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JUST GO TASTIER

Bite into Sound Forge” 8 software, and enjoy the full-bodied production experience that only the industry’s leading digital audio
editor can deliver. Savor its extensive feature set and relax knowing you're using the audio editor that sets the standard for
power, efficiency, and rich wholesome goodness. Version 8's new bold flavor comes from an exclusive blend of down-home
scripting functionality, sweet VST effect and ASIO driver support, satisfying batch processing and other secret ingredients.

To further tempt your palate, Sound Forge 8 now comes with a heaping side of CD Architect™ 5.2, freshly spiced with CD-text support.
The industry’s leading audio editor coupled with the industry’s favorite CD creation and mastering application - it's a tantalizing taste
combination that's tough to beat.

LIKE NO OTHER



> WAVELAB,

Audio Editiog Mad Masteriag Suke

Wavelah 6-Complete Native Mastering Suite

There’s more music being produced these days, and in more formats than ever before. To get yourself
heard, you need to make sure that your final mastered mixes have punch, clasity and sonic power. That's
what WaveLab 6 is all about. Using WaveLab to master your CDs, DVDs and MP3s is the final step in making
truly professional sounding productions. You've spent a lot of time and money on producing your music.
Fortunately, with WaveLab 6, you don't have to spend a lot on mastering and making sure your music

gets heard loud and clear...

www.steinbergusers.com  www.steinbergupgrades.com @ Stelnberg



{EBLE UNDER uv“fﬂ LIGHES ‘
What do ROGER WATERS, SCHULKEY \"‘
& GLASCOCK, horror movie meister b '
JOJ-LN .CARPENTER, and scoring Ridley =S *"
- ~t"s}he KINGDOM OF HEAVEN have \ -
cemimon? What? You don’t know? O‘h. -
ou will. ‘

(¥

40 WILD ABOUT HARRY
HARRY GREGSON WILLIAMS was a
monster contributor to the aforemen-
tioned Kingdom of Heaven, as well as
The Chronicles of Narnia, Team America,
Shrek 1 and 2, and even the video game
Metal Gear, and his take here on making
the most of audio for video is as close
to priceless as you're likely to get. Who?
What? Why? Where? Exactly.

)TN VTRODUCING

[ / GARY GOLD SHOW
Yeah.You heard it right. In our palatial sound stage in beautiful
downtown Burbank we filmed the first instaliment of our-soon-to-
be-webbed-out tete a tete. Looking even better than it sounds, TV
the way God intended it to be: in print!

CON [ E

Talk Box THE CHINESE CONNECTION: Has ‘ Digidesign's Command 8

Session File: GREGORY BUTLER Asian mic manufacturing gone too far? Sounds: POWERFX: Cinematic

on Thelonious Monster's EOB FORREST Quick Pick: The Gemini iKey Hip-Hop + B'G FISH AUDIQ: Roots
Success Story: Game Boy JUSTMN LASSEN M-Audio Microirack 24/96 + the of South America Vol. 2

Tech Bench: Updating Your Updates Sony MZ-M100 [ T.C. Eleetronic Powercore PCl MKII
Punch In: GARY TOLE on post pro AMP MODELING: is it even

duction, TIME CODE chaos, LOOK remotely worth it?

SEE, LETTERS, LETTERS, LETTERS Not-So-Quick Pick: CharterOak 18 Adobe Audtion 1.5
and WE GOT YOU SURRQUNDED SA538B Tube Mic 30 Steinberg Wavelab
Rocm With AVU: Shorefire Quick Pick: The Thermionic Culture

ecording Studio, Long Branch, NJ Phoenix Dual-Cnannel Tube Compressor

The Harry Gregson- WllllamsTnlkmg Picture Issue
Photography: Michael Crook aelcrookp ap



|ntroducmg the Genelec 8020A - the newest model in the
Genelec 8000 MDE™ Series. This 4" b -amplified monito
offers all the genuine Genelec quality you've come to expect
in packages that fit into the smallest space and budget.

The new 8020A manitor draws upan 27 years of Genelec
eng.neering excellence to introduce a brand new category of
playback monitor. Genelec's revolutionary all aluminum
Minimum Diffraction Enclosure™ technology provides pinpoint
imaging and the lowest disiortion levels, with a frequency
response extending to a remarkable 65 Hz

Genelec also oroudly introduces the new 70508 8" Active LSE™
5.1 channel subwoofer. Combined with the 8020A this system
offers an astonishing 25Hz - 2 1kHz experience with packages to
accurately stimulate your stereo and muiti-channel workflow

Go ahead, get off the decaf. You need some serious sound in
your audio suite - and the choice is clear. It's Genelec.

www.genelecusa.com

International ‘nquiries: Genelec Oy, Olvitie 5, FIN-74100, lisalmi, Finiand

T +358-17-83881, F +358-17-812267 Email genelec@genelec.com

In the USA: T 506.652.090C, F 508.652.0809 Email ganelec.usa®genelec.com

In China: T +86 10 8580 2180, F +86 0 8580 2181 Email genelzc.china@genelec.com
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YOU OUGHTA BE IN PICTURES.
NO. REALLY.

We had an issue a few years ago. Believe it was called the LIGHTS,
CAMERA, AUDIO! issue. The schema then seemed to be to chat
about A/V products and gear and so forth and so on. It was a great
idea. Great mag. And a great take on the functional end of the
operation. So, perfect, right?

Not so perfect though: It was greeted with a colossal collective
yawn. A yawn so stunning that the after effects have spanned the
ages. And so when after an evening of copious absinthe
consumption and the germination of an idea that we should do
ANOTHER one, EQ's eminence grise, none other than Craig
Anderton , like the guy in the horror flick who says, “Don't leave the
spaceship in the name of God!!!” torpedoed it. “It didn’t work
before, it won't work again. And in the name of God don't leave the
spaceship!!! | mean uniess you really want to. In fact, fine. Go
ahead. Leave the spaceship. See if | care. You never listen to ME
anyway. So forget about me. I'll just sit like a dog in the dark eating
wet cigarettes for all YOU all care.”

But that was then and this is now. We asked you all, all of you
all who over time have written to correct my spelling, grammar,
usage, tone, timbre, and wearing of blue shirts with black slacks (to
quote Dylan from Don’t Look Back, “| could sing better than Caruso

. if | WANTED to”], ali of you MI guys, everyone: and there
seemed 1o be a consensus. And that was: Whether it's music
video, video games, TV, film, or staged events, increasingly, the
significance for producers has grown since the THEN to where it is
in the NOW: big business.

So into the breach once more.

From ROGER WATERS' 12-year Proustian journey into the
completion of his amazing opera to the painstaking scoring of
RIDLEY SCOTT'’s Kingdom of Heaven and on through our minis with
horrorshow-rific JOHN CARPENTER and the big dynamic audio duo
SCHULKEY & GLASCOCK, right into HARRY GREGSON-WILLIAMS,
this issue is everything the absinthe told us it could be.

Did we mention the first version of EQTV? With DON WAS and
GARY GOLD? Here? In print, as well? Or my bow in the worst
movie of 19877 Bill Cosby’s Leonard Part 62 Well, pull up a chair and
glass. Now, where to begin? Right here?

Perfect.
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TASCAM's DM-3200. The 32-channel
digital center of your universe.
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32 channels and 16 aux returns for 48 total inputs @96k/24-bit 16 busses or two 6.1 surround busses 8 aux sends
16 analog mic/line inputs with inserts ~ Powerful automatian with 100 mm touch-sensitive motorized faders Dedicated
DAW control surface layer for Pro Tools®, SONAR®, DP™, Logic, Cubase® and Nuendo® EQ and dynamics on each channel
2 built-in effects engines with TC® reverb Per-channel LED ring encoders for pan, aux sends, EQ and more 24 channels
of TDIF and 8 channels of ADAT® built in 2 expansion slots for Firewire®, Surround Monitoring, ADAT', AES/EBU, TDIF and
analog cards ~ TASCAM Mixer Companicn software (Win®XP/OSX) with driverless USB connection to computer for back-up/

restore of mixer data Get the whole DM-3200 story on-line @www.tascam.com or visit your TASCAM dealer today.

©2005 TASCAM, a division of TEAC America, Inc. All Rights Reserved I ASCAM®

All trademarks are the property of their respective holders. And so forth And so on

www.tascam.com




by Steph Jorgl

REGORY BUTLER
ROJECT: RECORDING VOX
JR THELONIOUS
ONSTER'S BOB FORREST

DATES OF RECORDING:  When Thelonious Monster’s Bob Forrest

March - December 2005 dfamded to record a s.olo project unc?er
his own name, he enlisted the recording

STUDIO: Hell Pony Studio  ang producing prowess of long-time

LOCATION: Los Flngeles. CA friend, Gregory Butler, producer and
o ooy s engineer for Dweezil Zappa, Switchblade

OFFICIAL ALBUM Symphony, Sparklemotion, and Loma

TITLE: Vednesday Lynda, as well as films like Wicker

PRODUCER/ENGINEER:  Park, Napoleon Dynamite, and the TV

ZN4ag)
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Gregory Butler  S"OW: Punk @
gory He also brought along a few guest

WEBSITE: alleged  contributors for the project including Flea
entertainmentcom/  @nd John Frusciante from the Chili

Peppers, Josh Klinghoffer from PJ Harvey,
as well as Ikie Owens from The Mars Volta. The project was
recorded at Hell Pony Studios — the home studio of
Lakeshore Records’ exec/indie film director/producer
(Better Living Through Circuitry, Call It Democracy, and East
of Sunset) Brian McNelis — which also happens to be the
home base for Butler, who co-designed and built the
studio with McNelis.

Butler took some time to give us the scoop on how he
captured the former Monster’s vox for Forrest’s solo release,
Wednesday.

SIGNAL PATH
In order to properly capture the direct fury of the beautiful
madness that's the Bob Forrest experience, Butler started
recording Forrest's voice using a GT67 tube mic running into
a Vintech 1272 pre amp. "l just want a mic to not destroy
the sound more than to add anything to it,” he says. “The
GTs are good for that. They're solid, ‘put on your work
boots and get to it’ kind of mics.” He deployed the Vintech
1272 because — as he puts it — "It does something at the
top end that makes me feel happy inside.”

The signal coming out of the Vintech went straight into
a couple of Nuendo-branded RME 96K 8 I/O boxes. From
there the signal fed into a PCAudiolabs (pcaudiolabs.comy/)
custom-built PC computer running Nuendo. "I've had two-
inch tape machines that were less stable than this setup,”
says Butler. "It's really amazing and fast.”

MIC POSITION

In general, Butler would set up the mic about four to six
inches from Forrest. "But when we were working on a song
that had a lot of emotion, | would have Bob do multiple takes
at varying distances from the mic and then comp them
together according to the delivery,” he explains. “This

EQ MARCH 20086 www.egmag.com

helped out the most on the track ‘a love triloiogy in four parts’
where we had four completely different song: that were
turned into one.”

PROCESSING

The vox tracks were processed using effects powered by a
UAD-1 DSP card. “I'm a big fan of the UAD-1 and especially
the LA2A and Reverb plug-ins — they are used far every mix
| do,” says Butler. "The other effects that | used for Bob's
vocals were Classic Delay — which is a really oo/, share-
ware oelay; Northpole — whicn is great for instantly mak-
ing things sound BAD; and BlusTubes — just set the delay
on '77 and let the punk roll!”

TRACK NOTES

When Butler and Forrest were getting ready to record the
secono song of the session, they found out that the guitarist
scheduled ta play on it was running late. “Bob just stood up,
walked over to the mic and said ‘Let’s just start without him,”
reflects Butler.

"As a producer, | immediately wanted to go .nto a diatribe
about how we couldn’t record the vocals without any
musical frame of reference,” he says. "But then | realized
that | was just invoking some sort of rule that | had never
tested. So we went ahead and recorded all the vacals to the
drums, as | guided Bob through the pitch as | imagined it
would be. Then, when Josh came in, he just tuned to the
vocals ang it turned out great!”

Butler was happy w th the results of the recording.
“"Where most of my other recards are fairly polished — or
at the very least ‘indie’ polished — this one feels raw,” he
says. "And mot MC5 raw — it's acoustic-punk-falk-anar-
chist raw.”



