools of thought
here. One school is based on the Ton-
meister decree, which tries to analyze

the event by accurately capturing the in-
dividual pieces using a multiple-micro-
phone array and synthesizing the event
electronically after the fact.

“The other school, which is primarily
English but evolved from the early days
of electronic reproduction—such as
Decca Tree, ORTF, XY, MS and Blum-
lein—tries to take a picture of the event
as a whole but requires far more atten-
tion to detail and is far more difficult to
teach, learn and execute competently.
The central point here is that the Eng-
lish school relies on capturing the over-
all orchestral pickup with the objective
of avoiding the spot mics at all costs.

“Philosophically,” Smith continues.
“Sony Classical goes for the latter school
by using some form of single point or
single area pickup. However, you will
see spot mics placed as insurance due
to the fact that some of these sessions
can cost up to five dollars per second to
record. Moreover. an artist or producer
may sometimes request a perspective
change like moving a listener from the
audience to the podium. A post-pro-
duction change such as this would re-
quire a tighter pickup pattern available
in our multitrack recording.”

Considering the hundreds of person-

nel sometimes involved in an orchestral
recording project, and given the enor-
mous size of the Sony organization, |
asked Smith to talk about symphony-
recording logistics. “Our sessions are
booked by the label,” he says. “We
have a separate department which does
nothing but planning and scheduling.
The recording venues are restricted by
the recording engineer’s committee.
Some of our favorite halls are Sympho-
ny Hall in Boston and Chicago. Royce
Hall in L.A.. and Mechanics and Jordan
Halls in Massachusetts.

“Liaison is established with the venue
for the often elaborate remote setup re-
quirements, while [Sony] corporate
deals with the label artists; a third-party
contractor handles the local union of or-
chestra players. Common variables
occur within the actual layout and
setup, traffic noise minimization, union
representatives and their strict timeta-
bles, equipment and power details,
room treatments, performance sched-
ules. lodging for the crew and artists,
and so forth.”

[ asked Smith to comment on Sony's
equipment choices and specific layout
plan for a typical orchestral session.
“Each session requires a different setup,

DA—88. The same quality, .Im'.lluhl) and dcpcndalnllr'\'

—»'/compleml." compatible with the 18 machines used by post-production pros. Pros who can afford anything —

The DA-38 is

nd the same great suund.

but won't settle for less than the best. Till now, the best has had its price. But for the musician, your time is
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of course. but the main pickup is usual-
ly built around first selecting the proper
match of microphone, preamp and A.'D
converter,” he says, “The microphone
is determined by the venue, and the
preamp is usually determined by the
microphone. Our primary orchestral mi-
crophones are B&K 4000 Series, Neu-
mann M30s, or Schoeps MK-2, 28 and
2H. We sometimes work with B&K
measurement microphones with line-
level outputs, as well, Preamps are se-
lected for their coloration or neutrality.
We have a collection of Jensen, Millen-
nia Media, Creation and Sonosax mic
preamps. Converters are chosen from
those designed by George Massenburg,
Daniel Weiss and Dan Lavry.

“This front-end trio of mic, preamp
and converter.” savs Smith, “usually
feeds a tape machine directly. We moni-
tor the output of the tape machine in
analog via Studer mixers and listen
through Levinson-powered B&W' 801 Se-
ries 3 speakers. Sony Classical is unique
in that it is the only label that has record-
ed 24-bit multitrack since 1991, For this
reason, we have special 24-channel
bunks of high-bit converters based
around Ultra-Analog components.

“A maximal session will record on a

You'll

loveit

for what

itdoes.
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48-track DASH machine, configured for
dual-track 24-bit operation, using sever-
al microphones and the Studer mixers
for monitor. A minimal session will ac-
tually use some form of mixer, either
analog or digital, to form the stereo mix
with outboard converters and preamps,
mixing live to 24-bit 2-, 4- or 6-track
machines.”

