In the Studio With Counting Crows - Dave Matthews Band Onstage - Recording Bowie’s “Heroes”
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Eight hybrid/discrete mic preamps offer Two aux sends on each channel, Master section includes a dual 10-segment
excellent audio quality, low noise and Aux 1 is pre-fader for phones or mutlticolored LED metering array, indicators
plenty of output power (60dB of gain). monitor sends; Aux 2 is poSt-fader for power and phantom power, level
for effects. - controls for Aux Return and Phones/
> . e Monitor, a convenient front-panel phones
High and low shelving EQ controls Jjack, a 2-track monitoring switch and
at 12kHz and 80Hz, with 15dB of : a 60mm Master Fader.
boost/cut. Designed for smooth, Peak inditator on 60mm linear fader
truly musical tone adjustment. each channel. on each channel.

48V'phantom power for use with . Stereo Tape Inputs and Aux Sends and Returns True rackmount design.
high-quality.condenser microphones. Outputs on phono jacks. on kbalanced 1/4” TRS Only 3U standard rack
" jacks. spaces.

+4dBu Main Qutputs /" Inserts and balanced
Line-level power input... and Monitor Outputs on Two stereo line-level Line In connectors on Eight balanced XLR
no “wall wart” required. _ balanced 1/4” TRS jacks. balanced channels. each mono channel. microphone inputs.

8

» best feature of our new
mic preamp is the mixer.

It may look like a mixer. But when we designed the precise control over every detail in your mix. Inserts
Alesis Studio ¥2R", we implemented eight of the on each channel. so you can record eight tracks and
best-sounding microphone preamps available. In still have room left ever for PA or broadcast. XLR
addition to high sonic quality and low-noise; our mic inputs and phantom power so you can use the Studio
preamps provide more than enough gain to really take  12R with any mie you choose.
advantage of digital recorders _(like our ADAT-XT").

, Check out the new Studio 12R at your Alesis Dealer. .
Then we added EQ controls that bring eut the hest You won'’t find a more versatile or affordable mic
qualities of your audio sources. Big 60mm faders for preamp...or mixer, for that matter.

MIXER/MICROPHONE PREAMPLIFIER

® Alesis and ADAT are registered trademarks, Studio 12R and ADAT-XT are trademarks of Alesis Corporation. :
For more information on the Alesis Studin I12R, see your Alesis Dealer or call 800-5-ALESIS. A EI S
Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 90016 800- S-ALESIS alecorp@alesis .us8.com Www.alesis.com
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The console that defines a
world class recording facility

A T

SL 9000

PLUS XXX Studios - Paris

“Yo compement the sonic quality of our exlshng theee rooms, we were looking far an outstanding console for
Studio 2. Ondy the SL 9000 J, with its sonic capabilities and automation improvements could be the one.”

Claude Sahakian - Owner - PLUS XXX Stus¥os - Paris

Solid State Logic

International Headquasters: Begbroke, Oxford OX5 1RU, England - Tel: +44 (1865) 842300 Fax: +$3 (1865) 342118
Paris +38 (1) 34 60 46,66 - Mi'an +39 .2) 262 24956 - Tollyo +88(3) 54 74 11 44 - New York +11212) 315 1111 - - Los Angeles 41 (213) 463 4444 - Toronto +1 (416) 431 %131 . - Singapore +65 285 9300

h#tp//www.olid-state-logic.com
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r: i kf;, * Five'centuties ago, Leorardo da Vinci
S8 brought art and science together to

‘3 create beautiful images using his
[ knowledge of engineering, physics,
geometry and perspective. ® His
images were so clearly rendered,
so precisely represented, that the

And Their

render the musical image created by
the top recording engineers and
producers. M The AMS monitors are
technically uncompromised
designs, combining hand-selected
models of Tannoy’s exceptional
Dual Concentric ¥ drivers, with

mechanisms he drew then could
be recreated today. © Da Vinci main-
tained that the artist had to use the
methods of science, and the scientist
the tools of art.

vears later, Tannoy once again blends

Now, five hundred

science and art to deliver the world’s
most advanced monitoring systems.
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Mick Guzauski, Producer - credits include:
Marial Carey ® Eric Clapton ® Barbara Streisand
Bryan Adams ® Michael Bolton ® Boyz to Men

“I have relied on Tannoy point source Dual Concentric

loudspeakers for several years. Their resolution of time

and space put them in a league of their own. Now with
the advantage of state of the art filtering and amplifica-
tion, the overall precision of the image and critical

dam
Ohn

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

the finest quality electronics
design and construction.

phase coherent drive units, the
AMS series builds on Tannoy’s
unrivaled reputation for accurate
imaging perspective. ® Active
monitors provide unparalleled

Beginning with the precise

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

tion of parasitic passive crossover

elements. ® Precise tailoring of
the active filter elements allow
matching of production
tolerances to within 0.25dB,
guaranteeing superb stereo
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.

USE READER SERVICH-CARD FOR AMORP INFO

Tannoys..

| M These are studio monitors designed
! to step aside and let you inside the
musical perspective.

Joe Chiccarelli, Producef
credits include:

Tori Amos" Frank Zappa

American Music Club

Cracker” Dog’s Eye View
“It’s the first time I've used a
near field mouitor
where 1 felt like there
wasn't any glass
between the control
room and the artist.
The transparency and
phase coherency of the
midrange allows you
to move a microphone
a quarter of an inch
and truly hear the dif-
ference, a remarkable
_achievement.”

ot Morortc . 7

-l .

® All of the specifications and hype
in the world cannot replace a real life
encounter with the Tannoy Active
Monitor Series.

¢ We guarantee that
your smile will be
bigger than the
Mona Lisa’s, and

your art—who knows—
even more famous!

Tannoy/TGI North America300 Gage Avenue, Unit 1 Kitchener, Ontario, Canada N2M 2C8 #519 745 1158 ® Fax: 519 745 2364 ¢ Web site: hitp:/funvw.tannoy.com
2 = '
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INTRODUCING T HE LIBRA MUSIC CONSOLE

A NATURAL

The seventh sound wave has
arrived. Libra is the new digital

console from AMS Neve, with a

straight ahead musical bias.

Fully automated and entirely

digital, Libra takes the maestro

features of its six predecessors and

adds phenomenal musical ability,

at a midrange price.

Worldclass technology designed

and configured by those who write

the digital score.

Sounds like you’ve got to hawe

AMS
NEVE

AMS NEVE pic - UK HEAO OFFICE TEL: 44 (0) 1282 457011 FAX: 44 (0) 1282 417282 + GERMANY TEL: 49 (0) 613) 46282 FAX: 49 (0) 6831 42702

USA HOLLYWOOO, CA. TEL: (213) 461 6383 FAX: (213) 461 1620 - NEW YORK, NY TEL (212) 949 2324 FAX: (212) 450 7339
CANAOA RUPERT NEVE INC., TORONTO TEL: (416) 365 3363 FAX: (416) 365 1044 - e-mail: enquiry@ams-neve.com http://www.ams-neve.com
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Audiowerk8, Emagic’s new PCI based
digital audio recording card, makes hard disk
recording as easy as tape. With 8 discrete |
outputs, stereo analog ins and digital 1/O,
solutions are solutions without exceptions.
Shipping with VMR, the “Virtual Multitrack
Recorder”, software so transparent, the
manual is included in this ad. And for your
growing studio needs, Audiowerk8 is fully
compatible with the Logic Audio production
system. The choice 1s simple, with a list
price of $ 799.— creative expression with
professional results is now affordable to all.

Home studio technology
takes a leap in quality
and a drop in price.

Introducing Audiowerks,
the affordable 8 Channel Digital Audio
Recording PCI Card featuring:

2 analog IN and 8 discrete Outputs
Professional Quality A/D-D/A Converters
Stereo Digital 1/O (S/P-DIF)

Easy Installation and Operation

Up to 8 Tracks with VMR-Software

Up to 20 Tracks with Logic Audio Software

PCI Busmaster Technology for maximum
System Performance

a MacOS and Windows ‘95 compatible.
Mac OSf ¥z




recording two additional tracks.
You can name each track and
access a virtually unlimited
number of alternative takes.

agh Definition Level Meters
Allows you to accurately monitor

the levels of your recordings on
each track.

| »Ci

Shows you the currently selected
infout points. Values can be easily
edited with click/drag mouse
operation. Values can be readily
selected and dragged into any

of the 20 positions in the Position
Memory bank and vice versa.

4. Cycle Button

Enables cycle playback and
record between the left and right
locators.

5. Track Switches

Besides the standard switches such
as Solo, Mute and Record, the
Stereo Buttons allow you to group

a #

“tape length” you have left for
your recording. It also indicates
your current position within the
recording.

uto Drop “w'.‘ on

With this button enabled, the VMR
will automatically switch to record
mode using the currently displayed
left locator as redord IN and the
right locator as record OUT.

You‘ll need to choose a “tape”
before making your first record-
ing. Pressing this button gives you
a variety of tape llength options
depending on the size of your
hard drive.

move or mixdown the data of
“soloed” source tracks between
the left and right locators to
the tape position on a record
enabled destination track.

Press “A” to choose the Analog
Input, or “D” to choose the Digital
Input on your Audiowerk8 Card.

Clicking on this button opens a
display where you can simply
enter the desired pitch value by
clicking anddragging. Pitch ranges
are from -9.99% to +9.99% in
steps of 0.01%.

VMR “Virtual Multitrack Recorder” Software,
included with Audiowerk8, Emagic’s new 8
Channel Digital Audio Recording PCI Card.

with each tape. 6 can be display:
simultaneously. To view others,
simply click on the slider and dra
left or right. Clicking on the “pai
button between 2 position mem
ries gives you a “pair selection”
which can be dragged into both
locator displays simuitaneously.
Position memories can also be se
and recalled via keystrokes.

Dretd: n
) on U

[ ispla

Optimized for legibility, the posi
tion display shows you the curre
tape position. A maximum tape
length of 1 hour, 59 minutes and
59.59 seconds can be displayed.

. PR |
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As simple to use as the controls

of any conventional multitrack
tape recorder.

2 tracks together as one track for
easy handling.
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from right to left during playback
and recording. This allows you

to easily navigate through your
recordings.

Set-Locator Button

These buttons allow you to write
the current “tape” position into
the locator displays on the fly.
Controllable either with the mouse
or with a keystroke, these buttons
allow you to quickly generate new
left and right locators.

The Audiowerk8 is an integral

part of the Logic Audio System.
You can add complete MIDI Sequen-
cing, Scoring and Professional
Audio Editing Features including
Realtime DSP.

PERCUSSICH

This turnkey solution is your easy
introduction to Digital Multitrack
Audio Recording.

e it aht el s .

emagic

Along with advanced Audio
Recording, Realtime DSP and
Editing you also get an integrated
Sequencing and Scoring Solution.

The Ultimate Music Production
System including Realtime DSP,
Sample Editing, Virtual Mixing,
professional Scoring and more...

The Audiowerk8 will be available in early March at leading music retailers.
The suggested retail price is $799.- including the Virtual Multitrack Recorder
Software. For more information about Audiowerk8, system requirements and
all available upgrade options please visit our webpage or give us a call.

USE READER SERVICE CARD FOR MORE INFO

Emagic Inc.
Tel. +916. 477 1051
Fax +916, 477 1052

Emagic E-Mail Emagic Web Site
emagic@emagicusa.com http://www.emagic.de

Technology with Soul.

All trademarks are property of their respective holdets,




FROM THE EDITOR

THE INFOGAP

Once upon a time, a not so very long time ago, the engineers who worked
in studios were also the people who built much of the audio gear. If the con-
sole broke down during a session, help was right there in the control booth.
As the studio industry evolved, engineers began diversifying, usually with a
full-time maintenance tech caring for a multiroom facility and staff engineers
handling recording duties.

In the project studio, today’s engineer/owners are on their own when it
comes to troubleshooting. There’s no staff tech to call or engineer down the
hall in studio 3B to give advice. Whether we're using semi-pro or pro gear, it
all needs service eventually, and without regular maintenance, little quirks
often develop into catastrophic failures.

For example, no pro studio would consider going even a week without
maintaining or checking an analog 24-track. Yet, project studio owners run
modular digital multitrack systems for months at a time without cleaning the
guides or heads. A typical scenario: Don't think about upkeep until the MDM
cjects a mangled master tape. At that point, it's easier to blame the manufac-
turer than the months of neglected maintenance. The same is true with work-
stations and computers: Once a disk crashes, it's too late to start thinking
about backups or defragmentation software.

There are several factors at work here: IUs easy to postpone maintenance
costs when dealing with a tight project studio budget. Digital gear of any
type (computers, recorders, mixers, etc.) rarely shows any outward symp-
toms before failure, as opposed to analog equipment, where a gradual loss
of HF response and increased noise are early signs that something’s wrong,.
Many project studios are owned by individuals who are musicians rather
than technicians and may not be maintenance-oriented. And solid, useful
information regarding maintenance is hard to come by.

So what does one do? The Internet offers new hope in audio forums
where various audio pros converse, and many companies provide trou-
bleshooting assistance on their Web sites. In this issue, Dan Daley presents
tips from the pros on the topic of project studio maintenance. In keeping
with our issue focus on the project environment, we also profile four suc-
cessful facilities, look at vocal-recording techniques and offer a guide to
affordable digital effects devices.

Also this month, our associate editor Tom Kenny steps up as managing
editor of Mix. Tom started in 1988 and, since then, has moved us light years
ahead in terms of editorial style and journalistic professionalism. In 1991, he
expanded our coverage of sound for television and feature film production,
which is unparalleled in the industry. For a taste, check out film sound
columnist Larry Blake's report on the new audio track for the Star Wars reis-
sue. The original was groundbreaking not only in its visual and audio excel-
lence, but also because its success encouraged the acceptance of the Dolby
Stereo film sound format. [ look forward to hearing the new version.

Save me the sweet spot seat,

T
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WORLD AUDIO

JURRENT

MARK IV SELLS PRO

AUDIO DIVISION

Mark IV Industries Inc. (Buchanan,
Mich.) has entered into an agreement 1o
sell Mark 1V Audio, its ten-company
professional audio group. which in-
cludes the Altec Lansing, DDA, Dyna-
cord, Electro-Sound, Electro-Voice,
Gauss, Klark-Teknik, Midas, University
Sound and Vega brands. Mark 1V Audio
is one of several non-core divisions
being sold as Mark 1V Industries focuses
on its automotive and industrial sectors.

The new parent company is an aftil-
iate of Greenwich Street Capital Part-
ners, a New York-based private equity
fund. *“We expect that having Green-
wich as a parent company will produce
very positive results for custoniers, and
tor our employees around the world,”
says Bob Pabst, president of Mark 1V
Audio. “Greenwich has a keen interest
in the audio business, and it is clear that
the intcrest is in dynamic growth and
expansion.” Pabst stressed that Green-
wich is retaining current management
personnel. “Our customers will be deal-
ing with familiar faces, and personal re-
lationships developed over the years
will not be disrupted.”

Under the new agreement, develop-
ment plans include major investment in
improved manufacturing capability, in-
creased expenditures for new product
development and the introduction of
new marketing programs,

DOD REORGANIZES,

CHANGES NAME

The DOD Electronics Corporation,
based in Sandy, Utah, went through
corporate restructuring and is now
known as the Harman Music Group.
The Harman Music Group is made up
of three individual companies, DOD,
bigiTech and dbx. John Johnson
serves as president of the Harman
Music Group, Wayne Morris is execu-
tive vice president, Elpitha Votsis is
vice president of HMG's financial de-
partment, and Gerald Biesinger is vice
president of human resources. In ad-
dition, the three divisions are headed
up by individual management teams:
Larry Banks is president of DOD, Rob
Urry is president of dbx, and John

10 MIX. FEBRUARY 1997

Johnson is continuing to serve as act-
ing president of DigiTech. “This new
organization and separation of our
three companies allows each brand to
increase its focus and effort in the mar-
ketplace,” says Johnson. “The move
also allows us to better manage and
maintain our growth.”

In a related announcement, Digi-
Tech introduced a new senior manage-
ment team. Brian Scott is director of
manufacturing, Jim Pennock is director
of engineering, Randy Thorderson is di-
rector of marketing and product man-
agement, and Eric Shea is U.S, national
sales manager. International sales are
being headed up by Greg Héritier.

NARAS ANNOUNCES

AWARD WINNERS

Recording Academy president Michael
Greene recently announced the 24th
annual Hall of Fame winners, and the
1996-97 Lifetime Achievement and
Trustees Awards. The new recipients of
the Lifetime Achievement Awards,
which honor lifelong artistic contribu-
tions to the recording medium, are soul
singer Bobby Blue Bland, pop duo the
Everly Brothers, singer Judy Garland, vi-
olinist Stephane Grappelli, rock 'n’ roll
legend Buddy Holly, bandleader/com-
poser/bassist Charles Mingus, pianist/
composer Oscar Peterson and rock pio-
neer Frank Zappa. The 1996-97 Trustees
Awards, which recognize outstanding
contributions in a non-performing
capacity, go to Herb Alpert and Jerry
Moss, who together founded A&M and
Almo Records, and the legendary song-
writing team of Burt Bacharach and Hal
David. The Lifetime Achievement and
Trustees Awards, which are decided by
vote of the Recording Academy’s Na-
tional Trustees, will be officially ac-

knowledged during Grammy Week,
later this month.

The Recording Academy also an-
nounced recipients of its 24th annual
Hall of Fame Awards. Recordings in-
ducted include Miles Davis' Sketches of
Spain album (Columbia, 1959), Ray
Charles’ The Genius of Ray Charles (At-
lantic, 1960), Louis Armstrong & The
All-Stars’ Mack the Knife (Columbia,
1960) and An American in Paris (Vic-
tor, 1929), featuring George Gershwin,
conductor Nat Shilkret and the Victor
Symphony Orchestra,

NASHVILLE SPARS

CHAPTER FORMED

The Society of Professional Audio
Recording Services recently formed a
Nashville chapter, announced SPARS
executive director shirley Kaye and as-
sociation president Tom Kobayashi.
“We have SPARS chapters in Los Ange-
les, New York, Tampa and Miami,” says
Kaye. "SPARS local chapter meetings
provide a forum for communication
among our members and the profes-
sional community,™ adds Kobayashi. For
information about Nashville SPARS,
contact Glenn Meadows at Mastertonics
(615/244-8800) or Lisa Roy at Studio A
Referral (615/320-9394).

SHOW UPDATE
Next month brings AES Europe to Mu-
nich. The 102nd Audio Engineering So-
ciety convention will be held March
22-25, at the MOC Center. For details,
visit www.aes.org or call 212/661-8528.
The National Association of Broad-
casters announced that it has expanded
the technical sessions and events
planned for the upcoming NAB '97 and
NAB Multimedia World in Las Vegas,
—CONTINUED ON PAGE 12

or e-mail KarenTEC@aol.com.

TEC AWARDS RETURN TO NEW YORK, DONATION ANNOUNCED

‘The 1997 Technical Excellence & Creativity Awards are returning to the
New York Marriott Marquis on Saturday, September 27, 1997. Sponsorship
and ticket information is now available. Call Karen Dunn at 510/939-6149

The Mix Foundation would like to acknowledge a donation of $500 to
the TEC Awards in honor of the late Jason Perlman.




Serious recording is your business.

Ampex 499 is your tape.

More audio professionals record
on Quantegy than any other tape
in the world. Uniform consistency,
unsurpassed quality and legendary
reliability make Quantegy the most

trusted tape in the industry.

Record with confidence.

QUANTEGY

Engineering Excellence

tel.800/752-0732 ¢« fax 800/628-0535 *» www.quantegy.com
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Soundcraft, based in Nashville, ap-
pointed Allan Nichols to the position
of vice president of sales and mar-
keting. Nichols comes to Soundcraft
from Mark IV Audio...Michael Mac-
Donald was named vice president of
installed sound at JBL Professional
(Northridge, CA)...Sennheiser (Old
Lyme, CT) was appointed exclusive
distributor for DAS Audio, effective
January 1; call 810/434-9190 for in-
formation. In other DAS news, Nat
Hecht was brought onboard as U.S.
director of sales and marketing...
Amy Huson was promoted to vice
president of marketing and cus-
tomer service at Orban in San Lean-
dro, CA...Designer/audio engineer
Bob Skye joined San Francisco-
based Charles M. Salter Associates,
where he will specialize in the de-
sign of critical listening and perfor-
mance rooms, theater and cinema
audio systems, and sound systems
for music performance spaces...
John Devins was promoted to re-
gional sales manager at Alesis Cor-
poration, headquartered in Los
Angeles...John Monforte was
named director of audio at the Uni-
versity of Michigan in Ann Arbor...
Dr. John E. Koehler, president of the
Koehler and Co. telecommunica-
tions consulting firm, joined the
board of directors at Pinnacle Micro
(Irvine, CA)...Horizon Music Inc., of
Cape Girardeau, MO, was granted a
United States Patent for its M.AAP.S.
(Microphone Amplification System)
technology...Chester, PA-based
Community Professional Loudspeak-
ers appointed Noel Darby as eastern
regional sales manager for its U.S.
market. ..Robin Caine, head of digi-
tal audio at Pro-Bel Limited (Berk-
shire, UK), was elected a Fellow of
the Audio Engineering Society at the
recent AES show in Los Angeles,
CA...Clear-Com Intercom Systems
brought onboard Gary Keener as
central regional sales manager and
Pat Hamp as eastern regional sales
manager.. JRF Magnetic Sciences, in
Greendell, NJ, announced that it has
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changed the name of its 2-inch 8-
track recording format from Ultra-
Analog to Ultimate Analog to
prevent confusion with California
company UltraAnalog...On the
Road Marketing and Wilson Audio
Sales are the newest sales firms rep-
resenting Sabine (Alachua, FL)...Q
Up Arts, headquartered in Salt Lake
City, was named exclusive distribu-
tor of Greytsound CD-ROM and CD-
Audio sample library products...
AKG Acoustics (Nashville) present-
ed Michael Chafee Enterprises with
a Rep of the Year Award at the
recent Audio Engineering Society
convention in Los Angeles... Mi-
crotech Conversion Systems moved
into new, expanded headquarters,
located at 2 Davis Drive, Belmont,
CA 94002-3002; phone 800/233-
3693 or 415/596-1900; fax 415/596-
1915; or visit www.microtech.com. ..
RS Marketing was named Rep of the
Year by Fostex (Norwalk, CA)...
Daniel Abrams was hired as engi-
neering consultant and Andrew
McNutt was promoted to market-
ing and media relations at Thor-
burn Associates in San Francisco. ..
Audio electronics distributor QMI
(Holliston, MA) appointed Mac
Pacific Marketing to represent
Drawmer and Chevin Research in
Southern California, Southern
Nevada, Arizona and Hawaii; and
Black Hawk Marketing to sell
Chevin Research in the Pacific
Northwest...dbx Professional Prod-
ucts, based in Sandy, UT, celebrat-
ed its 25th anniversary at the fall
AES show in Los Angeles, CA...Fur-
man Sound Inc. moved to new of-
fices on the first of this month. The
address is 1997 S. McDowell Blvd.,
Petaluma, CA 94954-6919; phone
707/763-1010; fax 707/763-1310...
Culver City, CA-based Fairlight USA
hired Griffin Public Relations and
Marketing (New York City) to serve
as its U.S. public relations agency...
Brigham Hardy joined Samick Music
Corporation (City of Industry, CA)
as credit manager. ]

—FROM PAGE 10, CURRENT
April 5-10. For registration information,
call NAB's fax-on-demand service at
301/216-1847, or visit www.nab.org.
This year's NSCA show will take
place at the New Charlotte Convention
Center, in Charlotte, N.C., from April 18-
20, with Pre-Expo Education taking
place April 16 and 17. For more infor-
mation, call NSCA at 708/598-7070, or
browse www.nsca.org,

TAX DEDUCTION

FOR MUSIC OVERSTOCKS

Under Section 170 (e) (3) of the U.S. In-
ternal Revenue Code, excess, overstock
inventory of recorded music, musical in-
struments, sheet music and related
products can be turned into a federal in-
come tax deduction, when donated o
a qualified charity. Certain restrictions
apply; for a free guide, and step by step
instructions, phone the nonprofit Na-
tional Association for the Exchange of
Industrial Resources at 800/562-0955,

WEB DEBUTS

Melbourne, Australia’s ARX Systems
launched a home page, at www.arx.
com. Features include product details,
reviews, a factory tour and general
audio information.

Intelix’s new Web site, at www,
intelix.com, contains a variety of re-
sources and linked information in-
cluding “Six Solutions for Contractor
Satisfaction,” “News & Views” and a
company personnel contact page.

The Global Showcase is an Internet
business aimed at helping musicians
and audio professionals showcase their
abilities and make contacts. At www,
globalshowcase.com.

Klipsch Professional now has a
home page, feauring product info and
more. Visit www klipschpro.com.

MasterDigital Corporation debuted a
Web page at www.masterdigital.com,
which includes information on the CD
mastering and audio restoration services
it provides.

The Music Power Network's home
page, at www.musicpowernetwork.
com, is an online musician’s guild/sup-
port site created by and for music in-
dustry professionals.

ProMusic introduced a Web site at
www.promusic-inc.com. There, find the
latest information on new releases and
more. ]

CHECK OUT THIS MONTH’S
MIX ONLINE!
http://www.mixmag.com




o -__‘I:: % Joseph Magee, a sound designer
s for the Hollywood Bowl, insists
upon the precision German
engineering of the MD 421 II.
“It’s faster, more open and
transparent, yet it retains the
timbre of the MD 421.” )

N The superb directionality and
7 freedom from distortion to more
' than 175dB SPL provide the
N ® versatility and control to capture &
‘ "“’.‘ every performance. And its = 5=
i renown rugged construction
~ secures your investment. The
MD 421 Il is built to even closer
- tolerances to consistently deliver .
the classic Sennheiser sound.

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

N \ A s of ,4’..- A
I addithon to being a soun@r for the Hollywood
, Bowl JoseplcMagee records and.shixes for film, and in 1995
received a-Gramapy nomination as & producer/engineer.
v - vy }' ) . ‘
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/I SENNHEISER
THE EVOLUTION OF AUDIO

SENNHEISER ELECTRONIC CORPORATION
6 VISTA DRIVE, P.0. BOX 987, OLD LYME, (T 06371 - TEL: 860-434-9190 FAX: 860-434-1759 - CALIFORNIA: 4116 WEST MAGNOLIA BLVD., SUITE 100, BURBANK, CA 91505 - TEL: 818-845-7366 FAX: 818-845-7140
MEX1C0: PALENQUE NO. 663, COL. NARVARTE, 03600 MEXICO, D.F. MEXICO - 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 Wedemark, Germany
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I VLZ CIRCUITRY FOR
ULTRA-LDW NDISE
AND CROSSTALK. A fancy
new name for the same
old circuitry? Nope. VL.Z
(Very Low Impedance) is a
Mackie innovation based
on solid scientific
principles. Through the
careful deployment of
high operating current
and low resistor values
at critical points in our
consoles, thermal noise &
crosstalk are dramatically
reduced. Open up all the
channels, subs and
masters on an 8eBus
console and compare
what you hear (or rather
don'’t hear) with any
Brand X console. And
because VIL.Z
circuitry needs
loads of high
current, we ship
a humongous, 220-Watt
power supply with every
8eBus & 24°E expander.

MAC* & WINDDWS® 95-
BASED AUTOMATION
THAT'S RELIABLE, PROVEN AND

AFFORDABLE. Along with
affordable digital multi-
track recorders, the Mackie
8%Bus has made it
possible to do world-class
productions on a modest
budget. But until now, Big
Studios have still had one
remaining and unattainable
creative “secret weapon”...
computerized level
automation. That's why we
developed the UltraMix™
Universal Automation
System. It gives you fully
editable and recallable

o

T EXPANDS ALONG WITH YOUR

NEEDS AND BUDGET. You'd be
surprised just how many 8eBus
console setups like the one below are
currently in use. But you don’t have
to start out this way. Start out
with a 2498 or 3208 and then grow
your 8eBus console 24 channels at a
time with our 249E add-on modules.
1, 2 or even 3 of 'em connect in
minutes. They come with their own
220-watt power supply; optional
meter bridges are available.

' aky & ’-'."-:1- = Arspy

A Aty

IMPECCABLE MIC PREAMPS. A

console can have motorized
doofiammers and an optional MID
espresso attachment, but if the mic
preamps aren’t good, you don’t have
a fully-useful production board. Our
discrete preamps with large-emitter-
geometry transistors have won a
critical acclaim for their exceptional
headroom, low noise (—129.54Bm
E.LN.) & freedom from coloration. V1I.Z
circuitry in the preamp section also
reduces crosstalk.

AUB, . VRERPER,  ARERETE R

(YA Y LY LAY AYAY Sy LY aYaY s

ol o o

Above: 24¢E 24-ch. expander with optional
MBeE meter bridge and stand.

control of
input,
channel and
master levels —
plus features not
found on even the
most expensive
proprietary Mega-
Console automation
systems. Equally
important, it doesn't
degrade sound quality, introduce
Zipper noise or cause audible
‘stepping.” UltraMix is currently
being used to mix network television
music themes and on several major
album projects - by seasoned
engineers who grew up on Big
Automation Systems. Their verdict
is that UltraMix is a serious
automation solution — stable,
reliable and frankly easier to use
than more expensive systems, The
basic system controls 34 channels

and can be

7 REASONS T0O BUY OUR
T0 MIX MORE CREATIVELY,

THIS CONSDLE JUST PLAN
SOUNDS GOOD. sure, you may

be able to buy a Brand X console for
less. But you end up with a console
that sounds like...well...a Brand X
console, Granted, we're getting into a
pretty subjective area here...but we
have tall mounds of 8¢+Bus warranty
cards that rave about our consoles’
‘Clarity,” “sonic purity,” “sweet sound,”
“transparency,” “lack of coloration”
and a lot of other superlatives we
wish wed thought of first.

Above: 328 with optional MBe32
meter bridge and stand.

UltraMix™ includes the Uitra-34

Interface, UltraPilot Controller and

expanded to

as many as

126 channels.

UltraMix Pro™

software, for

030/040 &

Fower PC

Macintoshes

and PCs

(Windows®

95 required),

includes a wealth

of features like

editable fader

curves, built-in levei

display, up to eight
subgroups, SMPTE time code
display, event editor with
pop-up faders, optional
control of outboard effects -
devices, and the ability to play
Standard MIDI files from within
the program.

software for $2797 suggested U.S..
retail. Macintosh® or Windows® 95-
compatible PC not included.




}=BUS CONSOLE... AND 2 TIPS ON HOW

:FFICIENTLY AND, WELL, MORE FUNLY.

PROFESSIINALS REALLY USE (=J) WOE MO RANGE ED. Whether - —
THEM. The members of Boyz II you're tracking or mixing, e b 2
Men could have afforded any console  equalization is one of your most localized for gentle
they wanted for their studio’s second  important creative tools. Mackie's changes in overall tonal
room. They chose an 80-input 8*Bus  BeBus consoles feature extremely-wide- coloration.
setup with 102 channels of bandwidth peaking EQ that can be
UltraMix™ automation. In the used to achieve effects that simply
studios of artists as diverse as k.d. aren’t possible with narrower EQ. Most

lang', Yes, Queensryche, Aerosmith, Brand X midrange EQs have a fixed
Lee Roy Farnell, Bryan Adams, Carlos  bandwidth of about 2 octaves (blue

Santana, Whitney Houston, Eric graph at right). You can sweep it up &
Clapton & U2, our consoles really are  down the frequency spectrum, but the
used to make great music. “sharpness” of the EQ curve is always

the same. This kind of EQ is good for
some purposes... but if you've worked

The 8°Bus’ tru

parametric H

Mld ’8’t5 Yo

: . N et ' U =5 : spread th
"“.ll.- u e '1‘ - ; .. “\ % & woiw ¥ ~ Pband.
' width

out to

as mue

Above: The SideCar. as 3 octaves (red curve
maf,ct;lng BeBus ab!’ve) That extra octa

equipment rack. OP“WIdth" gm you -

whole new creative pale

Above: 24¢E 24-ch, expander with optional
MBeE meter bridge and stand.

WHAT ULTRAMIX AUTOMATION LEGENDARY

CAN DO FOR YOU: RELIABILITY.
e Hone a complicated mix one One of those factors * Boetic licnse applied for.
track at a time with every fader you probably don’t think 1 Mention In this ad denotes us
move recorded much about — until your I e 1 by bl |
e Clone your best fader moves and console goes down in the coustitute official endorsement

the artists or groups listed.

middle of a critical late-
night session. Built with
pride in Woodinville, WA USA,

use them in other places in the mix
* Automute unused sections of your
tape tracks or noisy MIDI sound

modules Mackie 82Bus consoles have
e Via automated mute or fader cuts, an enviable three-year track
make a composite mix (“comp track”) from the record for enduring continuous,
best moments of several tracks of the same round-the-clock use
vocal or instrument and abuse.

.\' *» Save mixes for recall and editing at any time

Mol T . (great for mixes with music beds or “donuts”)

' 4 g e P ® Make six voice-over versions of a jingle mix —

client changes three days later
¢ Step up to big-league
automation without
breaking the bank!

/ /J/ and then easily make the inevitable nitpicky

11396 MACKIE NIESIGNS INT.
ALL RIGHTS RESERVED

Woodinvifle « WA = 8072 = USA = <, 800/838-3211 €D 206/487-4337 = e-mail @ T I
Dutside the ISA &, 206/487-4333 <2 206/485-1152 = Represented in Canada by S.F. Marketing Sttt TRLRSiEH]
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FLAT ON MY BACK

A HORIZONTAL LOOK AT TECH-TOYS

o I'm sitting on 335 k of custom

HD when this flaming jerk

comes along and slams into
me from behind. There were cight
of us in a group, with three of us
sitting dead-stopped on U.S. High-
way 1 waiting to turn left into a
year-end Harley rally, and the other
tive slowing to a stop behind us.
But this moron for some reason de-
cided that he would suddenly see
how fast his giant full-dress cruiser
could go, and to the dismay of his
passenger, opened it up full on.
The state trooper who saw the en-
tire thing turned to his friend and
said, “Watch. That guy is going to
have an accident.™ Jerk locks up
the rear brake, never even touches
the front brake, and slides 80 feet,
hammering me (and only me)
dead center rear. When they come
to get his bike, they find it is in fifih
gear! Questioning several of the
150 or so witnesses—all bikers—it
seems this guy was doing about 75
miles per hour. He got both me
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and my bike into the air, and then 1
landed and slid for some infinite
period, and the bike then landed
on me and we slid some more.
Needless to say, I am in bed, in
pain, and will be for some time.

The moral of this intro? Nothing
new, just a new twist on that old
standard: Watch your back.

How does this relate to you?
Well, it relates about as well as 1
usuilly do—sorta. What do yorr do
when you are confined to bed be-
cause of a particularly violent and
insane attack by a brain-dead mo-
torcycle aimer? Probubly exactly
what 1 do: buy toys. I mean, 1 can't
work because 1 can't sit in a
chair—too much damage to my
lower spine. 1 saw everything on
TV worth watching in the first
quarter of the first day, and that

was probably only fun because of

the painkillers. So T began a www
search for small tech-toys that

BY STEPHEN ST.CROIX

might be useful in or around our
industry. T came up with two very
cool tiny monsters. One will be
covered now, but the other proved
totally impossible 1o get my hands
on in any way, pulling every string
I own, including that old sophisti-
cated standby that all of us colum:
nists use: rolling in the dust and
crying in the street directly in front
of the offices of the manufacturer
of the item in question. And 1 as-
sure you that was a painful exer-
cise for me, given my previous
rolling-in-the-dust-and-crying-in-
the-street incident detailed above.
So here is the one 1 did get:

What fits in the palm of your
hand and is cool enough to get you
a little free sushi? This one is casy-
the Pilot from USRobtics. This piece
o' tech is definitely as close to the
dream of “digital paper” as 1 have
found. I have seen Pilots around for
a while but couldn’t really think of
any actual reason to use one, so 1

—CONTINUED ON PAGE 209
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v The Bag End Quartz, Crvstal and
Sapphire combing the tidelity and ofti-
cieney of the ELE wand Time-Abian
technologics to bring studio quality
. sound to the coueetr! venue. The low
oY frequeney extension and unprece:
iy 9 4 deuted sound quality offered by the
b4 > FLEY technology s evenuare
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. . : the Quartz 4 X 18" enclosure 18
v pevedled. The Crvstal and Sapphire
orfer highly directive Tiue - Ahan
mid/hi systems desiened for smooth
arravable coverige. Pringing point
source clusters to their physical
limits. Call us tor the details.
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INSIDER AUDIO

SHRINKING THE SYNTH

PROS AND CONS OF THE

ast month 1 talked about the

new level of complexities that

synthesis is heading toward. 1
extolled the virtues of physical-
modeling technology, whose real-
tme-oriented control capabilities
are demanding a higher level of in-
volvement on the part of the syn-
thesist.

You got a problem with that?
Too dry, too expensive, too in-
volved, too mich work? Okay, this
month, how about we go in the
apposite direction: cheap, and
hands-oft? Or even better, fiee and
totally hands-oft? We can do that.
And the scary part is, this direction
may turn out to be our best hope
tor a decent soundtrack as we hur-
tle on down the information super-
highway.

Let's back up a litde. We all
know about computer sound cards,

18  MIX, FEBRUARY 1997

those horrid things with two-opera-
tor FM chips that produce nasty
noises in the background while you
play games, and that have made
MIDI a dirty word in multimedia
circles. Well, sound cards have got-
ten a lot better of late, using chips
with sophisticated sound engines
and decent sample sets from manu-
facturers of high-end synth gear,
but their era may be drawing to a
close. Computer manufacturers are
putting more audio DSP hardware
on their motherboards, for things
like digital recording, voice mail
and speech synthesis, and a lot of
that hardware can handle music
synthesis just as well. With all of
that stuff already on there, adding a
synth chip, maybe a reverb proces-
sor, and a couple of megabytes of

BY PAUL D. LEHRMAN

ILLUSTRATION" RICHARD D'OWNS

sample ROM right onto the moth-
erboard is child’s play. Communi-
cate with the chip over an internal
bus using MIDI for the control lan-
guage (just like a sound card), run
its output through the computer’s
onboard digital-to-analog convert-
er, throw in some MIDI file play-
back software, and voild/ —a synth
studio in a box.