Stellar Sound-Boutique Build-Project Price

< Classic Putiam 610’ & flagship Precision 110 Mic Pre & DI < Gain, Level & Impedance selection for maximum tonal variety . < Portable, "Go-Anywhere" design. Hand=builtin the USA,

S0LO0/610 S0L0/110

Classic Vacoum Tyhe
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Introducing the brand new SOL0/610™ and SOL0/110™ mic-pre & DI boxes from Universal Audio. All the UA heritage, tone and hand-built US-made quality you
ever dreamed of in a single-channel format, at a price every Project Studio can afford. Now its no longer a choice between the sound you covet and the gear you can realistically afford. UA designed
the SOLO series to be portable, functionally lean yet sonically mean, with the familiar solid build and audiophile components that define UA quality.

From desktop studio to stage, the SOLO/610 and SOLO/110 are the go-anywhere essential preamp & instrument DI. Choose either the all-tube SOLO/610 for that silky vintage warmth or the

SOLO/110 (from the mighty 8110) for lightning-fast transients, and sheer tonal versatility— ultra-clean to crunchy Class A. The SOLO series preamps will flatter the humblest to the most esoteric
microphones with their own signature sound. The best news of all is that UA's innovative engineering and meticulous manufacturing mean you don't have to make a choice: you can afford both!

B>

UNIVERSAL AUDIO
www.uaudio.com analog ears | digital minds toll-free: 1-866-UAD-1176

330 Encinal St. ® Santa Cruz CA ® 95060-2301 * USA vrice, 831-466-3737 « fax, 831-466-3775 © ©2005 Unversal Audio Inc. Al rigits reserved. Universal Audio, the Universal Audio togo SCLOY610. SOLO/110, and “Analog Ears Digital blinds® are trademarks or registered trademaris of Universal Audso. Inc. All features and specifications subject to change without
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GONE G
JUSTIN L

LOCATION: Los Angeles  Studio kid. composing

. music from his bedroom
KEY CREW: Justin Lassen  in his parents’ house in
Phoenix, Arizona. He'd gotten props from folks like The
Dust Brothers and bands like Opiate for the Masses for his
remixing work and his dark chamber symphony And now we
see through a glass but darkly. But Lassen's big break
came when he was tapped by Intel to do the score for
RoboBlitz— a video game that is currently distributed with
all Pentium D processors worldwide.

RoboBlitz is sort of a stylistically different remake of the
classic NES game Smash TV with a hit more of adrenaline to
its physics and robotics. “So the score definitely needed to
have the energy of an arcade game, the pulse of industrial
electronic music, and the soul of classic beats and guitar,”
explains Lassen.

Shredding for Multithreading

Lassen composed 11 tracks totaling just over 20 minutes
of music for RoboBlitz. "Each of the tracks had to loop
perfectly, since players would basically be in the levels for
different amounts of time — and we didn't want the music
to get in the way, but just to ride with the player,” he says.

No stranger to the video game culture, Lassen explains,
"I've always been working on video games, even since | was
a kid making games in QB, VB, or C++, both in playing and
in modifying and demoing. So this was just another won-
derful opportunity to get involved with yet another cool game
project, but on a much higher level.”

And it was a pretty revolutionary and bleeding-edge
project for Lassen to work on. “We were using next-gen tech-
nology like advanced physics driven game play, dual-core
multi-threading and the mind-blowing Unreal Engine 3,
he explains. “So | wanted the music to be electronic and
orchestral, but mostly just gritty, raw, and on the edge —
to match the amplitude of the game itself.”

Lassen composed all original material for this project,
working on half of it in Paris and the other half of it back in
the U.S. — all done on a super-tight, three-week schedule.

Scoring with Sonar, Cakewalk, and NI
For the score, Lassen relied on a multitude of PC-based audio
apps, plug-ins, and software instruments. "I used some
wonderful sampling and soft synths by NI and East West,
Garritan Personal Orchestra, and tracked and sequenced in
Sonar 4 Producer Edition and all its delicious plug-ins and
mixing stuff,” he says. "But my baby was a Schecter S1+ with
custom EMG active pickups, running through a giant con-
figuration of BOSS and other stomp boxes, pre amps, etc.”

Lassen trashed it up a bit with some bit-destruction plug-
ins, including Analog X's Bit decimator. "}
also sang my own choir/pad parts with a
dozen overlays and used Cakewalk's reverb
plug-in to process that,” he adds. "Of

MING:
SSEN

CONTACT: empireofmodernthought.com/  Justin Lassen was a

course, | did a bazillion drum edits and programming — stut-
ters and all — by hand.” Lassen also used a Raland XP-30
synth and mixed the tracks through Behringer hardware.

Working on RoboBlitz gave Lassen the opportunity to get
his hands on the next-gen UE3 technology, and street cred
for his talents as he took the helm as audio supervisor for
the E3 version of RoboBlitz and producer/composer for all
versions of the video game.

Fast Forward

As if that wasn't enough polish for one year in Lassen’s
successful rise to recognition as a talented composer,
remixer, and sound designer, Cakewalk commissioned him
to write a flagship demo for its Sonar 5 64-bit DAW soft-
ware. "My demo track is sort of a smooth/cinematic elec-
tronic/orchestral/trip-hop pleasure-trip, that takes advantage
of their various new soft synths,” he explains.

Next, Lassen will be doing the original score for
another game, Hexen: Edge of Chaos and working on the
original soundtrack for Linda Bergkvist's dark fairy tale
world, Furige. He also plans to continue his remixing exploits
and finish a second symphony in 2006.

Not bad for a studio kid.

story to tell about your rocket ride to riches and/or

8¢ Well, we want to | about it. Email us at

Photo by Barbara DeSoto
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DESKTOP RECORIMRG STUDIC DESITTOP RECORDING STUMMO

lexi

You don't follow the crowd, you pfay to them. You don’t dream of being in a
recording studio, you own one. The new Lambda Desktop Recording Studio™
and Omega Desktop Recording Studio™ are complete computer recording
solutions. Both with multi-input USB I/O mixers, Steinberg® Cubase® LE 48-track
recording software and the world class Lexicon® Pantheon™ reverb plug-in.

Visit www.lexiconpro.com to find out how YOU CAN.

lexicon

“ A Harman International Company
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I've seen hundreds . . . no make that thousands of problems
that are either solved by software updates, or are caused
when software is updated without checking first to make
sure that the update is OK to perform. Here are a few
frontline tips on how to update your software without
downgrading your deal.

Both Mac and Windows operating systems offer services
that automatically check for system updates and even run
those updates for you. The catch is that your DAW software
and drivers may not work properly with those operating sys-
tem updates. When most systems check for updates on a

When most systems check

for updates on a schedule, they
could be going online without
regard to what and how you're
using your system. This could
potentially sap resources

while you’re in the middle of a
recording session.

schedule, they could be going online without regard to
what and how you're using your system. This could poten-
tially sap resources while you're in the middle of a record-
ing session.

Solution: I'd recommend checking periodically rather
than the system checking for you. In the Mac OS, visit
System Preferences from the Apple menu, and click Software
Update. There, simply un-click "Check for Updates...” so that
it doesn't check automatically. Every few weeks, you can
simply click "Software Update” from your Apple menu.
After a brief search online, any Mac OS updates will be
listed for you.

(“Update Software  installed Updates

Software Update checks for new and updated versions of your software based on
information about your computer and current software.

— Check for updates:  wooily

-

Mo od important updates

wil be notifed ar the

(_ Check Now )

Windows (XP) has similar options to check for updates.
You can stop updates from installing without your
knowledge by clicking Start > Control Panel >
Performance and Maintenance > System and finally
clicking the Automatic Updates Tab.

EQ MARCH 2008 www.egmag.com

Windows can regularly check for spotant updates and netal them for you

(Tuming on Aukomelic Updates may aulomaticaly update Windovws
Mfm.bdmmyal\-wdl’l&l

 Agtemaic (recommonded)

Q Aasomaicaly downined recommended updates lor BpTOMpUlS
and natal them

© Rowndoad updates for me. tat et me choose when 15 inetal them
© Notly e but don automaiically download o instal them

@) Tum off Automate Updates.
Your computer wil be mare vuinetable uniees you instell updeles
[Soite]

Inetall updates feom the \Window: Update \Web ute

Co ) o= I aw ]

Select “Turn off Automatic Updates” and click “Apply.”

To check for updates periodically in Windows, launch your
Internet browser (Explorer) and choose, "Windows Update”
from the Tools menu.

CAUTION: Computer operating systems are often updated
before some software developers can test, develop, and
release compatible updates. Before you proceed with any
operating system updates, it's always important to check
with your DAW software and hardware developers first
in order to make sure their product will wark with
the new OS. This means EVERYTHING related to your
workstation: your DAW software, hardware drivers, and
extras like plug-ins. Most developer websites have
information on updates and compatibility right at their
website. A really good example of this is Digidesign’s web-
site, where they clearly lay out compatibility guidelines
at digidesign.com/compato, and all available updates at
igi ign.com/downl .

Which brings us to a few big operating system updates
you should be aware of:
* Mac OSX 10.4 "Tiger": Several developers found tnat their
software required updates to work properly in Tiger.
* Windows XP Service Pack 2: adds several services that
aid in the safety of your PC when online. However, these
same services often collided with DAW software. Again
updates were necessary to add compatibility.

So before you update, check first, and check frequently.
And if you're still not sure, ask the experts.

Todd G. Tatnall, despite seeing all and knowing alt is the
Senior Tech in Sweetwater's Technical Support department.
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Announcing the Digidesign® Music Production Toolkit.
With an impressive collection of plug-ins, increased track
count, and a comprehensive set of additional capabilities,
this add-on package offers an easy way to expand the
power of Pro Tools LE™ and Pro Tools M-Powered™ systems.

PRO TOOLS LE 7 SOFTWARE

« More than $2,000 in effects and instrument plug-iris
- Digidesign Hybrid synthesizer
- TL Space™ Native Edition convolution revert
- Smack!™ LE compressor
- SoundRepltacer™ drum replacement tool
- DINR™ LE noise reduction plug-in
Multi-track Beat Detective™
« 48 mono or 48 stereo audio tracks at up to 96 kHz
Pro Tools MP3 Option

PRO TOOLS " POWERED 7 SOFTWARE

www.digidesign.com

World Radio History




by Rich Tozzoli
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TUNE IN, TURN ON, PUNCH OUT
BY THE €Q STAFF

FOR WHOM THE BELL TOLLS

THE WILD WORLD
OF POST PRODUCTION

In the wild world of post-production,
adhering strictly to content delivery
requirements is not an option — it's
essential. Gary Tole is a freelance engi-
neer/mixer who understands this all too
well. Along with loads of TV mixing
credits, he's worked with the likes of
Whitney Houston, Bon Jovi, Eric
Clapton, and Nile Rodgers.

| recently caught up with him at
Gizmo Studios in New York, where
we both happen to do a lot of our work
and Tole shared some of his experi-
ences with getting big sounds out of
small speakers.

What level do you have to deliver TV
promos at? And why?

Gary Tole: The Food Network QC [qual-
ity control] requests a level of —10dB
with peaks of no more than -8dB.

If we deliver anything hotter than
that it'll get kicked back and we'll then
have to readjust levels. | find if | go hot-
ter than -10dB the broadcast limiters
really do a number on the mix by mak-
ing it sound one dimensional without
dynamics — the overall level is per-
ceived as lower on air compared to the
commercials around it. By mixing with
dynamic peaks no more than -8dB and
then adding my own limiting resulting
in -10dB, | get the best results.
Everything seems to pop dynamically
and the overall level is as loud as the
commercials around it.

But when you hear spots you've
mixed on TV, what do you notice
compared to how they sounded in
the studio?

GT: When | first started mixing for tele-
vision it took me quite awhile to get
used to how things sounded on air. |
found my mixes always sounded more
squashed and one-dimensional thanks
to the limiters at the networks. | started

to experiment with different master lev-
els and dynamics until coming up with
a combination that works for me. |
was then able to achieve what | hear
in the studio.

OK. So, tips or tricks to get your
mixes to punch through aTV set?

GT: | find having several different moni-
tors to reference to gives me a good
perspective on the mix. I'll usually
monitor in stereo and go back and forth
between mono. If I'm mixing 5.1 | will
usually stay in that mode and listen to
the stereo down-mix, as | get closer to
see if there are any adjustments needed.
At Gizmo when |I'm mixing promos or
long format | will also monitor through
a TV monitor and strap a brick wall lim-
iter across the mix — which let's me
check a faux broadcast curve. | find the
Sony Inflator very useful for this as it
retains most of the dynamics but adds
punch. After using it on several records,
| ended up using it in post-production
mixing for shows and various promos
for the Food Network, HGTV, and TV
commercials | work on. It basically
assures my clients and me that the
broadcast limiters will have little influ-
ence on the outcome over the air. |
struggled for years with broadcast lim-
iters ruining mixes but now it makes it
a no-brainer for me.