Smith declined to comment about
Sony’s long-term, proprietary plans.
However, he did share that, “Clearly,
the future of orchestral recording will
involve more bandwidth and greater
dynamic range to accommodate future
consumer digital playback formats.
New varieties of surround sound, de-
pending on their commercial viability,
might also be a force in future orches-
tral formats.”

JOSEPH MAGEE

For more than 15 years, Joseph Magee
has been recording symphony orches-
tras from his base in Southern Califor-
nia. Beginning his career as a second
engineer with the Los Angeles Philhar-
monic Orchestra, Magee was soon pro-
moted to first engineer, and finally to
audio producer. Magee says he still re-
flects back on those early days as “the

oi

9066
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perfect learning experience for acousti-
cal recording; world-class soloists with
one of our country’s great orchestras,
five days a week. Most of this work was
live, straight to 2-track.”

Today, Magee finds himself alter-
nating between record projects, live
sound design, and feature films such
as Twister. The Preacher’s Wife (a Christ-
mas release starring Whitney Houston
and Denzel Washington), Sister Act and
dozens of others. Magee's efforts have
recently been rewarded with a Grammy
nomination for his production and en-
gineering work on a Manhattan Trans-
fer children’s record,

“When recording svmphony,” says
Magee, I still get a thrill every time 1
hear a live full orchestra of great players
start their day. My recording techniques
are based in the years of experience pi-
oncered by many of the great engineers
before my time. In general, whether I'm
doing film or record work, 1 stick to one
philosophy of engineering: maintaining
a realistic, spacious soundstage. front to
back, left to right.

“My foundation for recording or-
chestra is almost always a trio of
microphones in the ‘Decca’ configura-
tion—that is, a fairly tightly packed

OThe MI6QC0O represents inmovation in comsole design. For
example, next-generation MHR™ (maximum headroom) mic
preamps, 48V phantom power and extremely low noise AST

arcuanry

More reasons why you'll want TASCAM's new M 1600
8-bus recoriding consale

* Balanced/Unbalanced D-Subs: previously only available
on consoles costng 10 times  more, these threaded
connectors provide a more secure connection o the
M1600% Direct/Group Qutpurs and tape returns, not 1o
mention less confusing to hook up and a lot less clurter
in your studio.

* AUX section w/selectable monitoring: 6 AUNes (steren
parr and 4 mono). Just AUNes 1-2 do the work of four: 1)
tape monitor during tracking: or 2) stereo effects
sends pre fader, or 3) post fader; or 4) live input
control of virtual MIDI racks. Plus AUX summing lets
you take a single effect and apply it to both channel and
monitor paths.

* The EQ section: greater frequency range with 3-bands
meluding semi-parametric mid sweep (100-10k) on each
channel. Use it on either the monitor or channet path.

* Every channel includes 'TRS bal/unbal line inputs,
stereo in-place solo/mute, insert points, long throw
faders. plus signal and overload indicators.




COMPUTER EDITING FOR CLASSICAL MUIC

by Lolly Lewis
Classical recordings have been com-
posed of carefully assembled multiple
takes for as long as media could be cut
and spliced. Unlike most pop music,
classical music recording is done in
real time, and several takes of the
same material (maintaining constant
tempo, loudness and musical inten-
tion) are often edited into one perfor-
mance which contains the fewest
mistakes and the greatest emotional
impact and artistic integrity. With the
advent of hard disk recording and
computers, editing has become a
realm of almost unlimited possibility.
The most obvious limitation of
razor blade editing (other than the
constant need for a handy supply of
Band-Aids) is that the editing process
destroys your master. Working on an
irreparable master makes an editor
less likely to take risks. After a few at-
tempts at a difficult edit, serious
degradation of the sound quality can
and often does occur. Even if the edi-