Does this cost very much? I've
heard reports that the per-unit price
to computer manufacturers of
some OEM synth chips is about 1o
drop down to about the level of a
Zip cartridge, and maybe lower.
And not only is the cost invisible to
the user, so is the technology: no
more trying to figure out if the card
on the store shelf fits into the type
of slot in your computer, no more
IRQ contlicts or hardware jumpers.
No more driver software issues ei-




How de you improve the woerla’

selling power amp’?

-

Popular wisdom says “don’t change the
recipe when you're making good biscuits.”
The reason the CS 800 has remained
dominant for over twenty years is that
we've only changed it a few times and
when we did, we knew what to throw out
and what to keep.

What to Keep

The new CS800S uses metal (TO-3)
power transistors, because plastic devices
just don't deliver equivalent thermal

-

performance.
While metal
devices can be
used right up
to silicon
junction
failure, plastic
devices
degrade 50°C
(90°F) sooner.
This margin of
“thermal
headroom”

instead .
of &

100

.O—o;;s . Your amp with plaslic‘lmnsl;ors
just blew up!

can be the difference between a really loud
finale and something more final.

Books have been written about thermal
management, but it all boils down to three

things: air flow, heat sink area, and A T (the

difference between the heat radiator and
ambient air). The CS 800S uses a unique
“parallel flow” heat sink alignment so every
transistor receives the same cool
temperature air for optimum A T.

With two variable-speed 32 CFM fans
cooling hundreds of square inches of heat
sink area, and metal (TO-
3) power devices (in the
air stream), the CS 800S
will play very loud for very
long (years - not minutes
or seconds)

The audio amplifier section
uses proven Class A/B
ultra-linear complementary
topology with several
improvements that further
reduce the distortion/noise floor
even lower than the already
“audiophile quality” CS 800X (40
v/psec, <0.03 % thd, etc.)

1200 W
23.5 Ibs.

The MONITOR Magazir ap ation f the la v T a1ve 1€ nly
pric odinUS or d ¢ Monitor Magazi Pe (8
t‘ 11 A Street Mendian MS 39301 ¢ (601) 483-5365 » Fax 4 278
. » CompuServe Go Peavey ¢

v -

Very
carefully!

Our exclusive output circuit design (patents
pending) completely compensates for
amplifier output impedance. We
conservatively spec damping factor at
1000 but it is only limited by component
tolerance.

Modular inputs and outputs provide
flexibility in configuring the CS 800S for
your application. Binding post, or Speakon®
outputs, it's your call. A clever input circuit
accepts anything from XLR balanced line
level signals to single-ended speaker level
signals. Caution: don't try this with a non-
CS amplifier; speaker level input signals
will fry most amps on the market today!

g S

goad on paper, st combined
the spsakal sounds good. in this case,
good rather than iesk good.

formation musician ant 1o

CSE READER SERVICE CARD FOR MORI INI)

DDT" - A fast-acting iimiter, triggered by
clipping or current limiting, which prevents
speaker/equipment damage, is probably
our most copied feature. Only Peavey
Electronics offers “trug” DDT. (U.S. Patent
#4,318,053)

later, we convinced him he could actuaily sy one
for the stated price and gct on with the teeting.

What to Change

The new CS 800S is two rack spaces high
and weighs only 23.5 Ibs! The CS800S
wasn't lightened by using a smaller power
transformer and fewer output devices or a
trick” heat sink. We used our years of
digital and “switchmode" experience to
develop an advanced high frequency
power supply. More than just a
replacement for the old heavy iron
transformer, intelligent load and thermal
sensing dynamically interact to provide
more power, longer, and more reliably than
previous approaches.

This, combined with our more than 30
years of experience building the most
reliable solid-state amplifiers in the world,
allowed us to redesign the whole amplifier
from input to output, merging the best of
the old with the best of the new to deliver
=,200 watts of superior performance
without breaking your back or your
oocketook. The CS800 just keeps getting
petter!

CS°© 800S
LFEANEY




INSIGHTS

MARK V. CRABTREE

MANAGING DIRECTOR OF AMS NEVE

ew professional audio com-
panies can lay claim to two
decades of continuous opera-
tion under the same capable direc-
tion. Exactly 20 years ago, Mark
Crabtree set up Advanced Music
Systems to combine an interest in
electronics and microprocessor
technologies with his love of music.

The rest, as they say, is histo-
ry—and what a roller-coaster ride it
has been. Through
several changes of
ownership and con-
comitant alterations
in corporate direc-
tion, Crabtree has re-
tained his faith in the
fact that good de-
sign, vigorous prod-
uct  support and
attention to custo-
mers’ requirements
will win out over
flash and glitter. The
name AMS Neve has
come to represent
state-of-the-art ana-
log and digital tech-
nologies.

Twelve months
ago, Crabtree bought back his
company from Siemens Austria—
which had purchased Neve in '86
and AMS in '90—and began to re-
shape the AMS Neve management
team to move forward with excit-
ing developments in both analog
and digital consoles and editing
systems. We caught up with this
soft-spoken captain of industry in
the middle of a busy morning of
meetings at his Burnley, North
England, headquarters.

What were the first products from
Advanced Music Systems?

We started oft making a tape-phase
simulator, which involved a pair of
analog bucket-brigade devices
working in parallel to replicate the
use of two tape machines. My in-
terests have always been music and
electronics. 1 originally designed
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the tape-phase simulator to be a
[delay-loopl effects unit like the
[Watkins] Copycat. I had one and
was extremely impressed with it. 1
used serial analog delay chips for
the prototype, but the delay wasn't
long enough, and it was noisy. So 1
[rethought the design] and made it
into a tape-phase simulator, in-
stead. Then we followed that up
with a DDL to give us the length of

Crabtree on the Libra with RMX-16 reverb and S-DMX delay

delay, which ended up as the very
popular DMX 1580. I made it as a
modular design so that you could
add different cards for different ef-
fects. But when we started working
on the reverb, a complex set of
front-panel controls were needed,
which would be hard to add [via a
plug-in card]. So in 1981, we pro-
duced a separate unit, the RMX-16
digital reverb. There were three of
us originally in AMS: myself, Stuart
Nevison and Pete Unsworth.

The AudioFile bard disk editor/
recorder came later, as a subse-
quent development?

Yes. These first products were
mainly used in the music-recording
market, but we always tried to
have the technology as advanced
as possible. Even the early systems

BY MEL LAMBERY

would have a full second of full-
bandwidth delay, which, at the
time, was enormous. But people in
the post market wanted to use it as
a layoff recorder—to slip tracks in-
stead of doing it laboriously with %-
inch tape. To use this long delay
effectively as a RAM recorder, they
needed some software [to control
start and end points], which led to
all sorts of other possibilities—the
use of RAM-based
recording as the
original sampler.

The post com-
munity that used
[the DDL loop edi-
tor] as a lay-on/lay-
off device found
that it saved a lot of
time. But, they said,
it would be really
nice if we didn’t
lose the contents of
memory. So, in the
early '80s, 1 started
looking for an ac-
ceptable disk drive
and came across a
380MB Maxtor drive,
which was astonish-
ing, because the other drives we'd
been playing with had capacities of
only 10 to 20 MB; the larger drive
would give us a good hour of
recording!

To cut a long story short, that
became the 8-track AudioFile sys-
tem, with software-defined buttons
around the display screen. We
added scrub editing and increased
the track capacity to 16 and then 24
tracks, with timecode lock and
other features.

How did the Logic Series of digital
consoles come about?

A lot of people were pairing up
AudioFiles with analog mixers—
this was a little frustrating because
of the additional A-to-D and D-to-A
stages involved, rather than using a
digital port. We made a few de-
signs for a simple mixer that could
be added to AudioFile. About this
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time, several people suggested that it
might be a good idea if, instead of
spending all this money on R&D, that
we acquire an existing company. There
were some benefits to this, since we
could acquire some great economic ex-
perience and design expertise. And that
led to the purchase of Calrec [in 1986],
who had been working on an assigna-
ble analog board.

Calrec’s expertise with an assignable
user interface was married with AMS’s
expertise in digital to produce the Logic
Series?

That's right. And from the very begin-
ning, we built an AudioFile editor into
the mixer. I always look at what people
can get out of new systems; there’s no
sense in buying advanced technology
for technology’s sake alone—it’s got to
carn you money. AudioFile was clearly
very powerful for the post market. To
record eight tracks on a hard disk
wasn’t 1o exciting for the music busi-
ness because you couldn’t back it up
easily and take it away after a session.
And the recording time was limited.
Which is why it was designed from the
beginning as a post-production tool.

Similarly, the Logic console’s primary
application—where it was going to give
you the most payback—was in post-
production. If you had everything auto-
mated, that's a market where you can
exploit the power much more than, let’s
say, in music. So that was the direction
we took with the original Logic console.
In the late *70s you made a concerted
effort to tap into the North American
market by setting up a distribution
company. What was your thinking?

We learned early on how international
our business was. One of the first of the
tape-phase simulators was sold to Ar-
gentina, and news traveled fast. The
States was clearly a big market. When
we came to our first trade show in
America in 1979, we had a small
demonstration room. Most people said
they liked the equipment. Audio Rents
was very soon on the scene, and that
was followed up by lan Southern
Ifounder of Audio Kinetics, maker of
Q.Lock timecode synchronizers| visiting
us and saying that he was thinking of
setting up a company in the States and
would need distributors. We had a long
chat with lan and, at the end of the
meeting, came to the conclusion that
we should have a joint company, wl

we called Quintek. The firm was pretty
successful for us, but eventually we de-
cided to handle AMS distribution sepa-
rately, particularly when we introduced
AudioFile.

Are you still a bands-on kind of guy?
Do you still write code and become in-
volved in system design?

I do bits of all sorts of things, but it
tends to be more block diagrams.
overview technology, and how the
building blocks fit together, rather than
coding and design.

AMS bas also made a significant in-
vestment in bigh-power, RISC-based de-
signs.

Yes, we've got a stable full of systems
[for use] as basic building blocks. It
means that you can put the elements to-
gether very easily once you've done the
basic R&D for a block of processing
functions. We modularize everything so
that a block of hardware can identify it-
self to the master software—all of
which means that we can put together
a complex system very quickly.
Moving forward, Siemens purchased
Neve International in 1986, and then
in 1990 bought AMS. What made you
sell your company?

There were two reasons. One of them

T
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was that America was a necessary mar-
ket for us. While we had been quite
happy selling AudioFiles and reverbs
through independent offices and deal-
ers—we had third-party companies in
L.A., New York and Chicago—we were
convinced that if a facility wanted to
buy a big console, they'd want to sce
something more solid on the ground;
we really needed the infrastructure,
Secondly, we were spending a lot of
money on development of digital con-
soles. We had a couple of years of
heavy investment coming up and
looked around to see if there was a
partner that would take a longer view.
We considered various options, and
Siemens seemed like a good partner; it
was an engineering company that had a
European philosophy. We got involved
in discussions with them and eventually
struck a deal.
And you looked at what they'd done
with Neve, I assume?
We didn’t want to be a subsidiary of
Neve, so we were a separately owned
company. At that time, Neve was pre-
dominantly an analog company with
some digital experience. We had no
idea that the Capricorn development
was going on.

LADER SERVICE CARD FOR MORE INFO

The purchase gave you some much-
needed financial resources and the
ability to take advantage of Siemens’
American distribution infrastructure.

By that time, we’d gone back to having
our own wholly owned but small distri-

I’ve not yet seen
an analog-technology
company make a
first-class job of moving

into the digital arena.

bution company in America, but clearly
Siemens Inc. already had one in exis-
tence to distribute our new Logic con-
soles. So we just became part of that,
We were operating well within ‘our fi-
nancial resources and were profitable,
but there was an outside demand for
steadily rising profits each year, When
you're developing major technology
and implementing marketing changes,
there will be years when the profits go
down, and there are huge outside pres-

sures to sacrifice the future for profits
today. Siemens offered an environment
that could take the longer view.,

Was there any cross-fertilization of
technical ideas between AMS and
Neve?

There were discussions carly on, and
Siemens could have saved a lot of
money if they’'d taken advantage of
what they had. 1 kept recommending
that we [share ideas between the two
companies], but decisions within com-
panies like Siemens are often as much
political as anything else; once these
decisions had been made, people didn’t
like to alter them.

So you ran parallel manufacturing set-
ups; Neve in Royston and Scotland,
while AMS stayed in Burnley. How did
the joint AMS Neve company develop?

Our acquisition was in September 1990,
It became very clear that AMS and Neve
were moving in a similar direction; we
were both designing, and AMS was
manufacturing digital consoles. Siemens
made the decision in March of '92 to
merge the two firms—unfortunately,
they didn't take the trouble to tell any-
body how they were going to merge
them. It finally took place in October of
that year.
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As managing director of the neu com-
pany, bow did you pull together your
staff? How did you inspire them to
think as one entity and forget that they
were formerly a “Neve person” or an
“AMS person?”

It's always hard with any kind of merg-
er: there's no casy way to do it. At the
time of the first acquisition, 1 tried to
dole out the jobs evenly on either side
of the line. And that was a mistake.
What I set my mind to do this particular
time around. effectively. was not to take
one company and add the other to it
Instead. 1 started with a blank sheet of

paper and said: “This is what the com-
pany should look like,” and tried to fit
people from both companies into that
shape.

If we were going to be a company
making analog and digital products, we
needed a fully integrated structure. We
needed to be faster to market; we need-
ed to be integrated so that the market-
ing people don't disagree with R&D.
And the manufacturing team doesn’t
live 250 miles from everybody else. We
lost very few people we needed to
keep from either company during the
merger.

Do you now treat the AMS and Neve
lines—AudioFile and Logic Series, vs.
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VR, Series 55 and Capricorn—differ-
ently?

No. From the start of the joint company
in 1992 everything was an “AMS Neve”
product. We've tried to remove all the
[partisan] feelings in the company and
integrate the American operation close-
ly with the UK,

In terms of future directions, you have
emphasized file transfer via OMFI, ad-
ditional track capacity, and the inte-
gration of recording, signal processing
and mixing. Do you see those as major
trends in future technology?

Music, broadcast, film and post-produc-
tion are all substantial segments of our
business, and the technologies we've
developed apply equally to all of these
areas, both in terms of analog and digi-
tal solutions,

By the same token, you need to
keep one step ahead of what these
market segments are going to need, so
that you're ready with a solution. It
takes time to innovate these technolo-
gies. Innovating is quite a hard road to
tread. When we introduced AudioFile,
we spent the first two years explaining
to people what it was all about: No-
body had given much consideration to
recording on hard disks. It took a cou-
ple of years for people to lappreciatel
what we were doing. We don't set out
to be dramatic and invent new ways of
working; instead, if we come across a
practical problem, we find a solution
around it with the technology we've got
at our fingertips. And that can lead to
new ways of working.

Working for first principles is very
important in my philosophy. Take the
tape-phase simulator, for example. 1
didn’t know that other people were
doing this with an original signal and a
delayed signal. 1 set about doing it the
same way as tape machines, which is
that one deck tracked ahead of the
other one, and vice versa. When even-
tually 1 got ahold of somebody else’s
piece of equipment, 1 was very disap-
pointed because the phasing wasn't as
deep and never reached over the null,
which is what 1 wanted it to do. 1t was
very hard making these two delay lines
work together, because the clocks kept
interfering with one another.

Let's move forward to your re-purchase
of AMS Neve from Siemens last Febru-
ary. [ recall that originally you were re-
luctant to go abead with a buyout, but
that the longer Siemens continued to
look for a buyer, the more you came
around to reversing your initial deci-
sion. What was the sequence of events?
I was informed in October 1994 that
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Siemens had been approached by a
number of companies with a view to
buying AMS Neve. At the time, every-
thing was stable again after the merger,
and 1 felt T was getting to the end of
that particular task. But I wasn’t sure if I
was going to stay with the company,
having done what I said I'd do for
Siemens.

If you bad gone off at that time, I recall
you saying, you would bave formed a
new company to continue doing pret-
ty much the same thing as you'd been
doing.

That’s not quite right. If I had left at
that time, with no sale of the company
in sight, I would have done something
entirely different for a few years. 1 was
informed that Siemens would decide
one way or the other by January of '95.
They would either give the company
their full backing, or would sell it. It
dragged on and on until September or
October. People were starting to leave
the company because they didn’t know
what the future was. Or we feared that
customers would stop buying the prod-
uct. And because the decision was tak-
ing so long, I could see that I wouldn't

be able to make the decisions 1 needed
to move the company further forward.

Back in October '94, when I first
heard about Siemens’ plans, I made a
list of what 1 would do if I were to take
over the company. By the following
September, I found that I'd done most
of them. It became clear to me that if
certain people bought the company, I
would set myself up in business again.
Once you actually come face to face
with what your options are in life, if
you're an audio person, all you really
want to do is start again.

What made you buy back the firm?
Basically, I wanted to have the freedom
to go after opportunities. With a com-
pany like Siemens, there’s always a
question of whether this is a market
they want to be in as a corporation.
When you're an independent organiza-
tion, you can go where the opportuni-
ties are, even if it's outside your primary
historical area.

I asked Siemens if they’d listen to an
approach from me. They weren’t sure
about it but told me to make them an
offer. At that time, Siemens was in deep
negotiations with other people. One
party had an offer on the table, but they
wanted six months to perform due dili-

gence, and that would mean accoun-
tants and lawyers crawling all over the
company. At that point, you had to be
careful that the company didn’t disinte-
grate.

They agreed pretty quickly to your
offer?

They had two offers on the table of
similar size. I told them that I could do
the deal rather quickly, so I got my fi-
nancing together. And I had to put in a
lot of my own money. If people are
looking to put money into a company,
they are always interested in how much
you are prepared to risk yourself. I was
hoping to get it all wrapped up before
Christmas of 1995, but it dragged on a
bit; we didn’t actually sign until Febru-
ary of 1996.

What bave you been doing since that
time?

The company model I constructed at
the time of the buyout is working very
well. What we’ve done is to find report-
ing and authorization systems that are
no longer needed—since we are no
longer part of a multinational—and kick
them out of the model. This speeds up
our operation enormously. Colin
Pringle joined us as director of market-
ing [after several years in the same role
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at SSL], and we work much closer with
all of the U.S. offices.

We have also further strengthened
our R&D and completed our first fi-
nancial year-end. I'm pleased to say
that we will be reporting a strong bal-
ance sheet and showing a modest but
healthy profit.

I'm fascinated by the new Libra music-
recording console, which seems to be
taking advantage of a lot of Logic Se-
ries technology at a price around
220k, which will put it up against
some of the digitally controlled ancalog
boards.
If you draw a graph at three different
performance levels—high, medium and
moderate performance—on one axis
and market segments—music, post,
broadcast and film—on the other, one
of the gaps we discovered was that we
didn’t have a medium-priced music
console. For some considerable time,
Neve felt that there was a market in
America for a $220k analog console
and had tried to create such a console.
But it always tended to grow in specs
and get more expensive. We saw that
the Logic technology was more applic-

Summnd them!

able to music, making it casier to ap-
proach that gap in the product range.
Hence, the Libra was born. Although
you can work with the new multitrack
AudioFile MT, it’s primarily a stand-
;ll()nc music or broadcast console.

Let's not forget the analog side. At the
rewnt AES convention in Los Angeles,
AMS Neve unveiled the new VX Music
and VXS Multi-Format consoles.
Clearly, there are people making a de-
cision between Capricorn and Logic;
now they’re making a decision be-
tween analog and digital. We've been
developing the new Encore [moving-
fader] automation system that is now
available across our products, len-
ablingl people to migrate from one
console to another. We've pulled to-
gether circuit designs, features and
other changes to the V Series. The
VX/S is the latest configuration of the
VR, with a TFT screen built into the
meter bridge: you don't need an exter-
nal monitor, which helps improve
sight-lines into the studio. Its appear-
ance and circuitry have also been up-
graded—but it's a pure analog board,
not a digitally controlled analog board.
What's the main difference between a
VR and a VX?

The VX features the brand-new Encore
cross-platform automation system,
which is compatible with our other
consoles—enabling mix data to be
transferred between Libra, Capricorn,
Logic 2 and VX/S mixers s a long
list of additional features. Basically, the
V Series was a fine-sounding console
by anybody’s standards, but we en-
hanced the sound even further. One of
the things we felt it needed was an up-
graded automation system, which
we've done. For the VX, Encore pro-
vides automation of faders and mutes;
automation to switch in classic Neve
modules and the new, fully integrated
Recall are avaitable. We also use a Pen-
tium processor, Windows NT and new

hardware to improve Recall accuracy.
The VX/S Multi-Format Console adds
features for surround-sound mixing and
music scoring, including support for
three additional audio tape machines or
dubbers, or a second multitrack, plus an
independent mono/stereo dialog input.
Also provided on the VX/S are eight
final mix buses that can be set up as
discrete channels or four stereo pairs,
PEC/Direct switches for monitor select
and record arming, plus optional music
—CONTINUED ON PAGE 211
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clients — and their audiences — with the world’s leading

00 Dolby

Dolby Surround
Encoder TDM

Plugrin multichannel audio technology.
Mare than 23,000,000 Dolby Surround home playback systems worldwide.
g 199 Dyl |sbee:
X1 Deolby Disicdesiz. a division of Avid Te
Worldwide distnbution by Dygidesign. In the USA and non-European countries contact Digidesign (USA), telephone 415-82.79%00, Fax 415842799 In Europe contact Digidesign (England), telephone 44-1753-655-999
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We Want To
Make Something
Perfectly Clear.

ou've recorded th performances Qaptured on the finest digital recorder.

Collected with the ate microphones. You're almost dane. The only thing left is
the mix. You need a great mix, because without it your prcject is lost in a fog. Stay crystal
clear with the 20/20bas Direct Field Monitors from LEvent.

Clarity. True, it does take the right ingredients for a monitor to reproduce with clarity.
Each 20/20bas cabinet has the right ingredients, put together by pros with years of
studio monitor design experience... Bi-amped with 2 hi-powered amps, an extra-large, '
frontmounted bass port, an active 4th order crossover, calibrated trim controls, !
circuit breaker, 8" woofer, natural silk dome tweeter...we could go on. ‘f

But these are just features. The sound these moni:ors deliver is the importart thing.
A sound truly pleasing and amazingly accurate.

“The sweet high end and the massive tight bottom mady me think I was listening to 6
much larger rabinet.”—FRANCIS BUCKLEY, EQ MAGAZINE /

‘T heard details in imaging and ambience that 1 had never noticed before.
...the 20/ 20bas is excedtional."—ROB SHROCK, ELECTRONIC MUSICIAN MAGAZINE

“The Event 20/20s turned out to be damned fine monitcrs.”—PAUL WHITE, SOUND ON SOUND

“If the 20/ 20 monitors are any indication of what we can expect from Event Electronics,
this is a company worth keeping a close eye on.”—LOREN ALLDRIN, PRO AUDIO REVIEW

The 20/20bas Monitors from Event...
Make your next mix perfectly clear.

ELECTRON €S 1HE

Post Office Bcx 4189

Voice: 805-568-7777
Fax: 8055667771

http://www.eventl.com

UM READER SERVICS GARS) ER VORI INFO

Santa Barbara, CA 93140-4189






RECORDING VOCALS IS TRICKY BUSINESS.

In addition to having the requisite recording chops,

engineers must walk that fine line between achieving
their ideal sonic environment and providing a com-
fortable atmosphere for

the singer. In this person-

al situation, communi- Thoughts

cation must go both
ways: Performers must From Both Sides

be able to express con-
cerns as well as clearly Of the Microphone
define the sound they

hope to achieve.

For both the engineer and the performer, these skills
come with experience, and with an understanding of
goals the other person is trying to achieve in the stu-
dio. To gain some insight into this complicated issue,
Mix talked to seasoned engineers and
vocalists, to find out the methods
they have developed over time to by

gel that optimal vocal recording. Sarah

Jones
ILLUSTRATION: DMITRY PANICH
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STEVE COUNTER

Like many engineers, Steve Counter
started out as a musician. Eighteen
years ago, he began mixing in his
hometown of Denver before migrating
to Phoenix—where he recorded every-
thing from country music to traditional
Navajo music to polkas to heavy
metal—and then settling in the San
Francisco Bay Area, where for the past
ten years he’s mostly focused on R&B

issued UG67 tube mic a lot; it has a real
warm, full midrange. I like the Neu-
mann U47; it has a little older sound,
it’s great for country western.”

With Digital Underground, Counter
used a Neumann M250 almost exclu-
sively. “It has a little bit of the same
character as an M49 Neumann, but it's
a much brighter, edgier microphone,”
he says. “It worked well for the style
that rap has: pretty aggressive, not a
particularly laid-back vocal style. And
then of course there’s always the old
standby, the [AKG] 414. If I want an
edgier kind of vocal sound, it’s got nice
air to it; it's a little too edgy compared
to a tube mic for me, but sometimes
you want that; you need that bite. The
other thing I'll do is, sometimes for rock
'n’ roll, I'll use an SM57 or a 58 Shure

You really can‘t wear somebody

out experimenting on them.
They're in there to sing and get

their job done, and the less you
put in the way of that, the better.
—Steve Counter

and hip hop. He recorded En Vogue’s
first two albums there; other credits in-
clude albums by Digital Underground,
Michael Cooper and the late Tupac
Shakur. Currently, he’s in the studio
with En Vogue, working on their third
album.

“Over the years, I've found a lot of
mics that I prefer,” Counter says, “and
if 'm not sure, I have a lot of micro-
phones available to me. I'll just set
them up side by side, in a big ‘press
conference’ array, and have the singer
sing into them for comparison. I don't
run this comparison to tape. You're
usually dealing with a limited amount
of time, and one thing I learned many
vears ago is you really can’t wear some-
body out experimenting on them.
They’re in there to sing and get their
job done, and the less you put in the
way of that, the better.”

Counter says that with the exception
of rock 'n’ roll cuts, he tends to prefer
tube mics to solid-state models. “Right
now, I'm very fond of the AKG C-12VR
re-issued C-12,” he says. “I like the orig-
inal C-12; it's a very warm mic, nice and
bright, clear top end, and a little bit
scooped in the middle. I'm using a re-
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dynamic microphone, set it up in the
control room, turn the monitors up and
just go for the raw guts sound.

“When [ was over at Fantasy Studios
for the second En Vogue record,” says
Counter, “we used exclusively the Tele-
funken 251 vintage tube mic, and it
was wonderful. Great, lovely top end,
and a lovely, warm middle; pretty
much everything you want. Fantasy has
an old Neve mic/line mixer, and a pair
of old Neve compressors. And that ba-
sically was my signal path. I bypassed
the console entirely. I might use a little
Pultec program EQ with a little 10 or
12k on top, a couple dB, but that was
about it. That was a great signal path.”

Counter mostly used a single mic to
record En Vogue’s background vocals,
one or two singers at a time. “I set up a
booth out in the studio with a couple
of gobos around the microphone, sort
of a half-shell around the back of the
singers, with the microphones in front,
and the singers usually facing the con-
trol room. [ try to get at least ten or so
feet away from the glass. I don’t want
to hear the glass, and I've even on oc-
casion turned the singers sideways be-
cause of having a real problem with

reflections off of the glass. If it's a good-
sounding room, I don’t mind a little
touch of ambience, a little after-ring. Par-
ticularly in background vocals, it adds a
little extra coloration if it’s a good-sound-
ing room. For lead vocals though, I
don’t like much ambience, because
when you go to mix, you might be pro-
cessing them in such a way that ambi-
ence could cause problems.”

When dealing with pitch issues,
Counter says getting the headphone
mix correct is a priority, “which might
mean maybe not as much reverb in the
headsets, and certainly level is a factor,”
he says. “I have this problem surpris-
ingly a lot with singers—they’ll crank
the headphones, particularly if they’ve
been on the road, and they’re used to
hearing the band behind them. Then
they’ll start singing real sharp while
they're trying to out-shout the headset.
The opposite is also true: If the head-
sets are way down, they start singing
timidly to fit into the mix in the head-
phones, and their pitch starts sliding all
over the place, 'cause they're not really
grabbing the notes and pushing air.
They’re just sort of holding way back,
and you can hear it. It's very obvious.

“From a philosophical standpoint,”
Counter says, “whether it’s vocalists or
musicians or any kind of session, the
big thing is not to get in the way of the
music. You don’t want to put people
through a lot of technical stress in what
is basically an artistic event.”

CHRIS ISAAK
Since the 1990 breakthrough of
“Wicked Game,” featured in David
Lynch’s hit film Wild at Heart, Chris
Isaak has been internationally success-
ful as a singer-songwriter, often com-
pared vocally to the likes of Roy
Orbison and Elvis Presley. In addition
to recording six hit albums, he’s landed
roles in films such as Twin Peaks: Fire
Walk With Me and Little Buddhba. 1saak
doesn’t like to talk technical much;
when asked what mics he prefers, he
replies, “You know, I find that I like to
use a ribbon microphone, and of
course, [ make my own ribbons at
home. And I use catgut.” His decade-
long career has provided him the
chance to work with industry veterans,
including producer/manager Erik Ja-
cobsen, and to learn the studio ropes.
[saak says that in the studio, it's im-
portant to provide examples of the
sounds he’s looking for. “When I make
a video or a film, and I want it to look a
certain way, I'll cut pictures out of mag-
azines,” says Isaak. “I'll make a tape of
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processing power
D "l'i-effects
apable of doing up to 8
y. professional quality effects at
_one affordable box? And, oh
how about throwing in balanced XLR
alog and digital 1/O capability?

: Well, it's here, the new Studio 400 from
DigiTech. It does all of the above and much
more! Use up to 8 high quality effects at
one time in any order in an endless number
of combinations. Choose from multiple
Reverbs, Delays, Choruses, Flangers, Auto
Panner, Intelligent Pitch Shifting, Rotary
Speaker Simulator. Compressors and more.

The Studio 400's quick and easy editing
capabilities make changing effects and
parameters painless. And for automated
studios, an extensive modifier section lets
you control up to 8 parameters per program
via MIDI or with the Studio 400’s unique

dynamic and LFO parameters. Digital studios

can access the Studio 400 in the digital
domain using both AES/EBU and S/PDIF
formats with the optional digital 1/0.

Looks like the competition just can't
measure up. Get the facts. Then get the
Studio 400 from your local DigiTech dealer.

All product trademarks are the oroperty of their respective: owners
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STUDIO 400 ENSONIQ DP/4+
Ins/Outs 4/4 - 1/4" TRS + XIR 4/4 -1/4" RS
8 different yes no
Effects in any
order
Graphic Display yes no
A/D 18 bit 128X 16 oit
D/A 20 bit 8X 16 bit
Sampling Freq. 44.1, 48kHz* n/a
Freq Response  20-20kHz 2-18kHz
Digital 1/0 AES/EBU, S-PDIF none
{aptional plug-in)
THD @ TkHz <0.003% <0.0032%
$/N ratio -96dB -9CdB
Power Supply Interndl Internal
Price $869 $1799

7€ M2000
2/2 - XIR

nc

yes

20 bit 64X

26 bit 64X
32,441, 48kkz
16)-20kHz

AES/EBU, 5-PDIF

6 DO3%
- -96dB
Internal

$1995

FUL

ENSONIQ DP/2

2/2- 174" TS

no

no

16 bit

16 bit

n/a

2-16kHz |

none

<0.00:329
-90dB
External
$795

* selectable with aptional digital 1/O card

Balanced XLR & 1/4"
lnpu\ts & Outputs

Optional Digital HO
using AES/EBU and S/PDIF

Full MIDI

Implementatiar

2 [igilech

H A Harman International Company

Ieternal
Power Supply

Made in USA

8760 South Sundy Parkway, Sandy Utah, USA #4070 » (801) 566 8919 ¢ Fax (801) 566-7005 ¢ Int'l Fax (603) 672-4246 » Visit DigiTech on the: Warld Wide Web at http:/ /www. digitech.com
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A T\@ how your

sound takes off!

You make the music. And olten you need
to gate, mix, compress, ... process it. THAT
Corporation makes the ICs that put you in control
of your audio processing. The kind of control that lets
your sound take off and soar!

Compressors, limiters and gates use a built-in detecting
circuit to measure incoming sound levels. Not by
chance, its called a level detector.

THAT level detectors “hear” the same way you do — they
sense level directly in decibels (dBs). Used in a dynamic processor,
they deliver smooth, natural, precise control.

From compressors to mixers to gates and other dynamic processors,
you'll find THAT level detectors inside the world's most renowned
audio gear. So, whether you need to tame a bass guitar, even out
a vocal track or gate a snare drum, make sure THAT ICs are in
your next processor.

With THAT ICs, you'll get all the music and emotion that
flies from your fingers.

THAT's the inside story. Ask your dealer to demo audio gear with
THAT ICs inside.

JRsV:¥M Corporation

734 Forest Street, Marlborough, Massachusetts 01752 USA
Phone (508) 229-2500 * Fax (508) 229-2590
http/Avww.thatcorp.com

THA'T Corporation products are distributed throughout the workl.
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little pieces of fiim. and I'll say, Sce
this lighting? This is the lighting I want.
See the shadows on this? | want this.
And bring that to the cinematographer.
I do the saume thing in the siudio. You
come in, and vou say, ‘I want you 1o
listen to this voice and the way that iU's
treated: here’s what I'm shooting for.
Giving somebody an example of the
sound. To me, if 1 was an engineer, I'd
slap vou if vou came in and said, 1
don’t know, more weirm. More yellow.
yeah. more yellow” You hear artists sav,
‘I want more echo.” Is :t echo vou want.
or reverb? And is it a siap? What is it?
The good thing :s. i’ you take time to
actually stav in the studio with people.
vou learn something.

“When [ started off, T was in love

Give somebody an example of

the sound. If 1| was an engineevr,

I'd slap you if you came in and

said, “l don't know, more warm.

More yellow, yeah, more yellow.”
—Chris Isaak

with slap echo.” says Isaak. * cause if
you never heard it on things. and
vou're a vocalist, you go, ‘Man, vou
could put a big slap echo on every-
thing!" It’s like cating cereal: “How
much sugar do you want on there?’
‘How much vou got?” And one day you
write a song, and it's not appropriite.
You sav, "Wow, this should be real
drv’: all of a sudden T want it to be,
‘Dig me. I'm Lou Reed.” It changes as
the music changes.

“1 remember coming into the studio,
thinking. ‘I'm nervous about this.” So
vou wear dark glasses, you're kind of
hiding vour face, and vou go out to
sing, and vou sing in the other room,
and say "Turn down the lights,” vou

know? Or sometimes you can just put
a screen in front of yourselt, so they
can't look at you when you're singing.
But the reality of it is, to me, [ like 1o
sing as close 1o them as I can be—if
they’re in the same room with me
that's fine, and I want the lights up
bright, and I'm not worried about them
seeing me sing. Mayhe if I have a tough
time—so what? I think the reality of it
is. besides being comtortable, it helps
evervbody just to kind of go, look. it's a
tough thing to sing, and cverybody's
going to have tough days.”

Isaak says he tries to approach a
track as if it's a one-take. “If vou can go
back and fix something, great, but the
reality of it is, I try not to.” he says. "I

DIGITAL [e(0]\ 3138 the ultimate sound.

Relied upon by mastering P>

facilities, recording engineers
and serious listeners the world
over, the DA-1000E-20

20-bit D/A Converter sets the
reference standard

for high-resolution

digital to analog conversion.

M

<« Leading recording engineers agree that

Apogee'’s award-winning 20-bit AD-1000

A/D Converter out-performs the competition.
With ADAT, AES/EBU, S/PDIF

and available SDIF outputs,

UV228 processing to flawlessly encode

20-bit detail to 16-bit, and now, optional 20-bit
PaqRat™ recording, today the AD-1000
performs better than ever.

« The FC-8 Format %
Converter translates
eight channels of digita
audio between ADAT
optical and TDIF
- linking the commonest
modular digital multi-
track formats quickly,
cheaply and easily.

aMonica, CA 90405, USA.
l.com Web: http://www.apogeedigital.com/

USE READER SERVIGCINCARDFORMIORE INFC

OR OVER A DECADE, Apogee has dedi-

cated itself to one purpose: making
digital audio better. First, we produced
award-winning retrofit filters for pro
digital recorders.

Next, we addressed the entire digital
audio conversion process, paying equal
attention to both analog and digital
circuitry. The resulting AD-500 A/D
converter also won awards, as did our
UV22 process for flawless conversion of
20-bit signals to the 16-bit domain. We
also introduced a companion D/A.

Today, we offer 20-bit stereo A/D
and D/A converters, the AD-1000 and
DA-1000E-20, and now the the FC-8
format converter. Together they offer
unmatched features, performance and
sound quality.

Hear Apogee today at your autho-
rized dealer. For }a nltimate sound, you
need the ultimate converter.s — Apogee.

.



The critics agree
the Audix Nile \/ are...

"Sumptuous, possibly the nicest sounding monitors
I've heard this side of a King's ransom.’
Nick Barzdorf, Recording Magazine

“Impressive... there are few models in its price bracket
that offer such excellent imaging.’
George Petersen. Mix Magazine

"Really impressive... incredibly smooth and well balanced from highs to
lows... the NileV is a speaker you can live with day in and day out’
Bruce Bartlerr, Pro Audio Review

“Gorgeous... with a well defined bottom end... and a high end that's silky’
Bobby Owsinsti, EQ Magazine

Engineers evervwhere are listening to Audix Nile V's. These speakers
are turning heads in studios with their natural sound, outstanding
detail and compact size. The Audix Nile V's minimize ear fatigue with
asilky smooth midrange between 3—5kHz. You won't hear the ‘honk’
other near-field speakers produce.