So what’s your typical signal path
forTV, in terms of EQ? Compression?
Consoles?

GT: Nowadays, for TV I'm pretty much
mixing in the box [Pro Tools]. | find it
more expedient, and in many cases the
plug-ins | use are better for notching
and repairing bad location tracks than
analog equipment. Processing tasks are
varied depending on the work at hand.
In the case of promos there isn't a
whole lot of sound design — it's more
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fixing and mixing. A typical promo
will usually consist of the VO [Voice
Over], Music, SOT [Sound on Tape;
location audio], and effects. | usually
put a littie compression and EQ on
the VO channel, and then fix any of
the location audio with AudioSuite
plug-ins so | can make the most out
of the processing. Next I'll add any
'verb's, delays, or sound design ele-
ments as needed. As far as overall
mix processing goes, the only thing |
use is the aforementioned Sony
Inflator, or sometimes the Waves L1.
| almost never use overall EQ, as it
would have already been taken care
of on the individual channels.
However, when | work on albums |
still prefer running things through a
good analog desk with outboard
compressors and EQs!
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The trick to good video: good audio.
Ever wonder what kind of mic they
use to pick up the guys talking n the
middle of a battle scene where
entire star systems are exploding left
‘; and right? Answer: They don't even
< try to get good audio. They get what
they can, then in post-production,
replace the dialog in the studio.
{Just to confuse life even more than
it already is, this is called "looping,”
although it has nothing to do with
looping as in samples that sustain,
or looping like groove boxes.)

But when you're shooting your
rock band with a camcoraer, or
making some bucks on the side
doing sound for an industrial video,
you don't have that luxury. And
the mic in your camcorder probably
sounds like it came from K-Mart.
So what's the ticket to gooa audio?

The answer lies in a technique
from the distant past: "Flying in”
audio recorded separately (also
called "free sync” or “wild” sync).
Basically, you record the audio on
something small and convenient,
like the new generation of portable
recorders that record to solid-
state memory, professional
Minidisc recorders, and so on.
(See page 60 for recorder reviews.)
Virtually all of these let you trans-
fer audio to the computer where
you'll be editing your video. The
person doing the talking can usu-
ally wear a lapel mic, and keep
the recorder in a pocket or attached

to a belt. This beats trailing a
bunch of cables back to the cam-
corder mic input {although the lat-
ter adds excitement when some-
one trips over it and rips the con-
nector out cf the camcorder).

During the editing process, you
then line up the well-recorded audio
with the crapistic audio from your
camcorder mic, and cnce you have
them in perfect sync, you mute
the camcorder audio (rot erase,
just mute) so you don’t hear it.

Sounds easy, right? Well, there
can be some complications, so
let's address them.

CATCH MY DRIFT?
In the days of ara'og, flying in
parts was hellishly difficult because
of the timing instability of analog
devices. With digital, drift is much
less of a problem but still exists.
Even though your camcorder and
recording device are both digital,
the slightest timing discrepancy in
their kittle arystal-controlled brains
means that eventually, they'll drift
apart. Even a few milliseconds’
differance between wnen some-
one says something and when
you actual'y hear it is noticeable.
If the audio drifts behind the
video, then periodically make a cut
in the audio and slide it ever-so-
slightly forward in time (i.e., to the
left) until their peaks match up per-
fectly. Maxe the cut at the begin-
ning of a word, preferably one that

starts with a plosive (P or B) to
help mask the cut. With music,
cut 2t a drum hit. The more cuts you
make, the less you'll have to shift
each segment of audio, ard the
less noticeable any shift wik be. But
in general, you'll probably need to
do this only every minute or so.
If the audio runs ahead, then
matters get slightly mo-e com-
plex. Look for pauses between
words, make a cu: at the beginning
of a word, then move the file
shghtly to the right However, this
will leave a gap and you have dif-
ferent ways to deal with it.

B If there are a lot of other sounds
going on, the gap may not even
be noticeable.

B Try adding a short fadeout to the
section leading into the gap.
W Copy a portion of the sound just
before the gap, then crossfade it
with the section at the end cf the
gap to extend it (Figure 1). If this
is short enough;, ro ane will notice.

I1f none of *hese options is
passible, then look for a better
place to make the cut.

YES, YOU TOO CAN FLY

It may sound tedious to match
up good audio with the existing
audio, but in reality, it's not hard
at all — and certainly easier than
having someorie come in and try
0 loop the dialog.

FIG. 1. THE TOP TRACK SHOWS
THE GAP CAUSED BY SHIFTING
THE AUDIO LATER INTIME. THE
LOWER TRACK SHOWS THE SAME
SECTION, BUT WITH SOME OF
THE AUDIO JUST BEFORE THE
GAP CROSSFADED WITH THE
EXISTING AUDIO TO COVER OVER

ANY DISCONTINUITY (CIRCLED IN

RED FOR CLARITY).

LOOK SEE

FACES OF
MusIcC:

25 YEARS

OF LUNCHING
WITH
LEGENDS

The phone rings. “Hi. You may
not know me but they call me
Mr. Bonzal.” As in the miniature
tree? Or as in the battle cry of
the Asian wing of the Axis
powers? “Yeah yeah, look, | got
a book. .. " And so it went.The
famous Mr. Bonzai talking at
me like Charlie Rose zapped
out on valium. He had a book.
Faces of Music. His interviews.
It was great. | should read it,
live it, love it. The phore went
rocking back in the cradle as
soon as the conversation
crawled to a close and was for-
gotten in its entirety until the
book actually showed up.
Make that THE BOOK.

It's a monster of a tome
and it reads like Bonzai sounds
and the questions are a curi-
ous mix— equal parts clunky,
awe-inspired, and having you
run the razor’s edge of laugh-
ing both at and with— of
something that will have you
feverishly thumbing through
the whole thing just to find
out what happens next.

Making this?

You got it: an unqualified
work of mad genius. —Eugene
Robinson
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Punch In

LOVE LETTERS FROM FIGHT FANS

T s

WHO? HOW? WHAT?
I've enjoyed reading EQ for years. This is the
first time I've wanted to write in and | can't
tell from the magazine or your website where
or who to email. [You want Eugene? Try
erobinson@musicplayer.com.] But I've got a
question about Matt Donner’s “"The 3 Best Pro
Tools Tips Ever” {Oct. 2005 EQ). in Tip 1
he describes setting up a send to use as a
headphone mix. When he instructs to choose
Edit>Copy to Send, | don’t find that option
in my PT LE 6.7 He claims Pro Tools users
other than Mbox users can use this technique
and I'm a Digi 002 user so | should qualify.
What information is missing here?
Thanks,
Brian
MATT DONNER RESPONDS:
I. ProTools LE DOES NOT support copy-to-send
as the article mentions. Author's error.
Il. Copy Special/ Paste/Special is reserved for
HD ONLY. THIS WILL NOT WORK.
I, Suggested work-around:
a. Hold CTRL while assigning the outputs
of the tracks to output 7-8. This will mir-
ror the outs 1-2 to outs 7-8. This will
allow you to use outs 7-8 as feeds to the
headphone mixer AND maintaining any
autornation without having to split outs 1-2.
However, any changes in the main mix will
be reflected to out 7-8 as well and there is
no adjusting the levels of mix to talent.
OR YOU CAN:
b. Hold CTRL while assigning the out-
puts to a series of internal buses. For
example, CTRL assign the drums to bus
1-2, bass to 34, etc. This will split the sig-
nal from each track to BOTH outs 1-2
and the buses. Create Aux Sub-group
channels whose inputs match the buses
used. Set the levels to 0dB as a starting
reference. Route these Auxes to 7-8.
From here, you now have individual con-
trol over how much of each track goes to
the headphone mixes. This allows the
Automation from the mix to be main-
tained while ALSO having control over
adding or subtracting gain to the HP.

IF PAINGLOSS SAYS IT IS
SO, IT MUST BE SO

It was great to read Joe Chiccarelli inter-
viewing Ken Scott. As one of Bowie's other
producers, | worked with Ken on the early
stuff and other projects as well. | have
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always regarded him as an engineer’s engineer,
right up there with Geoff Emerick. As a pro-
ducer he's made a wonderful contribution to
our culture. A few things that Ken said
should be remembered and taken seriously
by today's producers and engineers though.
| thirk a 10-year old child can plug a mic
into a pre-amp and record it flat, there is no
art in that. Ken (Geoff, Roy Thomas Baker,
etc.) started shaping the sound from the
git-go, making hundreds of decisions by the
time it came to mix. That's the way, sonically,
great records were made. Even today | have
to have an equalizer and a compressor after
a stand alone pre-amp, otherwise | couldn't
live with myself. He also points out that
we should encourage musicianship,
“talent in the artists and players.”
Production is not only about comping
25 takes, it's about coaching the artist with
useful feedback and respect. He also
reminas us that great guitarists like Jeff Beck
and Mick Ronson knew how to get great gui-
tar sounds by themselves. Congratulations
Joe and Ken on a very informative interview.
Yours,
Tony Visconti

THE OUTRAGE OF

LOU JUDSON

Recently your publication has left my world
completely and gone somewhere else. Your
covers and themes are objectionable to me:
glossy, ugly pictures, shaved headed dudes sit-
ting in Cadillacs [Positively Pogue, November
2006] by the waves, columns
called “Letters from fight fans”
[sic] (I am not a “fight fan” so
that is dbjectionable to me as
well}), where you call the
writer an ass and the rest of
the centent no longer
serves my professional
needs. Cease sending me

o

your rag! | prefer grown up material for my pro-

fessional eeducation [sic]. | will never read
you [sic] rag again.

Thanks,

Lou Judson

ANOTHER SATISFIED
AMERICAN
A few issues back, an EQ subscriber wrote a
letter criticizing £Q for writing about common
equipment and techniques that everyone
knows about. Well, | want to thank you for writ-
ing about common equipment and techniques
that everyone knows about, because now | also
know about it. That's why | subscribed to your
magazine. And that's why | will continue to sub-
scribe to your magazine. Thank you for being
so informative.

| am a drummer who is trying to learn
everything about sound engineerirg and the
music industry. I've purchased a few books on
the subjects, but the higher learning comes
from magazines and the professionals who
write for these magazines.

Thank you very much, for everything.

Sincerely,

Robert Hartwick
Collegeville, PA

SHORT, SWEET: AN
OBJECT LESSON
Great interview with Ken Scott.
A Best I've read in forever.
Eddie Ciletti

NOT WITHOUT A
GUIDEBOOK
To EQ magazine & Gary Garritan:
| enjoyed your article “From MIDI-Mockup to
Real Orchestra” [November 2005, £Q). It was
fun to read about musicians getting their first
taste of orchestrating for a live sympheny. There
is, however, one point of fact that | feel should
be addressed — the point about bow length
and the duration of phrases.
The article states, “Few know that at any

dynamic level, basses can play a longer slurred

passage than violins. The reason is

simply that the bow is longer and the
player can therefore spend more time
before changing bow direction and thus
breaking the slur.”

In fact, the opposite is true. Violin

bows are 74-75¢cm long, cello bows are
72-73cm, and my French-style bass bows
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unch In

are 70.5cm long. (The length varies depending
on the type of bow used. German bows have
a longer screw cap making them seem longer,
but the length of the hair is similar.}

It is rare for string players to play long
phrases in a single bow. They just make it
seem so. In fact, the sizes of the instruments
and the lengths (or the weight) of the sticks
have nothing to do with phrase length or
dynamics. Good players are capable of playing
phrases of any duration and dynamic. They
utilize techniques such as silent bow changes
(where the player employs a "figure 8" type
motion to scrape the hair sideways on the
string to mask the change of bow direction),
and free bow changes (where members of
the section change bow direction at different
times rather than simultaneously) to simu-
late long phrases.

In the hands of a good player, you would
not be cognizant of bow changes unless the
player wanted you to (for aesthetic reasons). An
irrelevant but amusing point is that, if you made
a bass bow'’s length in the same proportion to
the instrument’s size as a violin, the bass
bow would probably be several feet long and
as thick as a log.

Obviously, a stick that size would be imprac-
tical, even though it might look interest-
ing. And where would you find hair that long?
Thank you for an enjoyable and enlightening
article.