tor makes a backup copy for edit tests,
mistakes can be very time-consuming,.
In computer-based editing, however,
the master remains intact, and the
editing is done on a copy on the com-
puter drive. The computerized sound
files themselves are not altered in the
editing process, edits are never “per-
manent,” and the editor can take more
chances, attempting edits which
would never have been possible with
tape. Also, identifying the edit spot is
much easier. With tape, individual
sounds can be isolated if they're sepa-
rated in the musical texture, By rock-
ing the reels across the heads the
editor can make a relatively accurate
assessment of a possible splice loca-
tion. But if the notes are played
smoothly, such as in a legato violin
passage, this process can become very
approximate indeed. The computer,
on the other hand, displays the audio
as its analogous waveform, so the user
can easily see the location of the de-
sired edit spot as it is played.

Also, the computer can easily keep
track of takes, a real improvement
over analog methods, When working
with tape on complicated edits, it is
common to find that more and more
pieces of the master get separated
onto individual reels, or, if the fixes
are small, on tiny tape snippets. They
all look exactly the same, und you
can't even tell if they're heads-out. Ed-
itors have created elaborate systems
for keeping track of segments, includ-
ing writing on the back of the tape,
hanging small segments from the wall,
and of course, the ubiquitous Post-it
notes. In the computer, on the other
hand, each take is named upon load-
in, and is stored just like any other
data file,

Computer-based recording systems
rely on hard drive technology to store
and retrieve digitized audio. The high-
er the quality of the system, the better
the capability of this process, The
high-end classical editing market is

—CONTINUED ON PAGE 4+
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triangle with mics at left, center and
right, adding a pair of widely spaced
outriggers and a number of inner-or-
chestra spot mics for increased pres-
ence, when necessary.”

Specifically, Magee prefers his trio
of vintage Neumann M50 tube micro-
phones for the Decca arrangement,
while employing a host of other fine
mics in the secondary positions. “Each
session is different and presents a new
challenge,” says Magee. “While my
main array usually stays fairly constant,
the spot miking will vary significantly
depending on any number of session
variables, including orchestra size, pro-
duction goals and venue acoustics.

“Some of my most used spot mics in-
clude the Schoeps CMC-6 series, B&K
4000 Series, Neumann M49, U47 and
KM Series, Coles 4038, Sony C-48 and
Sennheiser MKH series. Most of the
mics are sent to destinations which vary
depending on session requirements.
Often, for film work, we'll record on a
digital multitrack and monitor through
the house console. The ‘palace’ at
Todd-AO film scoring in Studio City is
tops for this—it may be the world's
finest scoring stage. 1 prefer to do most
of my film work there.

“Usually,” continues Magee,” when
recording for feature film, I'll fully outfit
the orchestra with spot mics. The sec-
tions or players that get mics include
percussion, timpani, brass, tuba. French
homs, woodwinds, both violin sections,
viola, cello, bass and a left right pair of
flanking microphones at the front of the
ensemble. However, before any of the
spots are monitored, [ always start with
all spot faders down to assure that the
main tree and flanking mics are giving
us good information. All mics get their
own discrete digital track. This allows
us to develop an appropriate mix at a
later date depending on the final edit of
the film.”

I asked Magee o comment on what
might be a good course of study for
anyone trying to break into the lofty
world of orchestral recording. He says.
“The most important skill to master is
the physical placement of the ensemble
and microphones—and this can only be
learned by doing. Working in a good
hall is just as important. For pure con-
cert recording, one of the best halls
around is Royce, on the UCLA campus.
Thank goodness its earthquake renova-
tion is almost complete.”

TOM LAZARUS
Working from his Manhattan-based
company, Classic Sound, Tom Lazarus
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is one of the industry’s busiest classi-
cal music-recording engincers. With a
discography spanning more than 60
labels (including EMI. BMG. CBS.
Deutsche Gramophone, Denon, MCA,
Philips and Sony) and dozens of film
score recordings. Lazarus clearly knows
orchestral engineering, Ironically, one of
the first things he will tell you about or-
chestral recording is that he's “never
been perfectly satistied with the sound
of my orchestral work. There are simply
too many variables and trade-offs.