Audix Nile V's are constructed with a handmade 7" Kevlar® long
throw woofer and a 1" softdome tweeter. Every woofer and tweeter
are matched with a custom crossover and front ported cabinet for the
most balanced sound possible.

Best of all, you won't need a king’s ransom to move up to the near-
field monitors that editors are raving about...suggested retail for the
Audix Nile Vs is only $1495 per pair.

. L] - - - I - .
Audix Nile V Audix Studio Monitors—Hhear what you've been missing
SPECIFICATIONS
Jrequency range  (+2dB) 40152011
power capacity 100 = 350 watts A I l D I X

nominal impedance 5 nhms .
Slfll.\'l.ll.l'l.l.\' 90 (1w@1m) - "

crassaver frequency 2.2kl For more information call 1800 966 8261

714 588 8072 phone, 714 588 8172 fax, hitp://www.audixusa.com
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instance, and you want a distorted feel;
then you’re coming back out into a
verse, but you want that clean—I put
up two mics or more, depending on
how many different sections we require.
I'll put up two or three mics, and one
might be a very clean mic, with very lit-
tle compression—say, an M49—for the
verses, and then for the chorus, there
might be a 57 with massive compres-
sion and distortion. They’ll sing the
verse and move their head to the left or
right. depending on what makes them
comfortable, and have the other micro-
phones set up a different way, so the
voice sounds totally different.

“I own a bunch of outboard pre-
amps, and I love them to death,” says
Wright. “Add a tube mic, a compressor,
and we're off to the races. I typically will
not EQ a vocal to tape, because if I do,
then I think that I have not chosen the
right microphone. Typically I'll use an
1176, because they're fast, and they’re
not real hard; they don’t sound like
they're squashing. I love a lot of dynam-
ics—if a singer is overcompressed, it
takes away from the dynamics. You
build up an intensity, and you don't
want a compressor holding you back.”

DIANNE REEVES

Dianne Reeves has a diverse history.
Since her discovery nearly 20 years ago
at a high school jazz band competition,
the vocalist has ventured into R&B, jazz
and world music, earning two Grammy
nominations along the way. In the early
*80s, she sang on Harry Belafonte and
Sergio Mendes tours; she’s also worked
with the Latin Ensemble and Caldera.
Her ninth album, The Grand Encounter
{(Blue Note), is a return to her jazz roots
and features such legendary performers
as Toots Thielemans, Joe Williams and
Germaine Bazzle.

“I usually work with Eric Zobler,
and I really trust the vocal sound that
he gets,” says Reeves, of her longtime
engineer. “We're always trying different
mics in different places because I
record live, and I like to feel like when

Usually the first or

second take is it. It's usually

the ome when you‘re not

thinking, you just do it.

—Dianne Reeves

Fm in the studio with the musicians,
everything is as if 1 were onstage, only
I'm isolated, but I can see all of them.
So he uses lots of different mics, some-

you've tasted

times really old, warm mics, tube mics,
but more than anything, I just like a lot
of presence in my voice. I want every-
body to hear evervthing, from high to

SUCCESS

N OW hear what

you’'ve heen missing

Avid AudioVision®

Introducing LA’s newest choice for AudioVision, RSPE...

‘ TESE

4418 Vineland Avenue, Suite 116
North Hallywood, CA 91602
(818) 509-5876

(818) 509-5897 fax

Wouldn’t you rather buy from an audio specialist?
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low, to breath, so it sounds like I'm
right there with them.”

Reeves says that working with
Zobler for so long has made sessions
more streamlined. “Basically we just
find a nice range of closeness to the
mic, because if I sing something that's
really soft and I really want to lean in, 1
use the mic a little bit, because onstage
I use the mic a lot,” she says. “And its
different things for different kinds of
projects. If we're doing more of a pop-
oriented project, then usually I have to
stay at a certain place because my
voice is big. But if we’re doing a jazz
thing, I can lean up, and I can whisper,
and I can do all kinds of things, and he
makes it so that itll come out right.”

Reeves prefers to record as many
one-takes as possible. “We try to do the
song no more than three times, live
with the musicians, because then after

that for me, it's redundant and [ uy to
do what [ did on some other take. And
usually the first or second take is it. It's
usually the one when you're not think-
ing, you just do it. And so [Eric is] al-
ways ready for that. The one thing I
like about working with Eric is, he
knows me so well, that he just always
has the tape rolling. And I might be
messing around and it might just be to-
tally right. As I remember one night, the
lyrics of the song had just been written,
and I said, ‘Well, let me run through it
and see how this is going to work.” And
it was the ke.”

Reeves usually works with longtime
friend and producer George Duke.
“George and Eric are like a wonderful
team,” she says. “George is very well-
rounded, a deep background in all
kinds of music. Usually he just wants
you to be in there and to be toually
comfortable, and they both kind of
supply that comfort. They don't tell me
how to sing, they just make sure that
they hear what it is that I'm doing, and
make sure that what I'm doing gets
across. And Eric does that with sound,
and George does that in terms of going
through the lyrics to make sure that I

said the word the right way, or the
pitch was on, or whatever.

“Also, Eric has some musical back-
ground, which makes a difference,”
Reeves says. T know that he approach-
es his instrument, the board. like it's
part of the music. And the thing that 1
love about working with him is the fact
that he knows the lyrics of the songs.
And that's really important, so that he
can enhance what it is that I'm saying,
how the music is, the colors. Every-
thing sparkles, and it's just right.”

DAVID REITZAS
Last year, David Reitzas mixed Evita for
Madonna, 7he Preacher’s Wife for Whit-
ney Touston and Destiny for Gloria Es-
tefan. Engineering credits for '96 also
include the likes of Michael Bolton,
Barbra Streisand and Natalie Cole’s fol-
low-up to her multiple Grammy
Award-winning Unforgettable. Some of
Reitzas’ previous recording highlights
include a Grammy for Best Engineered
Album for Unforgettable and for Hous-
ton's The Bodyguard. Reitzas’ ten-year
relationship with producer David Fos-
ter has given him the experience of
—CONTINUED ON PAGE 211

TWO WILL GET YOU EIGHT

This math only works with the new 8MX2 Preamp/Mixer from AT]I, the folks
who brought you PARAGON. Not only do you get 8 of the best sounding mic-

preamplifiers available, you get 8 adjustable peak limiters and a versatile 8x2 mixer

with metering. All of this power in a single rack space, and for under $2000."

Hard to believe? Ask your local ATI dealer for a demonstration and you’ll see

how all this adds up.

S8y

= Aupio Tovs INc.

9017-C Mendenhall Court » Columbia, MD 21045 « 800-642-8063 * fax 410-381-5025  www.audiotoys.com
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Virtua(lly no competition).

VIRTUA

Starting at $39,500, the Virtua Digital Console is in a class all its own.

The Soundtracs Virtua has signaled the beginning of  compared and mixed in an intuitive, fast, and flexible

a new era in digital consoles. manner, which shortens the production process. And
For audio engineers, digital consoles have made the with specs like rapid format configuration, instant para-

seamless integration of complex and diverse audio and meter recall and dynamic and snapshot automation, the

video equipment possible, while achieving a high quality Virtua is everything you want in a digital console—at

audio mix at breakneck speed. But what has been a distant  less than half the cost of the competition.

luxury for some, has suddenly become an affordable reality. We think once you've done your homework you'll agree

The Virtua integrates a vast array of analog and digi-  that Virtua is at the head of the digital console class regard-
tal studio devices, allowing them to be processed, bussed,  less of its price. At $39,500, it is simply in a class all its own.

SOUNDTRACS

Phone: (516) 393-8520 ¢ email: soundtracs @ kkorgusa.com

Soundtracs products are fully supported and marketed in the United States by Karg USA, Inc. ©1996 Sound:racs USA, 316 South Service Road, Melville, NY 11747-3201
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Hemastering
[he tar Lars Irloy

It’s hard to believe that it’s almost 20 years since the Star Wars saga
came into our cinematic life. While few people can foresee the suc-
cess of any blockbuster film, #o one could have predicted that one
film could not only establish the filmmaker and his compa-
ny (George Lucas and Lucasfilm), but could also change
the art and craft of filmmaking. The general public is per-
haps more aware of Industrial Light & Magic, Lucas-
film’s visual effects wing, but it’s also safe to say that
the genius behind the sound effects and creature
voices, Ben Burtt, is the most recognizable sound
person in film history.

In anticipation of the release of a new Star
Wars trilogy beginning in 1999, Lucas has gone back and spiffed up
both picture and track of the original three films for a theatrical re-
issue titled the Star Wars Trilogy Special Edition.

PHOTOS. COURTESY LUCASFILM LTD
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The large number of sound effects

that will be heard in the digital
re-release of Star Wears that weren't in
the original “0mm prints have noth-
ing to do with new technology or re-
visionist sound editing. but instead
harken back to the crazy last month
ol mixing Sietr Werrsin May 1977, Be
cause visual effects were being creat-
ed and tweaked right up 1o the
release date, different versions of the
film had varying levels of complete
ness and finesse

IT WAS 20 YEARS AGO
TODAY...ALMOST

The mix began in early 1977 at The
Burbank Studios (now known by its
original name of Warner Bros.). even
tually moving 10 The Samuel Goldwyn
Studios (now known as Warner Holly-
wood Studios) Stage D tor the remain-
ing predubs and all final mixing.

Working primarily at night because of

previous bookings on Stage D, the

Ben Burtt and film editor Tom Christopher with some of the many reels that make up the Star Wars trilogy

crew predubbed extensively 1o fit the
final mix into the 33 inputs of the 4-bus
Quad Eight board. During these finals,
which Burtt remembers as taking about
three weeks, there was only one
recorder running, with a Dolby A-¢n-
coded t-track LCRS composite mix.

In addition to opticals not being
complete. there was another reason
that the -track master was missing cer-
tlain sound cttects: In 1977, they were
not completely confident punching into

a stereo mix.
Wenswere final mixed as a single ke,
“[The mixers] got more bold as the dub
went on.” Burtt notes. “1f you go into
the archives, vou'il see three or four dif-
ferent takes of reel 1. Sometimes |
would cut masters together: 1 remem-
ber this was done for reel 6. 1ts hard
for us to sec. with the flexibility that we
have nowadays, the limitations that we
had then and why we hesitated o do
certain things.”

The audio post crew for the remastering of Star Wars, around the SSL 5000 console at Skywalker Sound. Seated, | o r: Terry Eckton, Ben Burtt and Gary Summers.

Behind the console, | to r: Marni Hammett, Sean England, David Turner, Ron Ronmas, Gary Rizzo, lisa Storer, Tony Sereno, Jonathan Greber.
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As a result, balance changes were
made to the 4-track masters, along with
the addition of sweetener tracks, while
generating the first printmaster, the
Dolby A stereo 2-track. Even then,
“there was a lot of swiff that wasn't in
the stereo optical, including lines of di-
alog and sound effects, because opti-
cals were being cut in after the mix,”
Bunt says. “It was the first mix finished
and was also the least complete cre-
atively, because at that time the stereo
optical [format] was an unknown quan-
tity and Dolby wanted 1o test it and find
out how it was going to work. That mix
was rushed out of the door, and we
didn’t think it was that important be-
cause it was only going to be heard in
a few theaters.”

So. even more sweeteners were
added to the original 4-track mix, to go
with fixes in loop lines, when the 6-
track printmaster was made at Todd-
AO Stage A mere days before the film
opened. (Goldwyn didn't have a 6-
track recorder on its dubbing stages at
the time, although there had been two
on its fabled scoring stage before it
was converted 10 a shooting stage in
the late *70s). It was possible to cut it
this close because the 70mm prints

IELW oCENES

Work began at ILM in early 1994
on storyboards and animatics
(rough guide animation) for se-
quences that would need new pho-
tography, either live action or
special visual effects. (The shooting
of much of this new footage can be
seen in the IMAX film Special Ef-
Sfects that Burtt directed.) The other
work for ILM was to re-do opticals,
removing matte lines and generally
sprucing up the negative.

Many new shots added to the
trilogy are to establish certain loca-
tions. For example, “Ben Kenobi's
house used to be a little hut silhou-
etted against the sky. Now you see
it on a cliff in a big canyon with
birds flying around it and rugged
canyons in the background. It’s a
little bit richer in the geographic
sense. We’'re doing that with all
three films.”

There were three primary new
scenes in the film. One, a larger
Mos Eisley Spaceport which makes
it merit the classification “space-
port” more easily than the very
hare outback town portrayed in the
original film, which was shot very
quickly and cheaply. The new
scene features some new CG crea-

tures whose designs were based on
work that ILM had done for Jirus-
sic Park. Scurriers (based on the
Velociraptor) and the Ronto
(shamelessly derived from the
Brontosaurus, although any self-re-
specting dinosaur lover or child
would have called it Rachio, short
for Brachiosaurus). Burtt had to
credte new vocalizations for all
these creatures.

The second was in the Tatooine
desert sequence, with the Imperial
Stormtroopers scouting the area. It
features fully animated CG Dew-
backs, with new voices created from
recordings of hippos and rhinos.

The general public is not aware
that the character of Jabba the Hutt
was supposed to make his debut in
Star Wars not Retiurn of the Jedi.
Budget and time constraints pre-
vented Lucas from matting in a
good enough Jabba to replace the
guy in a rug suit who was pho-
tographed 1alking with Harrison
Ford in 1976. The restored film will
have a CGI Jabba the Hutt as he
appeared in Jedi, complete with
slimy tail. Terry Eckton was able 10
cut around the original human

Jabba, with Burtt adding in new di-

alog in “Huttese.” Unlike another
high-profile restoration, Lawrence
of Arabia, there has been no addi-
tional human ADR necessary in
preparation of the Special Edition
of the trilogy. ]
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could be printed. striped with magnet-
ic oxide. and then set aside 1o wait tor
the 6-track printmaster. At that point,
the print was “sounded” by copving

from the printmaster to the |

Wars opened initially in about 35
70mm engagements.

Even after the film was in theaters
and on its way 1o becoming the most
popular movie ever made. the mix was
continuing at Goldwyn. in order 10 cre-
ate what Burtt says was considered by
Lucas 1o be the genuine article. . .in
mono! “He [Lucas] felt that the stereo
mixes were just for a few isolated
venues. and he put his real effort into
the monaural because that was what
was going to play in most theaters.

However. since the mono mix was
done in the standard 3-track tashion
with separate dialog, music and sound
effects, the original <i-track mix, being a
composite of all three elements, was

/,
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unusable. This turned out to be no real
handicap, and in fact doing that mix
from scratch had its own benefits, Burtt
remembers that "by the time we got to
the monaural there were even further
developments: more changes in dialog,
more changes in sound effects, differ-
ent processing,” many of which would
have been tough to implement with
everything married together.

That mix was primarily heard by the
public in the initial 1977 wide release
of Star Wars, since later re-releases
were either in 35mm or 70mm Dolby
Stereo. However good or complete, this
mono mix, being mono, was usable to
Burtt in 1996 only as a guide to deter-
mine differences between it and the
original 4-track mix that would remain
the cornerstone of the remastering,

To help facilitate the foreign-lan-
guage dubbing that he would travel
around the world supervising, the last
thing Burtt and the mixers did at Gold-
wyn was to create two 3-track stereo
“crashdowns,” with creatures on one
and all other effects and Foley on the
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other. While still not an effects stem in
today’s sense, it simplified foreign
mixes and proved to be a help during
the remastering,.

THE IN-BETWEEN YEARS

In 1995, a little more than a year before
Lucasfilm finished work on this special
edition, there was a much-touted final
home video re-release of the “original”
versions of the films in the tilogy. [Edi-
tor’s Note: See Larry Blake’s column in
the November 1995 Mix ./ Where the first
video release of Star Wars in the early
'80s simply used the original stereo opti-
cal mix, the 1995 “THX" mix was made
from the 6-track master, plus the sweet-
ener elements that were originally cut
from the mono version. Over the years,
people have seen so many different ver-
sions and mixes that there would be ar-
guments among the fans as to what was
in what version. Burtt says that he
would get calls “from people in phone
booths in Manhattan telling me that they
heard secret messages backwards. 1
have heard everything imaginable.

“But very often people were paying
more attention than 1 was. Sometimes
they would point out discrepancies that
I wasn't even aware of that I had go
back and figure out. There was an off-
screen line of Threepio’s, where he
says, ‘That’s the main power station
tractor beam switch, and you've got to
go there and turn it oft.” And that was
ot in the 6-track version of the movie;
it was only in the stereo optical. It
wasn’t even in the mono, and I don’t
know how it happened, but we found
that line and now it's back in.

“As far as 1 know, all of the dialog
that was ever in the film is in this ver-
sion, and all the sound eftects that ever
appeared are in, plus more. Plus new
music and new scenes, so this should
represent our best statement as to what
the complete movie is and supersede
all other versions.

“T got very excited working on it. [
had gotten pretty tired of the films and
hadn’t looked at them for a decade—
except for the occasional video mix—
and I was excited to watch them again
in a theater. I guess it was ‘early career
nostalgia.” "

Fortunately, all of the necessary
original sound elements were still in
existence and in good shape: the %-
inch production recordings, 2-inch 16-
track music recordings, 35mm mag cut
units, premixes, and all of the various
mixes and print masters. The only ele-
ments MIA were the Foley units. The
original 4-track mix, once located, was
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very carefully X-copied to 35mm +-
track Dolby SR and Tascam DA-88.
then put aside until it was needed for
the creation of the new 6-track print
master.

It was clear that the original 4-track
mix would be the backbone of the
restoration, although they would have
to use dialog and effects premixes, plus
original cut music clements, to enable
them to match when going to or getting
out of new material, be it an inserted

shot (such as the revised version of

Han Solo’s shootout with Greedo), or
any of the new scenes.

In preparation for the restoration,
Burtt and re-recording mixer Gary Sum-
mers, who has worked at Lucasfilm
since 1981 and was one of the mixers
on Return of the Jedi. listened to the
original 4- and O-track print master at
Skywalker Sound’s Stag Theater at Sky-
walker Ranch, north of San Francisco.

Using his notes from 1977, Burtt ei-
ther found the original 33mm cut tracks
or had new tracks cut from his %-inch
work tapes. In addition. he attended to
Lucas” 20-year-old “could-have-heen-
better™ wish list.

Sound editor Terry Eckton worked

with Burtt in getting the tracks ready for

re-recording. Eckton was u logical
choice, having cut creatures on both
Empire and Jedi. She spent approxi-
mately two months on Star Wars, both
conforming premixes on mag and cut-
ting new tracks on Pro Tools.

JUMP-CUT: 1996

Gary Summers’ first task at the mix was
to predub all of the new material in the
5.1 format. This included not only
sweetener elements used during the
original 1977 print masters, but material
for new scenes and surround/sub-
woofer sweeteners that were cut to
take advantage of the 5.1 format. The
final print mastering then involved
these premixes added to the 4-track
mix, original cut music elements. origi-
nal dialog and eftects premixes, plus
the two effects combines made for for-
cign dubbing use.

The original mono surround track
was transformed into stereo surrounds
in two ways. First, when the original
surround was fine but needed to be ex-
panded. it was put through a Meridian
565 home THX processor to utilize the
home-THX stereo decorrelation feature.
Also, they cut new specific elements for
ship motion, a good example of which
was the battle in the trenches of the
Death Star. They tried to “bring the ac-
tion off of the screen and into the
room,” Burtt notes. "We were very con-
servative in the original film because
surrounds were not likely to be played
consistently from theater to theater.”

Even more miysterious to mixers at
the time of the original mix was the
subwoofer channel, which was then
called “hass extension™ by Dolby Labo-
ratories because it was used to help the
overall bass response of the system,
and not just for low-frequency eftects
below 100 Hz. By bleeding low-fre-
quency material from the left and cen-
ter tracks to the left-center speaker, and
the center and right tracks into the
right-center speaker. the low-frequency
handling capabilities of the then-stan-
dard Altec Lansing Voice of Theater
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speakers were enhanced. (Some the-
aters also had separate subwoofers.)
Because they were working from
composite master in 1977, all materi
al—dialog, music, and sound effects—
was put into the “baby boom™ channel,
sometimes o the effect of muddying
the image. As the Dolby 70mm process
evolved in the mid-"80s, mixers would
only add selective information to the
hoom channels (or sometimes nothing
at alh). Today. this is not an issue be-
cause the digital release formats all
have a separate, discretely assigned
subwoofer track. “The film never had
the real low, low frequencies, but now
we can extend the low end to what
we're hearing today,” says Summers.
Thus, Burtt and Summers created a
new subwoofer track, with specific ef-
fects cut for low-end sweeteners for ex-
plosions and such, although Burtt says
that they tried to keep it stylistically

close to the original in tone. 1 went
back to my original work tapes and
drew only from that material.”™ he ex-
plains. ~I figured the best way to make
it sound like I would have done back

then was to keep to the same pool of

cftects and rework them.”

The overall low-frequency response
was also extended in terms of the three
nuiin screen channels, due in no small
part to the increased low-end capabili-

ties of modern theaters (including, of

course, those with Lucasfilm’s THX
Sound System).

Once the new premixes were made,
Burtt and Summers went through the
film writing automation for :lll the ele-
ments, with the conformed X-copy of
the 4-track mix in the monitor at unity
gain. Overall level of the 4-track was
not touched, although Summers did
use two 2-track Cedar DE-T 20-bit de-
hissers to help combat some of the
noise buildup that had accumulated in
1977 with such heavy premixing and
only Dolby A-Type noise reduction at
their disposal. Summers says that the
hiss was really bothersome in quicet
scenes such as with the Jawas in the
desert, where the only sound is R2-D2's

motor and light ambience. *We would
never aceept that amount of noise
today: we would shut down and figure
it out!” Summers exclaims. Because the

Cedar unit has a two-frame processing
delay. the 4-track element was retarded
by that amount when threading up.

Next in the processing chain across
cach channel was a GML 8200 EQ for
overall shaping. Summers found that he
could hoost highs as needed without in-
creasing hiss, as would have happened
by putting the EQ ahead of the DH-1:
the DEH-T would have had to work hard-
er to do its job with an altered signal. He
also did an overall boost of the low end
and took a little “bite”™ out of the
midrange. finding one setting that was
consistent from reel to reel.

The final step in the chain for the +-
track master was an Aphex Dominator
I limiter to take the edge off of some
sharp transients; in many instances. the
chief offender was R2-D2! Burtt says that
their “main problem with the original
mix were technical matters: You can't
really undo distortion in dialog. Gary did
his best to re-EQ the dialog and make it
sound as natural as possible.”

—CONTINUED ON PAGE 212
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- introducing electroluminescent screen technology from DK-Audio

DK-Audio MSD200 Master Stereo Display combines a
Phasemeter, Audio Vector Oscilloscope, and Peak Program
Meter in a compact (7” x 5” x 1.7”) easy-to-use unit.

It provides an astounding 160° viewing angle and is easy to read
even in adverse lighting conditions.

The MSD200 Audio Meter provides a fast crystal-clear graphical overview of the entire audio
signal, making it a superior and more versatile solution for mixing than traditional meters.
Electroluminescent screen technology provides unprecedented clarity and sharpness - even
from across a large control room. Menu-guided access to all functions makes the MSD-200
easy to use. Software upgradable features can be added via PC.

PHASE METER

Displays the average phase relationship between
two audio signals. The visual indicator clearly
displays mono, sterea
center-zero scale,

Peax PROGRAM METER & ADJUSTABLE SCALES
Indicates the level of the audio signal for cach
channel. You can select between Flying Peak, Peak
Hold and Fast Peak plus six internationally
standardized scales. Reference levels can be set
individually for the two channels

and reverse phase on a

MsD200

Aupio VeCTOR OSCILLOSCOPE
luseruees the audio signal in the M-S domain on
the two axes provided.

OVERLOAD INDICATORS
Bright red LEDs above cach PPM immediately
indicate if vour signal is in overload.

FAST FOURIER TRANSFORM SPECTRUM ANALYZER

TheFast Fourier Taantform Analyzer Option is an
ideal 1ol for anulyzing fréuency. distortion and
nioise compornents akross the audible bandwidih,

SIGNAL GENERATOR
Built-in signal generator offers a chaice of user

definable noise wavetorms for spectral alignment.

Distributed and supported by:
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TC Electronic iInc.. 705-A Lakefield Road. Westlake Village. CA 91361 Phone: (805) 373-1828 Fax :(805) 379-2648 Email; usinfo@tcelectronic.com WWW: hetp://www.tcelectronic.com
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== Have you
m/c £ ;——"/4 found your
customers more demanding lately?
They want a lot more for a lot less.
They want it cheap and they want
the kind of service and performance
that they didn't pay for.

In an effort to meet this demand,
you might have been
seduced into lowering
your standards, only to
find that the cheap
mixer you just installed
came with optional
radio! RF rejection is
something you take
for granted when you install profes-
sional mixers like Yamaha's.

What if you could have Yamaha
reliability and the cheap price too?
What if you could have the reliability,

the cheap price, and even more
value? Introducing the Yamaha
MX12/4 four bus mixing console.

At just $5993.95, the MX12/4
maximizes your clients dollars
without sacrificing your integrity or
peace of mind. It's a Yamaha, so you
can plug it in, turn it an and walk
away, kncwing it will
Never give you or your
client a moment’s worry.

More value? It's a
rack mountable, 12x4x2
mixer with an onboard
digital reverb and a
7-band graphic EQ

S0 your customers get the extras

without paying extra. When your cus-

tomers aren't spending all their money
on hardware they have enough left
to pay you what you Geserve.

e
A . 4 s '

.\

You get the picture. So now
you'll want the brochure. Call (800)
937-71111 ext. 660 and we'll send
it o you.

Just because you have a tight
bueiget doesn’t mean you need to
make sacrifices that will come back
to nurt you. The Yamaha MX12/4
IS @ no-compromise mixer: great
features, great heritage, great
reliability ang great price. Instead
af staying up late at night listening
to the radio, you'll sleep soundly.

-B00-937F7171

Call for more information.

YAMAHA

SMART VUG

©13987 Yamaha Corparation of America, Professional Audio Department, 20. Box 6600, Buena Park, CA, 90622-6600. (714)522-9011. www.yamaha.cam

USEREADER SERVIULE CARD FOR MORE INFO
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By Phillp De Lancle

Iy rior to November’s 101st AES convention, the recording industry’s
flagship trade show had not been held in Los Angeles since 1990.
A lot changed in the intervening years, a period in which the per-
sonal computer went from sideshow to the main event in the audio
domain. On the Macintosh side, where the market for computer-based
audio tools first took off, Digidesign dominates all but the very high
end (Sonic Solutions territory), a testament to the company’s strategy
of positioning its offerings not merely as hardware and software prod-
ucts but as platforms with a wide range of capabilities provided by
third-party developers. Whatever competition remains wasn’t much in
evidence at the show, especially as Macromedia (which now markets
both Sound Edit 16 and DECK) did not exhibit.
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GREAT SOUND BEGINS WITH AKG

/N(G large diaphragm condenser microphones all share one common denominator-

the distinctive sound that has made AKG the #1 brand of microphones in recording
studios around the world. From the legendary C414 to the vintage tube
C 12 VR and the versatile C3000, AKG professional

studio microphones are optimized for any
vocal or instrument application. Engineered 3
for uncompromising quality, it's pure AKG. H A Harman International Company

1449 Donelson Pike ¢ Nashville, TN 37217 USA
Phane: 615-399-2199 » Fax: 615-367-9046
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Digidesign, however, is in no posi-
tion to rest on its laurels. Systems such
as SADIE (from Studio Audio and
Video, U.S. offices in Nashville) have
proven once and for all that the Mac is
not the only viable host platform for se-
rious production tools, and the advent
of Windows 95 seems to have provided
a boost to the “Wintel” side of the mar-
ket (IBM PC/compatibles running Win-
dows software on Intel chips).
Digidesign is aware of all this, of course,
and continues to expand its Windows
line, including a newly announced Win-
dows NT driver for the AudioMedia 111
PCI card.

Judging from both the strong show-
ing of Windows-based systems and
continued developments in the plug-in
market for Digidesign’s Mac-based of-
ferings, computer-based digital audio
tools are flourishing. Here’s a taste of
what caught my eye as I made my way
around the show floor.

WINTEL SOFTWARE

AND SOUND CARDS

Now distributed in the U.S. by Panason-
ic, Merging Technologies (San Diego)
debuted the Pyramix Virtual Studio sys-
tem, shown in prototype form at last
year’s AES show in New York. The sys-
tem is designed to integrate digital mix-
ing, effects processing, disk recording,
multichannel editing, and CDD-R master-
ing capabilities for popular CD-R de-
vices. It also allows users to make
custom routing and effects configura-
tions. A core effects group included
with the system consists of parametric
4-band EQ, 10-band graphic EQ, 3-
band tone control, dynamics (noise
gate, expander, limiter, compressor, de-
esser) and multiple digital delay effects.
The company says additional DSP ef-
fects including reverb, time compres-
sion and expansion and pitch shift will
he made available by Merging or third
parties.

Pyramix uses Merging’s new Kefren
DSP audio processor board, a special-
ized audio processor for personal com-
puters and workstations. The board
sports four AT&T 32-bit floating-point
DSPs for processing up to 24-bit, 48kHz
audio. Both 4- and 8-channel Pyramix
configurations are available, either as
board and software kits or as turnkey
systems. The company also showed a
prototype two-rackspace Audio Inter-
face Unit (AIU), which accommodates
up to eight channels of simultaneous
user-specified inputs and outputs. Avail-
able for either Windows 95 or Windows
NT, Pyramix uses Open Media Frame-
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work Interchange (OMFI) to ensure
compatibility with other leading audio
and video workstations.

The SSHDRI1 from Soundscape (Ven-
tura, Calif.) is also a multitrack Wintel-
based recording/editing system with
hardware expandability of up to 128
recording/playback tracks (see “Field
Test” in Mix, November '96). The sys-
tem has been enhanced with reverb,
pitch shift and time stretch effects that
will be available as real-time DSP
processes in the first quarter of 1997.
Soundscape also showed a prototype of
a new 8-channel I/O box due out at
around the same time.

Digital Audio Labs (Plymouth,
Minn.), whose CardD line has been a
popular I/0 option for Wintel ma-
chines, announced the V8 product line,
a PC-hosted hardware platform for hard
disk recording and DSP. The system’s
main board (full-length ISA) supports
mixing of up to 16 channels. Available
I/0O cards include CardDPlus, the new
Deuce Coupe (stereo analog and digital
inputs/outputs), and the new Big Block,
with eight channels of analog 1/0s and
stereo digital 1/0. Multiple Big Blocks
may be used in a single system. An in-
terface card for Alesis ADAT-format ma-
chines (the MDM Custom), supporting
both 8-channel digital 1/0O and machine
control, is also available. For signal pro-
cessing, the DSP Supercharger card
comes with one pair of Motorola 56002
DSP chips installed and slots for up to
three additional pairs of chips. System
pricing starts at around $2,500.

Another hardware/software combi-
nation for Windows 95 is available from
Metalithic Systems (Sausalito, Calif.).
The Digital Wings for Audio system in-
cludes a PC card (two stereo inputs,
one stereo output) with optional break-
out box (named BOB) and DWA soft-
ware for recording/playback and
editing of up to 128 tracks. The software
is organized around a hierarchical fader
grouping model, with waveform editing
in a separate window using Way Cool
Edit. Available effects include reverb,
delay, flange, distort and envelope func-
tions. MIDI I/O is integrated for
sequencing and synchronization appli-
cations.

Designed for broadcast applications
is CUTmaster from CreamWare (Sumas,
Wash.), a Pentium-based recording/
editing system featuring MPEG I edit-
ing and file transfer, full real-time DSP
suite, synchronization, audio preview,
format conversion, networking capabil-
ity and the CARTmaster playback/re-
trieval system. Prices begin at $2,395.

Sonic Foundry (Madison, Wis.)
showed the Version 4.0 update to its
popular Sound Forge program for Win-
dows. The company is shifting away
from a proprietary plug-in strategy and
moving to embrace a new plug-in for-
mat based on Microsoft’s ActiveX stan-
dard, which offers improved support for
real-time previewing. Sound Forge 4.0
also includes a new nondestructive cut
list, new noise reduction and spectrum
analysis plug-ins, a preset manager and
support for Progressive Networks’ Real
Audio 3.0 audio streaming format for
the Internet. Additional plug-ins will be
available from Waves (Knoxville,
Tenn.), which announced the compati-
bility of its Native Processing Power
Pack with the program. The Power
Pack includes Waves' L1 limiter, Q10
paragraphic EQ, C1 compressor/gate,
S1 stereo imager, TrueVerb and Wave-
Convert batch processor.

Innovative Quality Software (Las
Vegas) was showing its revamped Soft-
ware Audio Workshop product line for
hard disk editing and multitrack mixing,
Version 6.0 of SAW, which has been re-
built around the architecture of Innova-
tive'’s top-line SAW Plus, now supports
simultaneous playback of up to four
mono or stereo tracks and can address
up to two stereo sound cards for four
channels of 1/0. Version 6.0 also now
supports third-party plug-ins. The pre-
vious version of SAW is still available at
a lower price as SAW Classic.

Wave Computing of West Milford,
N.J., showed StudioPC, a custom-con-
figured, rackmount, IBM-compatible PC
with 100 to 200 MHz Intel CPUs and
recording software pre-installed and
ready to run “right out of the box.” Most
popular MIDI and hard disk packages
are available, including Cubase, Cake-
walk, Logic, Spectral, Sound Forge,
Pyramix, SoundScape, etc. Prices start at
$1,489; software packages are priced
separately.

HARDWARE-BASED SYSTEMS
Although not entirely computer-based,
it's getting more and more difficult to
separate the stand-alone, hardware-
based recording/editing systems from
those that require a host PC.

Akai Digital (Fort Worth, Texas) de-
buted enhancements for its DR8 and
DR16 digital hard disk recorders. The
SuperView SVGA interface card con-
nects the DR8/DR16 to a standard com-
puter monitor and keyboard, allowing
for comprehensive display and key-
board-driven editing functions. Version
2.0 of the DR8/DR16 operating system
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Want your mixes to deliver the punch and clarity of the industry We've even thrown in a Calibration Tone Generator. All of the
heavyweights! Now you can... thanks to the Finalizer™, TC's Finalizer's functions are easily monitored on the graphic LCD and
new concept in dynamics signal processing. Inserted between on the seven precision LED meters.
the stereo output of your mixer and your master recording
media, the Finalizer dramatically increases the volume without Now even your demos will sound like a CD. You can
sacrificing fidelity or stereo imaging. simultaneously:
Convert It: 20 Bit precision A/D and D/A Convertors
AES  ANALOG Shape It: Five band 24 Bit Parametric Equalizer
Finalizer Enhance It: Choose between De-Essing, Stereo
| Adjust or the Digital Radiance
Generator™
DIGITAL/ANALOG MIXER AES’ANALoé Normalize It: Real-time Gain Maximizer
oOT Expand It: Variable Slope Multiband xpander
Squeeze It: Multi-band Compressor
Trim it: Variable Ceiling Limiter prevents overloads
’ Fade It: Manual or Auto Fade Tool
Dither It: To maintain the highest resolutions on
The Finalizer creates that extra energy boost that you otherwise the digital AES/EBU and S/PDIF outputs
only can get from a professional mastering house. With its
powerful multiband processing it will make your mixes sound Naturally, the Finalizer fully lives up to TC's twenty year
punchier, Jouder, crisper, warmer, spectrally balanced, reputation for sound quality, specifications and construction.

more*“in your face”. it’s your choice!

The Finalizer's ‘Wizard' function easily finds the optimum setting Try it - you'll be knocked out by what the Finalizer will do for
for your mix: Simply enter the type of music you are mixing and your mix. Call 1-800-798-4546 for the location of a TC dealer
to what extent you want it processed... and you are done! The near you.

more experienced user may “tweak” the signal 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 4 . .
Ay Wizard | Finalizer
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offers many new features, including
manual punch-in/out, backup to SCSI
DAT and Exabyte tape drives, support
for drives larger than 4 GB and a mode
allowing users to save defined settings
as templates.

Fairlight (Culver City, Calif.) unveiled
MFX-3plus, a major update to its flag-
ship system with an upgraded CPU, PCI
bus support, an enhanced controller
and a modular approach o new soft-
ware releases. All major software com-
ponents will now be available as
individual, function-specific modules,
which can be custom-tailored to suit in-
dividual needs or applications. Due
carly this year, the first release will be
record/play-only modules, designed to
provide an economical alternative to
tape-based digital multitracks.

MASTERING SOLUTIONS

For mastering applications, Mac-based
systems from Sonic Solutions (Novato,
Calif.) have long maintained a leading
role at the high end, with the SADIE
system offering the most highly evolved
alternative on the Wintel side. Just three
weeks before the show, Sonic had an-
nounced the release of Version 5.1 of
the Sonicstudio software package, with

The Professional S0
DSPeFX

True 32-bit
Floating-Point
Processing
Complete Visual
User Intertace

User-Upgradable
Architecture

YES
YES
YES
YES
YES

no

J
(Y
(@  Complete Online
Upgradablhly

Unrestricted Real
Time MIDI Control

Available With
Analog & Digttal 1/Os

Prices Starting At

ftware/Hardware Effects Processing System

YES

enhanced premastering functionality, in-
cluding a “CD Play Panel,” allowing di-
rect audition of any audio track written
to Exabyte tape in the DDP format, as
well as the ability to re-record PQ data
and ISRC codes on previously written
DDP tapes.