Mark Gruen
Enterprise Musical Arts & Sciences
Bethesda, MD

EQ USED TO sSuckm
| stopped subscribing to £Q magazine THREE
years ago for two reasons:

First, the magazine's reader-useful editor-
ial policies had slipped. Most of the content of
the magazine had deteriorated to the point that
it was more useful to the advertiser than to its
professional audio readership. The lack of any
reader’s letters to the editor and the loss of
columns like Roger Nichol’, Al Kooper's
“Microphile” and “Bedroom Warriors” meant
that most of the text of the magazine was left
to product reviews. Those product reviews
were basically useless to any audio professional
because they were ALL “raves” It seemed that
in EQ's opinion, every product was “the latest
and greatest.”

How can someone make a valid purchas-
ing decision when all products introduced
are great?

If all products are great, then all products
are the same. To make matters worse for the
buyer, many reviews did not get into the most
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important point of all — a detailed description
of how the product sounded.

The second reason | tet my subscription
lapse was the fact that £Q ceaselessly and mer-
cilessly sold my name to junkmailers. Due to
a deliberate misspelling in my name, | know that
the original source for this mailing was the £Q
subscription list. Since | have not received
your magazine for years, | am not receiving any
compensation in return for the annoyance
caused when | receive mailings from people
who have bought my name from you. No, | do not
wish to receive the magazine again for the rea-
sons | listed above. Just cease all distribu-
tion of that information to other parties. Thank
you in advance for your complete co-operation
in this matter.

Chris Gately
Ardmore, PA

Editor’s Note: Will do on the junkmail. In
regards to your other points, wellllll, it's been
awhile hasn't it? We've revived

the letters column with

a vengeance and v 3 ~i
EQ’'s reviews 2 |. " '
THESE days are b hy
all about actual -
opinion. Not only
that, all of our
reviewers, studio
pros, young turks, -
Grammy winners, and -
up-and-comers alike, are

usually done in the midst of real sessions
that are all about SOUND, at the very least. So
you might want to come back in about
now. The water's just fine.

N e

h
e’

LETTERS WE MIGHT
HAVE SENT TO OUR-
SELVES
| am writing a book called How to
Waste Time and Lose Money. Would
you care to write a brief forward for it?
I don’t intend to put a lot of effort
into this book because | am lazy. Most
of the book will probably be blank.
Happy holidays,
JC

Editor's Note: Write it?!?! We're
willing to LIVE it! Thanks for asking.

NAME CALLING & FINGER
POINTING: A PRIMER

Your comparison of the Edirol R1 and a Sony
MD [December 2005, £Q] misses the point
entirely. You make mention of uploading from

\

the MD, but you fail to tell readers that doing
so is a fucking DISASTER. Don't you read the
forums about Sonic Stage? Do your home-
work, buddy, before you start presenting your-
self as a "professional” journalist. You're a
fucking idiot.
Doug McNichol
dougmenichol@netscape.ca

Craig Anderton responds: EQ is a magazine for
recording professionals. | use MD primarily for
field recording of audio that is later synced up
with video tracks, but also for “flying in“ long
samples for live performance.

| recorded material on the MDrand had no
trouble transferring it to my hard drive. The
material was not protected originally, nor did
Sound Stage add any protection, and it can be
freely duplicated.

The MD had been previously used by the
edjtor of EQ who recorded his band's rehearsal.
He inadvertently left the disc in the player. |

transferred the contents to my computer
and burned a CD from it, again with-

o out incident.

3' : ; ! have had no disasters. |

' = can report only what | experi-
4 ence. As to problems that people
have trying to download music, or
rip CDs, or copy MP3s recorded
to the MD, or whatever, that's not
what EQ is about nor is that its
intended audience.
| am also not sure that you have
read the manual, which as | recall, makes it very
clear what material is limited by copying and
what material isn‘t. Unfortunately | cannot
quote you the sections of
the manual that
relate to this, as |
had to return the
unit to the maga-
zine when the
review was finished.
! consider
spending about a
month with a unit,
trying it under multi-
ple conditions and on
multiple computers,
with multiple exam-
ples of source material,
as “doing my home-
work.” Although | sup-
pose it would save time, and be much easier,
just to read comments off websites and
reproduce those as fact.
/ am going to buy an MD Pro as soon as |
can to augment the MD | bought in 1998,



which has served me well both for videos
and on stage, on two continents.

And FWIW. in the spirit of equal time, |
have been extremely vocal in my opposition of
the Sony/BMG copy protection malware, which
| consider an insult to the CD-buying public.

KRAMER? THE ONE FROM
SEINFELD?

I'd really love to blast (with all due respect}
Eddie Kramer for hating MP3 audio files {"K
is for Kramer” January 2006), when he
loves DVD audio. DVD audio is a
320kbs MP3 file.

He's also got to stop
using the Jimi Hendrix
crutch. . . . You're only as
good as your last record, not
Best-Of box set or reissue.

Now that that is off my
chest. . ..

| love EQ magazine. It's
starting to overshadow Mix
as a must read every month.
Good Job!

Steve Wytas
audio911.com

WHILE THEIR GUITARS
GENTLY WEEP
TAKE 1
| look to you for facts.

Perhaps a bit of insight.

| find it appalling that you would get the facts
wrong on Jimi (K is for Kramer,” January 2006).

It was Albert King, one of Jimi‘'s masters,
who actually played a
right-handed guitar left-
handed. That was
because it was the only
guitar his uncle had and
they didn’t have any
money for new strings.

Jimi, on the other
hand, took a right-handed
guitar and strung it for a
left-handed player. (Big £
on top and little £ on the
bottom). Because of the
staggered bridge pick-up, his little £ string came
across the pick-up in a different place than it would
on a properly strung right-handed guitar.
That is the source for some of his unique
sounds on the Stratocaster. Oh, it also
wasn't a superdee-duper Fender Custom
Shop strat either, it was a piece of shit
strat like all of us regular guys play.

You should really get your facts
straight before you print. It is that

1M HEND

kind of bullshit, half-assed reporting that turned
Jimi into a heroin addict junky te the major:ty
of mindless sheep out there.

John Scott

TAKE 2
In reference to the interview with Eddie
Kramer, Jimi Hendrix DID

HOY TR'CKS:\,“

NOT “string his guitar
like a right-handed version, with the high Eon
top” as reported by Craig Anderton. Hendrix
strung his guitar in the “usual” fashion with the
low E string on top, high E at the bottom.
{I'm really surprised someone who has been
around as long as Mr. Anderton would make
such an egregious error. | mean, ¢'mon, all youd
have to do is look at a close-up shot of JJimi
playing.) Perhaps Craig was thinking of
another legendary southpaw, Albert King,
who did string his guitar thinnest strings
at top, then to bottom. [In addition, Doyle
Brambhall 11 also uses this unorthodox
stringirg method |
But other than that, | think this was
the best EQ in a long time, with some
pointed and accurate comments on “the
biz” as it exists taday. And | can relate
strongly to Nate Kunkel's “Do The Dor’ts”
list! This is coming from someone who
showers, then goes on the treadmill.
Dan Buxbaum
N. Merrick, NY
TAKE 3
GREAT article on Eddie Kramer. |
knew who he was, but not nearly
to what extent he had influerced
the music | listen to! Had | known,
| might have dropped and bowed
before him!

LOVE LETTERS FROM FIGHT FANS

“K\

| also noticed that while EQ has gotten slim-
mer . . . this issue was full of great jewels! No
fluff, just quality writing.
Dendy Jarrett
TAKE 4
Craig made a whopper on page 26, last para-
graph. Hendrix sure DIDN'T string his guitar like
a righty — he strung it with high £ pointing
toward his toes, according to Guitar Player. If
that weren't enough, just look at any picture
or video, especially Jimi Hendrix Live at
Woodstock.
| thought everyone knew this by now.
Thank you
Joe Cesare

Editor’s Note: While wed like to stick to the jour-
nalistic tried and true of not apologizing, not
explaining or not deigning to place the blame
on somebody, anybody else (blaming your
drinking is a close second), Craig felt compelled
to defend his integrity (he's the only one
around here with any of THAT stuff) and so here
you go. “Sorry, this was due to my misun-
derstanding something Eddie Kramer had said
during the course of our interview. | specifically
asked Eddie about Jimi's stringing thing with
the high E on top, and he said yes, that's the
way it was. But | think he didn’t hear my ques-
tion correctly so I'm not going to lay it on
him. And hey, | did send him the piece for fact-
checking. How about this as a correction
though? In the Eddie Kramer interview, the arti-
cle stated incorrectly that Jimi Hendrix played
a right-handed guitar left-handed. He in fact
took a right-handed guitar and strung it for a
left-handed player.”

SOUTHERN MAN NEEDS
US AROUND ANYHOW
Just finished reading November.

I've also read Tape Op.

Both are good.

Different styles. EQ s definitely more fun.
So from the individual who equates fun with
frivolity, you are probably getting the “no con-
tent” jab. But for those of us who wish to be
entertained while informed . . . well, that
speaks for itself.

And | like the letters from the Editor. Yes,
sometimes | have to begin a passage back from
the front, because, it can be a little, um, Yoda-
like, the message, you see. But fun is what it
makes for us that read the letter. And abstract
art is the art | like, and boring writing, that you
can read while feeding the dog, is just that .
.. boring . . . no matter how informative.

Pete Kelly
Chapel Hill, NC
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YEAH. YOU KNOW WHO | AM !

In December 2005, we ran this

Of course that was the same month that Rolling Stone had printed
the photo with his ID [it was Rick Rubin and his Flipper copy band,
Hosel. D'oh! Curses Rolling Stone. In any case we've delivered hearty
handshakes or maybe even T-shirts to the following young wags.

David deMarco, BZ Dooley, Zach Meadows, Jason Caffee

from The Jam Room Recording Studio, Stephen Bloome, Michael

Miller, Robert Voso, David C. Somerall, Steve Wytas, Johnny B., Eric
Nixon, Tim Denmark, Lynwood Robinson, Operafan77,
Adam Simon, Curt Gibbs, Dana Jon Chappelle

Well done, all

OUT WITH YOUR HANDS UP

With the advent of Home Theater In a Box
(HTIB) and the proliferation of surround sound
into millions of living rooms, the market for mul-
tichannel production is ripe for those in the
know. But what happens when your carefully
crafted mix leaves the studio?

Unlike traditional CD stereo playback, the
world of surround sound is largely based on the
need for encoding and decoding. Whether it's
a concert DVD-Video, HDTV broadcast or a
video game, the 5.1 format currently reigns
supreme. The term ‘5.1’ represents a Left,
Center, Right, Left Surround, Right Surround
and Low Frequency Effect (LFE} channel con-
figuration. Virtually every home theater currently
sold can handle this type of playback, with
some even adding extra 'rear’ speakers for
more ambiance beyond 5.1.

To confuse matters a bit more (or to clear
them up), there are two additional formats
called Super Audio Compact Disc (SACD) and
DVD-A (Audio), which both provide hi-resolution
stereo and 5.1 audio. However, both need to
be fed through six analog RCA outputs into that
same home receiver that handles your movies,
CDs, and TV broadcasts . . . ugh.

Since | happen to own an Onkyo HT-S780
7.1 home theater system with matching uni-
versal player (DVD-Vs, SACDs, and DVD-A
discs), | asked their National Education Manager

by Rich Tozzoli
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One of these peoole is a famous producer. You get & cookie
and hearty handshake if you can tell me who, wnat, which,
what. You game? Send guesses to erobinson@musicplayer.com.

Bob Tamburri to elaborate on the matter at
hand. "One of the important things about the
surround receivers role is that in most cases,
you can assign or pre-assign how it treats the
various signals being fed into it” he noted.
"“Typically, a surround mix from a DVD-V would
be in the Dolby Digital or DTS formats. Both
of these are encoded bitstrean~ and would
be handled by the player and the receiver
through the coaxial or optical digital feed.”
“From there you have a couple of options.”

he continued. "A Dolby Digital 5.1 mix will be
handled as a Doy Digital encoded signal and
therefore you'll get a discrete 5.1 playback
from the receiver (Left, Center, Right, Left
Surround, Right Surround, LFE). Similarly, if it
sees a DTS signal, the receiver would treat it
accordingly. DTS is the parallel process 1o
Dolby Digital, and while it is still 5.1, the
receiver uses a different codec to decode it
However, it is very similar in terms of what it
outputs to the end consumer.”