"On a good day,” says Lazarus, “an
extraordinary orchestra, an exceptional
hall, performing an excellent piece.
makes for an ideal recording experi-
ence. On a bad day, the players can't
hear each other, they can't see unless
the lighting system hums, the English
horn player wants his own mic, video is
complaining because they can still see
a microphone, and then the producer
decides to use the rehearsal tapes.

*Even on the few orchestral record-
ings I'm especially proud of, they are far
from perfect. But, you know, it's that
quest for perfection that keeps me
going in this business. Every session, no
matter how straightforward it may
seem, always provides an opportunity
to improve on capturing that elusive
sense of reality with new equipment
and ever-improving techniques.”

I asked Lazarus to comment a little
about those techniques that he's found
most appropriate for capturing that eva-
sive sense of musical reality, 11e says,
"Betore a decision can be made on tech-
nique, the engineer must combine a
number of sometimes opposing forces
into the equation. The producer may
have ideas which prevent an ideal tech-
nique, or the soloists may have strong
opinions which preclude optimal sonics,
And whether it’s a new mic, mic pre-
amp, mic placement, mic array, conven-
er. player position or hall, approach and
experimentation must be done with a
healthy respect for everyone's feelings.

“That said.” continues Lazarus. 11l
first try to find a usable listening room at
the venue and create a reasonably well-
behaved playback environment. And as
the aural memory is about as reliable as
an engineer’s schedule, alt my compar-
isons are controlled using reference Chs
that I'm intimately familiar with.

A placement technique | often use
first is “isolated mono.” Fll place half a
dozen mics in one central location,
down stage center, 11 to 15 feet up and
a few feet behind the conductor, From
this single location, with at least one of
the mics a known standard and each re-



Get 20/20
Vision.

Visualize this . ..

A monitoring system so
good that it’s easy to recognize
the perfect detail of each
sound.

Introducing the 20,20 tas
system from Event Electronies.

20/220 bas

BIAMPLIFIED MONITOR SYSTEM

» Internally BiAmplified; 200W Total Power

* An Active Asymmetrical Fourth Order
Crossover that separates the fine level
frequencies prior to amplification

* A 130 Watt Amp that receives only the
low frequencies and is des-gned to
perfectly match the 8" Mireral Filled
Polypropylene Low Frequency Driver

« A 70 Watt Amp that receives only the high
frequencies, designed to perfectly match
the 1" Natural Silk Dome Tweeter

e A Large Diameter Low Air Restriction
Front Mounted Bass Port for full, accurate
bass response

* An intelligent combination XLR or14” Input
Connector

« Continuously Variabie Precisien:Low and
High Frequency Trim Controls

¢ Input Sensitivity Control and Clip LED
Indicator

e Circuit Breaker (no looking for fuses in
the middle of the night)

It’s easy to put the puzzle
togéther when you can clearly
see each piece. Seek out your
nearest Event Electronics
dealer and start your next mix
with perfect sonic vision.

s 1000 per pair*

*Unpowered 20/20°s available
for under $400 per pair.

ELECTRONIEY THE

PO. Box 4189
Sants Barbara CA 831404189
voice 805-962-6926
fax B05-262-3830

USE READER SERVIGE-GARDFOR MORE INFO



turning to individual faders, I can com-
pare such qualities as timbre, reach, di-
rect vs. reflected ratios and clarity. Of
course, it's always possible to extend
the test to compare mics, preamps, con-
verters and producers” patience.

"After a winning combination is
found, it's much casier to start working
on stereo placement. Tl usually contin-
ue to comprre stereo pairs—the winner
and its runner-up—while fine-tuning
the placement. Various sterco arrays are
then reviewed, such as spaced omnis,
Blumlein. coincident, Decca tree,
spheres, heads and sinks—usually in
multiple combinations with spot mics.
I'll listen and listen and listen, while re-
alizing the limitations of hall. orchestra,
performer, equipment and format.