At AES, Sonic previewed Version 5.2,
which was scheduled for release as a
free upgrade in December 1996. Op-
tional 96kt z sampling rate capability
(available at an additional charge) will
ready the system for the 24-bit/96ki1z
high-density audio format that may end
up as part of DVD-Audio. Sonic has
also added support for Sony's PCM-
9000 magneto-optical recorder, as well
as OMS (Open Music System) support
to case integration of external control
surfaces into the Sonic work environ-
ment. Version 5.2 will also add support
for Mezzo Media Archiver Version 2.2.2
to allow backup of an entire project in
one step. Sonic also announced its in-
tention to develop technology for creat-
ing Liquid Audio-compatible files for
real-time audio distribution on the In-
ternet. [For more on Liquid Audio, see
last month’s AES report—Ed.)

SADIE, meanwhile, has implemented
a major upgrade, with SADIE3 debuting
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at the show. The new software is de-
signed to run on existing SADIE hard-
ware, as well as the company’s Octavia
modular digital workstation. Among the
new features are dynamic reallocation
of DSP power and read/write support
for 2 variety of major audio file formats,
including such Mac formats as AIF and
SD 11 Particularly notable in terms of ef-
ficiency is the ability to load tracks on
or off the system in the background
while working. SADIE3’s mixing mod-
ule now allows ftull user configuration
with automatable dynamics, EQ and
level, and allows internal subgrouping
and effects sends. And a new Project
Manager keeps audio and edit data to-
gether in a project, which may be
backed up in a single operation. A
broadband de-noise module designed
by CEDAR Audio is available as an op-
tional plug-in.

THE DIGIDESIGN PLATFORM

The big push at the big Digidesign
hooth was on touting the benetits of the
just-released Pro Tools Version 4.0. The
program now runs native on PowerPC
machines. Among the new features
demonstrated were send and mute au-
tomation, as well as dynamic automa-

ard from EM Magazine

!
RUNS ON ANY WINDOWS PC!
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The answer is: The blanket
will cegrade sound quality.
The so called BOSS effect
(Blanke: Qver Sound Sys-
tem) can also be achieved
without the blanket, but is
neverthelass an undasirable
effect Often times, when
the tlankat isn’t present
and the PA still sounds bad
the culprit is none other
than the system's graphic

531E

GRAPHIC
EQUAL.ZER

GRAFRHIC

EQ! EQUALIZER

Symeirix is making a couple
of new ccncert scund
quality graphics that will
blow the slanket off your PA!

The detaiis:

& Ccnstant Q equalizers-exhibit
superior feedback ccntrol characteris-
tics, but don't all scund the same.
Filters must combine with minimum
ripple to azhieve oredictable fre-
quency *esponse. Q must be opti-
mized to limit interaction between
adjacent bands. Out filters exhibit the
very pest combination of minimum
ripple and maximur: selectivity.

The graphs to the right were made
with ail aders at max - mum boost,
not a zypical setting. tut a test that
can immediately pinpaint an

equa izer’s problems. The ripple from
the well kmown brand X is not hard
o hear! The Symetrix graphics not
only 0ok better on paper, they
sound significantly better!

® THD+Noise (1kHz at +4dBu, eq
in, all bands flat) is <0.002%. A very
important spec in any EQ, it.can only
De ache'ved with meticulous design
and exacting craftsmanship.

& Precision grounded center
detent metal shaft faders. Two
important concepts: 1) The center
detent means that when a fader is in
he center {grounded)-position its
‘ilter contributes zero noise. 2} Metal
shaft taders operate more smoothly
and reliabty over time. They cost a ot
more than plastic ones found in
competing units, but we believe that
without them you don’t have a
orofessional EQ.
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< Variable low and high cut filters.
Visible woofer cone movement is the
result of subsonic audio passing
through your system. Our variable low
cut filter stabilizes your speaker voice
coils without sacrifycing low end audio.
Ultrasonic audio destroys homs. The
531E and 532E variable hi cut filter
removes the high frequencies you can't
hear, and saves you money at the
same time.

< The two position range control
switches the 31 graphic faders

between a standard +/-12dB range
and a high resolution +/-6dB range.

USE READER SYRVITFCHRODIEORTMORE INFD

= Large high contrast knobs and
crisp graphics. A feature we know
youll appreciate late at night when
youTe really tired. (Many EQ’s don't
even have knobs on their faders)

= Servo controlled output
stages climinate large electrolytic
caps from the output. The result is
zero BC output offset, a low -3db
rolloff point (6Hz), and the elimina-
tion of output loading effects.

2 LED input level ladder. An EQ's
dynarnic range spec can only be
achieved when the incoming signal is
properly adjusted. With the 531E and
532Einput signals are set precisely
where they need to be. Dynamic
range of over 112dB is assured.

= We've got more features: intemnal
power supply, failsafe relay bypass, CE
compliance, XLR and 1/4” connectors,
high tolerance multi dialectric film
capacitors (resulting in low sensitivity
to temperature changes), and many
more. We can't go further here, but if
you call us we’'d love to.

Specs can tell you a lot, but the
sound is everything. Give our
single channel 531E or dual chan-
nel 532E a try and we're sure you'll
agree that these EQ's can indeed
blow the blanket off your PA!

© Symetrix

Lynnwood, WA, USA

TEL (800)288-8855 / (206)787-3222
FAX (206)787-3211
WWW.SYMETRIXAUDIO.COM




tion of nearly all TDM plug-in parame-
ters. Version -£.0 will also include loop
recording, batch export to multiple tar-
gets, new fader grouping features and
built-in support for synchronized dis-
play of QuickTime movies. An optional
MachineControl add-on allows transport
and scrub-to-picture control over VIRs
using 9-pin and VLAN protocols.

Pro Tools 4.0 features built-in sup-
port for hardware control surfaces from
third-party manufacturers, including JL
Cooper, Penny & Giles and Peavey, as
well as for a new controller under de-
velopment by Mackie—a prototype of
Mackie’s Human User Interface (HUD
was on display at the show. The au-

tomatable HUI features eight 100mm
updatable motorized faders and bidirec-
tional MIDI or RS-422 control.

One of the smartest strategies
Digidesign has pursued over the years
is to aggressively support the extension
of their products’ capabilities by third-
party developers through plug-in archi-
tectures, first for Sound Designer and
later via TDM. At AES, the company an-
nounced AudioSuite, a new plug-in
specification for Pro Tools 4.0. Core
DSP plug-ins bundled with Pro Tools
will include reverse, normalize, pitch
shift, time compression/expansion,
invert, DC offset removal, dither and
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Dolby Surround Encoder TDM Plug-in

Many existing plug-in developers at
the show announced plug-ins in the
AudioSuite format. Waves, for instance,
announced AudioSuite versions of L1,
Q10, C1, S1, TrueVerb and WaveCon-
vert. Other AudioSuite plug-ins an-
nounced include the Pure DSP pitch
processor from Mark of the Unicorn, the
VocAlign voice pattern synchronization
tool from Synchro Arts, the Steinberg
Loudness Maximizer, and Spatializer's
PT-3D.

The list of TDM plug-ins, meanwhile,
continues to  grow, making the
Digidesign third-party developer hooth
a busy and often crowded spot on the
show tloor. Some of these plug-ins in-
tegrate into the digital workstation envi-
ronment  processing  capabilities
previously availuble only in stand-alone
devices; others perform new and un-
usual operations inconceivable before
the digital age. (Contact information on
third-party tool developers is available
from Digidesign in Palo Alto. Calif.).

Included in the former category are
dynamics processors from Drawmer
and dbx. The latter demonstrated the
DCO66 compressor/limiter/gate, which
emulates the company’s Overeasy cir-
cuitry found in the 1006. Drawmer’s Dy-
namics plug-in is also @ compresso
limiter/gate, this one based on the com-
pany's DS 201

Dolby Laboratories was showing
Surround Sound Tools for THM, two
plug-ins that combine to allow Dolby
Surround encoding and Dolby Pro
Logic decoding for monitoring of sur-
round-encoded program. The pair are
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amplifier gives you the purest audio signal that money
can buy. Throughout its development process., close
attention was paid to every detail to ensure superior
sonic performance. The RP 500 is accurate. translating
into a perfect mix!

RP™ 500 MOSFET studio reference power

Frequency response. phase and signal-to-noise are
technical terms that may make your brain hurt to think
about, but they mean everything to the accuracy of your
mix. Many amplifier companies strive for excellence in
one arca, being excellent in all of these is what makes the
RP 500 the perfect studio amplifier.
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mix and not the wmp.
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CHRIS MARS

RECORDING HOME ALONE

hortly before alternative prog-

enitors and all-around icons

The Replacements broke up
in the carly '90s, founding drum-
mer Chris Mars left the band and
embarked on a solo career. The
Minneapolis resident landed a deal
with the Smash label, and over the
next two years he produced two
well-received albums of his own
songs at nearby Paisley
Park Studios. Only a few
guest musicians were fea-
tured on those records—
Mars played virtually every
instrument himself.

It may seem strange
that Mars would choose
this approach after playing
with a band for many
years, but he says it comes
naturally. *I do a lot of vi-
sual art, too,” he says,
“drawing and painting.
P've been creative in a soli-
tary way all my life.” Un-
fortunately, studio time is
a lot more expensive than
oil paints, and playing
most of an album’s parts
oneself can be a particu-
larly time-intensive way to
record. Mars often found
his creativity curtailed by
the clock.

By 1994, when he
signed a contract with
New Jersey independent
label Bar None, Mars had
come up with a solution to
his time and money problems: “1
suggested buying a studio because
of all the gear on the market that al-
lows you to get some pretty good
recordings at home.” It made sense
to the label, so with funding in
hand, Mars called music stores in
Minneapolis and New York City.
He decided on a package offered
by a local store consisting of 16
tracks of Tascam DA-88; a4 Samson
MPL 2242 mixer; Yamaha NS-10M
monitors; mics including six SM57s,
two Audio-Technica AT4033s and
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one AT Pro 23; two dbx 166 com-
pressors; a Roland Super JV-1080
synth module; a bunch of BOSS
pedal effects; and a Yamaha DTR2
DAT machine.

After setting up the gear in his
living room, Mars was ready to
make his third record, with com-
plete creative freedom. But what
about engineering chops? “t had no

Mors in his studio, illustrating the
benefits of working at home. Background:
A Mars painting adorns the cover of his

new release, Anonymous Botch.

idea,” he says. “God, it was a
headache. That record was many,
many calls to the store and just tak-
ing a lot of notes. I didn’t know
how a board actually worked or
anything.” Mars had, however,
learned skills like mic placement
during his studio work with The

BY ADAM BEYDA

Replacements, so with this know-
ledge and a lot of diligence, he
got by.

To record his new album, the
recently  released  Anonymous
Botch, Mars built-out a studio space
in his basement (named Pine Box
Studio in honor of the building ma-
terials and the design). He had a
much easier time engineering on
this go-round and record-
ed the album over a peri-
od of two-and-a-half
months. Asked if he miss-
es working with profes-
sional engineers, Mars
replies, “Sometimes, yeah,
because 'd like to be
able to concentrate on
the purely creative end.
But if you're in a studio,
you have to hurry any-
way. When you're at
home, you can take your
time and dabble, so 1
think it balances out. And
at the same time, it's pret-
ty fun, because if there's a
sound you have in your
head, you can go for it
and it’s very educational.
Pve leamned a lot.”

It may seem a haphaz-
ard approach or a simple
setup, but the studio is a
comfortable place that
enables Mars to work
alone and unfettered. It's
a serviceable, creative
tool for him that he uses
as such. “I think of music in gener-
al as just a vehicle to express your-
self,” he says, “and I treat the gear
as more of just a way to get things
out rather than getting all into the
technical nuts and bolts. All that
sttt is helptul, too—bit by bit you
learn a little more, maybe pick up a
piece here and there, then you just
hit yourself in the head and say,
‘Shit, 1 should have done this three
years ago.” You do things the hard
way, but it's all about getting the
idea across.” .
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THE PLACE

LUCERNE, SWITZERLAND

he Place is the personal do-

main of Heinz Affolter, a

Swiss guitarist/composer/en-
gineer, in that order. It’s Affolter’s
third studio, the latest generation of
a work space/business that has
supported itself and its owner since
the late ’70s. “It’s something be-
tween a commercial studio and a
private facility,” Affolter explains. “I
started back in '78 with a 4-track
machine, then a 16-track and
now—since 1984—I'm at 24, which
is perfect for what 'm doing.”

Affolter is currently dividing his
time between his own artistic pur-
suits—he has four albums to his
credit and another forthcoming—
and recording other Swiss acts. His
facility, which was designed in
1984 by Helmut Kolbe of Zurich, is
situated in a former shop that
shares walls with residential apart-
ments, which poses some limita-
tions: “We can mix all night long,”
he says, “but we have to stop
recording drums at 10:00 p.m.”

The studio measures 33 by 17
feet and features a live-end, dead-
end-style arrangement, with a
glass-walled piano booth. The con-
trol room (15 by 20 feet) is also
acoustically graduated from reflec-
tive to absorptive, and downstairs,
directly below, is a machine room
that doubles as an iso booth. “I
have some special things down
there for the guitar players,” says
Affolter, “you know, the rock side.
I made some big isolation boxes
and put two Marshall cabinets in
each of them, so I can pull up
speaker wire and the players can
just plug in their amps or preamps
and have great isolation.”

In 1993, all of The Place’s rooms
were retuned by British studio de-
signer Nick Whittaker. “We made
minor corrections,” says Affolter.
“The main monitors had to be
tightened because they are flush-
mounted in the wall, hanging
down from rubber strips, and they
had become loose over the years.
Nick also changed the horns, and
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we added some
equalizers—some White EQs—in
the bass and made some adjust-
ments to the mid-range.” UREI
811As provide the monitoring.
Other equipment includes three
Tascam DA-88s, two Panasonic
SV3700 DATs and B&W CDM1
near-field monitors. Affolter also has
outboard gear from TC Electronic,
Roland, Lexicon, Yamaha, Ensoniq,
Alesis and Valley People, and mi-
crophones from Beyer, Crown,
Shure, Audio-Technica and RGDE.
The Place’s console is a recent
addition—a brand-new Soundtracs
Virtua, which Affolter says he’s
been working on nonstop since it
arrived, getting the hang of the
new digital technology. “Initially, I
really had to start rethinking [the
way I work]. I just finished mixing
a session of 18 songs, and 1 learned
a lot using the automation. I've had
automation before, but this is Total
Recall. And Total is really total:
EQs, compressors, gates, gains, in-
puts, tape returns...For example, 1
have a client here, and he has no
time to be here, so I tell him, ‘Why
don’t you just do your thing, and
I'll keep going. T will not put it on
tape until you've heard it.” And in
between, I can do another session,
and I can just go back to the song.
It gives me so many possibilities.

BY BARBARA SCHULTZ

That’s why the Virtua
fits so well into my concept of
working. I need 24-track possibili-
ties here, and it’s the first time I've
seen a desk that does what I want
it to do in this price range.

“I do have some complaints,”
Affolter continues, “but they are
mostly software-based, which 1
think will be worked out. The con-
sole cannot send out MIDI pro-
gram changes, although it has
MIDI. T think that’'s something
Soundtracs will probably imple-
ment in a later version. It’s just so
brand-new. I'm definitely the first
studio in Switzerland that has one.”

When we spoke, Affolter had
just finished a gospel project and
was about to begin recording a
local rock band. “But mostly, I try
to have time for my music,” he
says. He describes his own style as
a mixture of Latin, flamenco and
jazz-influenced classical guitar. The
outside projects he records are
various. “Lucerne is a very small
town,” he says. “There are some
local groups here, and 1 get bands
in from Zurich, projects from all
over Switzerland now. We record
country music, classical music. We
have had full orchestras for movie
soundtracks here; I think the maxi-
mum we could fit was about 20
musicians. But the studio is not
booked every day, and I'm happy
that it is not booked. I want to use it
for my private purposes. I'm a mu-
sician. That's what I want to be.” B
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SERENITY RECORDS

he summer of 1996 brought a

rash of violent storms to the

American Southwest, causing
a massive power outage that
stretched from California, Arizona
and Utah to the Canadian border.
Although virtually the entire state of
Arizona was without power, Carol
Hills-Hitney was still rolling tape at
Serenity Records, her recording stu-
dio in Prescott. “I didn’t even know
there was a power failure,” she says.
Hills-Hitney and her husband,
Gene, a solar engineer, live in a
solar-powered ranch home, built
completely out of recycled and
nontoxic materials. Incorporated
into the structure is the solar-pow-
ered recording studio, where
Hills-Hitney composes and records
children’s music for her own Seren-
ity Records label. The recordings
are released through her own pub-
lishing company, Harmony With
Nature Publishing.

“A solar-powered system basi-
cally is very simple,” explains Hills-
Hitney. “It's modular. You can start
with one or two panels, do a few
lights in a home, a radio, TV. Then
you add more panels later, and
more batteries.” A 5,000-watt solar
electric panel array sits on the roof
of the house, gathering energy to
power both the home and the stu-
dio. A 1,050-watt array provides the
maximum studio power level of
2,500 watts, allowing Hills-Hitney
to run the studio, at an average
power in the 700-watt range, for
about ten hours per day. The ener-
gy is first stored in batteries; it is
then sent through a sine wave in-
verter, which changes direct cur-
rent to AC electricity.

“The nice thing about having a
solar-powered studio,” says Hills-
Hitney, “is that you do not have to
worry about electrical surges. An-
other great thing is, it's quiet. You
don't have any hum. We have the
studio on a separate circuit so that
it’s not common to the rest of the
home circuit.”

Hills-Hitney says her vision is to
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teach peaceful co-
existence between
people and nature
by reaching out to
children. She has
been developing
teaching tools, in-
cluding music books
and tapes with chil-
dren singing on one
side and karaoke-style
music on the other side. Ten
percent of album proceeds go
to nonprofit organizations of the
purchaser s choice.

Hills-Hitney’s projects are de-
signed to be used in schoals or at
home, and they have a strong em-
phasis on ear training “It's good for
children to hear different tvpes of
music, and so [ mix different me-
ters, time signatures, so they get a
teel of different rhythmic structures.
And 1 bring a strong melodic [ele-
ment] into it,” says Hills-Hitney.

The Serenity Records studio was
designed and equipped with the
help of Dave Bellanca from the
Communication Task Group West
Ltd., of Las Vegas. Hills-Hitney
mixes on a Mackie 3208 with Ultra-
mix automation. Recording equip-
ment includes three Panasonic
MDA-1 MDMs with Alesis BRC,
Tascam DA30 and DAP1 DAT ma-
chines, and two Sony TCK cassette
recorders. Monitors are Alesis Mon-
itor Ones, and effects processors
include an Alesis MidiVerDh 4, TL
Audio dual-valve preamp/compres-
sor, Lexicon Alex and Behringer
MDX2000. Hills-Hitney is partial,
however, to her SPL Vitalizer when
recording children. “I find it’s really
good—it sort of separates them a lit-
tle bit, gives them a little depth,” she
says. Mics include Beyers, Shure 57
Betas, AKG 391 and C3000, ATM 25,
and Audio-Technica 4050 and
8410s. Hills-Hitney composes with
Finale software and an Ensoniq
MR76 keyboard, with various other
synths and sound modules.

BY SARAH JONES

“It's not
euasy to record children,” Hills-Hit-
ney says. She stresses the impor-
tance of making sure they are
thoroughly familiar with material
and are comfortable with the studio
situation, particularly with headsets.
Also, she’s found that children re-
spond well to hearing other chil-
dren singing, as opposed to adults
And then there’s the attention-span
factor. *You can't keep children in
a real long session, and besides. 1
have a fun place that they can come
to. They can play with some chick-
ens, and they can be out in my gar-
den and there’s no traffic going by.”

This is urning out to be an ex-
citing year for Hills-Hitney. She has
plans to move into hard disk
recording and is expanding her
Web site, which features informa-
tion about her albums, solar ener-
gy facts and downloadahle audio
files. She also hopes to record
more all-adult albums. All of these
projects are helping her fulfill her
commitment to educate children
while encouraging practices that
will help preserve the environment.
“You have to sort of find your little
niche,” says Hills-Hitney, “and 1
think I found a niche where I can
be helpful and where my time is
spent wisely.”

For more information about
Serenity Records/Harmony With
Nature Publishing, call 320/776-
9670, visit www.northlink.com
solar/or write to Box 365, Chino
Valley, AZ 86323. |
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A STUDIO GROWS LIKE MAGIC

hen the singer/songwriter,

musician/producer/engi-

neer known as Magic ar-
rived in Los Angeles from the
tough streets of Jamaica, New
York, in the early '80s, he had $300
to his name and a head full of
dreams about making it in the
music business. He idolized Earth
Wind & Fire leader/producer Mau-
rice White and spent days on end
unsuccesstully trying to meet him.
“I literally walked to the studio
where he was working every day
for two months, but the guy at the
door wouldn’t let me in,” Magic
says. “A few years later, I did it
right: [ drove up to the studio in a
limousine and this same guy told
me just where I could find Mau-
rice!” That led to a friendship, and
White eventually even signed
Magic’s group, called Magic Eye, to
his Kalimba Productions company.
Since then, Magic’s career has
been on an upward track, and he’s
become a producer himself, work-
ing out of his home studio with
such “name” artists as The Whis-
pers, The Rippingtons, George
Duke, Nia Peeples and Gerald Al-
bright. Not bad for a guy who
claims he learned much of what he
knows about audio from the pages
of Mix.

Magic’s studio (which domi-
nates his house in the lovely town
of Moor Park, in Ventura County,
just north of L.A.), started out
humbly. “I had a Tascam 688, and I
made a record on that called ‘I'm
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Coming Home’ during the Gulf
War—it was like a letter from a sol-
dier—and I sold 67,000 copies of
that, off a Tascam cassette deck,’
he says. *I never wanted to be an
engineer: in fact I'm not really sure
[ want to be one now, but out of
necessity I had to learn how to do
it to make my music. Then I
bought a Fostex console and a Fos-
tex G-16 recorder, and I cut these
tunes that The Whispers got a hold
of. They met with me and they said
they loved the songs and eventual
ly, about eight or nine months
later, it came out that what they
wanted was for me to produce
them doing those songs. By this
time, I had a Peavey AMR1600 con-
sole and I was using that with the
G-16s. The Whispers said they
wanted me to record them, so I
was going to book a studio, but
they said, ‘No, we want to do it at
your house.” Well, this was my first
time engineering, so I said, “Wait a
minute, I'm not an engineer?” And [
was really scared; they almost had
to force me to do it. They said,
‘Look, you've been talkin’ to us for
eight months about equipment and
this and that and you obviously
know what you're doing, so just do
on us what you did on your own
tape.” I was still scared, so I figured
[ better go get some new equip-
ment, so I got a Soundcraft DC
2000 and eight [Akai] DR-4s, so I
had 32 tracks direct-to-disk digital

BY BLAIR JACKSON

and all this other gear.™ So far, most
of the recording has occurred in
the spacious control room, with
Magic monitoring on headphones.

In addition to the DR-4s, Magic
has recently invested in four E-mu
Darwin hard disk systems, giving
him a total of 64 tracks to work
with. Monitors at the studio are
models by Alesis, Tannoy, JBL and
Auratone. The extensive collection
of outhoard gear includes the
Yamaha REV7 reverb, Alesis Mi-
croVerb III, four Alesis 3630 com-
pressor/limiters, Audio Control
EQ, Ensoniq DP4 effects unit,
BOSs Pro SE-50 stereo effects
processor and much more. Among
his mics are an AKG 414, an Audio-
Technica 4033 and an OkKtava
MK219. Magic is a4 multi-instrumen-
tatist as well, proficient on guitars,
drums and keyboards; his key-
board/sampling rig features a large
assoriment of Akai, Roland, E-mu,
Ensoniq, Yamaha, Oberheim, Ale-
sis, Moog, Kurzweil, Korg and
Kawai gear.

These days Magic spends his
days and nights juggling produc-
tion chores for groups like The
Whispers and a country group
called Shades with his own proj-
ects, which run the gamut from
jazz to R&DB. “I reaily feel like this
is a cdream, because so many won-
derful things are happening to
me—things I fantasized about
when [ was a kid, and now that I'm
an adult I get to do them. And I still
feel like a kid.” |
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And a Little

Here’s one of those stories that crops up anual-
ly as a reminder of the days when studio main-
tenance meant something completely different
than it does today. As music production moves
ever closer to a complete computer-based do-
main, many of the old rules of maintenance get
replaced by those more relevant to 1BM and
Macintosh environments.

“The digital world has given the idea of studio
maintenance an entirely new meaning,” says Shane
Faber, owner of Jeep Jazz Music, which operates out of
the back of Sound On Sound in Manhattan. Sound on
Sound is one of those studios that still has to play by
the old maintenance rules, much to the satisfaction,
one suspects, of its owner, Dave Amlen, an old-line
studio guy who still believes that you can make a facil-
ity work successfully with consoles, tape decks and

an Dale
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“"What"s-the-Point?”

Repartee

True Grit. But it’s people like Faber who are facing the
new realities of maintenance in the 1990s.

“The thing about equipment at the project studio
level is that, in general, it either works or it doesn’t
work, and there’s not a whole hell of a lot you can do
about it,” he says, not without some positive spin. “On
one hand, it's a pain in the neck knowing that you
can’t fix most of what you buy because it’s a closed
box—no user-serviceable parts inside. On the other
hand, because everything is so cheap and modular,
you can have more than one of a lot of critical systems,
like modular digital multitrack decks. Now, instead of a
system going down and having to stop the session,
you can simply replace the malfunctioning system with
another one. That’s what I mean when I say that main-
tenance has a whole new meaning these days.

“Becoming your own technician was fine a few
years ago, but in a way it’s become kind of dangerous
now,” adds Faber, who syncs an ADAT deck with an
open-reel Tascam ¥%-inch, 16-track, straddling the line
between the old and new rules. “You still have to
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know how to use a soldering iron and a jeweler’s
screwdriver. But just as important now, you have to
know when to call someone else in.”

One interesting development from the front lines is
that duplicate equipment has become a function of
maintenance. ADATS, in particular, were the butt of
disparaging remarks in the beginning, mostly about the
need to have an extra one always on hand. However,
it’s become a fairly standard practice throughout project
land to keep one redundant MDM unit of any brand
nearby, making the old math of “four-8-tracks-equals-
24-tracks” an accurate equation.

The same goes for inexpensive signal processors
and other outboard equipment. The low cost of the
gear has actually made this an advantage in keeping
sessions running; in a modular, affordable world, it’s
easier to pull out an offending rack squirrel and replace
it than stop the session to try to fix it. which probably
can’t be done anyway. This extends to sonie of the
more sophisticated technology, as well. For instance,
one facifity owner noted that he had purchased his
TimeLine MicroLynx synchronizer with an internal

black burst generator. but had the foresight to also ac-
quire both an external word clock and black burst gen-
erator. “The MicroLynx will crash now and then, and
it takes awhile to get them back up,” he says. “Having
those functions externally is the same as having other
parts of the studio modular. It really saves a session
when something goes down. [ really encourage peo-
ple to have as many items and functions independent
of other systems as possible, from black burst genera-
tors to hard drives. All my writeable disk systems are
modular, like using myv Jaz drive instead of the inter-
nal computer hard drive. Instead of having to take the
whole Mac in for a repair, [ just switch out drives. Be as
modular as you can.”

Much of whar works in computer maintenance envi-
ronments also applies nicely to project studios. Frank Pi-
azza, a project studio owner in New York, recommends
keeping to a computer maintenance schedule for music
equipment. “You have to remember to rebuild the Mac
desktop—hald down the Option and Command keys
when starting up the computer. f find that the frequency
at which I do this depends upon the amount of work
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I'm doing. You can either wait for the
hard disk to get slow, or you can do it
on a regular schedule, like once or twice
a week.” Defragmenting the hard drive
is just as important; use the appropriate
software, such as Norton Utilities, to ac-
complish that. And for goodness sake,
don't forget your surge protector!

Air conditioning for project studios
is an often overlooked maintenance
point, and it goes hand in hand with
dust control in the studio environment,
It’s recon:mended to have any air-con-
ditioning system that feeds the studio
checked and serviced at least annually,
and if your system is part of the house
system, have it serviced bi-annually.
with a particular emphasis on the ducts
feeding the studio. Chimney-sweep
companies offer duct-cleaning services
(as does Sears); have that done at least
once a year. And make sure the equip-

LON30LES, CABLES
HAD COMMNECTORS

It's a good idea to check all your
mic cables regularly—cleaning the
jackets, checking for missing screws
on the XLRs, cte. Also, check for
shorts and open connections, and
verify that the cables are wired
properly, so pin I goes to pin | on
the other end, ditto for pins 2 and
3. Nothing is more aggravating than
an out-of-phase mic cable!

Spend some time checking
often-overlooked connections, such
as those for your monitor amps and
speakers. Check the binding posts
to make sure the metal surfaces are
bright and shiny. Retighten the con-
nections, perhaps using « touch of
cleaner/deoxidizer/conductivity en-
hancement treatment such as Deox-
IT from CAIG Laboratories (San
Diego). And make sure the lock-

down screws on the multipin
blocks—such as EDACs and
Elcos—on the console and tape
machines are secure.

Patchbays can be a particularly
troublesome area, particularly in-
console versions where the holes
face up. They should be cleaned at
least once a year, preferably more.
Some consoles include a TT patch-
bay cleaning attachment—a nozzle
attached to a can of cleaning sol-
vent—so you can clean without dis-
assembling. Vertigo Recording
Services (North lollywood, Calif.)
carries a line of injectors and bur-
nishing tools for professional TRS %-
inch and TT patchbays, retailing for
amere $34.95.

And on the subject of patchbays,
1 prefer nickel-plated patch cables.
If you're using cables with brass
connectors, make sure they're al-
ways as shiny as gold—even the
slightest amount of oxidation on the
metal surface can cause bad or in-
termittent connections.

—CGreorge Petersen

LOMPUTER CHECRLIST

[Submitted by Charles Maynes, former software test en-
gineer at Digidesign, now a sound designer/effects edi-
tor at Creative Cafe, Glendale, Calif.]

1) Have and use a backup device regularly. Remov-
able drives (Jaz, optical, CD-R) are okay, but usually
their limited capacity and high cost-per-MB make them
awkward to use. DLT/Exabyte and DDS2 DAT are better
solutions. DLT is best if you are using a high volume of
material, or if you must change from project to project in
a limited amount of time. It is quite fast (transfer rates
better than 90 MB per minute) but somewhat costly. If
the device is shared by more than three users, it is real-
ly a good value.

2) Periodically reformat your hard drives. This takes
time——especially with large drives—but is a great bit of
insurance for the DAW user. (Be sure to read item #1
before doing this, though!) Also, between projects, oc-
casionally run a disk optimization or defragmentation
program.

3) Mac users: Suppress the urge to use operating sys-
tem extensions—the fewer extra extensions and control
panels, the faster your computer. If your computer is
dual-purpose, use the extension manager to set up a
trim startup environment for your digital audio work,

and an enhanced environment for your “off the clock”
work.

4) Be sure to read your manuals and “read me” files
carefully—most manufacturers will document any bugs
or incompatibilities with their products.

5) Use a battery-backup power supply. This is very
important, especially if you have older wiring in your
studio. It should also help keep your other appliances
from disrupting the computer. The battery isolates the
computer/peripherals from the wall current.

06) If possible, leave your hard disks on at all times.
This will actually allow them safer performance because
they will stay at a constant temperature. (Mixing con-
soles benefit from this, as well.)

7) Avoid installing software revisions in the middle
of a project. Unless you have received a critical bug fix
in a new version, or like living dangerously, changing
software can sometimes lead to new crashes and insta-
bility at a time when you can least afford it.

8) As a scheduled maintenance issue, use com-
pressed air to remove the dust from the inside of the
CPU. This procedure will increase its lifespan and make
it happy.

9) Add more RAM and use faster drives whenever
you can.

10) Always use high-quality cables, especially for crit-
ical SCSI connections.
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There’s no doubt you could use a DAT recorder. You
would like a little flexihility too. The DATMASTER thas
delivers studio-quality specs, performance and sound for
your studio and on the road. But you don't want to settle
for a consumer-grade unit that may crap out o1 you at
the worst pessible moment. Thats why you'll want the
DA-P1 fram TASCAM. Its the poitable DATMASTER
— perhaps the most durable. highest
quality portable DAT recorder
you can buy.

For the road. it has
the features demanded by
musicians and production

wsea,  professionals. Things
eaxaAck  like XLR-type MIC/LINE inputs with
ﬁ\',« phantom power, a 20dB pad, and a versatile,
easy-to-read display. An extended life 2-hour battery
that recharges in fust an hour and a half.

Unleash the DA-P1 in your studio, 10o. With a built-
in S/PDIF direct digital I/O. it is easy to transler to and {from:
DA-88s, DA-38s, ADATS, hard disk recorders
DA-PI and other digital gear. You'll appreciate the
[50RTABLE DAT] ) = )
multiple sample rate support (48, 44.1 and
32 kHz) and the DA-P1’s next-generation A/D and D/A
converters that deliver the same studio-quality sound as
many of TASCAMS rack-mount DATs.
Standard accessories include
a shioulder bel:, AC adapter
and battery — carrying case
is optional. So if you could
use a DAT for your studio
and the road, pick up a DA-P1
and take it to your next gig. You'l!
get the best of both worlds. Theres one

waiiing for vor at TASCAM ®

your dealer tOdEly. Take advantage of our experience

MSRF $1,899. For complete spec:: and iformation via TASCAM FaxBack, ca | (800) B27-2268 dacument #2110

o CAPHA0 (21372 I CA
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um cleaner hose directly over the top
of gear, especially the console, and lift
it from section to section so you don’t
knock dirt into crevices as you move.
Small air filtration devices placed near
equipment, especially down near the
bottoms of racks, also help keep dust
under control.

When it comes to maintaining
MDMs, E.D. Menasche, co-owner of
PM Productions, suggests exercising

="' . v

cassette tapes in the machine by com-
pletely fast-forwarding and rewinding
them once or twice hefore formatting
them. “I've found that that really helps
prevent dropouts,” he says. “And once
you find a brand of tape that works
with your type of machine. stick with
it. These machines seem to be very
picky about what they want in them.”
And finally, adds Faber, do every-
thing you can to keep the one most in-
dispensable piece of technology happy:
“When you do find a great technician,
someone who really knows what he’s
doing and who can get everything run-
ning right, do everything you can 1o
keep him—and don’t give anyone else
his phone number.’ n

Dan Daley is the East Cocst editor of
Mix.

DM MAITENANCE
HEAD GAMEa

An ounce of prevention is worth a
pound of cure, and this old adage
applies equally to caring for your
modular digital multitracks. The ro-
tating heads used in videotape-
based MDMs usually need replacing
after 2,000 to 3,000 hours of use
(typically, less than one year at a
busy studio). But tape head life may
be extended beyond that figure by
avoiding dusty conditions and
cleaning on a regular basis.

Also, when it comes to tape
guides, cleanliness is godliness. I've
troubleshooted dozens of MDM
problems, and dirt particles trapped
in the corners of the guide rollers
cause tape misalignment and stick-
ing, leading to all kinds of unex-
plained maladies, even when the
heads were clean.

MDM tape heads are extremely
fragile. So unless you are thorough-
ly trained in the ways of cleaning
rotary-head assemblies, you'd better
forget about popping the top on an
MDM to do head cleanings. Both
Alesis and Tascam recommend
using “dry” tape head cleaning cas-
settes. Do NOT use the “wet™-style
cleaners, which typically involve
putting a few drops of some clean-

ing liquid into a videotape-sized
cleaning mechanism. These may
permanently damage MDM heads
and should not be used. Alesis rec-
ommends the 3M VHS-HC Black
Watch video cleaning cassetie. Tas-
cam suggests the dry cleaning tapes
designed for Hi-8mm video.

When to clean heads is subject
to a variety of criteria, such as the
conditions of operation (dust/hu-
midity/temperature levels) and the
type of work you do, such as con-
stant shuttling over short sections of
tape. Also, certain formulations of
tape shed particles less than others,
so once you find a tape you like,
stay with it. My rule of thumb is to
clean heads on an as-needed basis,
such as when the MDM’s error light
flashes frequently or stays on for
long periods.

Keep a maintenance log and
note how often your heads require
cleaning. Check the number of
hours on an ADAT by pressing the
Set Locate and Stop buttons simul-
taneously. On a DA-88/ DA-38, hold |
the Play and Stop buttons while |
powering up. This will display the
total number of elapsed hours of
head-drum operation on the time
counter display. This hour display is
useful not only for scheduling rou-
tine service, but also for checking
the “odometer” when you’re look-
ing at a used machine.

—George Petersen
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“RIVERDANCE: THE SHOW”

FOLK MUSIC WITH BROADWAY POLISH

Y or an island approximately
the size of Maine (with a
population smaller than that

of Missouri), Ireland has an impres-

sive music scene—one that contin-
ues to leave a big footprint on
world culture. Acts such U2, Van

Morrison, The Chieftains, Sinedd

O’Connor, Sinéad Lohan, Enya and

The Cranberries make up a healthy

portion of Ireland’s exports, and

they are a rich source of pride, as
well.

It should come as no surprise,
then, that Riverdance is taking the
world by storm. A high-energy,
high-tech show combining tradi-
tional Irish music and dance with
world music sensibilities and a rock
'n’ roll pace, Riverdance is one of
the London theater’s most success-
ful offerings. In the UK, Riverdance:
The Video is the second- best-sell-
ing video ever (next to Disney’s The
Lion King). At the show's U.S.
debut at Radio City Music Hall, the
sale of Riverdance merchandise
broke the previous sales record,
held by the Teenage Mutant Ninja
Turtles.
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EUROVISION

The show has unlikely origins. The
broadcast of the Eurovision Song
Contest is a longtime tradition
across the Atlantic. You may re-
member that in the "70s, the contest
exposed an unexpecting world to
a previously anonymous group of
Swedes known as ABBA. The con-
test works like this: Each country
enters a song and a singer (or
group) into the competition, sort of
like a cross between Star Search
and the Olympics.