Virtual Voices, Real Results
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Natural, intelligent vocal harmony for ProTools HD and PowerCore
If you've dreamed of producing a hit song, you've surely thought about great harmonies. Now think
about arranging and stacking the perfect harmony parts long after the singer has done the main
work and gone home. How about adding that one last high harmony part... during mixing! Maybe
you could quadruple each of the three parts your singer did in three quick passes through the
plug-in. These are your options with Harmony4. With a choice of MIDI controlled and automatic
control methods, anyone can take advantage of this new way of working regardless of instrument
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you'll discover when you use Harmony4 on your next song.
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» Creates convincing virtual harmony tracks from a single vocal
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SURROUNDED

And don't always assume that when it says
Dolby Digital, it means there's a 5.1 mix involved. .
Often you will find a Dolby Digital 2.0 or 2.1 mix
(with LFE) — especially in television broad-
casts. If my Onkyo detects a Dolby Digital 2.0
mix, it will simply play it back as transmitted —
in stereo.

This however, brings up our next issue.
What are all those 'Surround Modes’ on the
receiver? "A Dolby 2.0 or 2.1 mix will playback
on a two-channel system, assuming they have
Dolby Decoding (in some cases there is a
decoder in the player itself),” Tamburri continued.
"But any two-channel signal that's digital {or ana-
log) can then be processed in the receiver with
Pro Logic or Pro Logic Il (if the receiver has it),
which is a 5.1 matrix surround algorithm. It will
take all the low frequency information, output
it into the sub, interpolate a center channel
from the left and right, and provide a matrixed
surround. Often that surround information is
matrix encoded into a Dolby Surround two-
channel mix, and that's what you get on a lot of
VHS tapes that have the 'Dolby Surround’ label
on them. Pro Logic and PLII were designed to
take that matrix surround and decode it for 5.1
systems. It's surround through math.”

Tamburri continued to describe several other
'Surround Modes' available on a typical receiver.
"PLII X (Pro Logic Il X) is where the PLII {Pro Logic
11} system decodes a 5.1 surround output from a
two-channel source and takes it up to 6.1 or 7.1.
So you can take a two-channel source and actu-
ally get a 7.1 surround output from that, if your
home theater can handle 7.1. It will actually extrap-
olate an additional two channels for 'Surround Back’,
not just Left and Right Surround. Then there is DTS
Neo6, which is that company’s version of Dolby
PLIl and PLI x. Neo6 will take a two-channel
source and convert itto 5.1, or 6.1, and so forth.
It uses an algorithm process — so again, it's
basically synthesizing a surround matrix.’

~

LOOK SEE

POWER TOOLS
FOR REASON 3.0

There are three main target audiences for this book:

B Reason newbies who want to be awed by what the program

can do.

W Reason experts who want to be surprised by all the things

they haven't discovered yet.

B Those teaching college-level courses on how to write third party books about

music software, and need a book they can use as an ideal example of
the genre.

There are lots of books about Reason 3.0, many of which are basically rewrites
of the manual — which seems like a somewhat pointless exercise, as Reason
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Now, stay with us here folks, nobody said this
would be easy. We've gone this far into the
receiver, so we have to keep going. "There is also
Dolby Digital EX and DTS ES,’ Tamburri says. "A
Dolby Digital EX mix will generally include a sin-
gle discrete surround back channel, providing 6.1
output. DTS happens to have two types of ES,
matrix and discrete. Discrete will take DTS ES
encoded tracks off the DVD and play them back
discretely in 6.1, where as the ES matrix will
take a 5.1 signal and give you a synthesized 6.1.
On the higher end type home theater systems,
you're going to have THX processing, which also
gives you 7.1. That's essentially their version of Dolby
Digital EX, but it gives you two channels in the back,
not just one — although it's the same information
coming out of both. That's applied more to movies,
but they do have a spec for music.”

Now let's look at a scenario where a 5.1 mix
from your studio is placed onto a DVD-V, and
encoded for both Dolby Digital and DTS. Once
placed into the DVD player, you would have
to choose either the Dolby Digital or DTS audio
in a typical "audio preferences” menu. That
encoded mix would then stream out the opti-
cal or coaxial output and be detected by the
receiver — which would then decode and play
the full discrete 5.1 audio. If you only output
stereo, such as a Dolby Digital 2.0 mix or 16-bit
CD, the receiver could either play it as such, or
you can use one of the many 'faux’ surround
modes for a surround-like experience.

The next concept that's important to under-
stand about home theater audio is that of bass
management. With a Dolby Digital or DTS mix,
the receiver will filter out any bass information
and direct it into the subwoofer. This crossover
selection is located in the receiver, and typically
varies from 60 up to 150Hz — with 100Hz being
a common setting. Simply put, bass management
allows home theater systems with small satel-
lite speakers to reproduce bass properly. Some

of them even allow you do direct bass to any
speakers that can handle it, such as the Front Left
and Right on my particular system.

But what about SACD and DVD-A discs,
why are they hooked up analog into the
receiver? "The universal player onty outputs
DSD [SACD's audio format] or DVD-A out of the
six analog outputs,” Tamburri noted. "They are |
not bass managed either from the player or at
the receiver end. Essentially, it's a channel for
channel analog feed with no processing going
on. Some higher end players do feature bass
management for these formats, but many don't”

Another reason that the SACD and DVD-A
output is generally only analog is that there is
no standard "codec” for these formats. The
processing for these must therefore ke handled
by the player and output as a discrete 5.1 sig-
nal. "Some newer players and receivers
equipped with iLink (SACD and DVD-A) and
HDMI (currently DVD-A only) can handle these
formats in the digital domain — with no addi-
tional D/A or A/D processing,” Tamburri said.
“Many, such as our Onkyo's DV-SP1000, do
feature bass management as well.”

What this all means to you as a producer creating
a surround mix is that you need to consider what
the consumer will hear in their home theater. If your
project is encoded for Dolby Digital or DTS, it will
generally be sent digitally into a receiver and be bass
managed. If it's a higher resolution DVD-A or
SACD, chances are good it will be heard with no
processing — so be careful of your low end. if it's
broadcast over a cable network in Dolby Dagital, con-
sumers with a surround home theater can hear it
as such; otherwise they will just get stereo.

But wait, there's more!

The next generations of hi-resolutior disc for-
mats are just around the corner. For now, enjoy
the surround sound home theater experience,
because that next mix pumping through the
system might just be yours.

already has an excellent manual. So, Power Tools goes where
the manual doesn‘t go by revealing a host of extremely cre-
ative applications that exploit some of Reason's least-
understood features. Many of the techniques rely on clever

patching; for those who weren't raised on modular synthesis,

this alone is worth the price of the book for showing the

power of the patch cord.

But even ReDrum (about as obvious a module as

you'll find) gets some surprising expert tips, and the sections on
exploiting Reason’s signal processors are masterful. The book also

folds in a ton of shortcuts and time-savers, describes how to add your
own “skins” to the Combinator patches, provides a concise course

on mastering, and much more. The end result is a book that doesn’t just
teach, but enlightens. —Craig Anderton
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by Jeff Touzeau

listened to The Wall for the first time in 8th grade. While the music

was initially what attracted me, Waters' lyrics were the first form of

poetry I'd ever been exposed to and the combination of these
© words and music would set an extremely high standard for every-
thing | listened to for the next quarter century. On The Wall, The Dark
Side of the Moon, and on and on, Waters manages to make lasting works
of art and he's done it again, creating, arguably, his life's masterpiece,
Ca Ira, which debuted at Number One on Billboard's classical charts late
last year.

Classical? Classical.

And Ca Ira's message of liberation of the human spirit is a work of
staggering scope and complexity that quite possibly moves beyond what
he'd ever have achieved with Pink Floyd. The album, produced by
Roger Waters and Rick Wentworth, and engineered by Simon Rhodes
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PINK FLOYD'S former
front man goes operatic in the
producing, recording, staging,
_screening of 12 years o
studio servitude.
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at Abbey Road Studios, is the result of an exhaustive 12-year process
that also, darkly and unfortunately, saw the death of Waters' three close
friends and collaborators, Philippe Constantin and Etienne ard Nadine
Roda-Gil.

It's an opera in three parts, set in the context of the French
Revolution, featuring an 80-piece orchestra, child and adult choirs, and
a cast of well known opera singers including Welsh bass-baritone Bryn
Terfel, Chinese soprano Ying Huang, and American tenor Paul Groves.

And this is its story.

THERE'S A RUMBLE UNDER THE GROUND:
ROGER’S ERRLY DEMOS

Ca Ira came to life when Waters' friend and associate for many
years, Philippe Constantin, got Etienne Roda-Gil, Nadine Roda-Gil, and
Waters together in 1988 to discuss the idea of setting music to a 50-
page French libretto that Etienne and his wife had written and illus-
trated. Etienne initially wanted Roger to repurpose some of Waters'
earlier material, but after reading the libretto and seeing the accom-
panying illustrations, Waters was transfixed and started wr ting and
recording a new score.

Throughout his career, Waters has been a tech aficionado. [Fun
faact: He recorded the coins that appeared on The Dark Side of the
Moon in 1972 on his old Revox A77 machine.] The very first demos
of Ca Ira were recorded at Waters' home studio in Hampshire,
England, using a pair of U67s on his grand piano {and a U47 on his
voice) into a Studer 24-track machine. "| always sing through a
U47, which is like a bar of gold to me,” said Waters. “| do all my vocals
with that mic, and I've had it for 20 years. It's much bigger than a
U67, and has that chrome bit that goes across the top. It's a fabu-
lous machine.” In these early demos, he also used an E-mu 3 sam-
pler: "Really the best sample it had on it was bombs going off and
shells arriving, and stuff like that. ‘Armageddon’ was the sample; |
used that one a lot” For the early demos of "To the Windward Isles,”
Waters employed a Linn Drum, excerpts of which are audible in the
DVD that ships with Ca Ira.

As the piece developed, Waters found that he needed to bring in
someone who was a master at orchestration and arrangemert, so he
brought in producer Rick Wentworth as a co-producer. Waters and
Wentworth refined the score, working at Waters’ home on an archa-
ic Atari system running Notator, which was eventually swapped out for
Logic Audio. For Waters, it was love at first sight: "Logic Audia is such
a brilliant system; I've worked in Logic ever since then.”

But Waters had to personally overcome many technical challenges
to create Ca Ira, and had to fully re-adjust the way he was used to writ-
ing and arranging. In creating the score, he had to work hard to
understand the possibilities and limitations of every single element
in the orchestra, as well as learn to read and write notation. "The
biggest challenge for me was the technical stretch of coming to grps with

Photo by Kristin Burns



how a symphony orchestra works. | think ! always had a pretty good han
dle on the way choral music works, but | didn’t know much about

orchestral instruments; what their ranges were and 50 on and so forth
So quite often when | finished an orchestration, | would go to Rick, who
woarked on it with me, and he would say, ‘I think that's very beautiful
bui you do know that an oboe can't play that fine. it doesn't go that high,
or that low, or whatever. So | would say, ‘give it to a bassoon, or ‘well
et's make it work

 also had to learn to make sense of notation and manuscript; up unti
this point, I'd never even bothered to look at a piece of manuscript, and
s0 | nad to learn to read and write, which | did. | row know all the pasic
stuff about notation. Ohviously | sort of knew a lot about it before because
of the work I'd done in music before, but it was all done by ear”

As they continued refining the arrangeinerts, the recording ot Ca Ira
began in earnest at Abbey Road. Initially, the lyrics and storyline for tne
opera were all in French, taken directly from Etienne’s libretto. Howeve-,

on hearing the early recordings out of Abbey Road, Sony Music sug
gested a move toward doing tne piece entirely in English, believing (quite
r.ghtly, as it turns out) that it had crossover potential So, at Sony’s behest,
Roger translated and substantially added to the lyrical aspect of the com
position before an English recording could begin. During this rework,
the scale of the piece increased dramatically as Waters reworked it to
translate to the stage
A false start occurred though, perhaps predictably, when the
record company provided people "because they wanted marquee
names on it,” Waters says. “So we spent four days with a producer and
an engineer that came in from New York; it was an absolute disaster
hey reassured me, and said, ‘Don't worry, we've got everything
covered! | sort of believed them, but then | pulled the mu titracks after
hey'd gone and realized they might have as we'l had a gair of stereo
mics over the conductor’s head for all the separation that there
was. It was just awful. So unfortunately, | had to can that first
attempt. Sony, to their eternal credit, picked up half the tab; it cost
us $300 grand to record that; they picked up $150k and | picked up
$150k and we started again

www egmag.com MARCH 2006 EQ



On the second go-round, Waters and Sony brought in Simon
Rhodes, the acclaimed Abbey Road engineer, who Roger states is
" .. probably the top classical engineer in England” Waters says that
it became obvious at the very beginning of the new sessions that it was
absolutely the right decision to start again. The chosen venues for the
recordings, which occurred over an extensive eight year period,
evolved over time and included Air Lyndhurst, Abbey Road, Angel,
Whitfield Street, Sony and Sphere in London, and Guilliaume Tell and
Mega in Paris

The sessions were originally tracked on a Sony DASH 48-track dig-
ital machine using a variety of Neve and SSL consoles. This subsequently
changed over to a Pro Tools/Pyramix combo: Pro Tools for the vocals and
Pyramix for the orchestra. Everything was mixed in the Abbey Road
Penthouse Studio through a Neve Capricorn desk onto a separate Pro
Tools mix rig in two 6.1 and a 3.0 stem. The virtually premixed effects
were then combined with this session by David Novack and David
Paterson in New York and the whole was then finally mixed simultaneously
In 5.1 and stereo, in English and French, back in London.