"We use those devices which help
us achieve the objectives I've just dis-
cussed.” Lazarus continues. “Micro-
phones vary widely in terms of sonic
character. Our mic closet contains many
of the mainstays in critical acoustic
recording, including Sennheiser, B&K
and Gefell. The mics are then mated to
preamps feceding Neotek and GML con-
soles, terminated to various digital
recording media via Prism and Wadia
20-bit A/ D converters.

“For cach situation, there is no single
ideal place for the main microphones.
For better or worse, that decision de-
pends on inspiration as much as any-
thing else, though there are a few more
concepts [ should mention. First, try to
get as good a sound as possible with
the main array, using the spot mics only
as crutches. Second. strive for a uni-
form, homogeneous string sound across
the left-center-right image. Basically. the
lower and more in front of the orchestra
[downstagel, the richer and darker the
sound with less reach over the orchestra
rear. The higher and more over the or-
chestra [upstage). the better reach can
be achieved. Third. create realistic
depth while maintaining enough clarity
as the image progresses up stage. And
remember the inevitable—as soon as
that “ideal” orchestral recording tech-
nique is discovered, and subsequently
counted on, it will let you down.”

TONY FAULKNER

One of the most well-known and pro-
lific engineers of classical music is
Britain’s Tony Faulkner. With a typical
schedule of more than 80 recordings
each year, Faulkner brings to our story
a wealth of tips and techniques on

recording a large classical ensemble,

“With classical orchestral recording,’
says Faulkner, “the engineer should
never ignore the fact that most people
who buy the eventual CD will have a
familiarity of what a live orchestra
sounds like in concert. The whole
recording process interferes a great deal
with the sound of a live orchestra any-
way, and if you attempt to maintain
total control of the music with a large
quantity of close directional mics, it will
sound the least natural from an audio-
phile point of view.

“For instunce,” continues Faulkner,
“take 30 bass-shy cardioid microphones,
put them through a nice, bright modern
op-amp mixer, take that through a typi-
cally hard analog-to-digital converter
and send the master to some uncaring
factory. Next, play the CD in your typi-
cally bright home CD player, through a
thin solid-state power amp and a pair of
nice, bright speakers. What you get at
the end sounds like breaking glass!

“What I usually prefer on technique,”
Faulkner continues, “is to start with a
great hall, such as Watford Town Hall
or David’s Hall Cardiff in the UK, or
Boston Symphony Hall in the U.S.A.
The goal is to find a hall where the

N




sound is both clear and warm and
where the musicians can hear each
other well enough to create their own
balance, rather than expect me to do it
for them. If we're looking for an espe-
cially reverberant carpet of sound, I love
some of the churches we work in, like
St. Jude's Hampstead and All Hallows’
Gospel Oak. But if the music gets too
loud or brassy in these venues, the mu-
sicians have a hard time hearing what
everyone else is playing.

"Once the ensemble is set, I like to
fly a main pair and outrigger pair of old
Neumann tube microphones feeding
tube mic preamps. If necessary, a few
spot mics get placed on the wood-
winds, and perhaps the homs and timps
if we are in a wet acoustic. If in doubit,
we put out extra microphones even if
we do not use them. Orchestral time is
expensive, so we can ill afford to waste
it running out extra stands and cables
for an inaudible glockenspiel.

“From there, I often mix through a
custom tube mixer and convert to digi-
tal via a variety of converters. We'll nor-
mally record to DA-88 in 24 bits via the
Prism bit-packing system, though some-
times we simply run direct to record-
able CD via noise shaping. My monitor

system includes Quad electrostatics and
B&W 801s.”