Each year the honor of hosting

BY STEPHEN WEBBER

the event is given to the country
that won the previous year. This
host country gets to present a musi-
cal interlude or short film while the
judges are tallying the votes—usu-
ally an opportunity for the audience
to grab a pint from the icebox. But
in 1994, an estimated 300 million
European jaws dropped  when the
combination of Bill Whelan’s score
and Michael Flatley’s choreography
put Irish folk music and dance on
steroids and into overdrive, River-
dance was an overnight sensation.
Despite the overwhelming re-
sponse, expanding a seven-minute
—CONTINUED ON PAGF 88




FACILITY
SPOTLIGHT

OLYMPIC STUDIOS, LONDON
Still Making History

lympic Studios has a
@ long and impressive

history. Built in 1906
in the fashionable West
London suburb of Barnes
as an Edwardian music hall,
it became a movie house
in the ’30s, before being
purchased in the mid-'60s
by Cliff Adams (famous in
Blighty as founder of the
Cliff Adams Singers, a pop-
ular vocal ensemble). Under
the capable direction of
technical manager Keith
Grant, during the late '60s
and mid-"70s, Olympic be-
came perhaps the quintes-
sential rock studio, hosting
sessions with the Rolling
Stones, Jimi Hendrix, Small
Faces, Led Zeppelin, The
Eagles, The Beatles.. .the list
goes on forever. The studio’s outstanding success is
often attributed to Grant’s love of large orchestral ses-
sions. He made the main room at Olympic one of the

Studio 1

Studio 2

best-sounding, live-feel areas in the waxld, and it is per-
haps small wonder that the studio became popular for
rock recordings. Hardware came and went, but during
the late-"70s. the main room featured a custom-built,
wrap-around Helios console.

Group, owners of The Manor Studios in Oxfordshire,
Manor Mobile, The Townhouse in West London and re-
lated facilities, purchased Olympic from Adams. Then in
early 1993, the entire operation was bought
hy Thom/EMI. At that time, Studios 1 and 2
featured identical 56-channel/32-bus SSL
4000 G Series boards with Total Recall, while
mix/overdub Studio 3 offered a 64-chan-
nel/32-bus 4000 G Series with Total Recall
Also available is a smaller pre-production,
editing and MIDI programming room in the
facility’s basement.

Recently, a new console was chosen for
Studio 1. Olympic’s director of operations,
Ian Davidson, says he thought long and hard
about the frame size. “These days, 56 chan-
nels are just not enough,” he says. “Having
looked at one or two other consoles, the
more we thought about it, the more obvious
it became that an [SSL] 9000 was the one to
go for. We like the compatibility we now
enjoy between our three main tracking and
remix rooms; engineers are very familiar with the SSL
user interface and automation functions. And the best-
sounding SSL is this new 72-channel, 48-bus SL-9000
J-Series. For us, sonic integrity is of paramount impor-
tance; we can now throw away all of our outboard pre-
amps and EQs! This is a very quiet console.”

That was then; this is now. In 1988,
Richard Branson’s Virgin Studios

BY MEL LAMBERT

“Studio 1 is one of the largest studios
in London,” adds studio manager Siob-
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han Paine. “With space for a full or-
chestra, we handle a wide range of pro-
jects, from album recording and mixing,
to film scores. Artists who choose to
record here do so because of {the stu-
dio’s] capabilities.

“For instance, Eric Clapton records all
his [English sessions] in Studio 1; Charlie
Watts recently finished his lutest albuny;
Eternal recently recorded the music for a
new Disney animated feature.” Other
artists have included Shirley Bassey,
Steve Hillage, Michael Ball recording
Phaitom of the Opera, Mike Scott (ex-
the Water Boys) recording 2 new solo
album with producer Nico Bolas, Chris
Kimsey mixing tracks, and the Lightning
Sceds. At press time, Clapton was in Stu-
dio 1 overdubbing and remixing a series
of new album tracks recorded in Los
Angeles, with producer Simon Climie
and engineer Alan Douglas.

Studio 1's recording area and control
room were designed by Sam Toy-
ashima just over seven years ago, and
received a full cosmetic refurbishment
hetore the new console was installed.
“The room needed a bit of smartening
up and modernizing,” Davidson says,
“but the acoustics were perfect, so we
left that as it was.” The control room
measures 30x22 feet, with a separate
machine room to the right, while the
recording areu is 52x39 feet. Four isola-
tion booths are also available. Studio in-
struments include a Steinway concert
grand with MIDI interface. Acoustics
within the recording arca can be varied
by lowering and raising sections of the
ceiling via a series of motor-driven
hoists, to create angled panels that re-
flect sound out into the room.

Studio 2’s control room measures
30x24 feet, and the recording area is
36x32 feet, with two iso booths. A
Bosendorter grand with MIDI intertace
is also available. Studio 3, which han-
dles remix and overdub sessions, fea-
tures a 20x17-foot control room
connected to a small (18x12 teet) live
room.

In terms of production hardware,
Olympic boasts an impressive collec-
tion of analog and digital transports,
which can be installed in any of the
control rooms. Available decks include
a pair of Mitsubishi X-850/880 PD-for-
mat digital 32-tracks; two Sony PCM-
3324s and two PCM-3348 DASH-format
multitracks; and Studer A820 analog
multitracks with Dolby A and SR noise
reduction. Timecode synchronization is
provided by a series of TimeLine Lynx
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11 systems. Mastering decks in each
control room include Ampex ATR-100
Y- and "-inch machines, plus Sony
PCM-2500 and Otari DTR-90 DAT
decks. Monitoring in each room is pro-
vided by Genclec 1035A systems
mounted in soffits.

“Studio rates are competitive with
London rates,” Paine says. “Studios 2
and 3 go tor between £1,000 and £1,100
per day lapproximately $1,600 to

$1,760], while Studio 1 rents for £1,250
1o £1,300 [$2,0001.” All rates include an
analog multitrack and an assistant engi-
neer. The smaller programming room,
which features Amek/TAC Magnum
and Mackie 328 consoles, Otari MTR-
90 24-track, Sony DTC-1000 DAT ma-
chine, Digidesign 4-track Pro Tools
system and an impressive array of MIDI
keyboards, expanders, sound modules
and Mac-based sequencers, is available

HELP FOR AMERIGANS WORKING IN THE Uk

A CONNECTICUT YANKEE'S GUIDE TO STUDIO ENGLISH

There are no mixing boards in Eng-
land. I first realized this in an eleva-
tor in downtown Detroit several
years ago. My assistant and [ were
schlepping an entire 16-track live
recording rig up to our hotel room,
when a tall man with a very British
accent got on at the 11th floor.

He looked at my SECK 1882 mix-
ing board and said, “That’s quite a
desk, isn’t it”” to which I articulately
replied something like, “...Uh.” My
point is, he gave himself away as
being an Englishman, and not an
American, because 1) he called the
“board” a “desk,” and, 2) he actually
spoke out loud to another human
being in an elevator in downtown
Detroit.

Last summer, I spent a great deal
of time in the UK recording studios,
where I realized that the British have
entirely different terms for many im-
portant tools of our trade; mastering
these terms is essential for effective
communication during recording
sessions; and the English design and
build the most incredible recording
“desks” money can buy, yet are mys-
teriously incapable of making coffee
that doesn’t taste like chewing to-
bacco.

The language barrier was appar-
ent from the first session. You
should have seen the blank stares go
back and forth when I said that I
wanted to “stack” the female singer’s
vocal. And when 1 called into the
control room for someone to “bring
up the guitar lead,” an assistant ac-
tually ran to the amp room and, this
is the truth, brought me a %-inch
cable! I decided then and there to
start making a list of terms that have
different meanings on opposite sides

of the Atlantic. So here goes: Lead
means cable. Desk means board.

Pokey means fast (so a Power PC
running at about a trillion megahertz
would be a “pokey computer”).
Valve means tube, as in “I say,
chaps, where could 1 find a ‘valve’ of
toothpaste?” Okay, maybe not quite,
but: Tube means subway.

Here’s another good one: In Lon-
don you don't start out as an “assis-
tant engineer,” but as a “tape op/tea
boy.” I know this seems like a long
title, but they say it in such a
“pokey” manner that they could get
out three “tapeopteaboys” for every
one “assistant engineer” [ could say.

Remember the word “kit,” as in
“drum kit™? As the sandal-and-black-
sock-wearing set finally either died
off or got hip enough to quit using
the term in the States, the word
showed up in the United Kingdom
and totally took over (much like the
Atari computer). Today it means not
only drums, but any kind of equip-
ment whatsoever. “That studio has
great kit” is correct usage. Here’s
some more: Kit means gear. Earth
means ground. Mains means electri-
cal power, so “give it mains” basical-
ly means “turn it on.”

There are also many nontechni-
cal colloquial phrases that must
have, by now, caused international
incidents. The same female singer [
mentioned earlier went to take a nap
in another room during keyboard
overdubs, “Come knock me up
when it’s my turn,” she requested, to
which I articulately replied some-
thing like, “...Uh.” Needless to say,
the keyboard overdubs were fin-
ished in record time.

—Stephen Webber




Think about it. You spend hours tracking, editing,
and mixdown on your projects. And, you've spent a
smali fortune on your mixing console, mikes, tape
recorders, and all that outboard gear. So why settle for
Just any CD recorder when you can get the best—the
new, very affordable Ricoh RS-1420C?

A third generation CD-R recorder and player,
the Ricoh RS-1420C is the true choice for music
prolessionals. The RS-1420C can write a CD at double
speed (2X) or single speed (1X). It sports a generous
2MB buffer to ensure reliable recording across a wide
range of systems.

Making a one-off Compact Disc is easy when
the RS-1420C is mated with a Digidesign® Inc. system*
such as Pro Tools? Sound Tools
Audiomedia” along with
Digidesign’s MasterList CD'
software. Whether your applica- - R
11on Is creating a master | [T
tor replication, or just burning

RIGOM

1-800-955-FILE

STORAGE SOLUTIONS

1-800-229-DISK

s O |

Photo shows the internal version. the RO-1420C.

a few demo discs 1o pass around, the Ricoh RS-1420C
is an ideal adition 1o your studio.

The RS-1420C can also do double duty as a
CD-ROM recorder/reader. It can read CD-ROMs at
quad speed (+X) and record them at 2\/1X. Ideal for
backing up sound files when a project is done. the
RS-1420C frees up your hard disk for the next job
What’s more, the RS-1420C can be used to digitally
bounce tracks from a music CD 1o your hard disc in
several different file formats.

The RS-1420C, an external model of the RO-1420C.
is compatible with both Intel- and Macintosh- based
systems. It is very easy to use and affordably priced.
Internal models are also available at lower prices.

Want to know more? Call

us or one of our distributors
i The phone numbers are
listed below.

OPT/ICAL LASER

¥ EMS A#ND SUPPLIES

1-800-776-9215

USE READIER SERVICE CARD FOR MORE INFO

Pleas: contact Digidesign at 1-800-333-2137 for details of compatible system:.
Sound Tools, Audiomcdia, and MasterList C1) are trademarks of igidesign, Ing Dyeydesigrrmad el AVID lechnology. Inc



Come 1o
New York City

the center of the

recording industry.
Learn recording

engineering at the

INSTITUTE OF
AUDIO RESEARCH

Our 9 month
Recording Engineering
and Production Program
includes:
Multitrack Recording,
Mixdown Techniques,
MIDI, Digital Audio
& more. + a diploma
from a world
renowned school.

Call 800-544-2501
212-777-8550

(NY,CT&NJ)

Your focus is music,
our focus is you.

INSTITUTE OF AUDIO
RESEARCH

64 University Place
New York, NY 10003
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involved in this [show] are traditional
musicians who are aware of and happy
in that enviomment. We do have [in Ire-
land] traditionalists who wouldn’t want
10 be involved, but they're not here.”

UNUSUAL INSTRUMENTS

In addition to acoustic guitars, fiddles,
whistles and the like, the score also fea-
tures the uilleann (elbow) pipes, gadul-
ka, kaval and bodhrin (a handheld

goat-skin drum plaved with the hand or
a double-ended stick). Despite the pres
ence of everything from a full drum kit
to timpani, the bodhran plays a central
role in the soundscape.

“The idea is the regular traps kit is
not particularly pushing the low end,
O’'Gomun explains. “We're deriving the
lower sound from the [other] percussion
and the Irish drum. A lot of Irish music
is quite complicated rhythmically. Often,
the rhythm is held by the front instru
ments, and the percussion instruments

ALAN STIVELLS “BAIAN BORD

The arcane and the cur-
rent meet in Alan Stivell’s
latest release, Brian Boru,
on Dreyfus Records. Stiv-
ell is a Brittany native and
champion of the Breton
harp, a Celtic instrument
that was all but eliminat-
ed from memory hun-
dreds of years ago when
Brittany became part of
France. Stivell inherited
his interest in this instru-
ment from his father,
who actually built harps
and taught his son to
play. So, since age nine,
Stivell has been playing
music and helping revive interest in
a lost tradition.

But Stivell also has a keen inter-
est in world music and hip hop.
What results is a collection of tradi-
tional Celtic songs and ballads that
at times sounds very '90s and at
times just vaguely ethnic, depending
on the type of percussion used—a
completely different way to dance 10
“Mairi’s Wedding.” “These are songs
that are linked with my childhood
because | knew them when 1 was
just beginning to play music,” says
Stivell. “So there was this feeling that
[ wanted to show, but at the same
time I wanted to arrange it in a feel-
ing of the '90s.”

Brian Boru was produced by
Martin Meissonnier, who also plays
some guitar and is credited with
“sound design” on the record. Meis-
sonnier, whose credits include
world music artists Papa Wemba
and King Sunny Ade, met Stivell a
few years ago when they were

_Alan _ |
. Stlvelll{

 7H

both guests on a French TV series
about world music called Megu
Mix. “We are very ditferent, but we
have much in common,” says Stiv-
ell. “It was interesting to see how
things would happen together.
Martin’s help is to be aware of
sounds. He always knows when it’s
too much of a certain kind of per
cussion.

Pre-production on Bricai Borit
was done in Stivell's home studio
which contains the electric and
acoustic harps Stivell has designed,
a Mac running Pro Tools, Tannoy
reference monitors and an assort-
ment of synthesizers and MIDI
gear. Meissonnier brought in a Tas-
cam DA-88, outhboard gear from
Roland, Yamaha and Korg. and an
assortment of EV mics. There they
worked on determining some ol
the sounds and arrangements they
would usc. Most of the tracks were
recorded at Studio Acousti in Paris

—CONTINUED ON I'AGE 92
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ENSONIQ DIGITAL SYSTEMS introduces the most powerful
integrated audio recording system to date, and at a revolutionary
price. Finally a truly comprehensive professional recording system is
available to everyone.

PARIS is powerful

card into your Pentium or PowerPC based personal computer and

Simply drop our powerful multi-engine PCl

you have a 128-track 24-bit disk based recording system. Then slip in
the PARIS CD-ROM and transform your computer into-a world-class
virtual studio featuring a complete automated digital mixer with
compression, four band EQ, reverb and a host of other real-time
effects on every track. Switch screens to the fastest, most powerful
audio editor you have ever experienced. And of course MIDI

recording and editing is seamlessly integrated.

PARIS is fast.. Everything about PARIS is fast. Highly optimized
hardware and software make access to any part of your project
fnstantaneous. Once you start using PARIS, you'll appreciate the
brilliant and intuitive design of the software and interface.
Recording, track editing, crossfades, alternate takes, attomated
mixing, EQ and effects are all a click away.
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nance ... PARIS

PARIS is flexible...The cross-platform (MacOS and

Windows 95/NT) PARIS application can be customized to work the
way you do. The dedicated 16-channel control surface provides
immediate physical access to all of the most important control
features. And our family of expandable analog and digital

input/output modules gives you open-ended interface options.

For more information about PARIS' plug in architecture, dual mode
operation, modular /O options and much more, explore our web site at:
Www.paris.ensoniq.com

Look for PARIS early this spring at a select group of Authorized
ENSCNIQ DIGITAL SYSTEMS dealers.

Please send

________

Dupartment X:70 o 155 Greas Valley Parkway PO Box 3035 « Vialvern. PA 193350735
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PATRICK DILLETT

A LITTLE BIT OF EVERYTHING

atrick Dillett is searching for
the morning's first cup of cof-
fee, The sun outside is shin-
ing brilliantly on the autumnal
Vermont countryside that sur-
rounds Time Machine, the residen-
tial recording facility where he is
engineering a private project for
the studio’s owner. At 31, Dillett,
with his broad forehead and
round-rimmed glasses, looks more
like the Government Studies/Lit
major he was at Georgetown Uni-
versity than the burgeoning prince
of offbeat alternative productions
that he is rapidly becoming.
Exposure to a wide range of lit-
erature, however, may have helped
with the variety of projects he has
engincered in the last ten years,
from mixing and cutting for
R&B/dance acts like Mary J. Blige,
Mariah Carey, Queen Latifah and
Diana Ross to pop acts like Origi-
nal Sins, Aztec Camera and Corey
Hart; jazz/pop players like Stanley
Jordan; and artists that defy easy
categarization, like David Byrne,
the B-52’s. Yellow Magic Orchestra
and the Lounge Lizards. And the
poli-sci background probably
didn’t hurt with his increasingly in-
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ternational clientele, includ-
ing Milton Nascimento,
Gipsy Kings, Marisa Monte
and Arto Lindsay. Throw in a
session with opera diva
Kathleen Battle and you
have a pretty well-rounded
engineering resume.

Dillett’s oeuwvre as a pro-
ducer is becoming just as
eclectic—not the usual alter-
native suspects, but the ones
with the kind of wacky sens-
es of humor to match his:
They Might Be Giants, for
whom he engineered and
produced their Back to Skull
and Spiraling Shape LPs;
Mono Puff (“1 Hit My Head™);
Valentine Smith’s “Peacetime
Hours,” co-produced with
é Paul Angelli; the Meat Pup-
— ¢ pets’ “White Sportcoat” track;
and the Lounge Lizards’ “Queen of
All Ears,” co-produced with the
Lizards’ driving force, John Lurie.
Dillett even took a side trip as a
live sound mixer for the Lizards in
1996, when they did a pass at some
off-the-beaten-path European cap-
itals, like Istanbul and Athens.

I caught up with Dillett on an
October morning at Time Machine.
He had been deep into a project
on the studio’s SSL when the Yan-
kees won the World Series. And as
a native Philadelphian, with the
National League baggage that
brings, Dillett seemed to be taking
it well, even without the coffee.

HOWARD SHERMAN

TO:

How 'bout them Yankees?

They were actually the first Ameri-
can League team that I liked, so [
don't mind what happened last
night at all.

You live in New York now and
base yourself there. What brought
you to Manbattan in the first
place?

Studio work. [ started at Skyline
Studios ten years ago this month,
actually, emptying ashtrays and

BY DAN DALEY

cleaning the toilets and answering
the phones. T was one of the last
waves of people who didn’t go to
school to learn engineering but in-
stead started out learning it as an
apprenticeship. There were only a
couple of schools worth going to in
the "80s anyway. And 'm much
happier that I learned it the way I
did. T had to clean toilets, but there
was plenty of time to read the
manuals, then play with the gear to
see how it really worked, then go
back and read the manuals again.
What got you into engineering,
and to Skyline?

I have a friend, Bud Tunnick, who
worked for Nile Rodgers when Nile
was basing himself out of Skyline.
He got me an internship there
when I was around 21 years old. It
was in between my junior and se-
nior years at Georgetown. After
that first summer, I left Skyline and
finished college, then went back to
Skyline after three years and sever-
al millions of dollars worth of
Georgetown. But m glad I did it
that way. I couldn’t have timed it
better if I knew what I was doing.
They were just building the sixth-
floor studio and the MIDI room,
and the time it took them to com-
plete it was the time it took me to
learn the gear that was in there, es-
pecially the MIDI room. None of
the old-school assistants wanted to
deal with the MIDI stuff, and me
and another assistant quickly be-
came the MIDI guys. From there,
we moved on into the other stu-
dios [at Skyline]. As a result, I went
from GA [general assistant] to assis-
tant engineer a lot quicker than
most do, in a little less than a year.
As you did this, were you formu-
lating what you wanted to be-
come—an engineer, a producer...?
I wanted to do both: engineering
as a base skill but a producer, as
well. The people I was learning
that from, people like Neil Dorfs-
man, were teaching me about
being the kind of producer I felt
most comfortable being. Not some-
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Everything You Hear is True.

“I used the MD3 for Taj Mahal’s vocal
and the MD1 on Eric’s {Clapton) amp
...everything was fat, warm. .. perfectl”
JOHN PORTER, PRODUCER

“I've recorded a wide range of artists:
Kenny Rogers, Dionne Warwick, Notalie
Cole, Reba McEntire, Boyz Il Men,

Paul McCartney...It's the most flexible,
best sounding mic I've ever heard "
MICHAEL LIOYD, PRODUCER

“The low end was tight, the highs crisp
without being harsh, but most of all the
presence was stunning.” EDDIE KRAMER

“When Jeffery Osborne heard your
new MD3, he put his favorite U47 back
in the car...” CHRIS PAPASTEPHANOU
MICHAEL SEMBELLO STUDIOS

Phenomenal tube sound. State-ofthe-art
technology. For about half what you'd
expect to pay...and that's the truth.

*The new GT *A* rev mics feature advanced tube circuitry,
providing lower distortion, wider bandwidth, and greater
dynamic range. Earlier GT mics may be returned to GT
for an *A" rev upgrade for a nominal charge

Groove Tubes @
World class tube mics and electronics,
featuring the new CL1s comp/limiter

P E-mail: GrooveTube@aol.com
12866 Foothill Bive., Sylmar, CA 91342 U.S.A. 818/361-4500 FAX 818/365-9884
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PRODUCER’S DESK

one who controls a project, but some-
one who helps the artist through the
recording process. Neil came up
through the engineering ranks, too, and
he taught me how to relate to artists by
being someone who is sympathetic to
the song as the basis of the project, not
someone whose back they see all day
long at the board. 1 was always more
into focusing on songs than on parts
and arrangements. Nile taught me to
trust my instincts, not to be afraid of the
obvious. “Use the delay in the obvious
spot—people will sing along with that
stufft” He also understands that the en-
thusiasm level surrounding a session is
as important as who is playing or
whether the equipment works. Keeping
the artist, engineer and players happy
about what they are doing really shows
up on tape in tangible fashion. I'm not
so much a technical engineer, not so
worried about the great snare sound as
much as the song. 1 wanted to produce
but had no pretensions about being the
writer or the artist myself. 1 just wanted
to make the songs work.

What was the transitional project from
assistant to engineer?

The MIDI room connection, really.
Mariah Carey's first record came in, and
it was a record with a lot of program-
ming and an unknown producer at the
time [Rhett Lawrencel], and none of the
assistants wanted to work on it. 1 did
four or five tracks on that record, and it
ballooned from a week of pre-produc-
tion into weeks of tracking. And they
kept moving me up and along with the
record.

What do you remember about those
sessions? That record went on to sell
nearly 10 million copies...

We all knew she was tremendously tal-
ented. I knew it was going to be a good
record but not that it would do what it
did. I was given a lot of latitude in
recording her; Rhett was the program-
mer on that, as well, so he was the one
who dealt with the sounds. My biggest
contribution was doing her vocals, and
it was my first chance to work on a per-
son-to-person level with an artist as the
engineer. One of the things 1 did there
also was act as a bridge between a very
programmed environment and a live
musician one. 1 called some of the
musicians who played on that record,
like Marcus Miller on bass and Omar
Akim on drum triggering, and Nile
Rodgers, who played guitar on some of
it. Since I was from New York. 1 knew
the players.




How did you bandle ber vocal range?
We definitely went through a few mics
with her. She had the ability 1o blow
mics out, and she did—we blew up a
couple of older tube mics that couldn’t
take the pressure. So [ wound up using
the AKG The Tube, using distance to
avoid blowout, and I'd put two of them
together on her, next to each other,
each with a different level setting. I'd
also ride level to tape when we record-
ed analog. When we switched to digi-
tal, that was no longer a real issue. It
was a similar situation with Queen Lati-
fah. T used a U67 on her and ran the
vocal through a chain of Neve mic pre’s
and an API 550 EQ.

Is there a line between working as an
engineer and as a producer?

I like both. As an engineer, I like the
fact that I have more of a choice as to
what I work on, and I can sometimes
get more excited about a project, as op-
posed to working on one project all the
way through. A lot of records I do I'm
in on the ground floor, from pre-pro-
duction through mixing, so you can get
kind of close to it. Engineering takes
some of the stress off that. But I do love
producing, as well. I've been doing
more co-productions, too. Arto and Gi-
ants have been that way, and both of
them have plenty of studio experience.
So productions in that sense are less
stressful. And in many cases, like with
Mariah Carey, I get called in for a day
and it turns into weeks, during which
I'm given a lot of latitude by the pro-
ducer and artist as to my input on the
record. With the Lounge Lizards, John
Lurie brought me in to mix, and I ended
up contributing enough that John
thought I should co-produce. So the
line can get blurry. Sometimes it’s a thin
line—the only difference is how you
deal with the business part of it. I like
to deal with clients, production and en-
gineering, as partners,

Looking over the discography, you
bave a very eclectic group of artists that
you've engineered for. Is that a part of
coming of age in New York as an
engineer?

Yes, very much. In the late '80s and
early "90s, if you didn’t do everything,
you did nothing. There wasn’t a lot of
rock going on here then, though it’s
better now. But that’s what you learned
to get some range from. I mean, Kath-
leen Battle? Opera? MIDI was my foot in
the door—a utilitarian way, but you had
to learn real engineering fast in that en-
vironment.

How did you come to work with Battle?
It was through one of the Brazilian

artists I worked with. That's another
great thing about New York, is how you
have so much ethnic diversity and how
exposure to that can broaden your
range, t0o. Arto Lindsay was the first
Brazilian I worked with, He was one of
those “no-wave” guys here, but in doing
Brazilian music he has an unbelievable
pop sense. IU's a pretty amazing dual
personality. He and I found that we
both like to listen to music the same
way, from the perspective of the song.

You've worked a lot in Brazil. What
are Brazilian studios like?

A few times a year, for a while now. In
Rio, I used Nas Nuvens, which I think
means “The Clouds” in Portuguese.
They don’t have what you'd call top-
notch equipment, but they do know
how to make records. Its a very homey
studio, and it was Arnto’s choice. It has
an old Harrison console, a Ten, [ think,
which we only used as a playback
monitor, recording vocals and acousti-
cal instruments through a whole rack of
API mic pre’s and EQs, which they had,
supplemented by ones we brought
down with us. The studios themselves
tend to be very *70s, with low ceilings
and carpeted walls. There’s not a lot of
design worship down there yet. I've
also worked in a studio in Bahia up in
the north of Brazil, where they had sig-
nificantly less to work with in terms of
equipment. We had to bring entire
racks of Neves and APIs with us. Arto
makes very programmed records here.
But in Brazil, he works with traditional
instrumentalization and uses it in un-
usual ways. And to get those players,
that's where you have to go. If you
need 40 guys playing urdo drums, you
won't find that in New York or any-
where else.

There’s a certain, I guess the term is sen-
sibility of bumor, that runs through the
acts you've produced. How does that
meld with the actual productions?

On They Might Be Giants, we had John
Flansburgh go out into the hall at River
Sound to try and make his vocal on a
song called “Token Back to Brooklyn”
sound more cavernous. John began the
song with full-voiced bravado but
began trailing oft quickly till he was al-
most inaudible. [ was just about to ask
him what was wrong when I heard a
woman’s voice say, “That was very
nice.” It was someone from the furni-
ture company across the hall going to
lunch. On Mono Puff, on the song “The
Devil Went to Newport,” we set up
Mike Viola to sing some background
vocals. He had never really heard the
lyrics to the song and was only going to

sing along in the chorus. The song fea-
tures some really funny lines, so I left
his mic open the whole time to catch
his reaction to the lyrics as he heard
them for the first time. If you listen
closely you can hear him giggling
throughout in response to several of the
pithier lyrics. With Arto Lindsay, we
were working on a score for a modern
hallet. For one section, Arto wanted to
create a cacophony of noise and per-
cussion. Everyone went into the studio
and began banging on things and toss-
ing stuff around. It sounded like so
much fun that I couldn’t resist joining
in. I left the machine running and
grabbed what I thought was a plastic
pencil cup. In the final score, you can
hear the door squeak and slam shut,
followed immediately by the sound of
a ceramic pencil cup smashing to bits
on the floor. We muted out the ensuing
laughter.

What New York studios do you like to
work in?

I like to think that Pve been in just
about every studio in New York at
some point. Certainly more than most
engineers. [ like to work in places that
are small, with single rooms, where you
can really focus in on the client and the
project. Where it’s more personal. New
York has a lot of those. Kampo and
River Sound are two of my favorites for
that reason. We did a lot of the Giants
records at River Sound. It's also what I
liked about Skyline: They had two
major rooms but on difterent floors, so
it seemed very isolated when you want-
ed it to be. And New York is always
right outside the door.

Do you base studio choices on equip-
ment?

Sometimes. Vibe and equipment, I'd say
mostly. River Sound has a [Neve] 8078,
and I like that for tracking. Kampo has a
new SSL and a good Neve outboard
rack. Giants we tracked at Hit Factory
and Clinton for the size of the rooms. T'll
use different studios for different stages
of a project, depending upon what I
think I'll need acoustically and in terms
of equipment. For tracking, 1 like to
have mulhiple isolated spaces to record
the band ensemble. Hit Factory has a
studio with four iso spaces, and Clinton
has a lot in their 8078 room. But when it
comes time for vocals and overdubs, |
don’t need a huge place.

You don’t seem too obsessed by
tecbnology.

[look at that the same way I look at stu-
dios: What do you need for the project?
I love a lot about both old Neves and
SSLs. I prefer older Neves to track on,
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but 'm very into SSLs. SSLs are more
like instruments than Neves are. | can
play an SSL more than any other con-
sole, and I leamed from Neil Dorfsman
that the console has to be more than a
passive recording device. The SSLs let
me layer more easily. You can be very
meticulous on vocal passes. The au-
tomation on an SSL gives you the abili-
ty to switch between motorized faders
and VCA control, which lets me drop in
and out between the two, which is very
useful for doing spot vocals. Going
through the VCAs, you don’t have to be
grabbing the fader when it's moving,
and it’s easier to do overrides in
mixing.

How about outboard gear?

I don’t carry a lot of stuff around. I like
the Lexicon stuff, and Fairchild limiters
and Neve and Summit mic pre’s. But
usually all I carry to a session are some
old MXR flangers.

What was your role on the Gipsy Kings’
“Love and Liberte”?

I got a tape from them with just acoustic
guitars on it, and | worked with the per-
cussion player Nana Vascencelos,
whom 1 had worked with before with
Arto, to build a track around that. Nana
can really build a symphony of percus-
sion; he walks in, listens to the tracks
and then says, “I need 16 tracks.” And
he’ll use them. They're unusual instru-
ments, like udus, which are like a jar
with a hole at one end that sounds both
boomy and ceramic. But I've become
used to them working with Brazilian
artists. I put a 421 on the sound hole
end of the udu and then EQ it.

Do you tend to use EQ a lot?

I tend to use it to roll off more than add.
On the udu, instead of trying to coun-
terbalance the boominess with more
top end, I'll roll off the low-mids. I pre-
fer to approach EQ that way.

You prefer simple. Interesting, consid-
ering the MIDI that got you in the door.
Yeah. When I work with a client, it’s
like there is no clear delineation of du-
ties. Input comes both ways—they
comment on sounds, I can change song
structure and make lyrical suggestions.
I like it when it’s a real collaboration. It's
more fun and it actually goes faster—I
don’t think I've spent more than two
months on one project. [ don't want the
technology to get in the way of the
song and the production. I don’t want
to minimize the importance of technol-
ogy in making records, but it’s the
music and the song that I think it’s all
about. ]
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BY TOM KENNY
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For your monthly dose of film
sound columnist Larry Blake,
turn to page 44 for his look at
the re-release of Star Wars.

aflll FRRANCIaCO,
THE MOVIE

CREATING THE
SOUNDTRACK
FOR AN IWERKS FILM

by Tom Kenny
A lot of special-venue audio
work is being done outside
of the traditional theme
park, roller-coaster. theatri-
cal-ride environment. The
range of budgets for special-
venue projects can run the
gamut, from the $60 million
for T2 3-I)to the $30.000 for
a special showcase at the
local auditorium. But. what-
ever the budget. today’s
technology allows any pro-
ducer to create stellar dis-
crete multichannel mixes.
San Francisco—The
Mowie would fall somewhere
in the middle of the budget

Right: Sound designer Luther Greene,
foreground, with production sound
mixer Andy Wiskers on site at the
theater with their Pro Tools station

line. It's a 30-minute Iwerks
film, produced by World
Cinemax Corp. to promote
the rich history. and stun-
ning visuals, of San Francis-
co through some of its more
colortul characters. The film
was shot in “Super 35" and
blown up to 70mm, then
projected on a 19x42-foot
curved screen to an audi-
ence of 275, in a theater

THE CAPTAIN \

built specifically for the film
at Fisherman’s Wharf, San
Francisco’s ever-popular
tourist area.

Andy Wiskes served as
production sound mixer on
the film. Wiskes has worked

—CONTINUED ON PAGE 111
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HAAToRILL
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SOUND IN A SiLO

by Gary Eskow
When developer Dean Gitter

planned Catskill Comers, he in-
cluded several attractions de-
signed to ap-
peal to the
histori-
cally

clined: a restored barn from the
mid-19th century; The Spotted
Dog Firehouse Eatery, a
reproduction of a firehouse
from days gone by; and the
spruced-up home of railroad
magnate Isaac Longyear. But
the centerpiece at Catskill Cor-
ners is not so much a historical
display, but more of a sensory
trigger, a giant toy that takes
visitors out of this upstate New
York farm community and
back to their childhoods—or
their magic mushroom days.
The Kaatskill Kaleidoscope is
the world's largest kaleido-
scope, standing 60 feet tall in its
own silo in Mt. Tremper, N.Y.
Charles Karadimos, who
has been designing kaleido-
scopes for 19 years, was
contracted, along with the
father-and-son artist team
of Isaac and Raphael
Abrams, to make the images
—CONTINUED ON PAGE 105
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“THE UMBRELLA
JF CHERBOURG

by Eric Rudolph

The Umbrellas of Cherbourg,
Jacques Demy’s 1964 all-mu-
sical cinematic soufflé,
which has not been seen or
heard in its original form in
the United States since the
era of Beatlemania, was lov-
ingly restored last year. Star-
ring the impossibly school-
girlish 20-year-old Catherine
Deneuve and featuring the
triple Academy Award-nom-
inated score of Michel
Legrand, the film was a pop-
ular draw this past spring
and summer at art houses

Nina Castelnvovo
ond Catherine Deneuve

across the United States.
Strictly speaking, until its
re-release, Umbrellas—which
contains no spoken dialog;
every word is sung—had
never been seen in its prop-
er form in America, accord-
ing to a spokesman for Zeit-
geist Films (which released

the restored Umbrellas in the
States, in conjunction with
Fox Lorber). The prints
shown in America at the
original theatrical release
were compromised in image
quality because they were
made from a dupe negative,
as were most American

prints of foreign films in
those days. By the mid-'70s,
all of the existing U.S. prints
were faded and battered. A
1986 U.S. video release was
made trom a very poor-qual-
ity print, and a version of the
film (often shown on televi-
sion), in which the delicately
recorded French vocals were
re-dubbed into English, fur-
ther sullied the one-of-a-kind
film'’s reputation here.
However, Demy had a
feeling that this unusual work
(which he wrote as well as
directed, and which he often
referred to as en chante, liter-
ally meaning “enchanting,” or
“all singing”) would live be-
yond its initial release. There-
fore, the director took highly
unusual steps to preserve his
unique creation. His widow,
Agnes Varda, oversaw the
creation of a new soundtrack
from archived 35mm mag-
—CONTINUED ON PAGE 113
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“ollRLLOWTAIL
BUTTERFLY"AT THIRD
J[REET a0UND

by Maureen Droney

Third Street Sound recently played host
to the first Japanese live-action film to
be posted in the United States. Not a
big deal, you may think, until you con-
sider the challenges involved. Mixing in
a foreign language can be difficult
enough, but this film, titled Swallowtail
Butterfly —directed by Shunjui Iwai,
Japan’s hottest, most cutting-edge di-
rector—takes place in three main lan-
guages, in addition to a plethora of
Asian dialects and multilingual slang.
This intersecting dialog is a major part
of the film, as one of the main themes
is miscommunication between cultures.
Don’t be surprised if you hear of Swal-
lowtail Butterfly becoming an interna-
tional cult classic—it has English subti-
tles and universal appeal.

Third Street Sound, unfortunately,
closed its doors in December. The fa-
cility had boasted two mix rooms, a
large ADR/Foley stage with Avid Audio
Vision, six in-ground pits and a spa for
water effects, two digital sound design
suites equipped with Pro Tools 111
workstations and a voice-over bay. Oh,
yes, and an effects library that dates
back over two decades—highlights in-
clude vintage autos and airplanes and
sounds of Jane Goodall’s chimps.

Mix Stage 1 featured a 72-input Otari
Concept automated mixing console,
while Stage 2 was equipped with a
Concept Elite. The Elite, a digitally con-
trolled analog console released last
year, has 96 inputs, Otari Image Recall
(which allows immediate storage of all
mono input module settings—EQs,
panning, faders and switches), Otari
Eagle moving fader automation and
PicMix, the Otari surround sound mod-
ule. Both rooms had surround capabil-
ities for Dolby Digital and dedicated
voice-over booths to facilitate recording
those last-minute inspirations.