Rhodes recorded the basic orchestral parts with Wentworth conduct
ing, then proceeded to record the adult and children's choirs, then the
soloists. His objective was to make it very natural sounding, using a
very standard symphonic arrangement of instrumentalists. Rhodes was

careful to capture all the individual elements within the orchestra that
required controlling later: “| was aware of Roger’s background where
there is 100% control of every element. But with an orchestra there's
so much spill; that's what recording classical music is all about — con
trolling the spill from one mic to the next and using it to yoeur advan-
tage.” As standard practice, Rhodes doesn't like to record with any
processing; if something isn‘t sounding right, he prefers to change or
move his microphones, or rebalance the orchestra

While the recording was in process, Waters would often make on
the fly changes to lyrics and arrangements, so everyone involved had
to stay on their toes: “He would experiment with different notes and
lines as we went along. Once we figured out where he was coming
from with this, we were very able to steer the ship in that direction
The project was evolving the whole time, and you had to keep track of
where you were every single moment Rhodes says. As producer, most
of Waters’ time was spent on the studio floor with co-producerfconductor
Wentworth and the artists, while Rhodes manned the controls and kept
track of all the takes.

To facilitate overdubs and keep the orchestra in synchronization,
Rhodes says the conductor had to be videotaped to serve as the
common reference point: “It was quite interesting, because we video
taped the conductor and then we edited him on U-matic tape Then we
had the orchestra digitally edited using two 48-track machines. We had
to edit the conductor at the same time, which is just a case of slaving
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by Ted

TREBLE UNDER BOUM LIGHTS

ANOTHER EPIC IN 4 DIMENSIONS

the two video machines together; the one you recorded on and the one
that you're playing the conductor off of.”

Waters has a particular fondness for the human voice, and the rich
sounding choirs are one of the most obviously appealing elements of
the album. The adult choirs, which included the London Voices and the
London Oratory Choir, consisted of about 60 people and the [talia Conti
Children’s Choir of about 20. While recording the choirs, Rhodes was
thinking in 5.1 the whole time, using left, center, right and two room
mics. For the front mics, he used Neumann U47s, for the rear mics
he used U67s, and the room mics were KM 84s. Apart from the
room mics, no microphone was ever placed more than 10 feet away
from any element in the choir.

To record the soloists, Rhodes used a Neumann U47 and employ-
ing an operatic distance of about three feet, which he says gives the
voice a greater chance to develop overtones. This is particularly fascinating
to watch in the DVD that comes with the album. Rhodes describes how
the sound can change over very short relative distances: "When you
record a vocal a few centimeters away, you have a colossal difference
in perspective. |f you record the vocals at an arms length, you'll find
that the whole thing integrates more comfortably.”

KINGS, STICKS & DRAMATIC
SOUND EFFECTS

Ca Ira presents us with a wide array of sound effects: barking dogs, wind
and rain, creaking ships, and, of course, the guitlotine. These add an enor-
mous amount of dimension to the recording, and are placed very strate-
gically in the 5:1 field: "You have to create on and offstage effects,” says
Rhodes. "This was an area in which we had a lot of fun and had to be
very creative.” David Novack and David Paterson handled sound effects
design on the record, which Waters says involved chopping melons in
half to create the guillotine noises, among other things. For the wind
noises, Waters' employed his original tried and true Putney VCS3, the same
machine used for all the wind effects throughout "Wish You Were
Here!" "It was made in 1965, and just pre-dates the Moog by a few months,
| think. It has only three oscillators, but it makes great wind,” Waters says.

There's Always Something.

Even at the very pinnacle of the profession, with
the most noise-conscious directors, the most-skilled on-set mix-
ing engineers, the best mics, it's almost impossible to stop
unwanted clicks, hisses, clunks, and pops from sneaking onto a
dialogue track. For sound editors Curt Schulkey and Aaron
Glascock, the highest expression of their calling is crafting the aural
component of a director’s creative vision, as they did for George
Clooney on Good Night and Good Luck. But a good chunk of this
tag-team’s work is, was, and always will be what Schulkey calls
"housekeeping.”

® the world of sonic storytelling known as motion picture
l sound editing contains one immutable truth, it is this:
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Schulkey and or
e cinema sound editing look way too easy.

VIVE L'ENREGISTRANT DE CA IRA: MIXING
AND MASTERING

Since Ca Ira was recorded in so many different venues over a period of so
many years, Rhodes was faced with a challenge in achievinga common
acoustical feel throughout the record. To help even the score, Rhodes inte-
grated a Sony 777 convolution reverb along the way: “The Sony was the
only one available at the time. | actually sampled Air Lyndhurdt and used
it on the entire record”” Rhodes says this helped assimilate the \local tracks,
which were recorded in both large and small rooms.

For the most part, Waters let Rhodes drive during the mix phase,
apart from suggesting that he slightly alter the overall perdpective of
the singers in the mix: "In the originals, the singers were rhuch more
in your face, and | said ‘'Simon, we need to pretend we're in an audi-
torium and at least try and make the singers sit on a stage somewhere
in front of us, with an orchestra behind them.” | wanted it to:sound like
it was a performance of a piece,” Waters says.

The album’s mastering is an achievement in itself though: there
are many very quiet intimate sections on the record, as well as many
loud, powerful sections. The balance of all these elements have been
handled solely by Rhodes’ expert hands at Abbey Road, using the
dynamic algorithms of no less than a TC Electronics M5600. After
Roger listened to it in his car and said it was a little too dynamic,
Rhodes gently added some multi-band compression to smgoth it out.
"I hope I've struck a balance between not being too dynamic and
being exciting; loudness is subjective though. In the real world, it's
more dynamic than you can really get on a CD,” Rhodes says. The
end result is that all the emotion and variety of the performances
have been preserved.

And having worked on the recordings for eight year$, Rhodes
feels that no stone was left unturned: "We've spent a long time
reflecting on all the recordings, all the mixes, every aspect of it.”
Ca Irais quite an accomplishment not just artistically, but also }echnically
considering the mammoth changes that have occurred in the record-
ing industry during the last decade, not the least in OL area of
recording software.”

In Good Night and Good Luck, Being
John Malkovich, and the upcoming
ATL,the dynamic duo of Curt

aron Glascock make

Leaning back on the couch inside an editing suite at the Warner Bros.
Studios lot in Burbank, Schulkey, whose lengthy list of crediz includes
Insomnia, Being John Malkovich, and The Empire Strikes Back,
describes a particularly annoying sound that made it onto 4 dialogue
track in his and Glascock’s current project, ATL.

"We have a scene in this movie where there’s two guys driving
in a car,” he says. "They were actually driving the car instead of
being towed, and it was a ‘79 El Camino that's sending out ignition
bursts that are interfering with the radio mic, so every two seconds
there's a ckk-ckk.”

Back in the old days, a bug like that might have caused cats like
Schulkey and Glascock to throw up their hands and beg the director
to get the actors back into the studio for an ADR session. But on ATL,
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as on Good Night and Good Luck,
digital saved the day. Bundling in
the plug-ins (Sony Oxford
Restoration Suite et al) for restor-
ing old, degraded recordings they
got to work. "We're not restoring
old recordings, we're restoring
brand-new things they shot last
week that are just messed up and
have issues with noise,” Schulkey
notes. “The software doesn’t know
that that's not a record snap or
pop or whatever. So we use all of
those things for slightly different
purposes than that for which they
were intended.”

“As a sound editor, you develop
this ability to become a scavenger,
and you're always changing the
interface of tools or solutions or
sound effects,” Glascock says,
perched in his swivel chair in front
of his monitor and mixing board
“Qur job is to find the best sound
or set of sounds to work dramati-
cally, but that's not always the
sound you're ‘seeing. There's a
certain amount of sleight of hand
involved, and we do that with the
tools too.”

This sonic legerdemain used
to be a much more physical
process, involving heavy cans
of film, bulking editing machines,
tape, and razor blades. “You'd
come to work in clean clothes
and leave in dirty clothes,”
Glascock says. Now? Well, ATL
will be mixed on an Icon console
on Stage 6 at Warner Brothers,
and it'll be a virtual mix until
the very end. “"That's fairly rare
in medium- to large-size fea-
tures, to remain in that world,”
Schulkey says. "It takes some
horsepower out of the systems
that a lot of people don’t have.
Luckily, Warner Bros. does have
that right now.” As far as other
favorite tools, Schulkey says

“The current version of
Pro Tools is very rigid as to
how it will search and find

a missing file,” he says.

“We're dcing all kinds of

24-bit OMFs, which the
current Avid doesn’t allow

for. So we revert to an
older version of Pro Tools
that allows us to be a little
bit more sneaky about
locating sounds and telling
it one thing and doing
something else with it.”

“The use of tools for something else is some-
thing we do all the time,” Glascock says. "It
seems like all these plug-ins are aesigned for
music use. We use them to make things sound
weird or funny or interesting or abstract.”

And the nature of the business means that
they need all the help they can get. “The sound
mixer on the set has a very difficult job in that he's
the last person who's consulted about location
and recording conditions and setup,” Glascock
says. "l think it's really hard to end up with a per-
fect track. There are a few guys who can. We've
been very fortunate on some of these movies to
work with great mixers, but we're always going
to be repairing stuff.”

Of course, if the offending sound is strong
enough, no fancy plug-in is going to make it
disappear entirely. "There are some people
who believe there are miracle tools that can
make it all sound great,” Schulkey says. “There
are no miracle tools. The best of gll the
restoration things make improvements, but
they don't fix it, they don't completely fix it.
One of the most powerful tools we have is just

they are using a lot of impulse-response reverbs, both for cre-
ating environments and matching post-production ard produc-
tion dialogue.

Glascock relates how he and Schulkey will often try to pull 2 fast one
on ProTools. “The current version of Pro Tools is very rigid as to how it
will search and find a missing file,” he says. “We're doing all <inds of 24-
bit OMFs, which the current Avid doesn't allow for. So we revert to an older
version of ProTools that allows us to be a little bit more sneaky about locat-
ing sounds and telling it one thing and doing something else with it.
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to re-record it. Unfortunately, that hurts the schedule, it hurts the
budget, it hurts performances sometimes. But that is one of the
most significant tools we have, which we don't ever like to use,
because it loses a certain amount of freshness and vitality that's
in the original track.”

Glascock notes that some directors flat-out refuse to use JADR in
their films, which can work if those same directors make a strong com-
mitment to not making the sound designers’ jobs impossible: towing
cars {and boats) instead of driving them, closing doors insiad of
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leaving them open, and being very careful about where they put the
finger food.

"We were on one set when they were filming a scene, and we kept
hearing this funny noise behind us,” Schulkey remembers. "There
were chafing dishes for the craft service table with hot snacks on them,
bubbling through the scene. That's the kind of thing; it's really hard to
keep control of everything that's going to ruin the sound on the set.
There's always something that’s making noise that they can’t control.
We have to be prepared to fix things as best as we can.”

R T

On Good Night and Good Luck, Schulkey and Glascock faced an
interesting challenge: weaving together the sounds af archivat
footage and those of present-day actors. "When | talked with
[producer, director, and star] George Clooney as he was in pre-
production on that, he played music that he thought would be in
it, he played me scenes of movies that were done in that period,
and had this kind of quality to them that he wanted to capture,”
Glascock recalls. “He didn’t want it to be the conventional-sounding
film. He didn’t want to make full use of every bell and whistle that
every theater has. It needed to keep a
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focus and not lose its shape.

"One of the areas that we had to be
careful about was not to over-polish it,”
Glascock adds. TV broadcasts of the
McCarthy era “wouldn't have sounded pris-
tine then.”