But sometimes. technical issues are
the least of Faulkner's concerns. Often,
he says, the most difficult situations are
personal. “Sometimes [ wish [ had a
psychology degree. I try to avoid dilem-
mas involving interpersonal pressures,
and that is why a good producer is es-
sential. Much of my work has been with
freelancers such as James Mallinson and
Andrew Keener. The right team combi-
nation makes it much easier to cope
with a crisis.”

Some of Faulkner’s inspiration is
found in the early RCA stereo record-
ings by Lewis Layton and Robert Auger,
and more recently from the work of
Kenneth Wilkinson, Robert Gooch and
Christopher Parker. “These engineers all
have qualities to which [ aspire,” says
Faulkner. “That is, they all have an ex-
citing, natural sound with inexcessive
manipulation. Basically, these guys have
more interest in being part of the musi-
cal team than attempting ruthless, razor-
sharp audiophile precision.”

[ also asked Tony to share his most
challenging and most forgettable or-
chestral experiences. He says, “The
most challenging session was the

DAVE SHADOAN, PRESIDENT, SOUND IMAGE

Alexander Nevsky movie soundtrack
recorded in St. Petersburg. Straight to
stereo, locked to video pictures, The
trip to and working in Russia were chal
lenges enough, not to mention the last-
minute schedule foul-ups, meaning we
had to set the hall throughout the night
immediately before the recording.

“My worst experience recording or-
chestra? That's easy. There is this low-
budget German label who scheduled a
muajor symphonic and choir recording in
London. Should have been given a 12-
hour budget but received only six. No
concert before the sessions. No re-
hearsals before the sessions. A sea of
whining musicians who were getting
paid below union scale. No producer.
No time even to set a balance. And
then, no editor was budgeted for post-
production—the conductor did it him:
self, with a pocket knife and gafter tape
by the sound of it. My advice? Know
what you're getting into—avoid ultra.
low-budget projects, for your reputation
will only sufter.” ]

Jobu La Grouw is a musician and in-

ventor who lives with bis fanily in the
viticultural region of the Sierra Neva-
da foothills.
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was, by far, the #1 pick. Now, Sound Image has these con-
soles out on the road with tours like Jimmy Buffett; Crosby,
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Shadoan and Ritto also rave about the console’s ergonom-
ics. “Well laid out, comfortable to use” says Shadoan. With
on-board and external MIDI controllable automated mixing,
Mute Group and VCA subgroup facilities, parametric EQ, and
stereo input module choice, the SX-1 defines high performance
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—FROM PAGE 37. COMPUTER EDITING
dominated by Sonic Solutions and
SADIE digital audio workstations
(DAWSs): some editors use the more
affordable Pro Tools. Foremost on the
wish list of a classical editor is accu-
rate sound and ease of use. Twenty-
and 24-bit recording is available, and
soon removable drives will greatly fa-
cilitate direct hard disk recording. The
computer system is really just the
“host” for the sound drive: it acts as
the interface between the user and the
stored sounds. Most digital editing
software is designed for use on Mac-
intosh systems. as the Mac's superior
graphics are well-suited for rapid up-
dates of the waveform display. By ma-
nipulating these screen graphics, the
editor creates the set of instructions
which comprise an “edit schedule.”
the sequence by which the computer
plays the recorded sound files, The
sounds reside on the drive, un-
changed, while the computer “plays™
or retrieves the encoded information
in a specified order. Once the takes
for a project are installed on the drive,
they can be edited numerous times,
saving each separate version as a file
on the host computer.

The entire project, with all its at-
tendant sounds, can be archived to a
digital backup medium, usually Ex-
abyte or DAT, and reloaded into the
computer at a later time for revision
and correction in collaboration with
the artist. The editor can restore and
manipulate the different versions of
the assembled takes based on the per-
formers’ comments. The final result, to
the listener. is a seamless perfor-
mance, In fact, however, it is an elab-
orate series of discontinuous events as
the computer accesses various loca-
tions on the sound drive. The ear can't
hear them, but a typical classical CD
will have hundreds of edits.