Third Street’s studios were actually
created specifically around their speak-

At Hollywood’s Director’s Guild Theatre (L to R):
Kozutoshi Wadakura, line producer;

Shunijui twai, director; Steve Ogden, Third Street
Sound co-owner; David Baldwin, sound supervisor.

Above: Scene from Swallowtail Butterfly; below, front to back: Third Sireet Sound’s Paul Schremp,
gineer and lead mixer {seated); Steve Ogden, ca-owner; ond Darren Barnefl, mixer.

co , chief
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er systems, designed by Audio Intervi-
sual Design’s Ken Gourris. “Sometimes
when you're cutting sound effects and
doing prelay work, you go back on the
stage and it sounds different,” says co-
owner Steve Ogden, a board member
of the International Documentary Asso-
ciation (Paul Schremp, a re-recording
mixer who has won four Emmys and
been nominated for 12, was the other
owner). “We've had the monitoring sys-
tem in all the rooms designed by the
same person, so that you hear exactly
the same thing in each room...”

The former owners of Third Street
have logged more than 25 years in the
business and have a reputation for

being specialists in audio post for TV
reality shows. Experience gained on se-
ries such as Cops, where cleaning up
tracks and removing obscenities has to
be done from a 2-track master, has
made them expert in dealing with the
vicissitudes of live recordings—these
guys have to know all the tricks. “On
Cops, the crew is running around with
Beta SP cameras actually chasing crim-
inals.” explains Ogden. "One of the
cops wears a wireless microphone, and
there is a boom mic operator, so we
have two audio tracks to work with.”
Those two tracks are loaded into a Pro
Tools system for dubbing to picture,
during which, besides striving for clari-
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ty of dialog, the dubbing team must
deal with removing, via bleeps or some
kind of camouflage, 20 to 30 obsceni-
ties in each half-hour show.

Third Street also handled post for
Rescue 911, much of which may be
reinacted during four to six hours of
Foley performance for each episode.
Emergency phone calls used in the
show, however, are often real and re-
quire cleanup work because they are
recorded at very slow speed for cata-
loging purposes.

Reality-post skills were also required
on the five or so National Geographic
specials that Third Street worked on
each year. “The shows and the contents
are demanding,” says Ogden. “They are
filmed in tropical locations and other
unusual places, where sometimes they
are shooting with a long lens and can’t
record sounds. So some of the show
comes in without any sound and has to
be totally re-created.” That involves
working with the National Geographic
team to decide on the precise sounds
that would be representative of animals
in that location at that time of year,
then finding those sounds in the Na-
tional Geographic library.

All of this experience made Third
Street a logical choice for the Swallow-
tail Butterfly project. The drama, which
depicts the plight of Chinese illegal im-
migrants trying to strike it rich in the
Tokyo ghettos known as Yentown, re-
flects the diversity of the Asian cultural
melting pot. The dialog incorporates

Japanese, Mandarin and Cantonese Chi-

nese, along with several derivative
slangs and English. Subtitles were, of
course, not available during dubbing,
although, fortunately, reels were mixed
in sequential order, enabling the crew
to follow the plot line.

Sources at the final came from four
24-track machines of effects and Foley
recorded at Third Street, two 1)A-88
machines with the musical score, Pro
Tools and Sample Cell with more
sound effects and backgrounds, and
ten eftects CHs that Rockwell Eyes, the

Japanese production company had

made on location in Japan. Dubbing
was to 24-track analog, which was
print-mastered to 35mm in Los Angeles.

“It was a pretty awesome experience
because of the cultural differences,”
comments Schremp. “As to usual mixing
stage protocol, we had to dispense with
any pecking order and really deal one
on one. In any dubbing room, commu-
nication is the biggest drawback, and
here, well, it’s the first time Pve done
anything quite this elaborate. Sometimes



we did have a translator, but only for the
Japanese. No one understood all the
Cantonese, or the dialects!

Dialog editor Harry Harris worked
on an AMS AudioFile, bringing it to
the stage for output and using a Yama-
ha 02R to digitally dump to other
media when necessary. “Dialog came
in on timecode DAT,” he says. “They
seemed to have been pre-striped with
code, which worked really well. Con-
tinuous code made tinding material a
lot easier, and we could do some
auto-assembly. The other thing was,
almost every scene was shot with two
microphones, either a body mic and
boom or two boom mics—they used
different miking techniques to get
more coverage of the actors. Most
shows have a portion done that way,
but for this one they did it in almost
every scene, The problem with that
kind of stereo coverage is that when
you combine them in mono, you often
get phase shifting. So what we did was
load everything into the system in
dual-mono, and we went through and
selected each side, so that when the
other character spoke and was
stronger on the other side, we select-
ed that one, made an edit and got rid
of the other channel. So there was
never any time that both channels
were running. That worked well, but
of course takes a lot more time.

“There are certain things you listen
for as a dialog editor that really don't
matter if you understand the language
or not,” Harris continues. “For example,
if the background is too heavy for the
dialog. So from that point of view fix-
ing problems wasn’t any difterent than
in English. But the problems occurred
where there were several people talk-
ing and overlapping where they make
(picture) cuts—there might be four or
five edits across there, and some dialog
doesn’t overlap right. Those were difti-
cult, because in English I'd be able to
tell easily, but for this 1 had to listen
over and over 1o tell who was speak-
ing...and I didn’t even have a script.”

Schremp elaborates: “Our main ditfi-
culty came because we had no idea
where the sentences ended. For exam-
ple, in overlapping dialog, in English
you know to fix it, but if it's in Can-
tonese, and you hear a sound repeat, it
may just be typical of the language. Or,
you may hear a word, then hear it again
offstage and it doesn’t register to you as
the same word. Also, for mixing emo-
tionally, it becomes, ‘How do you play
the scene if you don't know what they
are talking about? Tender, angry, what

are they saying” The inflections of con-
versation are difticult; you don't want to
just make it tflat. Mr. Iwai, the director,
would explain the scene to us, but even
he had trouble with the Chinese and the
dialects. So it was very difticult. Mr. Iwai
was wonderful, though. We devised a
system, where if he wanted o make a
change, he would draw a picture—he
would draw the frames of film. And he
was 50 good at it, with litde stick tigures.
that he was very clear and it worked
beautifully. When I didn't know what to
do, I'd get up and he knew he had to
draw a picture.

“I must say, it was quite a process
and very rewarding,” concludes

Schremp. “There were a lot of oohs
and aahs once we finished the project
and people could screen the whole
film. It really moves you.” |

—FROM PAGE 101, KAATSKILL KALEIDOSCOPE
flow. The score was placed in the lap
of Gary Burke, a local musician with an
international resume. Burke, who
scored the Kaatskill Kaleidoscope, and
engineer Doug Ford, say this is a one-
of-a-kind project.

A drummer who has worked with
Bob Dylan, Joe Jackson, Shania Twain
and a host of other major artists, Burke
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has also composed ballets, written
music for a Reebok commercial and
played along with the London Sym-
phony Orchestra on the soundtrack to
Francis Coppola’s Tucker. With all of
this experience, Burke was still left
scratching his head when he was
brought on the ’scope project.

“The first thing I did was lay out the-
matic ideas while watching a video rep-
resentation of what the kaleidoscopic
images were going to be,” says Burke.
“But you have to realize that a two-di-
mensional video hardly gives a true pic-
ture of what the experience of sitting in
the silo, looking up at a huge kaleido-
scope is like.

“still, T sat in my house, with my
primitive setup, which includes an
ADAT, an Emulator 2, an Akai S1100
and a [Korg] M1, fed into a small Mack-
ie console. The cubbyhole 1 was work-
ing out of—laying things down live to
picture without synching to picture—
combined with the ‘by the seat of your
pants’ way Doug [Ford, engineer] was
learning how to take surround sound
mixing theories and apply them to this
unique situation, is really the heart of
our story.”

Ford concurs. A freelance engineer
who has logged extensive hours at
Sweetfish Recording Studios, located in
the foothills of the Adirondack and
Green Mountain ranges, Ford knew he
wanted to mix at Sweetfish but had to
acknowledge that he was stumped
when it came to achieving a mix that
would expand as deeply as possible up
and into a 60-foot ceiling.

“Imagine a virtual sphere, kind of
like a globe floating over the viewer's
head. That’s the effect that the 'scope
gives, and we had to fill up that same
space with a surround sound mix. The
first thing I did, while Gary was com-
posing, was get on the phone to Dolby,
Pioneer and various recording studios.
When we started, we didn’t even know
what the playback format would be!
My background is as a rock 'n’ roll
player and engineer, so the stereo field
was all T knew. I didn’t have a clue
about surround sound, but I found
everyone I spoke with to be complete-
ly open and helpful.”

Ford quickly realized that Dolby
AC-3 encoding, as used for film mixes,
was not a tailor-made fit for this project.
“No traditional system would work,” he
says. “We had to make Dolby AC-3 fit
into our requirements. We had no use
for the kind of surround sound imaging
that lets the viewer track a jet as it flies
from left to right across the screen, for

example. That kind of effect can easily
be handled with a joystick. In our case,
we had to use a surround channel to
give the surrealistic sense of a voice
coming from within the viewer’s head.
We also knew we were going to lean
heavily on a subwoofer to get a bottom
end that resonated throughout the en-
tire area.”

Since Burke laid down his initial
tracks to an Alesis ADAT machine, the
project stayed ADAT throughout, albeit
with reservations from Ford. “I much
prefer working on analog 2-inch, and in
fact we eventually took material from
the three ADATSs we used and bumped
it over to the studio’s Otari MTR-90, be-
cause the ADAT format does not lock to
picture quickly enough,” Ford explains.
“Studio A has a Neve 8068 Mk 1I console
that works beautifully with the MTR-90.
All of the digital recorders sound harsh
to my ears.”

Once all of Burke’s synth and sam-
pler parts were on tape, it was time for
overdubs. Multiple brass parts were laid
down by trumpet player Peter Ecklund,
with Mindy Jostyn handling string lines,
doubling or replacing the synth lines
that Burke had tracked. Burke says that
when he realized the sonic field would
be broken into three sides, his compo-
sitional technique was altered dramati-
cally. “Remember, we knew that the
sound system would be set up as an in-
verted triangle, with the listener at the
bottom, and then a subwoofer and a
surround channel. I went back to the
early Baroque antiphonal way of writ-
ing, where brass choirs were placed in
different parts of a church and made to
answer one another over wide spaces.”

Burke also says that learning about
the surround sound mixing process
caused him to simplify his writing.
“Everyone cautioned us against going
nuts with surround,” he says. “In fact,
when you begin to realize the part that
spatial relationships play in the total
effect you're generating, you under-
stand that less can really be more. Bal-
ance issues become compositional el-
ements. Then, of course, there’s the
simple joy of playing with effects over
such an expansive space. For exam-
ple, in our final sweetening stages, we
took a War of 1812-type section and
let the rockets whistle around from
speaker to speaker.”

Ford laid out three Yamaha NS-10s
in a triangle and placed a fourth NS-10
in the center, along with a subwoofer.
“The speakers were at console height,
with the rear speaker placed about a
foot-and-a-half behind my head, facing
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me,” he says. “It's certainly true that
control rooms, including Studio A at
Sweetfish, which was designed by John
Storyk, have not to this point been laid
out with surround mixing in mind, but
we were able to create a multi-speaker
field that felt very spacious. We didn’t
have the luxury of taking temp mixes
and auditioning them in the venue, be-
cause the silo was being built while we
were working, but I have to say that
when it all came together, we were ex-
tremely pleased with the way our
mixes translated into the larger space.

“Gary'’s right when he says that peo-
ple cautioned us agamst going crazy
Wl[h the surround sound aspect of our

" Ford continues. “But there’s no di-
alog in this piece, so we could go a lit-
tle bit crazy. I think it’s important to note
that Gary’s track is not a support for the
visuals; it's much more of a 50/50 thing,
with both elements working with each
other to create the final effect.”

Ford estimates that the ten-minute
score, which Burke labels “Americana
Soundscape,” was divided into about
120 mixing events, and required exten-
sive separate busing and panning,. “We
leaned heavily on automation. I bused
parts out separately to the five speakers
we were using while we mixed each
section to a single Tascam DA-88.
Dolby AC-3 is based on a 5.1 ratio,
where you have five full-bandwidth
speakers and one sub, but in this case
we used a 4.1 ratio.”

Ford was quick to point out the gen-
erosity of manufacturers in making the
track happen. “Yamaha donated a
DDP1 Dolby AC-3 decoding unit, and
Pioneer has donated two laserdisc play-
ers to the site,” he says. “Dolby donat-
ed the AC-3 encoder as well.”

Once the decision to master to
laserdisc was made, it didn't take long
for Ford to track down Pacific Ocean
Post in Santa Monica, which handled
the AC-3 encoding. “We kept hearing
that Pacific Ocean Post was the place to
go, and they were extremely helpful.
Frank Hall walked me through the
process, so that we were sure that we
provided them with exactly what they
needed. I also have to thank Steve
Thompson of Dolby, and the staff at Pi-
oneer Long Beach who handled our
laserdisc mastering.”

At the end of the day, Ford and
Burke are gratified, mostly by the ex-
pressions on the faces of the visitors
who seem to be flocking to the site.
Ford says, “We’re not talking about
Skywalker Sound here, but two rock 'n’
roll guys who tried to create something
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creative tools to improve productivity, the software is incredibly
fast and reliable and saved them .a great deal of time and money.
This is why more andmore of the worlds top professionals in
sound design and mowien picture editing are changing to
Soundscape and the PC for their. audio editing. From dialog
replacement and \foley recording to that blockbuster movie
soundtrack, th SSHDR1 has some of the fastest and most
powerfdlédlé’mg features.available.

g

1BM PC or Compatible PC

Full “chase lock sync” to time code

8 track expandable to 128 track (16 Units)
64 virtual tracks per unit

Edit on the fly while chasing to video

Pitch shift /Time stretch/compression (optional)

Sample rate conversion (optional)
EDL file support with auto conform (optional)
Automated Punch in/out

Multi track glitchless Audio Scrubbing

Real time fodes with 18 Bit Dynamic range
Somple accurate placement of audio clips
999 nameable markers

Powerful Noise gate for perfect dialog editing
Full digital parametric EQ

Removable Hard Drives (optional)

Loop recording ideal for foley
Cut/copy/glue/move/reverse/repeat

Prices from only $3,250 list (8 track systes

Is your
existing

Digital Audio
editor expandable from
8 to 128 tracks, with real time cditing while chasing time code and
bave fully parametric EQ? Does it give you 18 bit dynamic range
and volume contours generated in real time, with professional 1/0O
and audio quality uncompromised by noise from your computer.
With glitchless audio scrubbing for accurate editing and perfect
placement of sound effects. Soundscape offers all of this at a price
much lower than you would expect.

“Love-it - Love it - Love it - Love't - Love it {1} Great box, I've got two of them and session after session | rely on my 80undscapes to deliver the pristine

sound that our clients demand. it varisyncs and chases video like a hound dog and believe-it-or-not the owners manual is intelligable. And HEY!! - just do
" Sunmy Lake, Cybersound NYC, sound designeriproducer for numerous commercials, records and films.

.. buy onel

We’ve had,the pleasure of using Soundscape for sound editing on ‘Ace Ventura: When Nature Calls’ and ‘The Nutty Professor’ and found
it to be vary smooth, very fast and very reliable. Soundscape is the only intelligent cheice for your next digital editing workstation.
Odin Benittez, Randall Guth, Dimension Sound (Burbank).

It’s affordable-it’s modular-it’s expandable-it's got crash proof reliability!!! We have 3 x 16 track systems at the studio, and
we’ve used the SSHDR1 on almost every project that’s come through the facility. Soundscape is fast becoming one of the
top systems around in digital audio post production here as well as around the world. Keep it up. guys!”

Frank Serafine, Sound designer on Star Trek, Virtuosity, Lawnmower man, VRS, Hunt for Red October.

Soundscape Digital Inc. 4478 Market Street, Suite #704, Ventura, CA 93003 Tel: (805) 658-7375

Gerr Audio Distribution. 2 Thorncliffe Park Drive, Unit 9, Toronto Ontario, M4H 1H2 Tel: (416) 696 2779
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unique. When we talk to people who
experience the kaleidoscope, we real-
ize that the feat we set out to accom-
plish, under very difficult time con-
straints, was realized.” ]

Gary Eskow is a freelance writer, com-
poser and musician based in New Jersey.

—FROM PAGE 100, SAN FRANCISCO, THE MOVIE
on previous special-venue projects with
director Keith Merrill (an Academy
Award-winner) and has a Pro Tools
studio in nearby Novato. Wiskes’
choice of sound designer Luther
Greene as his teammate for the project
was not unpredictable: Wiskes and
Greene had previously worked togeth-
er on more than 2,000 soundtracks and
had collaborated on four features (in-
cluding The Adventures of Mark Twain
& Partners), several TV specials (Will
Vinton's Christmas Claymation Special
and Meet the California Raisins) and
The American Experience’s The Great
San Francisco Earthquake.

Editing was done at Wiskes’ Sound
Studio on a 16-channel Pro Tools 111 sys-
tem. To keep things running smoothly,
CD mastering engineer Bob Olhsson
was brought in as Mac Wrangler and
special sound effects editor, which freed
Wiskes and Greene to explore the out-
side edges of Pro Tools and spend their
time assembling a creative track. The
work was split so that Greene handled
sound effects and musical cues, while
Wiskes concentrated on dialog, meta-ef-
fects and more musical cues. The score,
by Sam Cardon, was recorded at Pinna-
cle Studios in Salt Lake City and deliv-
ered on DA-88.

The first step, as it seems to be in all
special-venue projects, was to figure out
the acoustics of the theater itself and
replicate it in the editing environment. It
was ascertained that the L-C-R speakers
and the subwoofer were healthy, but
that the left and right surrounds left a lot
to be desired, which led to a general ex-
amination of how much of what sound

cues could be successfully put into the
side channels. The outcome was the cre-
ation of a whole new channel—center
rear—which could carry as much infor-
mation as any of the front speakers.
With this setup in the editing studio, the
tracks were dedicated to the correct lo-
cations and automated within Pro Tools,
giving the editors a full “temp” mix as
they went along and halving the time of
the final mix.

“Being able to build the sound-
track—position effects, create sweeten-
ers, make pans, determine echo return
locations, adjust levels—all within the
unpressured sanctity of the ‘edit studio’
environment adds a new level of so-
phistication to the process,” Greene
says. “Now, when you arrive at the mix
stage, the basic mix is already built,
leaving more time for finessing the
overall sound. Rather than subjecting
your mixer to ‘dialog wrestling,” you
can now free them to vocalize the pel-
ican, fill up the stagecoach and get
them much more creatively involved in
the project.”

Most of the sound effects were cre-
ated fresh for the show, and were
recorded with a Sanken stereo mic and
a Sony DAT recorder. The earthquakes
(after all, this is a movie about San
Francisco) were composed from a com-
bination of elements, with the main
low-frequency rumble consisting of a
drastically slowed down sail flap. Ef-
fects were introduced at the mix to cre-
ate sympathetic vibrations from the the-
ater itself for the earthquake scenes.
Foley was done by both Greene and
Wiskes at the Novato studio, and was
recorded directly to Pro Tools.

A total of 44 sound effects tracks
were created for the original mix. With
the addition of 40 dialog tracks, 16 spe-
cial, 16 Foley tracks and 16 music
tracks, there were 132 tracks at the
final, delivered on three hard drives
and two DA-88s.

Skywalker Sound was chosen for
the “first” final mix for a variety of rea-
sons. Skywalker had IMAX and Iwerks
experience, plenty of outboard gear, a
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Pro Tools station next to the console
and seemed to be the best facility 1o
handle the 29.97- to 30-frames-per-sec-
ond pull-up that would have to be
made to get the show from the video-
referenced post-production to the
70mm, 30 fps DTS release format. So,
four months after post-production was
started in Novato, Wiskes, Greene and
Olhsson drove their Ford Econoline
van over the hill to Skywalker Ranch
with the project materials: three hard
drives, several DA-88 tapes and a pas-
sel of cue sheets.

With mixer Chris Boyes at the con-
sole, the original final was completed in
five days, despite the nearby Inverness
Ridge forest fire, which made the
screen hard to see at times. Credit here
must be given to Boyes for some great
work and for sticking by the console,
even while his own home was at risk.
But then again, such heroism now
seems commonpliace when working in
California.

The final show mix came out of
Skywalker Ranch on DA-88 in a LS-L-C-
R-RS-Subwoofer-Center Rear format
and headed toward the theater for a
final tweak. San Francisco audio engi-
neer Bill Ruck was brought in at this
point to set up the temporary mix stage
in the Citibunk-Cinemax theater at Pier
39. Ruck provided all support for the
final onsite adjusuments, which includ-
ed construction of a platform in the
“acoustic center” of the auditorium and
getting in and out of the system amps
at the correct levels. John Pond (the
owner of Sacramento’s SoundBytes Stu-
dio) was also brought in with his
Yamaha DMC-1000 digital console, to
add another level of automation to the
process. This also kept the mix in the
digital domain.

Two days later, a 30 fps DA-88 tape
was winging its way from San Francis-
co to DTS in Hollywood, where a CD-
ROM was burned to create the perma-
nent system playback medium.

After a month of test screenings at
Pier 39, the director and producer felt
that they could greatly improve the film
by major story changes to the sound-
track alone. So, Greene and Wiskes re-
opened the file labeled San
Francisco—The Movie.

The script had been completely al-
tered, so more than 100 sound effects
were added, several musical cues were
completely replaced, the entire center-
rear channel was changed from voice-
over to effects, and a new “walk-out”
musical finale was recorded by Wiskes
(onto DA-88), featuring the cast of




Steve Silver's Beach Blanket Babylon—
all in few weeks’ time. Given the scope
of the revisions, this re-edit would have
been almost impossible to do outside
of the digital domain.

Working on hard disk certainly
changes the nature of “post-produc-
tion,” as a producer can now test the
audience at a special-venue presenta-
tion before committing to a final prod-
uct. Sound pressure levels can also be
decided by the response of the audi-
ence (if too many people run out of the
theater in the middle of the show, yes,
the earthquake is a bit too loud; if one
or two run out, it's about right).

With the soundtrack now re-edited
and remixed within Pro Tools, it was
taken back to the reconstructed stage at
the theater, rather than to a mix facility.
Ruck and John Pond re-created the pre-
vious onsite setup, and final tweaking
was done in a matter of days, with direct
client and test audience participation.

The moral of the story is that it
doesn’t take a 30-person sound crew
and a dedicated surround mix facility to
work in special-venue audio. Because
the tracks are only going to be heard in
that one location, it only makes sense
to do the final-final mix onsite. Where
the edit and original final mix take
place depends on the experience and
needs of the post team. San Fran-
cisco—The Movie s currently showing at
the Citibank-Cinemax Theater at Pier 39
in San Francisco, probably for a very
long run. Given emerging technologies,
the soundtrack might change several
times over the course of the next few
years, but hey, why not? ]

—FROM PAGE 101, "UMBRELLAS OF CHERBOURG"
netic tracks, and a new negative was
produced from three special interposi-
tive prints made 32 years ago as a far-
sighted preservation measure by the di-
rector.

“Jacques believed, and he was right,
that Umbrellas would remain interesting
to audiences for many years to come,
and he knew that the Eastmancolor film
it was shot on was sure to fade with
time,” Varda explains. “He loved the vi-
brancy, saturation and image stability of
the [then-current] three-color Technicol-
or process, but that was too costly to
use to shoot Umbrellas.”

Demy did the next best thing to
shooting the film with the fade-resistant
three-strip Technicolor process: He had
Eclair Laboratories make three separate
color-selected archival black-and-white

positive prints from the original “virgin”
camera negative, before a single print
was ever struck, Varda explains. (Each
of the three black-and-white positives
was made to correspond to one of the
primary colors, so that they could be re-
combined to form a new color in-
ternegative, from which new prints
could be struck.) These three “color se-
lected” positives were stored, along
with a great deal of 335mm magnetic
film soundtrack material, at the French
Bois I’ Arcy national archives.

“When the rights to Umbrellas re-
verted to Jacques in the '80s, we found
that the original negative and the in-
ternegative were both so faded and
damaged as to be useless,” Varda says.
“Jacques then began the restoration
process using the three color-selected
positives, which is immensely expen-
sive. But he was tired, and then he be-
came sick. He died in 1990, and a year
later 1 decided it was time to complete
the restoration. The French Ministry of
Culture lent my company, Cinema
Tamaris, the needed money, which we
will pay back according to a contract. It
is delightful to know that almost 35
years later, people are still coming to
see Umbrellas, it was Jacques’ fervent
desire that this could be so.”

Sound engineer Francois Musy, who
has worked extensively with French
New Wave pioneer Jean Luc Godard
and who just completed mixing Go-
dard’s upcoming film, Forever Mozart,
supervised the sound restoration of Um-
brellas at §.1.S. Labs in Paris. He re-
ceived input from Varda and Legrand,
and he was assisted by engineer Claude
Lerouge.

“Our main goal was to be as faithful
as possible to the original—to allow
people to see and hear Umbrellas as
they would have in 1964,” Musy said
from his home in Geneva. “Umbrellas is
not actually a musical, but the music is
very important. A lot of time was spent
trying to find the right balance between
the vocals and the music; it was crucial
that one not drown out the other.”

Most of the original vocals for the
film were dubbed by professionals for
the nonsinging actors. The music and
vocals were then given to the actors on
records, so they could familiarize them
selves with the material prior to lip-
synching during filming, according to
Umbrellas’ producer Mag Bodard.

The 35mm magnetic tracks Musy
used, which were the best audio mate-
rial available, came from an intermedi-
ate mix. As the mag stock had been
properly archived, the tracks themselves
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required no significant restoration work.
The tracks consisted of left and right
stereo music, a mono voice track, Foley
and two ambient tracks that included
minimal sound effects. “It was many
fewer tracks than we work with in
movies today,” Musy notes.

Though not damaged by age, the
mag tracks did require some processing
to correct imperfections caused by their
original re-recording on early '60s-era
machines. First, the mono vocal track
was run through a Dolby SR processor
to eliminate some high-frequency dis-
tortion and sibilance. “The machines
that made these 35mm mag tracks ap-
parently produced this high-end distor-

tion, but it was not audible at the time,”
Musy says. “The machines we have
today are so much more sophisticated,
the distortion in these old tracks be-
came duite prominent when played
back on modemn equipment.”

An SSL 5000 console was used to
remix the 35mm tracks, with re-record-
ing to a Sony 3324 digital recorder. Very
little processing was done—some re-
verb was added to the music, but in
keeping with the desire to be consistent
with the sound of the original sound-
track, Musy did as little as possible to
alter the material.

“I used the SSL board quite flat,
using almost no EQ,” he explains. “No

il
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attempt was made to reconfigure any of
the individual tracks we had to work
with, not even the music tracks. It was
a ‘take-it-as-it-was’ approach; the mix
may not have been the way it would be
done today, but we decided it was best
to respect the mix, to let people experi-
ence the film in as close to its original
state as possible. We just wanted to im-
prove it sonically as much as possible
without changing anything.”

At one point, the possibility of using
unmixed music and vocal tracks was
explored, then abandoned. The original
multitrack tapes from Legrand’s orches-
tral and vocal studio sessions were
available (these tapes were being pre-
pared for a 1996 re-release of the origi-
nal soundtrack recording in France) and
were reviewed by Varda and company,
but using them for the restoration of the
film’s soundtrack proved impractical.
“Of course, they were not in sync with
the film, and so we couldn’t use them,”
Varda explains.

The film, essentially a 3-channel
mix, was re-released theatrically in
Dolby Stereo. “We tried to put more
space in hetween the music, which is
from the left and right, and the vocals,
which we centered. The sound is
more open, full and round, and the
separation is much improved,” Varda
notes. (Voyager had not yet reviewed
the audio material available, and so
had not determined the audio format
for the laserdisc release. However, a
spokesman doubted the limited num-
ber of tracks used in the original film
would warrant a 6-channel Dolby AC-
3 laserdisc release.)

Varda was an important link to the
original production; her memory helped
to re-create the original sound and look
of the film. “The restoration took four
months, just an editor and myself. | was
the only one who could precisely re-
member the original robust sound and
the vivid colors that Jacques intended
for Umbrellas,” she said.

“The restored version of The Umbrel-
las of Cherbourg sounds and looks bet-
ter than the American original!” Varda
concludes. “My best reward for all of
the work is seeing and hearing the film
the way Jacques intended it, and seeing
other people once again share and
enjoy the wonderful sounds and images
that are The Umbrellas of Cherbourg.”

A home videotape release is planned
for this spring; a laserdisc version will
be subsequently released by Voyager.ll

Eric Rudolpb is a writer based in New
York City.
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MOTIONWORKS REMOTE
The Motionworks R2P2 re-
mote control (distributed by
HHB of Portland, ME) is a
hand-held or desktop-
mounted controller for all
serial tape machines or
DAWSs that support the Sony
P2 protocol. The R2P2 con-
nects via a single 9-pin D
connector and includes a
jog/shuttle wheel and stan-
dard transport buttons. The
unit’s onboard library identi-
fies any machine and dis-
plays its name in a 20x2
Supertwist LCD. Function
keys and internal menus are
automatically configured to
match the connected device.
The unit may also be used
as a diagnostic tool for iden-
tifying machines connected
to patchbays in large
installations.

Cirde 190 on Reader Service Card

D&R CINEMIX CONSOLE
D&R North America (Bras-
hear, TX) is now shipping
the Cinemix film sound
recording console. Featuring
a dual input path design,
Cinemix offers complete re-
call of routing and switching
functions, 6-channel LCRS
panning, and automated
master control and output
assignment capability.
PowerFade moving fader au-
tomation and PowerDynam-
ics are among the

many options that make

the Cinemix suitable for

a wide range of film

sound, video post-
production and record-

ing applications.

Circle 191 on Reader Service Card
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STAGE ACCOMPANY
SCREEN SERIES

Stage Accompany (Cincin-
nati, OH) announces its new
Screen Series loudspeaker
system for cinema playback
applications. The main sys-
tem is based around an
SA8535 ribbon HF driver,
two SA1203 12-inch mid driv-
ers and two SA1513 15-inch
long-excursion LF drivers.
Recommended surround
components include the F1,
F7 and E24 units; power for
all units is supplied by the

SA 1600 amplifier.
Circle 192 on Reader Service Card

MOTU MIDI
SYNCHRONIZER

Mark of the Unicorn (Cam-
bridge, MA) is shipping its
MIDI Timepiece™ AV multi-
port MIDI interface and syn-
chronizer for Macintosh and
Windows. Offering eight
MIDI inputs, eight MIDI out-
puts, 128 MIDI channels
(networking up to 512 MIDI
channels), SMPTE (LTC)
input/output and front panel
LCD programming, the MIDI
Timepiece AV is designed to
serve as a “synchronization
hub” for any computer-
based MIDI and digital

audio studio. Features in-
clude video sync in connec-
tion, providing genlock to
video or blackburst; ADAT
sync out connection to
synchronize one or more
ADATSs without a BRC;

word sync out connection
for word clock- and Super-
clock-driven devices, includ-
ing Pro Tools; MMC; and
0.1% pull-up/pull-down.
The MIDI Timepiece AV also
converts and stripes SMPTE
in all frame formats (24, 25,
29.97 drop and nondrop, 30).
Gircle 193 on Reader Service Card

AARDVARK AARDSYNC Il
Aardvark’s (Ann Arbor, MD
AardSync Il master sync gen-
erator was designed to im-
prove the clarity and fidelity
of digital audio transfers by
providing an extremely low
jitter clock for 16- and 20-bit
digital audio converters. The
unit can generate any digital
audio sample rate, including
44.1 and 48 kHz, and ac-
commodates pull-ups and
pull-downs. The Video Lock
function quickly recognizes
and locks to any video
house sync, including NTSC
and PAL, and the unit gener-
ates three word clocks, two
AES/EBU and Digidesign’s
256 Superclock? The unit is
also compatible with Sonic
Solutions, Pro Tools and
Yamaha 02R. Price is $1,575.
Circle 194 on Reader Service Card
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BY LOREN AELDRIEN
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Preset first digital multi-effects

unit? | remember mine
very c'eerly—it set me back nearly $500, was: innpossible to
progrem and sounded awful. The processar, purchased about
ten years ago ‘rom a company that will remain nameless, was
state-of-the-art technology for the time.

In the realm of
the low-bucx digital
effects processor,
a lot has changed.
Capalilites and sound quality not available at any price a few
years ago can now be had for wst a few hundred Jollars—20-
bit cowerters, 24-bit (or better) processing, 2asy-to-use in-
terfecas, large LCD screens, t-ue-stereo parallel or serial pro-
cescing....Who would have dreamed we'd be &ble to buy this
kind of prozessing power on a stomp box budgst®

Ir the next few pages, we'll check out the: latest effects
processor offerings
from eight manufac-
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ucts covera full range
of prices and capabili-
ties, from AR™'s palm-
sized Jnit ta Yamaha's
latest Z2-bit dedicated reverb. All have an agpeal to just
aboJt everyone in audio, whether used as that first reverb in
a becrcom project studio, or as auxiliary cevice #34, han-
dling left-rear surround channel tambourine ambience in a
96-channel mix. VWhatever the application, these processors
havs one thing in common: They'll all set vou back around
$500—or less.
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Alesis (Los Angeles) offers three ef-
fects units in the under-half-a-grand
price point. The tiny NanoVerb ($179)
is a one-third-rackspace device reminis-
cent of the company’s first reverb, the
MicroVerb. The NanoVerb boasts 24-bit
processing, 18-bit converters and a full
20k!Hz bandwidth. It also ofters 16 pre-
sets, including hall, plate and room re-
verbs. flange, chorus, delay, rotary
speaker simulator and a two-series
multi-cffects. A single adjust knob con-
trols one parameter per program; the
NuanoVerb does not store edited presets.
Connections include stereo input and
output on unbulanced “-inch connec-
tors, and a bypass footswitch. A dual-
color LED indicates input signal present
and input peak.

The Microverb -4 (8299) is a single-
rackspuce processor that offers reverb,
delay, chorus, flange, rotating speaker
simulator, auto-pan and others. Multi-cf-
fect programs in certain configurations
ofter up to three effects at once. Front-
panel adjust knobs allow users to con-
trol two effects parameters per prograny;
once adjusted, users can store programs
into the 100 user memory locations.
MIDI control allows for program change
or parameter adjustment. A two-way
footswitch controls effect on/off, tap-
tempo delay or rotary speaker simulator
speed. Inputs and outputs are on Y-inch
unbalanced connectors, with input
level, output level and mix controls on
the front panel.

AU 8499, the MidiVerh 4 ofters 24-bit
processing, 48kt [z sampling rate, 20kl iz
bandwidth and 18-bit A/D and D/A
converters. The MidiVerb 4 functions as
a dedicated single eftects processor, a
dual-mono processor and a series
multi-effects processor. Effects pro-
grams include reverb, chorus, flange,
tap-tempo delay, rotating speaker sim-
ulator, pitch shift, panning and more.
Numerous parameters can be altered
for cach program, with the edited
patches saved back into one of the
MidiVerb 4's 128 user memories. Inputs
and outputs are on unbalanced Y%-inch
connectors; the Midiverb 4's auto-level
sensing feature sets input levels auto-
matically. MIDI support allows the
MidiVerb 4 to respond to program
change and continuous controller mes-
sages for real-time effects parameter
changes.

Applied Research & Technology
(Rochester, N.Y.) has several affordable
effects processors in its product lineup.
The first in ART’s "Personal Processor”
series, the MR-1, is a palm-sized reverb
unit designed for instrument amp or
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recording applications. The MR-1 ofters
16-bit signal processing, mono in/out
and combo power/clip LED indicator. A
single knob selects from the unit's 16 re-
verb presets; other controls include
input and output level buttons (which
toggle between 0 dBV or -10 dBV) and
a bypass switch. The MR-1 has a list
price of $179.

ART's preset-only FXR (8239) is de-
signed for simple “plug-and-play™ oper-
ation. offering 256 effects presets, in-
cluding four types of lincar reverb, three
types of gated reverb, various delay
types, tremolo, chorus, flange and pan-
ner effects. True stereo operation allows
the FXR to process left and right inputs
with different effects. Users select pre-
sets with the FXR's simple two-knob
system, one knob selecting the “family”
of effects and the other selecting the
specific preset. The FXR offers input,
output and mix controls. as well as
input signal LEDs. Input and outputs are

-inch unbalanced.

ART's FXR Elite 1T ($345) adds pro-
grammability and MIDI support to the
basic FXR true-stereo processor, A re-
designed front panel sports a large pre-
set selection wheel, as well as two “en-
coder” knobs. These knobs allow: the
user to adjust
two parameters
for cach of the
Elite II's 256 cof- ™ .
fects programs.  DigiTech Studio Quad V2
including delay
length, reverb high-frequency level,
mix. left-effect level and right-effect
level. Once changed, programs can be
stored back to the Elite II's memory.
MIDE support allows for MIDI program
change mapping and real-time control
of certain effects parameters. The FXR
Elite I has “-inch unbalanced inputs
and outputs, a remote footswitch jack
and MIDI in/out/through jacks.

The ART Effects Network ($8449) of-
fers simplified programming and a
broad range of effects, The Effects Net-
work will function cither as a dedicated
processor (with all processing power
devoted to a single effect), a dual
processor (different effects on each
channeD) or a multi-eftects processor
(multiple effects in series). User inter-
face is ultra-simple, with a two-line
LCD and large rotary knob to select
presets or adjust parameter values; pa-
rameter changes can be stored to the
Effects Network's 100-preset memory.
The Effects Network offers balanced %-
inch inputs and outputs, with front
panel-mounted input and output level
controls.