"Across the board, with all of these
tools, you can’t use them as erasers,”
Glascock stresses. "Especially when work-
ing with new recordings and doing EQ, you

[ have to be very mindful of the integrity of
the content. On Good Night and Good

Luck, we had to be aware of how things

were recorded back then, and they would

have only sounded so good. We weren't
going to add noise to everything else that
was good to level it out, so we had to find

a happy medium.

I "in some cases, what we represented
might have sounded a little better than what
I a typical television show would have
sounded like in that moment — though | don't

think we went too far” Schulkey says. "I
( don’t think there were any scenes in there
that really represented the TV | had in 1960.
It was set in the CBS News studios where
they did have reasonably decent equipment,
so0 we didn’t have to worry about making it
sound really bad.

"1 think our approach on all of that is
much the same as our approach on any-
thing else that we do,” Schulkey continues.
"The vintage footage had problems, and
we improved them, found a level at which we
would be happy with them. It's the same with
a lot of production sound on any movies,
where we get it and it has some problems,
and we try to figure out how to fix it. About
the only thing we degraded to match back
to the old stuff were some questioners in
! some of the interviews were being played
by a modern-day actor, so the actor’s voice
had to be put in there and made to sound as
if it was in the same world.

"But it's really pretty easy to degrade
sound,” Schulkey concludes. “It's harder to
make it sound good. There's all kinds of
things we can do to make it sound bad, and
we know ‘em all,” he adds with a grin.

to

without being
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Family Carpenter, John and Codly,
A 0 ¢ will tear your ears
to pieces.

howtime was going to kick off its fall season by inviting

Hollywood’s A-list of professional scarers to dig into its 13-episode

" anthology series, Masters of Horror. Among the chosen horror

genre elite was John Carpenter, renowned for both his directorial

achievements with cult favorites like Halloween, The Thing, and The Fog,

as well as for his consistent ability as a composer to support nightmarish
imagery with equally chilling scores.

Perfect.

Carpenter embraced Showtime's vision and immediately got to work
on “Cigarette Burns,” the eighth episode of the series that sends its
main characters on a dangerous quest for a rare film print that, accord-
ing to legend, drove its first (and only) audience to murderous hyste-
ria. After tending to the usual filmmaking details that define his work
and mark his process, Carpenter did something quite out of the ordi-
nary when it came time to score the episode: He handed the music
keys to someone else.

Enter Cody Carpenter.

by Jeanette Issa

SCHOOL OF: COMPUTER ANIMATION > OIGITAL ARTS & OESIGN > ENTERTAINMENT BUSINESS > FILM > GAME DEVELOPMENT > RECORDING ARTS > SHOW PRODUCTION & TOURING

ONE OF THE
FIVE BEST

MUSIC

PROGRAMS
IN THE COUNTRY

— Rolling Stone Magazine
August 11, 2005

h%"- School of
LL JillL. Recording Arts

Real World Education

00 University vard ¢ nter Park,

800.226.7625 fullsail.com |t LR o qovbicpmant Saodh N RN ,

World Rac




Updated for Reason 3.0

Intuitive interface, comprehensive sequencing and sound-generation
capabilities make Propellerhead Software’s Reason 3.0 one of the most

powerful and popular production tools used by music enthusiasts and
professionals alike.

With Power Tools for Reason 3.0, you can master the intricacies of
Reason to develop your musical ideas into finished compositions.
This essential guide shows you how to get the most out of Reason,

HE WORLD'S
MASTTEFBOTPULAR VIRTUAL!

ies
P sequencing gtrategie€

. LoP a Ssampler

- synthe-size\‘
programming

e

-
\ Packedmgt -
BY KURT KURASAK! é o

Foreword by Alex S

World Radic

covering the basics of audio engineering and music production,
including control voltage routing, audio effects, developing
‘Combinator patches, thythm programming, and sound design.

Each section includes projects with step-by-step directions and
schematics that clearly illustrate how you can apply the principles.
The book’s 100-plus examples—ranging from practical tips to
intricate audio manipulation—uwill inspire new musical ideas and
help you take your areativity to the next level.

The included CD-ROM contains audio samples, loops, and patches
that support the projects in the book.

Power Tools for Reason 3.0 includes
essential information on:

+ Signal processing and routing

- Compleximodulation techniques

« Combinator patch development

« Rhythm programming and loop manipulation
+ Synthesizer and sampler programming

» Music programming and sequencing strategies
- Basic mastering techniques
- Time-saving shortcuts

QBackbeat
Books

TAA
11STOT)



TREBLE UNDER BOOM LIGHTS

SCRERMING FILM SCORING

He composed the score for "Cigarette Burns,” after doing some
previous scoring work on individual scenes in Ghosts of Mars and
Vampires. He's also John's son. "One of the things that's great about
this time in my life is | can watch Cody go beyond me musically,” says
John Carpenter. “His playing ability in his ear is way, way beyond me.
And his feel is starting to go beyond mine also. A lot of this is just
creating emotion with music, that's what it's about, and in conjunc-
tion with the image.”

In an astoundingly short time frame of just 4.5 days, Cody

Carpenter composed the entire synthesizer-based score for the
film onsite at Cherokee Studios. With the Korg Triton as his primary
instrument, Cody Carpenter also made use of the Korg MS 2000s
for some analog sounds, and rounded out the composition with an
acoustic piano, an electric guitar, and a drum kit. Aside from
pre-writing the main title piece, his process was completely impro-
visational, playing to the picture as it ran on a big screen in
Cherokee’s Studio 1.

"It's just not as fun to pre-write music,” says Cody Carpenter
about his preference for improvisation. Add
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to that a shared artistic philosophy that film
scores should favor simplicity and subtly, and
the Carpenter gene pool starts to reflect a
mutual mad musical genius that debunks the
Hollywood adage of "it's not what you know,
but who you know.”

So along with studio owner and pro-
ducer Bruce Robb, whose credits include
Saturday Night Fever, Boyz in the Hood,
Village of the Damned, and Shrek,
Carpenter made the big decision to go
digital on this one. Generally a die-hard
fan of analog, Robb went Pro Tools HD on
account of it being Cody Carpenter's first
full-fledged score: Robb wanted to leave
Carpenter more flexibility than analog
might have allowed.

"What makes Pro Tools really cool is
your ability to manipulate things, to edit,
to move beats around when something’s
not quite on, to change tempos, to change
keys, to change all of that,” says Robb.
“But, as with Cody’s record, it turned
out none of that was needed for the
score. So | think if we do another one and
get into anything that’s other than synths,
we'll definitely end up doing it analog. But
we did 'Cigarette Burns’ on PraTools HD,
and it worked well with synths, and it
sounds great.”

Robb also recorded the score for 5.1,
rather than recording in sterea and then
mixing it in 5.1 after the fact. The technique
afforded Robb and Cody Carpenter more
creative options, particularly ir terms of
servicing the film with a final sound mix
that played an active role in maintaining the
drama and tension of the story.

“Rather than just doing two things left
and right, you've got five speakers so you
basically have five channels at your dis-
posal. You can do a lot of different and
really dramatic things by using rear
speakers for something other than just
taking what’s in the front speakers and
putting it back there,” says Robb. "It's
very effective, and it's something I'd
personally like to hear more of in theaters
and in scores.”
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EQ goes deep, deep, DEEP

inside the adventuresome

scoring of Director RIDLEY
SCOTT'S

medieval
epic.

m o " = > films used to be so sim-
ple. The composer would
write the music, pre-pro-
duction work would get

g unagerway; the music would be recorded, then edited, mixed, and

8 delivered to the dub stage. Finally, if necessary, a soundtrack went to

O the record company.

= These days, proceeding in a linear fashion is the exception, not the

2 norm. Take Kingdom of Heaven, for example. With numerous tracking

2 sessions (on two continents) and a seriously edited final cut (the film
was slashed by an hour as well as having been continually reworked
throughout the entire production process), recording the score for
Ridley Scott's medieval epic was anything but simple. For one, things
were in constant flux. “When | joined Kingdom of Heaven, which
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was six months prior to when a lot of the recording was dJne, the
movie was nearly three-and-a-half hours long,” explains compaser/con-
ductor/co-producer Harry Gregson-Williams [Profile, page 40{. "Story
lines came and went, and we ended up with not much over two hours.”

Gregson-Williams and his staff camped out in London’s Sarm
West studios to track all of the changes and ensure specific scenes were
in sync with the director’s overall vision. (Ridley Scott, of course,
would approve of cues.) Scenes would change and sometimes get
deleted, and Gregson-Williams, who might have just gotten everything
in sync for the latest version of the film, would have to work through
more changes. "The filmmaker isn't trying to toy with you or sabotage
your best-laid plans,” explains Gregson-Williams. “There were a lot of
last-minute choices that affected what | was doing. This is all part of
film scoring.”



"We had to respond to the latest cut,” says co-producer/recording
and mixing engineer Peter Cobbin. "The compaser in these situa-
tions is keeping an eye on whether we need to do new cues, if we need
to rescore or readjust, or can we get by with what we have done.”

It seemns from the very start, the film was decreed adventuresome
"Harry comes from a rather classical background, which for this film
is essential,” said Ridley Scott. "But there is a way tc mix it up.”

THE PROCESS

Gregson-Williams worked from freshly recorded tracks to build an
orchestral mock up through samples. (Initial recordings at Sarm West were
used to collect raw material to be edited by Gregson-Williams, his Los
Angeles assistant Toby Chu or London technical assistart David Walter.)
"A sample might simply be a recording of a cello section all playing one
note, then a note above, then another note above, then loudly or softly,”
Gregson-Williams says. “Then | can play my keyboard as though | am
playing a whole section of cellos. It has never been my way to sit down
by the piano and fly through a cue and say, 'This is where the brass is
going to come in,” Gregson-Williams continues. “| write my mus’c
and then program it

"Harry would take away [choir and viol sessions| and | would do
submixes of those and sometimes straight to stereo for Harry to

continue writing with,” explains Peter Cobbin. “He could then use
that to build up other cues.”

"l inherited a Pro Tools session with something like 160 tracks play-
ing together just for the percussion,” says Pro Tools programmer
Simon Changer, who was present at most of the recording sessions
for Kingdom of Heaven. "They needed somebody to put that in a
form that Harry could manipulate and use so he could continue to write.
| would chop up all of [thase tracks] for him and bounce it into stereo
so he could have it in Cubase, which he writes an. He could then manip-
ulate what | gave him and go back and conform everything he was doing
in Cubase with the original multitracks.”

“VIRTUAL” RECORDING SESSIONS
Principle recosding ard mixing took place at London's Abbey Road (Studios
1 and 2) from January through March. Additional work was done in
Istanbul, Turkey, (supervised by contributing violinist Hugh Marsh), as
well as Air Lyndnurst in London. At Abbey Road, Peter Cobbin was record-
ing with a Neve 88 RS routing to Pro Tools. " There were upward of 100
cues, some of which were 200 tracks wide with various orchestras, choirs,
viols [Consart of Viols dubbed Fretwork], programming [samples],
percussion, synths, and solo instruments,” says Cobbin, who was
recording and mixing for over 50 days.
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Cobbin used what he calls his “virtual
recording” method. “I always record with dif
ferent layers of microphone settings, so | still have
some control when | come to mixing it,” Cobbin
says. “Even though the choir was overdubbed
separately to the orchestra, they are sitting in the
same chairs as the first violins, sweeping right
around to the cellos. | would use the identical
microphones for the choir as | did for the orches-
tra to help this homogenous feel”

Cobbin's three-layer microphone tech-
nique was composed of spot mics (placed
three or four feet away from the source; per-

cussion instruments might be miked within a few inches), main perspective
mics (10 to 12 feet distance from the source), and “ambiance” — a layer
for which Cobbin places three mics at varying distances apart from each
other and from the sound source. {For this “wide screen” perspective,
a choir might require the left and right mics to be placed six feet
apart; for an orchestra, a distance of 20 to 30 feet apart.)

What mics were used? “| used a number of different mics as
spots and for my main perspective, it is a combination of the Neumann

The film’s plot unfolds as French blacksmith Balian
{Orfando Bloom)} — dealing with personal tragedy —
makes a pilgrimage from Europe to the Holy
Land, Jerusalem, in search of himself, his faith,
and moral strength just before the time of the Third
Crusade (roughly the fate 12th Century}. Though the
film is uitimately about finding peace — a “kingdom
of heaven” as envisioned by leper King Batdwin
IV — Gregson-Williams beautifully captures the
clash (literal and otherwise) of Eastern and Western
cultures, which is best exemplified in tracks “To
Jerusalem,” "Wall Breached,” "Better Man,” “The
Battle of Kerak,” “Terms,” and “lbelin.” As the
recording for the score progressed, Ridley Scott
needed more Central Asian ethnicity to reflect the
literal and spiritual journey through the Holy Land.