Editing protocols are availuble as in
other software: the Undo and Redo
functions are invaluable, and cutting
and pasting allow a wide range of
sound manipulation, including such
teatures as Loop and Fill which might
allow the editor to create, for instance,
a longer break between movements
than was played in the session without
having to search the tape for a long
and silent pause. Each edit is com-
posed of a crossfade from one seg-
ment to another. and the character and
length of the fades is variable. In high-

ly articulated music, such as percus-
sion or piano. a very short fade, much
like a razor blade splice. is ideal, al-
though in most cases a somewhat
longer crossfade sounds more natural.
The loudness of one take can be ad-
justed to match another. But even with
the computer there are limitations. It's
crucial to keep the tempo consistent
among all the takes of a particular sec-
tion. as the listener will hear incredibly
subtle differences in rhythm. And al-
though vou can adjust loudness, the
computer can't change the character or
tone of the instrument, and thus two
takes of the same passage played with
different intensity or styles of attack
might not match. Although the com-
puter programs do provide powerful
and flexible equalizers which might
allow for adjustments of timbre, this is
usually not the best way to go with
classical music, where the particular
and idiomatic sound of each instru-
ment carries important contextual and
interpretive information about the
music. In fact, EQ is usually a “last re-
sort” when there is a problem which
can't be solved any other way. There-
fore it's important for the antist to have
clear ideas about interpretation and so-
lutions for the various technical issues
presented by the repertoire before the
sessions begin, as changing these in
the middle of a session can result in
some interesting editing problems.

However, the sessions benefit in
another way from the flexibility of
computer editing: the repertoire may
contain passages several minutes long
without any significant pause for a
clear edit spot. For the purposes of
editing with tape, the artist would have
to play many long takes, which can be
exhausting and result in a lower over-
all quality in the recorded perfor-
mance. With digital editing, the editor
can combine minuscule items from
various takes, and the artist can correct
small details without having to waste
alot of energy.

Digital editing has dramatically
changed the context of classical
recording by changing the parameters
of what is now possible. And it's
changing the context for audiences
just as dramatically. raising important
questions about the ethics of editing
and its ramifications for live perfor-
mance. People who learn to listen to
music from recordings. rather than by
going to concerts, learn to expect an

unrealistic level of perfection in what
they hear. No real performance is
flawless. and imperfections are often
a part of what gives a live perfor-
mance its vitality. On commercial
recordings, however, mistakes are
usually expunged through elaborate
and painstaking editing.

This aversion to technical errors
permeates the entire fabric of music
making, extending even to aspiring
young musicians whose careers have
vet to begin. as high school- and col-
lege-aged musicians can now submit
artificially perfect audition tapes for
competitions and education programs.
A mediocre player can be made to
sound quite extraordinary, and this
defeats the audition wpe's purpose,
which is to identify nascent talent, not
to applaud professional-level virtuosi-
ty. Youngsters who only know the
pertection they hear on recordings are
sure they will be judged by that same
standard, regardless of the context of
the recording.

This way of thinking diminishes us
all: Instead of learning that music is
about expressiveness and the courage
to try new ideas as well as just preci-
sion, we learn that rewards come from
technical achievement only. It takes a
truly mature artist to maintain that
golden underlying thread of musicality
through the grueling and often dis-
jointed recording process. And listen-
ers must understand that music is
performed. not assembled. The record-
ing process itself adds a veil between
the musical experience and the listen-
er. and diminishes its impact. Live
performance is meaningful and com-
pelling as a result of spontaneity and
communication among the performers.
and in no small degree because the
acoustic qualities of the instruments
cannot be transtated to an electronic
medium. Recordings are like a fond
memory—although we come up with
ever more sophisticated tools to at-
tempt it, and although there are many
extraordinary performances on record,
they can only evoke the moment, they
cannot ever really duplicate it. ]
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