Finally, in ART's Personal Processor
line is the FX-1 ($159), a true-stereo
processor that ofters 30 basic effects, in-
cluding reverb, chorus, flange, delay,
doubler, pitch shift and tremolo. The
FX-1 also ofters dual or triple effects in
series and several dual-mono parallel
presets. Input and output levels are set
with front-panel “more” buttons, which
increase the FX-1's input sensitivity and
output level, respectively. Users can en-
gage an altered version of any of the 30
cftects, effectively doubling the FX-1's
presets to 60,

The dbx Project 290 (Salt Lake City)
is a dedicated reverb processor that of-
ters six different reverh types in three
sizes and three “colors.” Front panel
knobs set reverb decay time, wet/dry
mix, input level and output level. The
$400 unit offers 16-bit A/D and 18-bit
D/A converters, 40kHz sampling rate,
balanced “-inch inputs and outputs,
four-segment stereo input level meter
and digital noise gate. MIDI support al-
lows users to select any of the 54 pos-
sible reverb programs and change
decay times.

DigiTech (Salt Lake City) ofters the
512, the Studio Twin and the Studio
Quad V2. The 512 (§229.95) offers 480

effects presets organized into 32 effects
combinations; presets include reverb,
delay, chorus, flange and pitch shift.
Users can tweak two effects parameters
for cach preset, though there’s no way
to save the edited sound. A true-stereo
unit, the 512 will process left and right
inputs separately; it will also perform
multi-effects processing in series. The
512 has input, output and mix level
controls, unbalanced inputs and outputs
and a back panel-mounted threshold
control for its built-in noise reduction
circuit.

The Studio Twin ($299.95) offers a
mix of dedicated reverb, modulation
and delay effects, as well as numerous
serial and parallel multi-effects. Several
parameters are adjustable for each pre-
set, and users can store edited pro-
grams into the Studio Twin's 99 memo-
ry locations. Sound quality benefits
from DigiTech's 24-bit S-DISC proces-
sor, 18-bit ADC and 20-bit DAC. Inputs
and outputs are on balanced %-inch
connectors; the Studio Twin offers a
MIDI input jack for program changes.
The Studio Twin also offers a single-



band fully parametric EQ for shaping
effects. A built-in noise gate offers ten
threshold settings.

Studio Quad V2 ($549.99) updates
the original Studio Quad with new ef-
fects, a redesigned user interface and a
large LCD screen. New eftects include
intelligent pitch shifting, rotary speaker
simulator, “analog” delay, room echo,
compression and others. The V2 is a
true “quad” processor, with four inde-
pendent inputs and outputs and multi-
ple signal path routings. Users can con-
figure the unit for parallel, series or se-
ries-parallel processing, placing effects
in any order. Automatic input leveling
sets input gain automatically; output
level is selectable between -10 dBV and
+4 dBu. Inputs and outputs are on %-
inch unbalanced connectors. Full MIDI
support allows program changes or
real-time parameter editing.

Lexicon (Bedford, Mass.) offers two
affordable true-stereo effects processors,
the Alex and the Reflex. Both offer hall,
room, plate, gate and inverse reverb ef-
fects; chorus, flange and delay presets;
unbalanced stereo inputs and outputs;
16-bit converters and 15kHz effect
bandwidth. Both allow the creation of
program register “chains” for flexible
footswitch control of programs. The
Alex ($399) has 16 presets selectable
from a rotary knob, with each eftect of-
fering three adjustable parameters.
Users can save altered programs in one
of 16 user memories. Footswitch con-
nectors offer remote control of bypass
and program change.

The Reflex ($499) goes beyond
Alex’s capabilities by adding an en-
hanced concert hall algorithm with re-
verb “randomizer” for smoother tails,
MIDI control, 128 user program loca-
tions and a resonator effect. The Reflex
allows front-panel adjustment of up to
ten parameters per eftect, and dynamic
MIDI control of up to four parameters
per effect. The Reflex will also set delay
times to match MIDI song tempos.

Peavey (Meridian, Miss.) has two
low-cost units in its effects lineup, the
DeltaFex and the Addverb 1II. The
DeltaFex ($159) offers 16 effects, in-
cluding reverb, delay, parallel delay/re-
verb, chorus, flange, phase shift and ro-
tary speaker. Each effect has two ad-
justable parameters; the rotary speaker
effect allows the speed to be toggled
with an external footswitch, smoothly
“morphing” between the two speeds.
When bypassed, the DeltaFex’s reverb
and delay programs continue to decay.
The unit ofters stereo inputs and out-
puts; input, output and mix controls;
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and front panel effects-type legend. The
DeltaFex will accept both line- and in-
strument-level input signals.

Addverb 111 (§349) is a true-stereo,
MIDI-controlled eftects processor that
will perform up to eight effects at one
time. Users can combine algorithms in
any order from 35 different effects
types, or can devote all of the Addverb
1I's processing power to an “ultra” re-
verb effect. Internal processing is 24-bit,
with 16-bit A/D and 18-bit D/A con-
verters. The Addverb 111 configures itself
automatically for series or parallel oper-
ation and offers real-time control of up
10 eight parameters per patch through
MIDI. The unit includes 128 user mem-

ories, 128 factory presets, two data entry
knobs and an LCD screen.

The HR-MP5 ($599) is a half-rack-
space multi-effects processor from Sony
Professional Audio (Montvale, N.J.). It
offers two effects blocks with pre/post-
switchable 2-band EQ; these blocks can
be set to two of the HR-MP5's 51 ditfer-
ent effects types. Algorithms include
standard time- and modulation-based
effects, as well as intelligent pitch shift-
ing, amp simulator, compressor, limiter,
wah, subharmonic generator, rotary
speaker, distortion, overdrive, vocal
canceler and more. The HR-MPS ofters
a large LCD, 100 presets, 100 user pro-
grams, MIDI control, footswitch input
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and built-in instrument tuner. The unit
offers a 48kHz sampling rate, 18-bit
converters and 24-bit stereo internal
processing.

Yamaha (Buena Park, Calif.) is cur-
rently offering two dedicated reverb
processors, the REVI00 and REV500.
The REV100 ($299) offers linear and
gated reverbs, mono and stereo delays,
chorus, flange, tremolo and symphonic
modulation effects; certain multi-effects
programs combine delay or modulation
with reverb. Users can adjust three pa-
rameters per algorithm; saving the al-
tered program overwrites the original
preset. The REV100 has a total of 99 ef-
fects program locations. MIDI support
allows adjustment of up to eight effects
parameters through continuous con-
trollers, The REV100 uses 16-bit A/D
and D/A converters operating at a sam-
ple rate of 44.1 kHz.

The REV500 (around $500) is Yani-
ha’s fatest dedicated reverb processor,
using the same proprietary 32-bit DSP
chip as found in the company’s ProR3
reverb. The REVS00 offers hall, room,
plate and “special” reverb effects. as
well as programs that enhance the re-
verb with chorus, flange, gate, dynamic
filtering and other effects. Inputs and
outputs are on balanced XLR or %-inch
connectors, with selectable -10dBV or
+4dBu levels. Four front-panel knobs
access the most common reverb para-
meters; users can adjust up to eight
more parameters through a “utility”
mode. Built-in side-stick and snare sam-
ples allow reverb adjustments without a
signal source. The REVS00 uses 20-bit
converters and a 44.1kHz sampling rate.
MIDI support includes program change,
parameter edit, continuous controllers
and bulk dump.

The Studio 1204 (5249) from Zoom
Corporation (distributed by Samson
Technologies, Syosset, N.Y.) is a low-
cost processor that offers 512 preset
programs organized into 32 effects
types. Users can adjust two parameters
per effect and store up to 100 custom
patches. The 1204 offers series and par-
allel multi-effects, as well as single ef-
fects. Effects include reverb, chorus,
flange, delay, pitch shift, tremolo,
vocoder, two-speed rotary speaker sim-
ulator, vocal distortion and noise reduc-
tion. A front panel mic input makes the
Studio 1204 convenient for dedicated
vocal processing, and the unit responds
to program change and continuous con-
trollers through MIDI. |

Loren Alldrin is a freelance producer
and writer based in Nashtille.
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OTARI EAGLE
AUTOMATION

Otari Corporation (Foster
City. CA) announces its new
Eagle automation software
package for the Otari Status
and Elite consoles. Running
under Windows 953, the
Eagle system offers a color
graphic interface with dy-
namic control of faders,
mutes and computer-con-
trolled switches, and frame-
accurate fader moves and
switches. Eagle allows MIDI
systems Lo communicate
with the console and will
trigger snapshot events.
Supplied standard with new
Status and Elite consoles, the
Eagle automation package
can be used by existing Status
and Elite console owners.
Circle 212 on Reader Service Card

SONY DAT RECORDER
Sony’'s (Montvale, NJ) PCM-
R300 rack-mount DAT
recorder uses Super Bit
Mapping technology for en-
coding 20-bit digital signals
into the 16-bit DAT record-
ing format. Featured are a
variable speed cue/shuttle
knob and 4-motor tape
transport. Audio interfaces
include AES/EBU and
S/PDIF digital /O and bal-
anced XLR and unbalanced
RCA analog 1/O. Pricing:
less than $2.000.

Circle 213 on Reoder Service Card
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BEYER DIGITAL MIC
Beyerdynamic (Farmingdale.
NY) is now shipping the
MCD 100 digital condenser
microphone, first presented
at last year's AES convention
in Copenhagen. The car-
dioid MCD 100 features a
22-hit TrueMatch A/D con-
verter and integral DSP that
generates a standard AES
EBU output that is said to
be transmitted over standard
mic cable lengths of 300 me-
ters. A remote-control unit
provides attenuation at the
mic capsule and frequency
response may be modified
in EPROM software,

Circle 214 on Reader Service Card

HOT HOUSE

TWO THOUSAND AMP
The Model Two Thousand
from Hot House (Highland.
NY) is a massive 5U, 95-
pound amplifier with two
mono channels each capa-
ble of 950 watts/channel
into 2 ohms (or 2,400 w/ch
continuously into 1 ohm).
Peak current per channel is
rated at 200 amps; the sys-
tem design includes 40
hand-matched European fat-
eral MOSFETS and two cus-
tom over-wound toroidal
transformers. High-capaci-
tance, low-ESR filter caps
guarantee stift bottom end
and fast recovery time.

Circle 215 on Reader Service Card

PRISM SOUND

24-BIT ADC

Prism Sound introduces the
AD-124 24-bit analog-to-dig-
ital converter (distributed by
Prism Media Products. Red
Bank, NJf). a one-rackspace
unit providing 16/20/24-bit
output word length options
and a choice of four noise-
shaper curves for reduction
to 16-hit wordlength in ei-
ther A'D or D/ID modes.
The unit has a -118dB noise
floor. Dynmamic Range En-
hancemert circuitry allows
the AD-124's output to be
recorded in high resolution
on 16-hit recorders for later
editing in 20- and 24-bit
modes. The AD-124 also of-
fers auto-dither and dither
on/off control. Analog in-
puts are electronically bal-
anced. Digital I/Os are in
AES, S, PDIF coaxial and
TosLink optical formats.
SDIF-2 output is optional.
Circle 216 on Reader Service Card

STUDER D19 MULTIDAC
The D19 MultiDAC from
Studer (Nashville, TN) is an
8-channel, 23-bit digital-to-
analog converter featuring a
monitor mix output. The
single-rackspace unit can
operate from a wide range
of sampling frequencies
(any input can select from
any frequency), and output
levels are transformer-bal-
anced and feature output
level potentiometers.
AES/EBU inputs are stan-
dard. The unit's MixMonitor
feature allows monitoring of
any or all channels in mono
or stereo via a headphone
jack or a five-pin balanced
XLR output and a volume
control.

Circle 217 on Reader Service Card

DYNAUDIO BM15A
Dynaudio Acoustics (Dis-
tributed by AXI, Rockland,
MA) has revised its TEC
Award-nominated BM15
near-field speaker. The new
BM15A features an integrat-
ed dual 150W amplifier, the
Esotec’s new HF driver and
Dynaudio Acoustic’s high-
output 9.5-inch woofer.
Power on and clip indica-
tors are mounted on the
front baffle.

Circle 218 on Reader Service Card




. NEW PRODUCTS |

SUMMIT REFERENCE
MONITORS

Summit Audio (Los Gatos,
CA) offers the Monitor Sci-
ence ED-81 high-definition
reference monitors. Measur-
ing 16x16x14 inches and
weighing 45 Ibs, each unit
has an 8-inch polypropy-
lene LF driver and a 1-inch
soft-dome ferrofluid-cooled
tweeter. Nominal power
handling is 100 watts, sensi-
tivity is 87 dB, impedance is
8 ohms. The MDF cabinets
are finished in Night Sky
blue and offer five-way
binding-post terminals.
Price is projected at around
$2,000 a pair.

Circle 219 on Reoder Service Card

JOEMEEK

ENHANCER VC4
JoeMeek (distributed by
PMI, Torrance, CA) intro-
duces the Enhancer VC4, a
dual-channel, single-rack-
space signal processing unit
that includes high-frequen-
¢y compression and tuned
resonance circuitry to pro-
duce the Enhancer effect.
Front panel controls for
each channel include:
drive; Q, which controls a
tuned circuit that resonates
the enhanced effect; and
Enhance, for determining
the amount of enhance-
ment. There are also input
gain, bypass and output
level controls and colored
LED output level
indicators.

Circle 220 on Reader Service Card
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BELLARI STUDIO TUBE
MULTIPROCESSOR

The RP533 Studio Tube
Multiprocessor from Bellari
(8alt Lake City, UT) features
tube circuitry throughout
and combines a mic pre-
amp input section, a com-
pressor/limiter section with
sidechain access, and a
sonic exciter. Metering indi-
cates input, output or gain
reduction levels. 1/Os in-
clude %-inch and XLR con-
nectors. Price: $700.

Circle 221 on Reader Sesvice Card

DB TECHNOLOGIES
24-BIT A/D

dB Technologies debuts

its AD 122-96 24-bit stereo-
phonic analog-to-digital
converter (distributed by
Audio Intervisual Design,
W. Hollywood, CA). Capa-
ble of converting at 96,
88.2, 48 and 44.1kHz sam-
ple rates, the one-rackspace
AD 122-96 offers a noise
floor of -122 dB, a switch-
able soft-knee digital
limiter and facilities for re-
dithering to 16- and 20-bit
formats. The 24-bit ADC
also includes programmable
digital test tones for system
alignment and features AES
and external word clock
synchronization at 40-51
kHz, 88.2 kHz and 96 kHz.
A precision meter bridge is
included; an SDIF interface
is optional.

Circle 222 on Reader Service Card

SIGNAL TRANSPORT
SWING RACKS

Swing Racks™ from Signal
Transport (Richmond, CA)
simplify access to the rear
panels of rack-mounted
equipment in confined
spaces. Each Swing Rack
mounts directly into a wall
opening or millwork and
pivots forward like a cup-
board door, allowing frontal
access to rear panels and
cabling. Available in single
or double (two wide) con-
figurations and in heights of
12U, 15U and 45U, each
Swing Rack consists of a
welded tubular steel face
frame with integral rack
rails; top and bottom
pivot/strike plates, cable tie
panel and reversible swing
spacer panel. Swing Racks
are offered in a black pow-
der-coated finish; options
include rear rack rails, cable
tie bars and power strip
mounts.

Circle 223 on Reader Service Card

ALESIS REFERENCE
MONITOR

Alesis Studio Electronics
(Los Angeles, CA) is target-
ing its new Point Seven™
shielded reference monitor
specifically for multimedia
and film/video post-produc-
tion professionals. The fully
shielded two-way monitors
may be placed directly next
to any computer or video
monitor without causing any
interference. New driver
components offer high
power handling and feature
new materials—a soft silk
dome for the tweeter and a
unique non-woven carbon
fiber for the woofer. Frequen-
¢y response is 85-22k Hz and
the system can handle 50
watts RMS of program mater-
ial and 100 watts peak.

Circle 224 on Reader Service Card
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STATUS /
SIMPLE .

These days, buying an audio console is

far more complicated than it used to be.

There was a time when console decisions were
easy. Fashion determined which name to buy.
Huge consoles with huge price tags ruled the day.
Not anymore! We at Otari want to make today’s console
decisions painless. The top level of technology is available
right now. At a truly amazing price.” Introducing the Status:

Digital control of analog signal path ® Master Status Switching ® Snapshot

Recall of routing and switch functions ® Image Recall of all EQ, Aux busses,

Panning and Mic trim potentiometers ® Fader and Mute Automation on Mix and
Channel paths ® Metal TT patchbay versions ® Optional Moving Fader Automation e
Available in 3 frame sizes ® and much, much more.

See your local Otari dealer and audition a Status. Yow’ll find it’s way more than a symbol!

*PRICING BEGINS AT UNDER $25,000

Otari Corporation Dtari Inc. Otari Deutschland GmhH Dtari Singapore Pte., Ltd.
US.A. NEED] Germany Phone: (65) 284-7211
Phane: 415-341-5900 Phone: (81) 4-2481-8626 Phone: (49) 2159-50851/62/63 Fax: (B5) 284-4727

Fax: 415-341-7200 Fax: (81) 4-2481-8633 Fax: (49) 2159-1778
L.A. Sales: (818) 972-3687
S.E. Sales: (615) 255-6080 http://Wwww.otari:com ©Otan Corporation 1996. Al rights reserved.



OVER QUALITY
COMP/LIMITER

ADgear’s new Over Quality
UR-76$ stereo compressor/
limiter (distributed by GML,
Van Nuys, CA) is modeled
on the popular—but long
discontinued—UREI 1176.
Offering familiar front panel
layout and controls, the UR-
76$ has compression ratios
of 4:1, 81, 12:1 and 20:1
(limiting); attack times range
from 150 ps to 2 ms and re-
lease times from 130 ps to
1.6 seconds. Meters indicate
input, output and gain re-
duction. Frequency re-
sponse is claimed to be
20-20k Hz +1dB. I/Os are
electronically balanced.

Circle 225 on Reader Service Card

ART TUBE COMPRESSOR
Applied Research and Tech-
nology (ART) (Rochester,
NY) introduces the PRO
VLA Professional Vactrol/
Tube Leveling Amplifier, a
2-channel rack-mount com-
pressor/limiter. Featuring
electro-optical (Vactrol) and
vacuum tube electronics,
providing limiting character-
istics similar to those of clas-
sic tube limiters, the PRO
VLA has variable threshold,
compression ratios and out-
put level controls for each
channel and fast/slow
switches for attack and re-
lease times. VU meters track
input and output, with gain
reduction indicated by 10-
segment LEDs. 1/Os are bal-
anced XLR and %-inch TRS.
Circle 226 on Reoder Service Card

PREVIEL

HOT OFF THE oHELE

AFA is shipping the LD 202
Stereoscope “winkie-blinkie,”
a compact battery- or DC-dri-
ven stereo unit that displays
stereo program material in
XY or PANorama modes on
a 400-LED display. Call 800/
798-9127 or fax 818/798-
2378...Selco’s full-color prod-
uct summary of knobs, slider
knobs, push buttons, analog
and digital meters and acces-
sories is available free. Selco
is the 1S, distributor for UK-
based Sifam Ltd. Call 800/
229-2332; fax 714/739-1507;
Web: www.selcoproducts.
com...MCM Electronics’
newest catalog (#38) contains
over 6,000 electronic compo-
nents, tools and accessories
with same-day shipping. For
a free catalog, call 800/543-
4330...Gold Line’s Gold Lite/
1k is a Neutrik XLR connec-
tor containing a miniatur-
ized 1kHz tone generator
and phantom power detec-
tor. A red LED lights when
phantom power (12-48v) is
present and the unit emits a
1kHz mic level test tone,
useful for troubleshooting
and line checks. Retail is
$39.95. Call 203/938-2588 or
fax 203/938-8740...Berkley
Integrated Audio Software
(BIAS) announces BIAS Peak

1.5, a new version of the
company'’s digital audio edit-
ing software for the Macin-
tosh. Peak 1.5 is the first
Macintosh editor to support
RealAudio 3.0 Encoder. Call
800/775-BIAS or visit www.
bias-inc.com... Whirlwind
now offers Snakeskin® fan-
out sleeving on all of its
snake systems. Snakeskin

is a color-coded braided
sheath that is humidity-, sol-
vent- and flame-resistant to
military specs. Call or fax
716/865-8930.. . Audio Preci-
sion’s digital-only version of

its System Two audio test set,

the System Two SYS-2300, is
available at a reduced price.
Call 800/231-7350 or 503/
627-0832, or fax 503/641-
8906.. .Neutrik’s Z-Series
XLR connectors are easy to
assemble and ruggedly
built, with all essential parts
enclosed in a heavy-duty
rubber covering. Call
908/901-9488; fax 908/901-
9608...Sony Recording
Media’s tape head cleaning
kit, the CLQ-30K, has three
bottles of a new non-alco-
hol-based cleaning liquid
formula and one chamois
cloth. Retail is $65. Call
201/599-3445.. . TRF Produc-
tion Music Libraries’ new
Musictrack library is a diver-
sified collection of back-
ground and theme music,
most recorded in several
versions, in categories that
include Drama & Suspense,

Nature, Romantic, Mystery &
Emotion, Nostalgia, Urban,
Blues, Jazz and Rock. Call
800/899-MUSIC or fax
914/356-0895...HHB profes-
sional’s ADAT tape, the 45-
minute S-VHS ADATA45,
features a specially formulat-
ed high-density binder sys-
tem and a recording layer of
ultra-fine cobalt ferric oxide
particles for improved per-
formance and reliability. Call
207/773-2424 or fax 207/
773-2422.. .Otari’s RADAR
Version 1.4 software is free
to all current RADAR own-
ers. Features include facili-
ties to link multiple RADARs
and slave o Sony P2 and
MTC protocols. Call 415/
341-5900...Accurate Sound
Corporaticn's TMM-100 tape
motion meter will measure
and display the speed of
moving tape and other
media from 15/32 to 400
inches per second and
measures lengths of up to
100,000 feet. List is $995.
Call 415/305-2843 or fax
415/365-3057...The Waves
C1 compressor/gate ships
with a library of more than
80 presets optimized for
specific applications. A dy-
namic processor capable of
frequency selective com-
pression, expansion and
gating, C1 is a software
plug-in for Digidesign
Sound Designer ($650) or
TDM ($850) systems. Call
423/689-5395. A
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FIELD TEST

INTELLIGENT DEVICES AD-1

PRO AUDIO ANALYZER
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AD-1’s color display, shown here in block and white, indudes spectrum analysis, waveform monitor, phase scope and VU mefers.

wo essential tools are required

for serious audio production:

a reliable reference monitor
system (near-field or otherwise)
and reliable, accurate metering.
Today, engineers have dozens of
options in studio speakers, but
when it comes to metering, the
choices are either expensive out-
board units or the woefully inade-
quate meters built into most
consoles and recorders,

This problem is complex and
vexing even to the most experi-
enced engineers. Mechanical mie-
ters are far too slow to handle
instantancous peaks, and when
you're recording to digital media,
exceeding 0 dB brings irrepara-
ble—and quite audible—clipping
distortion. Unforturately, the me-
ters on most digital machines ofter
little more than a bollpark estimate
of what's really happening with the
audio levels. Some decks flash red
at 2, 3 or even 4 dB3 below zero,
while others indicate a clip when
zero is exceeded, but only after
cight to 15 samples are clipped. To
create optimum-quality audio, it's
essential to know what levels
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you're recording at, and anything
less than that is like driving down
a dark stretch of winding road with
your headlights off.

Rather than plunking down
thousands for a precision set of out-
board digital meters, Intelligent De-
vices offers another option, its AD-1
Pro Audio Analyzer. This Macin-
tosh-hased software is useable with-
out any additional hardware on
Power Macs or car be combined
with any 16-bit NuBus or PC! digital
170 card (such as Audiomedia 17171,
Sound Taools or Pro Tools systems
or some of the new low-cost cards
coming orto the market). {t pro-
vides five 242-clement, high-resolu-
tion, real-time meters with center
sum and difference, floating peak
bars, 0.1dB resolution and head-
room margms—all in full color, The
software is $349 for the standard
version or $449 for the TDM ver-
sion. To be sure, it's a bargain price,
but as the late-night TV ads say,
“hbut don't order yet—there’s more.”

The AD-1 also includes dual
1.024-point spectrum analysis dis-

BY GEORGE PETERSEN

plays; a4 phase scope; and a wave-
form monitor showing a running
history of stereo, summed mono or
L/R difference amplitude envelopes.
Esscntially for a couple hundred
bucks, the AD-1 replaces about
$6,000 worth of test gear.

Note: Before we go further, 1
should tefl you that Mix columnist
Stephen St.Croix is one of the prin-
cipals and software designers at In-
telligent Devices. That said, 1 can
say [ like the AD-1 software in spite
of Mr. St.Croix’s involvement. You
see, every month, this man puts
our editorial staff through a living
hell, often forcing us to track him
down across the four comers of the
carth 10 get his column in. And in
his self-appointed role as the pro-
fessional audio industry’s chief
muckracker, he sure doesn’t make
my job any easier. So if anyone
thinks I'm writing this as a favor to
St.Crox, they can forget it

The software requires only a
couple megs of disk space, and its
copy protection allows two HD in-
stallations. 1 tested the AD-1 with a
relatively simple system, using the
analog and digital inputs on a



Digidesign Audiomedia II card in a Mac
Quadra 650. The computer is mostly
used in the studio for DAT editing or oc-
casionally looping sounds during track-
ing; as 1 run PC-based console
automation, the AD-1 proved an ideal
application for an essentially unused
Mac during mix sessions.

The metering section has dual meters
(peak and averaging) for each channel,
with a center channel meter that’s
switchable between L+R peak/average
or L-R peak/average. Various parameters
allow tweaking the meters to personal
preference. These include peak hold
time (short to infinite, in four steps); clip
point; meter decay rate; and meter style
(LED, solid bar and emulation of phos-
phor or 242-step plasma types), so any-
body can set up exactly what they need.
But be warned: These displays are ruth-
lessly accurate, showing you the true
character of your signals. As the meters
have a full 90dB scale, they’ll show all
of the low-level noise and garbage that
lesser meters ignore.

Also provided are momentary and
latched clip indicators and margin indi-
cators for the left/right/summed chan-
nels. Similar to those found on many pro
DATs, the margin (headroom) readouts

are indispensable. All of these are instant-
ly resettable by clicking on the display.

The X/Y axis stereo phase display is
simple, but eminently useful in any pro-
duction environment, as a way of mon-
itoring the stereo spread of a signal or
checking for out-of-phase conditions or
L/R discorrelation. In creative applica-
tions, it offers a quick way of checking
how signal processing, mix parameters
or different mic setups affect stereo imag-
ing. Unfortunately, the phase display is
fairly small—perhaps in the next ver-
sions, the phase window could be larger.

The spectrum analyzer employs two
1,024-point Fourier engines for its dual-
channel, 74dB logarithmic display. Sort
of an analog or digital /O RTA on
steroids, this function has 242 light bars
for every band and a digital peak re-
sponse curve with resettable peaks.
Again here, users have complete control
over update rate, bar decay time, peak
hold, L/R or summed-mono display,
and the insertion of a pink noise filter
that indicates a flat spectrum when ana-
lyzing pink noise. Its 25 bands are on
ISO centers, which makes it ideal for
use with a standard %-octave EQ. In the
studio the AD-1 gives an invaluable
glimpse into what's happening to a sig-

nal from a spectral viewpoint, whether
you are trying to fix a mix or figure out
what makes a hit song stand out from
the rest.

An interesting feature of the AD-1 is
the waveform monitor, with an impres-
sive running display that shows a history
of all clips as bright red bars, superim-
posed over the audio waveforms. I was
also impressed with the ability to name
and store presets of AD-1 display para-
meters, to instantly configure the unit for
whatever task is at hand. Another unas-
suming but clever feature is an
input/output window, which allows
switching the incoming audio stream to
be monitored as L/R stereo, L+R
summed mono, L-R difference and L-R
on left and L+R on right, along with out-
put muting and -20dB attenuation.

Combined with the metering, phase,
spectral and waveform displays, the I/O
window makes the AD-1 system into a
logical extension of your console’s mas-
ter module. Few audio products offer so
much for so little. The AD-1 is an amaz-
ing debut from an innovative compa-
ny—I wonder what they’re up to next?

Intelligent Devices, 7 Hickory Ridge,
Baltimore, MDD 21228; 410/744-3044; fax
410/788-6370; e-mail indev@clark.net. l
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HorizoN MusiCc UPGRADE

1/0 CARDS FOR THE ALESIS ADAT

here are a lot of ADATs out
T there—in fact, approximately

100,000 of them. There are
also dozens of companies market-
ing third-party accessories, ranging
from converters to outboard con-
trollers. A few have even offered
audio enhancement modifications
on a limited basis, but so far, these
have been fairly expensive and
involve sending your deck to a
custom shop to be hot-rodded. Per-
formed correctly, such enhance-
ments can make an appreciable
improvement in the way the decks
sound. However, the down side of
such mods is that your machine is
then no longer stock, and later ser-
vicing and/or maintenance can be
difficult, unless you have complete
documentation for every cap, resis-
tor or IC that was replaced.

With this in mind, Horizon
Music offers its Alesis ADAT Up-
grade Cards. Priced at $349.95, this
replacement input and output
board kit can be installed in min-
utes—simply unplug a few ribbon
cables and replace the stock Alesis
boards with the Horizon circuit
cards. The upgrade is designed
solely for the original Alesis ADAT
and cannot be installed in other
ADATS, such as the Alesis XT or
Panasonic or Fostex models. Un-
like other ADAT mods, the Horizon
cards can easily be removed and
replaced with the stock ADAT
boards, should the deck need to be
restored to stock condition for ser-
vicing or repair.

The Horizon upgrade uses high-
speed op amps in a DC-coupled
circuit for reduced phase shift in
the audio band, while ultra-wide
circuit traces and an improved
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ground plane on the PC boards
lower thermal noise and reduce

crosstalk. The input board also
adds %-inch TRS balanced input ca-
pabilities, a proprietary automatic
input impedance adjustment (600-
to 100k-ohm range), and full-range
gain control (unity to +40 dB) for
the EDAC and Y%-inch input sec-
tions. The output board supports
up to 50ma outputs (for driving
long cable runs), and the %-inch
outputs can drive professional lev-
els, eliminating the need to use the
ADAT's EDAC connectors. If de-
sired, outputs at the -10dB con-
sumer level can be achieved by
moving a few jumpers on the out-
put board.

The installation is simple, re-
quiring about ten minutes, and any
competent tech should have no
problem with this plug-in/no-sol-
der procedure. The only thing that
seemed different about the post-
mod ADAT is that the new input
card is slightly longer than the
stock card, and once the boards are
in, you need to replace the top
panel with a clear Lexan top,
which comes with the kit and is
pre-drilled with small access holes
for adjusting the input gain pots.
The clear top lets you see what
you're doing and allows visual in-
spection of the transport for main-
tenance. The only caveat of the
install is that Horizon recommends
using a nonmetal screwdriver—
such as a fiddlestick—when adjust-
ing input gain, to avoid shorting
components on the card while jab-
bing at the trim pots.

Once I had gains set to my lik-

BY GEORGE PETERSEN

ing, I was ready to start listening.
The nice thing about testing modu-
lar digital multitrack modifications
is that it's so easy to cut tracks si-
multaneously on two machines
and then listen to the results in
sample-accurate sync. All tests
were made from line-level inputs
fed from Millennia Media mic pre-
amps. Although the gains on the
input card can be set high enough
to accept mic-level signals, having
to tweak the gain structure for each
source during a session using a fid-
dlestick seemed like too much
trouble. The Millennia was a good
compromise—and I like the idea of
having eight balanced input jacks
on the back of an ADAT.

I began by recording a studio
drum set using two room mics, and
followed this recording up with vo-
cals, triangle and acoustic 12-string
guitar. The difference is subtle, but
clearly noticeable, with the Horizon
ADAT displaying punchier attack
transients (particularly on drums
and triangle) and increased clarity.
On vocals and guitar, there seemed
to be an increase in low-level de-
tail and upper-end reproduction,
especially on the upper harmonics
of the 12-string. There was also a
discernible improvement in stereo
imaging. Essentially, the Horizon
playbacks sounded nearly identical
to what came out of the Millennia
outputs.

Anyone looking for better sound
from an original Alesis ADAT
should look into the Horizon up-
grade Kkit. It's $349.95 well spent.

Horizon Music Inc., 230 North
Spring Street, Cape Girardeau, MO
63701; 800/821-3806 or 573/651-
6500; fax: 573/651-3460. [ ]
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FIELD TEST

TL Aubpio EQ2

DUAL PARAMETRIC VALVE EQUALIZER

ver the past couple of years,
the Tony Larking name (the
“TL” in TL Audio) has risen
from relative obscurity to obvious
respect in North America, And it re-
ally all boils down to offering solid,
professional tools that are built well
and sound great. TL’s newest stereo
parametric equalizer, which comes
bundled with two mic preamps,
two direct boxes and tube line-dri-
ver functions, is another attractive
package in that same tradition.
The somewhat misleadingly
named TL Audio EQ2 Dual Para-
metric Valve Equalizer is more than
just an equalizer; the unit actually
combines two channels of 4-band
tube parametric equalizer functions
with variable highpass and lowpass
filters, u pair of high-grade, solid-

while reducing heat. The EQ2 runs
slightly warm (never hot), and the
front panel screen provides all the
necessary ventilation. Six ECC83 (the
British equivalent to a 12AX7) tubes
are used—one on each EQ filter,
with a two-stage output driver per
channel. The mic preamps are the
well-known SSM2017 chips, fol-
lowed by tube stages, a hybrid
design that delivers low-noise per-
formance with a response that’s flat
from 20 to 40k Hz. Insert points on
the rear panel allow the IC stages to
be bypassed completely, allowing
access to a pure tube EQ stage or
just the mic preamps without the
tube circuitry. Two additional tubes
(one per channel) in a cathode fol-
lower stage before the master output
permit gain adjustments to tailor the

dividual in/out switching with an
LED indicator. Each channcl also
has an overall EQ bypass switch.
The latter helps when making
quick A/B comparisons between
flat and EQ'd settings, while switch-
es on each band allow the user to
hypass any unnecessary circuitry in
the audio path. I like that.

The front panel is simply laid
out, with filter and gain pots in two
rows of 16. The spacing between
the knobs is somewhat tight, and 1
would have preferred a slightly
staggered approach—perhaps with
the center frequency controls placed
slightly above the gain and Q knobs
for a little more room. However, 1
did like the Stereo switch, which al-
lows the knobs of Channel A to
control both sides simultancously.

state mic preamps (with switchable
48VDC phantom power), and two
direct-box-style inputs for tracking
instruments (guitars or keyboards)
directly to tape. It's also a true para-
metric equalizer, with continuously
variable controls for both bandwidth
(Q) and frequency on each channel.

Inside the three-rackspace chas-
sis is a solid-state power supply that
delivers a full 250 volts to the tubes,

132 MIX, FEBRUARY 1997

amount of desired tube distortion.
It's really no more complicated than
setting the channel/master volume
ratio on a guitar amp: Clean, fat or
dirty—the EQ2 lets you determine
the sound you want.

Taking this control aspect to the
next step, every band on the EQ,
including the HP/LP filters, has in-

BY GEORGE PETERSEN

Each channel's %-inch input has
a mic/line sensitivity switch. Except
for those used on harmonica, 1
don’'t own any mics with %-inch
plugs, so I used the %-inch jack
mostly for tracking bass, guitar and
synth in the control room. In this
capacity, the EQ2 is a wonderful—
albeit pricey—direct box, but its
EQ capability makes a huge differ-
ence when tracking to tape.
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The back panet has XLR mic inputs,
XLR and unbalanced %-inch line inputs,
%-inch insert points and (-10/+4 dB)
XLR balanced and Y%-inch unbalanced
outputs. Interfacing the EQ2 in any
studio situation (large or small) is no
problem.,

The low and low-mid filters are iden-
tical, each with a 30 to 3k Hz range;
similarly, the high-mid and high filters
each have a 1 to 20kHz range. This pro-
vides wide overlapping between bands.
Gain controls are +15 dB with center
detent. Although most people make
equalization changes by ear, the EQ2
could have better markings on its con-
trols, especially when you want to write
down settings for later use. For exam-
ple, the low frequency adjust is marked
as: 30 - 350 - 600 - 3k Hz, with dots for
the intermediate points. So questions
such as “Where’s 60 Hz?” or “What’s the
halfway point between 600 and 3k?” re-
main unanswered.

Exact figures for the bandwidth con-
trols are also not given, but the wide
(full counterclockwise) setting is quite
wide, and the opposite setting provides
a medium-wide Q. Anyone seeking
tight, notch filter-style operation won't
find it on the EQ2. Rather than a surgi-
cal tool for removing AC hum, camera
noise and other narrow-band problems,
the EQ2 is designed for musical, pro-
gram-style equalization.

And in this capacity, the EQ2 really
excels. Unless you're specifically trying
to create a distorted sound, the audio
pathway is ultra-clean: Even with all the
parametric bands switched in (at zero
gain), there was no discernible audio
difference between the master EQ-in
and bypass settings. And used by them-
selves, the preamps have an uncolored
neutral quality, although color can easi-
ly be added, if desired.

Whether tracking or mixing, on all
kinds of sources (drums, vocals, guitars,
bass, synth, strings) the equalization
was fast, flexible and—best of all—mu-
sical. A bit of tube warmth seems the
perfect complement to digital tracking,
and the stereo function is ideal for mas-
tering and other program EQ applica-
tions. At a U.S. retail of $2,395, the TL
Audio EQ2 is fairly—though not inex-
pensively—priced, considering its first-
rate performance.