A number of solo sessions were arranged in
London and Turkey, which focused heavily on the
Eastern side of the East-meets-West equation.
Canadian violinist Hugh Marsh was in charge of
overseeing and organizing two-plus days of record-
ing sessions in Istanbul, Turkey. Gregson-Williams
gave Marsh mockups of cues as a guide, and Marsh
then would have each individual instrument play the
tead or melody so Ridley could choose which one
made the best fit for a particular cue. After each day
{of 17-hour work days), tracks of vocals, percussion,
and other instruments such as oud, kemence (tra-
ditional stringed instrument of the Ottoman Empire),
and quanun (steel guitar) would be sent back to
London. Musicians were generally recorded in
groups of two or three. “It was all Pro Tools based,”
says Simon Changer. “A mic pre-amp was used
with no reat compression.”

“As far as the mic placement, we would have
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to take into account how the instruments resonate,”
says Marsh, who was familiar with Turkish music and
notation. “A lot of times, the player would give
direction because these are exotic type of instru-
ments that not everyone has experience with mik-
ing. The musician might suggest, ‘Let's put a mic on
the bass end this time.'”

Back in London, other period instruments were
being recorded. "[The lute} is the quintessential
East-meets-West instrument, as it was brought to
Europe from the Middle East during the medieval
period, and the entire rich corpus of European fute
music in a sense owes its very existence to the
Moorish occupation of Spain in the middle ages,”
explains lute player Jacob Herringman, who
recorded at Abbey Road.

“| ptayed an instrument calied a daf, which
is a Kurdish frame drum,” says percussionist
Hussein Zahawy. “Frame drums and kettledrums
were the most important drums used at that time.
One mic was placed by the front head, the other
by the back. That fit in perfectly with the theme
of the film.”

Hurdy gurdy piayer Nigel Eaton (Page & Plant,
Loreena McKennitt) remembers Gregson-Williams
wanting to isolate elements of the sound (melody,
drone, buzz). (The gurdy's low clacky drone is clear-
ly heard on the opening track, “Burning the Past,”
of the CD soundtrack.} “| delivered Harry every-
thing the hurdy gurdy can do: the droning sounds,
the buzzing, and unusual string effects,” says Eaton
who recorded at Sarm West, “| thought I'd mix
the three classic elements of the gurdy and then
send them to Harry in mono. It was all pre-mixed
through a Mackie desk. However, Harry wasn't

M50 valve mics. | listen to those to achieve
what | call the ‘main balance’ of what is hap-
pening in the room,” says Cobbin. “l should
be able to listen to the seven mics in my main
array and be able to determine how the
whole thing should sound. In other words, as
| co-produce with Harry, | will give him imme-
diate feedback while we're recording as to
whether we need to change the balance in the
room, whether the second violins could actu-
ally play up a little bit as compared to the bal-
ance of the first violins and so on. | am a stick-
ler for achieving the best possible balance in

the room at the time, because you can achieve more by getting the sound
right in the room than if you try to manipulate it later

“Once | am much further out — for the third perspective — | like
using some of the European mics like Shoeps and B&K omni pattern
microphones that don’t color the sound so much but give me a much
more straight up sound of room,” Cobbin says. “| like using those micro-
phones that have a great signal to noise ratio. Obviously, the sound is
taking much longer to travel to it

after a traditional hurdy gurdy sound, or the entire
spectrum of sound it couid produce, but anything and
everything it could do.”

“Niget had a D.1.,” remembers David Walter.
“We also put an AKG mic in front of him so Harry
could have control over mixing the two. There's a sort
of ‘clacky’ element to the hurdy gurdy that the mic
picked up. if Nigel was doing a drone, we'd take what
he had done and with a sampler, called Battery, Harry
mapped out passages on his keyboard.”

Countertenor lestyn Davies’ private sessions
at Sarm West and Abbey Road'’s Studio 1 (with the
Choir of The Kings Consort) evoked an overtly
ethereal quality of the movie. “I heard a mix of
the tracks | did at Sarm West and Harry had super-
imposed the soprano section of the Bach Choir, so
| was sort of wrapped up by hundreds of ladies,”
says Davies. "l think { probably pop up ia various
places albeit disguised by electronic eflects and
synthesized distortions of my voice. Harry showed
how he could turn what | had recorded, my voice
that is, into a violin, for example.”

Counting the additional sessions there were 600
tracks of film mixes, with the cues (and individual
elements of the cues) being mixed in 5.1 surround
sound by Cobbin. "When 1 mix a soundtrack, if the
soundtrack has, say, 12 titles, and it is in stereo, that
is 24 tracks,” Cobbin reminds. “Considering the
number of cues we had, we sometimes delivered
up to 10 stems of six tracks. So, one cue might
have as many as 60 tracks. With the way this film
was mixed, and because of all the changes, we
printed the stems. It was incredibly time consum-
ing, but for this film the amount of options became
very necessary.”
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automatic room compensation, centralized system
control, and high-resolution digital inputs, the LSR4300
Series is the most elegant advancement of technology on
behalf of better mixes ever offered in a studio monitor.

LSR .
st s www.blpro.com

Stunning sound and revolutionary intelligence
to analyze and correct the problems in any room.
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Harry Gregson-Williams, at the bright
nexus between sound and picture, manages
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s f

ny nd of a ,
whether it'’s a real kantele
player or a drum loop, he’s
oing to run it through a

unch of effects looking for
something that excites him.

o N

ml .EI I Harry Gregson-Williams sat down to score

The Chronicles of Narnia: The Lion, the Witch, and the Wardrobe,
he'd worked on almost 50 scores over the last 10 years. His vitae
ranges from Narnia director Andrew Adamson’s Shrek and Shrek 2,
to Ridley Scott's Kingdom of Heaven (page 36); from Trey Parker's
Team America: World Police, to video game music for the Metal Gear
Solid series. But for Narnia, he quickly spotted a unique obstacle:
Set the music for a fantasy world, under constraints of reality.
Which is to say, for a fictional place where furry woodland creatures
— plus centaurs and fauns — can talk and where he couldn’t set a
believable aural backdrop using only traditional compositien and famil-
iar instruments. So he hunted down various ingredients to add a suit-
ably fantastic touch to the score and found his match in the kantele,
a kind of small box zither from Finland. You can hear it in the score,
but you can't quite place it. It's like a dulcimer, but lighter. Foreign.
Magic. Childlike. Which was exactly the point.

Now take that kantele, add a 120-piece choir and 75-piece
orchestra, massive amounts of overdubs, and four months of 18-
hour days, and Harry was in the running for a Golden Globe.

Well, okay, maybe that’s simplifying things a little too much.

To start, Harry ardently believes that electronic bells and whistles
cannot salvage a potentially dull score. “There's no button that
says, ‘make it great, and you push that,” he says. "It's never, never,
all about the technology. It's about how one can use the technology
as a means to an end, to get to where you want to musically.”

Harry's new three-story Wavecrest Music studio in Venice,
California, is his base. There, the aforementioned great power he
employs runs along the lines of Cubase SX 3.1 on a Dual Xeon and
behemoth mirrored SATA drives. They run MID! over LAN to Gigas,
and use Emagic Unitor 8 and AMTS for synths and Ableton Live 5.
After sequencing, they move audio to ProTools, running on two sys-
tems — one for adding FX to Gigastudio, one for recording and print-
ing — each with one analog interface, seven digital. They use
custom and commercial sound libraries, about 20 different hardware
synths, and for recording: an Avalon 727, Eventide DSP4000,
Lexicon PCM 80 and 90, and a Manley Massive Passivb.

His buddy and mentor Hans Zimmer introduced him to Steinberg’s
Cubase about 10 years ago, when Harry left his native England to
work with Hans at Media Ventures in Los Angeles. Hamy's musi-
cal career began with classical training at age six, 25 years before
he first touched a sequencer, so he’s most comfortable working out
kinks on the piano.

But, as Zimmer explains, "We're dealing with recordiags. We're
not dealing with a live performance. How can you transcend the
limits of a recording, and then make things more exciting?”
Harry’s classical training is buttressed by his embrace of technology
to create a modern sound, says Hans, who calls him "the first truly
modern composer.”

Costa Kotselas is music tech engineer at Wavecrest. | think that
the stuff Harry does is quite electronic and modern,” Costa says,
referring specifically to the scores for Phone Booth and Man on Fire.
“I think Harry is definitely more into audio editing and plug-ins and
effects [than other composers]. VST instruments-wise, he probably
uses more of them.”

The scoring process for Narnia began, as always, with Harry's fin-
gers anxiously tapping a piano, running through scenes and search-
ing for emotional arcs to generate his point-of-view for orchestration.
Not a straightforward task. “Many times, one's actually writing
music playing against what you see on the picture, therefor@ bringing
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L

another dimension to what’s happening, as opposed to underscor-
ing the obvious emotion or tension or whatever on the screen;” Harry
says. "Before | set sail on a score, there's usually a couple weeks
of panic, thinking, What the hell am I going to do? How am | going
to bring something to the party? | spend a lot of time in a state of
high anxiety. It's sort of like getting into a cold swimming pool.
There's no easy way of doing it. You've just got to jump”

But it's not 'til after hammering out themes in his head and
on his piano, that he wrests the score from its organic phase and
into Cubase.

“Once |'ve had those thematic ideas approved by the director,
I move to Cubase and start programming and orchestrating my ideas,’
translating the final product into a workable demo. “What Cubase
allows me to do is to not just tinkle out a little demo on piano and
say, ‘Well, when | come to do the orchestra, there’'ll be banks of
French horns playing that tune. And I'll throw in a big chair, and it’ll
sound great!’ That's not good enough these days.”

Instead he uses a combination of VST instruments and
orchestral samples he recorded with Zimmer, fleshing out the
most accurate demo possible. That way, the director can gwe a quick

What would happen if | took those 10 viols that

nobody has used in 200 years, and shoved them through
a fuzzbox?' Would it all explode, which would be
Interesting, or would it create a beautiful piece of music,
which would be equally interesting? A healthy sense of
anarchy is always very welcome.”
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thumbs-down to the tympani if he's not feeling it in the battle scene.
Or in the better-case scenario, the director loves every track and
gives Harry a full-on green light.

"You could play your director your main theme, which you
believe in and have worked hard on, and he’ll maybe turn around
and say, 'You know what? That doesn’t move me. So, okay, it's time
to move on and find something that does. In one way or another,
you've got to deal with it."

Regardless of the director’s gut reaction, a demo's verisimili-
tude is key to dealing with movie music. The closerto-life the
samples are, the better the demo will be. The better the demo, the
faster orchestration can move. And so on.

Harry elaborates. The demo “"may only be samples, but at
least the orchestral colors and the emotional content of the cue is
there. And with a lot of care and attention and programming,
which is what | try and give it, you can make your demos sound
absolutely blinding. And then there’s no surprises. For instance on
Narnia, where Disney is spending maybe hundreds of thousands
of dollars on orchestras and choirs, we don't get to a point where
the director is saying, "Well, hold on a second. | don’t think we should
have a choir entering there and |'m not sure about how the music
sounds here. Because of the fairly accurate sounding demo
process, these things will have been sorted out already.”

As resident gear guru, Costa helps guide the process from fre-
netic beginning to frantic end, fixing bugs and rebuilding the studio

between film projects. He mentions Reaktor — for bath synth and
effects — because "nothing else sounds like it. But at the same time,
Harry uses all the standard classic synths: Virus, Nord, Supernova.
A lot of times, software versions don’t quite sound like the originals.”

And the studio uses "Native Instruments, Steinberg,
Spectrasonics — all the big commercial plug-ins. But we also down-
load weird, wacky plug-ins. Some guy makes a set of filterg or distortions
that’s 35 bucks? We buy them. Or ones you could downjoad for free!”

But essentially it comes down to Cubase for all the creative edit-
ing. "Whether it's a real audio part going througrﬂ a bunch of
effects, or a VST instrument, whether it's going to be something
mangled, effected, treated, or processed to sound like something
else — or something that doesn’t exist — Harry's creative tool is
Cubase SX with all the audio tracks, the plug-ins, effacts, the VST
instruments. That's really the center of everything. Gigas serve as
an orchestra. And Pro Tools serves as a mixer with playback.”

Take the kantele part in Narnia. Costa explains that they sent
sheet music and a stereo mix over an FTP serve<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>