TL Audio, distributed by Sascom
Marketing, 34 Nelson Street, Oakville,
Ontario, Canada LGOL 3H6; 905/469-8080;
fax 905/469-1129; Web site: www.sas-
com.com. u
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L FTELD TEST

EVENT ELECTRONICS 20/20

Bil-AMPLIFIED AND DIRECT FIELD STUDIO MONITORS

f Event Electronics is

a name that is not fa-

miliar to you now, it
soon will be, The com-
pany was founded by
three former Alesis prin-
cipals, including Frank
Kelly, one of the main
designers of the popular
Alesis Monitor One and
Monitor Two. Event dis-
tributes RODE micro-
phones in the United
States, but its first prod-
ucts under the Event
name are the 20/20bas
(Bi-Amplified System)
and the unamplified
20/20 Direct Field Moni-
tors. My tests focused
mainly on the Bi-Ampli-
fied System, but we’ll
also look at the unpow-
ered 20/20s.

Given all of the near-
field speakers currently
available, one might rea-
sonably ask why any
company would wish to create
more. In the case of the 20/20 Se-
ries monitors the answer is simple:
At around a grand for the 20/20bas,
and $399 for the direct fields, noth-
ing in the price range can touch
them.

The 20/20 Series monitors are
two-way systems that combine a
1-inch ferrofluid-cooled, silk-dome
tweeter with an extended-range
8-inch woofer.

The cabinets are made from
%-inch vinyl-laminated MDF and
measure 10.75x14.75x11.75 inches,
a modest size considering their ex-
tended range and large acoustic sig-
nature. They have a circular “low
air restriction” bass port on the
front, which is connected to a long
tube on the inside. A small green
LED on the speaker ring indicates
when power is on and flashes
when the input is overloaded. All of
the components are of high quality,
and 16-gauge wire is used through-
out. This last detail is important, as
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far too many manufucturers use
wire that is of lower quality than
that used o connect the speakers to
the mixer or amplifier, creating a
weak link at a crucial point in the
audio chain. There is no physical or
acoustic distinction between the
right and left monitors, and they
work equally well in a horizontal or
vertical position.

On the rear of the cabinet is a
substantial metal panel with three
trim pots, jacks for input and AC
connections, circuit breaker, AC
power switch, and graphics illus-
trating signal flow, boost/cut fre-
quencies, and how to wire XLR
and TRS plugs for balanced opera-
tion. Because the plate serves as a
combination mounting board and
heat sink, it can get rather warm
during operation. However, [ used
the monitors for up to seven hours
at a time and at no point did the
plate get so hot as to actually burn

BY BARRY CLEVELAND

when lightly touched.
Still, you may want to
think twice before pick-
ing them up immediate-
ly after a long session.

The input connector
has gold-plated terminals
and accepts balanced and
unbalanced Y%-inch or
XLR plugs. There is an
input level trim pot that
dials in up to 20 dB of
padding for hot signals,
though normally this con-
trol is set at maximum,
where a 1.1 VRMS input
produces full amplifier
output. There are also
trims for high frequencies
(£3 dB above 2.6 kHz)
and low frequencies (+3
dB at 100 Hz, +2 dB at
400 Hz). All three trim
pots are recessed and re-
quire a small flathead
screwdriver (or the
screwdriver-like tool that
is included) to tumn. The
high and low trims are only to be
used to make critical adjustments
when the speakers are used in a
configuration other than the stan-
dard behind-the-console, “equal
distance triangle,” arrangement.

For example, wall mounting
may require cutting low frequen-
cies, while pedestal mounting may
require boosting them. Once the
adjustments are made for a particu-
lar listening environment, it should
be unnecessary—and undesir-
able—to change them; hence, the
recessed trim pots. [ experimented
with all three trims, but when I
went to return them to their origi-
nal positions, I realized that the
only way to reset them was visual-
ly. Center detents for the high/low
trims, and incremental notches for
the input level trim, would be a big
improvement.

[ first used the 20/20bas to listen
to mixes made using familiar mon-
itors. Then I used them to solo in-
—CONTINUED ON PAGE 213
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“Using AT4050's is like plugging
the guitars straight into the PA"

Sound Engineer for Metallica

g “The 4050 gives a true sound

with no coloration. Clear, transparent,
really smooth.”

Russell Fischer

Sound Engineer for Garbage,
Veruca Salt, Patty Smyth

Mick Hughes

“The 4050 made a world of difference.
It sounds so natural and unmasked.”
Alan Miller

Sound Engineer for Bruce Hornsby,
Alan Jackson

“The 4050 gives back exactly
what you're putting into it.”

Brad Madix

Sound Engineer for

Def Leppard, Queensryche

These live-sound engineers have discovered the key for
natural, true-to-life sound in concert. The AT4050 provides
superior, uncompromising performance on guitar cabinets,
drum overheads, backing vocals, piano and more.

Call, write or fax to find out how you can take the stage
with the AT4050

audio-technica

AudioTechnica U.S., Inc., 1221 Commerce Drive, Stow, Ohio 44224
330/686-2600 Fax: 330/686-0719 E-mail: pro@atus.com

Audio-Technica Limited, Old Lane, Leeds LS11 8AG England
0113 277 1441 Fax: 0113 270 4836
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LIVE SOUND

SOUNDCHECK

NEW SOUND REINFORCEMENT GEAR AT AES

year in sound reinforcement,

the 101st AES show had plen-
ty of newsworthy product intro-
ductions for purveyors and users of
live sound equipment. Many man-
ufacturers have improved their
product-cycle timing, allowing cus-
tomers to look and listen early
enough in the year to make intelli-
gent decisions for the upcoming
season. For those too busy to make
the trip to Los Angeles, your faith-
ful scribe has the following report
on new offerings unveiled at the
show.

IP ollowing a reasonably healthy

Yamaha REV500 digital reverberation unit

Yamaha (Buena Park, Calif.) in-
troduced an SPX-90 for the '90s,
the REV500 ($499 list), which uses
the same third-generation DSP chip
as its ProR3, with 32-bit internal
processing and 20-bit oversampling
converters. The 100 presets and
user programs are broken into four
sets of 25 each: Halls, Rooms,
Plates and Special Effects. A large
LCD graphically shows changes to
parameters, and four rotary con-
trols give quick access to four pa-
rameters, with others available
from a menu structure. A unique
feature of the REV500 is the two
built-in sound sources, snare drum
and cross-stick, that provide an in-
novative way to audition presets
without an external input.

In other reverb news, Lexi-
con (Waltham, Mass.) introduced
the MPX 1 multi-effects processor
(81,299 list), which has a wide array
of effects combinations and is a gui-
tar player’s dream, or a poor man’s
PCM 80. This user-friendly stereo
device has %-inch, XLR and $/PDIF
connections, and up to five effects
can be configured at once.
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Lexicon MPX 1 multi-effects processor

Soundcraft (Northridge, Calif.)
unveiled the K2 console, similar to
the K3 but with semimodular con-
struction, allowing for generous
pricing: Suggested retail is $9,295 for
24 channels, $10,995 for 32 channels
and $12,995 for 40 channels. The
EQ has fixed high and low shelving,

two swept mids with switchable Q,
and a highpass filter adjustable up
to 400 Hz. It comes standard with
four matrix outputs, four stereo
line-level channels with 3-band EQ,
plus four additional stereo returns
over the subgroups with high and
low EQ. Inserts are TRS jacks on
stereo and mono inputs, groups
and mix outputs. It retains the K3’s
cueing and talkback facility and the
same MIDI mute scene-set, but no
MIDI fader. The eight groups and
auxes have fader-swap facility for
monitor applications, and there is
9-LED metering on all inputs; a VU
meter bridge is standard.

Sabine (Alachua, Fla.) had many
new offerings in its booth. The
FBX-2020 Dual Feedback Extermi-
nator lists for $1,199, $100 less than
its predecessor, the 1802, It has im-
proved 20-bit processing and now
offers ten filters per channel, as
well as an internal power supply.
New to Sabine’s line are its SDA Se-
ries Auto Digital Delays for align-
ment of distributed speaker

BY MARK FRINK

systems. Also featuring 20-bit con-
verters, they have an automatic
setup mode that calculates and sets
the precise delay time for each
channel in a few seconds. Each
output has up to four seconds of
delay with 20-microsecond resolu-
tion. A range of configurations is
available—1x2, 1x4, 1x6, 2x4 and
2x8—with list prices ranging from
$700 to $1,700. The biggest news,
however, was the ADF-4000 multi-
purpose programmable equalizer
($1,700 lisy). Incorporating features
from previous products, it has 12
parametric filters per channel, any
number of which can be used as
adaptive FBX filters for feedback
control; stereo 31-band graphic EQ;
and an RTA. The graphic EQ has
the same automatic room equaliza-
tion setup as the REAL-Q, which al-
lows users to quickly tune a system
to a specified response curve. This
Multi-Function EQ (MF-EQ) has
something for everyone and will
allow, for instance, users to pre-
tune their systems using parametric
filters and then easily adjust for
room modes and for taste on a
daily basis.

Symetrix 531E 31-band graphic equalizer

Symetrix (Lynwood, Wash.) in-
troduced the 531E two-space, 31-
band graphic equalizer. At a list
price of $579, Symetrix went back
to the drawing board to incorpo-
rate an advanced filter topology

~—CONTINUED ON PAGE 142




TOUR
PROFILE

A STAGE-EYE VIEW OF THE
DAVE MATTHEWS BAND

ith a unique lead vocal
and Chet Atkins guitar,
accompanied by violin,

saxophone and backed with bass
and drums, the Dave Matthews
Band is the closest to a bohemian
musical lineup on the circuit
today. After releasing an indepen-
dent live record, Remember Two
Things, in 1993, the band signed
with RCA and recorded two enor-
mously successful albums with
Steve Lillywhite, Under the Tuble
and last year’s multi-Platinum
Crash. Matthews, a beneficiary of
the second-generation, post-Garcia
Deadhead audience, seems to be
advancing the new alternative
acoustic-pop, so perhaps it's fitting
that they've also inherited a portion
of the Dead's sound system through
the services of UltraSound, perennial-
ly on the vanguard of innovative de-
sign and quality concert sound.

Aphex, with a dozen 651 Expressor compressors used

for everything but the drums, where five Aphex 622
gates are used.

Grateful Dead veteran Glenn “Chub” Carrier is in
charge of the stage-right side of the P.A., and Lonnie
Quinn takes the left, but the entire crew ¢njoys an easy
camaraderie as they collaborate throughout the day. The
main speaker hang is two rows of four Meyer MSL-10
speakers, powered with Crest 8001 amps. Three MSL-2s
are under-hung for down-till and powered with Crest
7001 amps, as is everything clse in the system. In typical
UltraSound fashion, eight Mcyer 650 double- 18 subs are
stacked to each side of the mains in a 20-foot-high line

............................................................................ array Using a chain motor, Ex-Blind
BY MARK FRINK Melon engineer Lyle Eaves is the

L to R: Owen Orzack, monitor systems tech; Jeff Thomas, FOH engineer;
lan Kuhn, monitor engineer; Glenn Carrier, systems tech; Lonnie Quinn,
systems tech; Lyle Eaves, FOH systems tech

Jeff “Bagby” Thomas has been with Matthews since
the beginning, six years ago. He mixes on a Gamble EX
56 using 33 inputs from the stage; tucked undemeath the
console is a recording rack with 32 APT 212 mic preamps
in three L200 frames, along with four Tuscam DA-8&
decks. Effects include a TC Electronic M-3000, an M-2000
Wizard, two TC 2290 delays and an
Eventide H3000 D/SE. All inserts are
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FOH tech and uses a Meyer SIM 11 sys-
tem and a rack of CP-10 parametrics to
cqualize the system. East Couast shows
have such high demand that they are
sold with 360-degree seating, and there
are several dozen MSL-3 speakers used
to wrap the stage in two side clusters
and a rear center cluster.

lan Kuhn shares the monitor duties
with UltraSound crew chief and moni-
tor tech Owen Orzack, mixing on an
FOH EX 56 that has a center control
section and is split in half to provide
separate stereo mixes from the faders
tor two in-ear mixes. While the rest of
the band listens to monitors, violinist
Boyd Tinsley and sax player Leroi
Moore have been fitted by Michael
Santucei with Sensaphonics” new Pro-
Phonic 2x two-way in-ear monitor
transducers. using Garwood’s Radio
Station transmitters. This recent change
from wedges solves two problems:
Tinsley's wedge volume was very loud,
with his violin having significant
amounts of spill into other arcas of the
stage: Moore’s levels, on the other
hand, were low enough that the on-
stage volume was masking them and

FEX 2020

making it hard to hear his sax. The in-
car mixes addressed both problems
nicely. “It really cleaned up everything
onstage,” Orzack comments, “putting
both mixes right where they need to
be: in their ears.”

Each side of the Gamble has extra
mic inputs (the *Ultra™ mod), and 12 ad-
ditional line-level inputs are used to cue
the mixes, since the graphics aren't in-
serted. “We looked at several other con-
soles, but the Gamble won easily for
sonic quality,” Kuhn says, “and Jim
Gamble is always on the other end of
the phone it we have any questions.”
The other monitor mixes are generated
from the Gamble’s auxiliary buses.

All of the floor monitors onstage are
Meyer USM-1 “stealth wedges,” and
Matthews has three in front of him, with
the center used for a band mix and the
outside pair for his voice and guitar.
Another wedge behind him duplicates
the center mix at a higher level. All the
wedges are EQ'd with BSS FCS-926 Var-
icurves, with 12 filters available for
Martthews™ outside wedges and up to six
filters for the other mixes. The drum
mix is heard through two of the new
Meyer CQ-2 two-way self-powered
speakers used in a “Texas headphone”

configuration, plus two MSW-2 single-
18 subs, augmented with a pair of Aura
“shakers” mounted under the drum
throne, “The shakers give us a lot of im-
pact in the drum mix; that means we
don’t have to drive the subs quite as
hard,” Kuhn explains. “The CQ-2 has a
nice, tight pattern that keeps it out of
the drum mics.” There are also a pair of
MSL-4s used for support act sidefills, as
are additional stealth wedges.

The mic list is also somewhat un-
usual. Matthews sings into a Bruel &
Kjaer 4011 with a custom windscreen.
“UltraSound’s plan from several years
ago was to use 4011s with in-ear
mixes,” Kuhn says, “but at the levels
we’'re running his wedges, it works
great in spite of the fact that it’s only a
first-order cardioid.” Tinsley sings into a
Neumann KM-84i, and drummer Carter
Beauford sings into a Crown CM-310
differoid. A CM-310 is also used for
Moore’s vocal and doubles as his flute
mic. “The differoid gives us great rejec-
tion and isolates the sound source,”
Kuhn explains, “and Beauford definitely
likes his vocal screaming.” Moore's
saxes are miked with two more B&K
condensers, which go through API 512
mic preamps and then into two M-5000

The New FBX-2020 Dual Feedback Exterminator.

The Latest Innovation in Automatic Feedback Control From Sabine.

The industry standard in automatic feedback control just got better. Introducing the FBX-2020 Dual
Feedback Exterminator, with 20 FBX filters, 20-bit digital resolution, and yet another engineering

THE PERFECT VISION OF

breakthrough from Sabine: ClipGuard™ adaptive clip level control, which means the FBX-2020
accepts input signals up to 27dBV without clipping, increasing the effective dynamic range to 112 dB.

FEEDBACK CONTROL

The FBX-2020 is unmatched at eliminating feedback. Super-narrow, constant “Q” FBX filters are
automatically placed directly on the feedback in less than a second (1ypical), so you get:

More gain before feedback (6 to 9dB typical)

Increased clarity and intelligibility

Fast setup — less than a minute per channel

Not just a setup tool — eliminates leedback during program

Have you been waiting for the ultimate FBX? This is it. And all this for
less money than ever before. Call for a demo of the FBX-2020 today.

*FBX and FBX Feedback Exterminator are registered trademarks of Sabine, Inc., and are the brand names of 5 line of automatic feedback controllers.
Covered by U.S. Patent No. 5,245,665, Australian Patent No. 653,736, and Canadian Patent No. 2,066,624-2. Other patents pending

world Radio H ory
hK SERVICE CARE FOR MORE INFO

SABINE’

ADAPTIVEVAUDIO

MADE IN USA
www.sabineinc.com

Tel: (904)418-2000
Fax: (904)418-2001
Fax-Back Product Info:
(904)418-2002

Alachua, FL 32615-8544 USA



Now &MY loudspeaker system can have

the dynamic attack and smooth response

that was once only found in a proprietary
loudspeakeriprocessor system.

he CEX" 5 provides audio engineers the flexibility

for advanced loudspeaker processing. Equipped
with 20-bit converters (which drive the internal 24-bit par-
allel processing DSPs), the CEX 5 gives you better than
100 dB of dynamic range. The processing power offers
more options, allowing the user to select up to 22 bands
of parametric EQ, digital delay, limiters, multiple filters and
slopes. Other features include all-pass filters, CD hom EQ,
three levels of security, 50 presets, and AES/EBU /0.

Not all loudspeakers or speaker components are created
equal; different filters are required so that each component
will combine smoothly with the next complementary
device in the system. To achieve this smooth response,

Linkwitz-Riley, Butterworth, and Bessel filters are incorpo-
rated into the CEX 5 and can be selected independently for
asymmetrical set-up.

Setting up a loudspeaker system should be simple and
with the CEX 5, itis. By using fewer menu layers than other
processors, you can quickly access the features you need,
making set-up a breeze. And during operation, everything
is right at your fingertips.

The power and flexibility of the CEX 5 make it perfect for
touring companies, rentals houses, and sound reinforce-
ment installation applications.

Great sound couldn’t be easier. Contact Peavey for more
information.

AV

ARCHITECTURAL ACOUSTICS

Peavey Electronics, 711 A Street, Meridian, MS 39301 ¢ (601) 483-5376 » Fax (601) 486-1154
http://www.peavey com ¢ AOL Keyword: Peavey » CompuServe: (30 Peavey » ©1997
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let’s Get Real!

Introducing To North & South America
The Newest Real Time 10 Pocket
Cassette Recorder/Duplicator.

In Use In Japan Since 1987

Call For Price!

¢ Produce Up To 10 Original Stereo
Master Cassettes From Any Line
Source, I.E., CD'S, Dat, Mixing
Console,Etc.

+ Duplicate Up To 9 Cassettes From A
Single Cassette Master

+ Auto Bias Sensing Chrome/Normal

+Studio/Field Applications

+10 Pocket Slaves Available
Distributed By:

NOW! Recording Systems

32 West 39th St. 9th Fl., New York, NY 10018
(212) 768-7800  (800) 859-3579 Fax (212) 768-9740

USE READER SERVICE CARD FOR MORE INFO

AUDIO
Recording, Duplicating

& Packaging Supplies

In stock for immediate shipment

AMPEX M
BASF

@,5

hubs ‘and reels

maxell
Polyline™

8TOK
NCIHOITRL

boxes, albums and mailers

CDs
and packaglng

Quality Service - Quality Products
for over 20 years

Ask for our free Polyline QA catalog
Chicago Los Angeles

Iabels

(847) 357-1259
fax 357-1264

(818) 969-8555
fax 969-2267

Polyline Corp. 1401 Estes Ave.
Elk Grove Village, IL 60007-5405
96QVA2
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reverbs. A TC Electronic ATAC at the
monitor console is used to remotely
change presets on the M-5000s for dif-
ferent songs, mainly pitch change and
fattening, plus reverb, and Kuhn uses
FileMaker Pro on his Powerbook to
print a list of these cues from each
night's set list.

The eclectic mic list continues with
a pair of B&K 4012s in an X-Y configu-
ration for drum overheads, going
through a high-voltage Millennia Media
HV-3 mic pre—these are used for most
of the drum sound in the in-ear mixes.
Other drum mics include Audio-Tech-
nica’s ATM-25 used on the kick and the
floor tom, as well as for miking the bass
rig. “It's the best-sounding dynamic for
the money,” Kuhn says. “We tried them
up against some more popular models,
and we can have just about anything
we want out here.” The rack toms are
miked with Ramsa S-2 miniature con-
densers. On snare, Milab LM-25s are
used top and bottom. “They would nor-
mally be used for vocals, but we just
grabbed a bunch of Ultra’s better mics,
and these sounded best on the snare,”
Kuhn says. High-hat and splash cym-
bals have A-T 4050 condensers in
shock-mounts, and an AKG 414 is used
on the wood block.

To imitate the electric sound provid-
ed by Tim Reynolds on certain songs
from the record, Matthews’ guitar is split
and goes to a Fender Deluxe Reverb
that's sealed in an iso-box and miked
with a Beyer M-700. Everyone onstage
seems to have an Eventide GTR 4000 in
their rack, used as the ultimate effects
pedal. Stefan “Lizard” Lessard’s bass rig,
adomed with plastic lizards, is a small
P.A. in itself, with two Meyer subs and
two MSL-2 tops. He and Matthews both
have CP-10 EQs in their racks, and
Orzack mentioned that they regularly
use the SIM machine to check the bass
rig and the two USM-1 wedges in front
of the drum riser that are part of
Matthews’ acoustic guitar rig.

We caught an enjoyable, relaxed
performance at Portland’s Rose Garden
that featured what is already a trade-
mark sound. It's refreshing to meet an
artist who blends with the band and en-
joys hanging with the crew. Perhaps
that accounts for the obvious enjoyment
of the life they lead, even after a cou-
ple of grueling years on the road. Fans
can look for Matthews this month in
theaters and on college campuses with
Tim Reynolds on an intimate acoustic
duo tour having even more fun. |
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that claims low distortion and noise
specs. Double-sided glass epoxy circuit
boards, 60mm metal-shaft sliders and
gold-plated XLRs hint at the quality this
graphic incorporates into its heavy-duty
steel chassis. Features include adjustable
12dB-per-octave highpass and lowpass
filters and a gain control that goes from
completely off to +15 dB. Also intro-
duced was the 532E, a stereo two-space
31-band graphic with 20mm sliders that
lists for $699.

CableTek (Port Coquitlam, B.C.) in-
troduced the JD-4 ($899 list), a rack-
mount 4-channel version of its highly
acclaimed JDI ($239 list). Developed by
a team of Vancouver's top engineers,

Cyberlogic NC-400 Series Power System

these rugged DI boxes feature Jensen
transformers, a 15dB pad, a supersonic
filter and flat response to 80 kHz.

CyberLogic (San Rafael, Calif.)
launched the NC-400 4-channel, four-
rackspace amp, based on its 8-channel
NC-800 Series. Using the same power
channel modules, the new amp pro-
vides either 1,200 watts or 700 watts
into 4 ohms, depending on the mod-
ules. The NC-412 lists for $6,800; the
NC-407 lists for $5,650. Also shown was
a new Class AB power module, the NC-
005, which provides 375 watts into 4
ohms and over 500 watts when used in
an 8-channel frame. Customers will be
able to mix power channels to fit two
1,200-watt channels, a 700-watt and an
A/B high-frequency channel into a 4-
channel package, for example.

QSC (Costa Mesa, Calif.) introduced
several new amps in its PowerLight line.
The PowerLight 8.0 is a four-space amp
that will put out 4,000 watts per chan-
nel into 2-ohm loads. The back of the
chassis is loaded with four fans, and the
front is entirely vent except for the
knobs and switch. Another new Power-
Light is the 3.4 ($2,998 list), which is a
de-rated 4.0 with an Edison instead of a
“range plug” for its AC connection. The
two-rackspace PowerLight 2.0 ($2,148



The PowerLight™ Series from QSC Audio

THESE 70,000 PEOPLE

ONLY CARE ABOUT TONIGHT.

When it comes to taking an act on the road, the
bonds of trust are forged anew every night. Tonight’s
audience doesn’t care that last
night’s show came off flawlessly.
They simply trust that the show
they have waited months to see will
be an historic moment. The concert
everyone talks about. The best show
they will ever see.

They have placed all of their trust
in the artist and, in turn, the artist
has placed their trust in you.

For decades, QSC Audio has
earned the trust of leading touring sound companies
throughout the world. Today, Melissa Etheridge,
2Z Top, Brooks and Dunn, Bryan Adams, and Jimmy
Buffett are a few of the artists who turn to touring
companies powered by QSC Audio. They know that a
company that powers its rig with QSC technology will
never break the fragile bond of trust.

R

THE POWERLIGHT™ 4.0, WHICH DELIVERS
2000 W/CH. AT 24), FEATURES SEVERAL NEW
IMPROVEMENTS INCLUDING CLIP LIMITERS
AND A DATA PORT CONNECTOR INTERFACE
TO QSC'S MULTISIGNAL PROCESSOR (MSP)
PROVIDING DIGITAL SIGNAL PROCESSING
AND CONTROL AND MONITORING BY
COMPUTER OVER AN ETHERNET NETWORK.

Sinceits introduction, the revolutionary PowerLight™
Series of power amplifiers has become the new standard
in performance and reliability
for touring professionals worldwide.
Our PowerWave™  Switching
Technology provides superb bass and
transient response, exceptional low-
impedance performance, and superior
efficiency compared to conventional
amps. We have virtually eliminated
AC noise (-125 dB), as well as
provided a multi-step linear output,
also improving efficiency.

And, we quietly rewrote history by engineering all of
this in a two or three RU chassis that is 1/3 the weight of
conventional amplifiers.

We'd like to earn your trust. Call 1-800-854-4079
and request further information on the PowerLight
Series of amplifiers from QSC Audio.

Trust the power of technology on your next tour.

S5C

QSC Audio Products, 1675 MacArthur Blvd., Costa Mesa, CA 92626 Tel 714/754-6175 Fax 714/754-6174
EMail info@qscaudio.com Web www.gscaudio.com

The Power of Technology is a trademark of QSC Audio Products, Inc. “QSC", and the QSC logo, “PowerLight,” and "PowerWave” are registered with the U.S. Patent and Trademark Office.

USE READER SERVICE CARI FORIIORE INFO



——— " S— "
LIVE SOUND

list) produces 650 watts at 8 ohms.
Under development are three more
models, two intended for bi-amp appli-
cations, with a high-power channel, a
lower-power HF channel and a
crossover, plus a mono-block amplifier,
all in a two-space chassis.

The newest amp from Peavey
(Meridian, Miss.) is the CS 800S ($899
list), which replaces the venerable CS
800 and is rated at 400 watts into
4 ohms.

AuraSound (El Segundo, Calif.)
dropped the price of its high-power 18-
inch subwoofer transducer to $1,000.

They also introduced a new 50-watt
bass shaker, the AST-2B-4, which lists
for $120. In other transducer news, TAD
(Long Beach, Calif.) introduced the TD-
4003 compression driver (1,710 list). It
has a neodymium magnet, a new 5-slit
phase-plug and a 1.5-inch throat, and
the terminals connect directly to the 4-
inch beryllium diaphragm. TAD’s 1-inch
compression driver has been similarly
re-engineered.

Radian’s (Orange, Calif.) 850 fer-
rofluid-compatible 100-watt RMS com-
pression driver ($530 list), in production
for OEM clients for a year, is being of-
fered to retail customers. Available in
versions with 2-, 1.4- and now 1.5-inch

Evolution.

The Acclaimed PA-500*
is now the

PRO REFERENCE 500

#sce TEC award nominecs

The PRO REFERENCE™ 500 features:
Polished Chrome Faceplate
Gold Plated Input and Output Connectors in a
Convection Cooled single Rack Space.

Perfeet for professional recording, broadeast and projeet studios.
The PRO REFERENCE™ 500 utilizes Stewart’s own Harmonic Shift
Correction™ and I Rush Current Limiting™. The PRO REFERENCE™ 500
uses an ultra-efficient Switch Mode Power Supply enabling the PR-500 to
reproduce erystal-clear highs with unsurpassed low frequeney response.
And, it weighs only 10 pounds!

The Evolution is complete. Experienee the PR-500
at your local Stewart dealer,
Also available, PRO REFERENCE™ 1000,
The PR-1000 - when more power is demanded.

Madc in the USA with a § vear warranty

When the Performance Oepends On It”

Stewart

ELECTONICS

120 Blue Ravine Rd., Suite 2, Folsom, CA 95630 ¢ Tel. 916.985.7200 « Fax 918.985.7600
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JBi. HLA Spaceframe

exits, it is available in 8 or 16-ohm ver-
sions, with the replacement 3-inch di-
ameter diaphragm listing for $§120. A
new low-cost 2-inch compression dri-
ver, the 630 ($280 list), uses the same
parts, but a smaller magnetic structure
is also ferrofluid-compatible. Radian is
working on a high-power replacement
diaphragn for the TAD 4001 and 4002
compression driver, using Radian’s
Mylar surround to reduce second- and
third-harmonic distortion and stress
fractures. List price will be around $350.

Perhaps the biggest story of the
show was JBL Professional's (North-
ridge, Calif.) debut of its Horn Loaded

Many manvfacturers
have improved their
product-cycle timing,
allowing customers
to look and listen
early enowgh to
make decisions for

the upcoming season.

Array (HLA)" Series large-format tour-
ing speakers, which improve on tech-
nology developed for the AALTO
system. The HLA 4895 three-way horn-
loaded endosure ($7,500 list) uses a 14,
a 10- and a 2-inch compression driver,
the new 2451SL, all mounted on a sin-
gle Optimized Aperture” multiband
waveguide, providing a nominal dis-
persion of 40 degrees horizontal by 30




Synthesized UHF wireless...
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~+ 256 frequencies in 100kHz steps
e Computer monitor ard control
* AutoSearch scanning function
* AutoTracking front-end filters
* Dual-band compandor
* Need we say more?
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The AutoScarch scanning function provides a conve-
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and display the results in the spectrum znalyzer section.
The AutoSearch function can scan all 256 frequencies
in less than a minute. or selected frequency groups
even faster.

Call for a free demo disk (800) 821'1121
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Innovative Engineering
581 Laser Road. Rio Rancho. NM 87124 USA
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The Radial JDI direct box...
a real-world solution to noise

The JDI is laced with all the right
features: flat to 80kHz, virtually zero phase
deviation, de-couples source & destination
eliminating common mode noise and
incorporates a 60kHz filter to protect against
residuals from computers & keyboards that
cause overheating of amps and drivers.
Since the JDI is completely passive, no
worries about 48 volts of phantom ending up
in your mains, no half-juice batteries to
degrade the sound, just the warmth and
detail available only from a Jensen.

Built for touring, ready for broadcast,
made for studios, the JDI delivers. it even
has a full non-slip pad so that it won't
scratch your SSL! Contact the professionals
at Cabletek for more information.
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Tel: (604) 942-1001 - Fax: (604) 942-1010

S —
Rackal and Jensan are regrsterad trade marks of Cabletek Electroncs & Jensen Trasnlommers respactvely

USE READER SERVICE CARD FOR MORE INFO
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& RECORD MANUFACTURING

YESTERIAY !

CALL TOLL FREE
1.800.859.8401

For Your Free Catalog

RCA

Serving the Music Industry for Over 45 Years.

2832 Spring Grove Ave., Cincinnati, OH 45225

Tel: 513.681.8400 « Fax: 513.681.3777
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with a straight forward design.

degrees vertical. Using JBL’s patent-
pending SpaceFrame™ technology, the
traditional wooden cabinet structure is
replaced with a lightweight, tubular,
trapezoidal frame, housing the wave-
guide speaker. The entire waveguide
can be tilted up 15 degrees; downward
tilting is accomplished by inverting the
speaker. The HLA 4895 measures 52
inches tall and weighs only 210
pounds, so a 16-element array can be
flown with two 1-ton motors. JBL’s new
DCD™ lightweight speaker technology
is at the heart of the HLA system. The
DCD 14- and 10-inch transducers use a
completely new topology, with a
neodymium magnet actually inside the
dual voice coil, and heat-sink fins on
the back to increase thermal transfer.
These fins are vertically aligned for pas-
sive “chimney effect” cooling. The com-
panion 4897 dual-18 subwoofer ($3,990
list) is the same size, weighs 240
pounds and uses a carbon-fiber/honey-
comb composite enclosure and a new

port design to increase output by up to
6 dB below 50 Hz.

Turbosound (Middleton, Wis.) intro-
duced a new line of speakers called the
HiLight. The three-way bi-amp THL-4
($3,949 list) has a folded TurboBass™
18, a 10-inch horn-loaded, next-gener-
ation TurboMid™ device covering fre-
quencies from 180 to 4k Hz, and a
1-inch compression driver. It has a
nominal coverage of 55° (H) by 40° (V)
and a sensitivity of 105 dB (1W/m). The
enclosure measures 40x22x28 inches
and weighs 200 pounds. Also in the Hi-
Light line is the THL-811 mid-high en-
closure ($2,401 list), which is the top
half of the full-range HiLight and
weighs 79 pounds. It is also available in
a skeleton version, without the wood-
en enclosure, for installations ($1,866
list). The bottom half is available as the
THL-818 ($1,886 lis), and a double-18
version, the TLH-828 (§3,225 list), is 45
inches tall.

Martin Audio (distributed by TGI
North America, Kitchener, Ontario) in-
troduced a new compact version of the

JIC

From the Mailbox of Andrea Taglia,
Temni, Italy, “via aerea”:

“I am an Italian sound engineer,
subscriber of Mix magazine, where I
always read your interesting reports as
well as the ‘Quick Tip, where I often
find useful suggestions. I have some
tips, as well. [ hope they are original.

“When I use a wireless mic body-
pack on a dancer’s body, I often get in
trouble with sweat, so I use some plas-
tic film (like the one normally used to
cover food) over the transmitter.

“Always with heavy-sweating guys
I use a small silicone tube over the
Sennheiser MKE2 capsule so that
sweat can’'t come in and alter the
sound or destroy the mic.

“Same kind of silicone tube I
use with Samson bodypack, but this
time on the plug that connects the mic
to the bodypack to stop it from
unplugging.

“When I am working in theaters or
in clubs with highly reverberant sur-
faces, or where I need precise direc-
tion of the horn beam, I use a
Plexiglas triangle with the same homn
angle (one triangle for horizontal and
one for vertical dispersion) that I put

[1Py

on top (for horizontal measure) or on
the side (for vertical measure) of the
loudspeaker; then I use the beam of a
laser pointer (the cheap ones available
for conference use) to see where in
the audience the horn beams are
going—for better positioning of the
loudspeakers.

“For monitoring, sometimes I have
to use headphones, and it is often dif-
ficult to follow musicians’ volume re-
quests from song to song. So I have
found an inexpensive volume control,
Sennheiser HZRG6, that has a male
jack, 6 meters of cable and a small
box at the end with a stereo/mono
switch and separate fader volume
control for left and right, to go with a
stereo female jack for headphones.
This way all the musicians can change
volume by themselves.

“I hope that any one of these tips
can be useful. Best Regards.”

Grazie, Andrea! Any other Quick-
Tips? Coming through the Rose City
(Roseland Ballroom or the Rose Gar-
den) on tour soon? Drop me a post-
card or a line. My new address is 625
NW Everett St., Suite 111, Portland,
OR 97209, or call 503/223-2345. H




Meyer Sound’s New
Self-Powered Loudspeaker Series

Just add signal and mix well.

The new, award-winning Self-Powered Series from Meyer Sound revolutionizes the design of
traditional loudspeakers by integrating the amplifier and control electronics into the cabinet
itself. The result is not only a better sounding loudspeaker, but a complete audio system that
eliminates the need for amp racks, and requires less cabling, truck space, and set up time than
traditional loudspeaker systems. When equipped with the optional Remote Monitoring Sys-
tem™ (RMS), the user can monitor the status of each unit during performances. Additional
benefits found in every cabinet include True Power Sense™ limiting (the actual power used by
the driver is measured and used to determine when limiting is required) and Intelligent AC™,
which performs auto-selection from international voltage ranges. All of this assures you of a
well-protected, user-friendly system. But don’t just take our word for it, ask Blackhawk

Audio, the Bushnell Auditorium, La Boom
dance club, or any of the hundreds of other
Self-Powered Series users.

With A {c_z/cr Sound, you ml/_l' have to listen.

7
% Meyer Call us at (510) 486-1166. or visit our WWW site:
/4

Sound heep:/fwww.meyersound.com/

USE READER SERVICE CARD FOR MORI INFO



—
“HOLLYWOOD EDGE

... the best sound
effects library,
without a doubt!”

OLIVER STONE
[ piwrrEcTowr |

BORN ON THE FOURTH OF JULY,
FIHE DOORS, PLATOON

“Excellent!”

MARTIN SCORSESE
[ piRECTOR |

GOODFELLA'S, RAGING BULL,
‘TAXI DRIVER

“Nothing else even
comes close!”

SHADOE STEVENS

AMERICAN TOP TORITY

Listen for yourself-

If you buy sound effects for
your company, call us for a

Free Sample Disc

(over 80 production-
ready effects, FREE!!!

CALL TOLL FREE

800-292-3755

http:// www.hollywoodedge.com

NOW AVAILABLE
T.H.E. PRODUCTION
MUSIC LIBRARY

I
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Wavefront 8. The Wavefront 8C ($3,090
list) ts a homn-loaded enclosure with a
12 to cover frequencies from 120 to 850
Hz, a 6.5-inch cone driver and 1-inch
compression driver that takes over at
3,500 Hz. It weighs 157 pounds, mea-
sures 22x32x36 inches, including
wheels, and has a nominal dispersion of
55° (H) by 30° (V). Its internal passive
HF crossover allows it to run bi-amp, or
it can be switched to tri-amp operation.
Its companion folded-hom subwoofer,
the WSX ($2,268 list) measures 42 inch-
es tall and deep, 22.5 inches wide and
weighs 212 pounds.

Meyer Sound Labs (Berkeley, Calif.)
introduced two new self-powered
speakers. The PSW-2 ($4,500 list) is a
dual-15 enclosure with identical dimen-
sions to the MSL-4. The dimensions of
this flyable subwoofer allow it to be ar-
rayed with MSL-4s and conveniently fit
into the truck pack. The second new
speaker is the PSM-2 self-powered floor

LIVE SOUND

4

BSS FDS-355 OmniDrive Compact processor

monitor ($6,400 list), a two-way enclo-
sure with a 50° conical waveguide, a 12-
inch woofer and two angled sides for
either vertical or horizontal orientation.
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