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Avid

Top Pros Are Choosing Pro Tools|HD Native
See why it's the best soundin dable
Pro Tools|HD system yet

Sound Quality Performance Affordability

“It sounds better. It just sounds “It moves as quickly as | work.” “I can finally get the sound
more like music.” Morgan Page, remixer/producer | want at a much, much
(Madonna, Katy Perry, Coldplay) lower cost.”

D.A. Wallach, vocalist/produce
(Chester French)

What could you do with Pro Tools|HD Native?

Find out at avid.colﬂ/h&g

¢ 2011 Avid Technology, Inc. All nghts reserved. Product features, specifications, system requirements, and availability are subject to change without notice. Use of the enclosed
software is subject to a related hcense agreement. Avid, the Avid logo, and Pro Tools are trademarks or registered trademarks of Avid Technology, Inc. in the U.S. and other countries.
Alf other trademarks contained herein are the property of their respective owners.



Same as
It ever was.

UNIVERSAL AUDIO ANALOG HARDWARE From the fast attack of
the legendary 1176LN Limiting Amplifier, to the smooth tube-driven
Teletronix® LA-2A electro-optical compressor, to the classic 610
Tube Mic Amplifier — UA analog equipment has defined the sound of
innumerable records for five decades.

Each UA Classic Reissue, tube or solid state, is hand-built in our
Scotts Valley, Calif. headquarters. We use identical components and
painstaking old-school manufacturing techniques, to ensure that brand
new units sound just like well-maintained units built decades ago.

This attention to detail is also evident in our UA Heritage line, like the

LA-610 Mkl and 6176 Channel Strips, and the 2-610 and SOLO/610
Mic Preamps, which meld vintage
designs with features tailored to
today’s studio environments.

The end result is a line of analog ronine 1S
. . m-: ) a0
products that deliver undeniably uNwE

warm, rich and inspiring sound

— same as it ever was. Channel Strips < Compressors * Mic Preamps ° Since 1958

<>

UNIVERSAL AUDIO www.uaudio.com




Buying Music Gear?

Experience the Sweetwater Difference!

Sweetwater is your best source for music gear and technology. Why? Because we give you more than just great
products at great prices. We're here to help you find exactly what you need and to get it to you when you need it.
Plus, we're here for you after the purchase, with industry-leading service and support, outstanding online resources,
and our own exclusive free 2-year warranty.
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Value Added
Reseller

Find Your Perfect Music Computer at Sweetwater!
Choose one of our custom Creation Station PCs or a Mac from
Sweetwater! We specialize in turnkey installs, so you’re ready
to record — right out of the box. Plus, free tech support keeps
you up and running. Go to Sweetwater.com to find out more!

(800) 222-4700  Sweetwater.com




The Online Difference!

Outstanding Online Resources
We offer a huge pool of online guides, video demos, tech tips, and other resources that you can

access 24/7.

Award-winning Website
When you visit Sweetwater.com, you won't believe how easy it is to find great gear — and

find out more about it. Our product pages showcase detailed images, in-depth descriptions,
helpful demo videos, and more. Sweetwater.com is brimming with online guides, tech tips,

and other great resources.

Exceptional Online Publications
Enjoy a range of online Sweetwater publications, including inSync, GearNet, and more.

Friendly, Expert Staff
When you call Sweetwater, you get one-on-one
communication with experts! Our Sales Engineers are

(o - \ ul |
o FREE \ Y musicians and engineers who can relate to you and your
HIPPING needs, so you get valuable advice and personal service

from someone who knows the gear inside and out.
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Huge Inventory, A CC
Free Shipping
Need it fast? We get it 1o you fast. in fact, most orders ship the . :
: y . Industry-leading Service

same day! Our enormous warehouse is stocked with all the latest,

greatest gear, S0 you get easy access to the best products available. and Support

Great value doesr't end with

Plus, our free shipping adds even more value to your purchase! L
the sale. Sweetwater is here

Free 2-year Warranty for you after your purchase,

Want even more value for your money? You'll love the free 2-year with a full factory-authorized

warranty we add to your purchase. It's a Sweetwater exclusive! service department and top-
tier tech support.

Stay Connected!

Connect with Sweetwater on YouTube, Facebook, and Twitter,
and get daily updates on new gear releases, savings offers,
exclusive product demos, and more.

You Y
Tube '
YouTube. F: Twitter.com/SweetwaterSound

Go to Sweetwater.com or call us today —
and experience the Sweetwater Difference for yourself!

FREE Shipping ¢ FREE 2-year Warranty ¢ FREE Tech Support
FREE Professional Advice ¢ LOWEST Possible Prices

(800) 222-4700  Sweetwater.com




FEATURESIO

The studio—whether a multi-room/
multi-use space or a project room as
an extension of the family home—is
built for creativity. With proper
acoustics comes accuracy. With
proper workflow comes efficiency.
With proper vibe comes the art.

38 Class of 2011
48 Building Studios
66 Acoustical Materials

PLUS!

54 Derek Trucks/
Susan Tedeschi
in the Studio

60 Coachella and
YouTube 2011

Lonely Island
'8 in 8 Project’
News and Notes

Classic Tracks:
The Fireballs “Sugar Shack”

SFP

'The Tree of Life'

LIVE

Mumford & Sons
Sound for "White Noise"
News and Notes

All Access: Jeff Beck
and Imelda May Band

DEPARTMENTS

from the editor
current

on the cover
marketplace
classifieds

TECH

New Products

Review: Avid Pro Tools|HD
Native With HD Omni

Review: Universal Audio
UAD-2 Satellite

Review: Mackie MRsmk2
Studio Monitor

Review: Bag End
InfraSub-18 PRO,
PMM-8 Monitors

Review: APl The
Channel Strip

TechTalk:
1t’s All About Trust

On the Cover: Jungle City Studios, a new
three-room studio jewel in Chelsea, is the
home base for owner/engineer Ann Mincieli
Designed by john Storyk and his WSDG
team, it features an SSL Duality, Avid ICON,
Euphonix System 5, Augspurger mains and
unbeatable views of the Hudson River and
Empire State Building, along with most of
Manhattan. For more, go to page 12. Photo:
Cheryl Fleming, cherphotos.com/architecture.
Inset Photo: Dave Vann.
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GENELEC

The Leader In Professional DSP Monitoring

Regardless of what you do and how you do it, your room, no matter how good or how well designed, could always stand a
littte improvement. Genelec DSP Monitor Systems provide all the connectivity and flexibility that can service virtually any
type of recording environment - from a single operator facility to larger multi-operator broadcast or post-production facilities.

Genelec Loudspeaker Manager (GLM™) software can accommodate from one up to 30 Genelec DSP loudspeakers on the
GLM network, and the AutoCal software can optimize all the speakers as a complete system, accounting for eight filters per
speaker and time of flight, as well as all level sensitivities. Once run, the settings can be saved into your computer as a GLM
Setup (of course you can have multiple Setup Files for different locations) or stored into the DSP loudspeakers themselves.
No other DSP loudspeaker software for control-room monitoring can offer this type of flexibility and performance.

Genelec DSP products include the 8240A and 8250A bi-amp models, the 8260A tri-amp with the highly innovative
Minimum Diffraction Co-axial midrange/tweeter, the new 1238CF slim-line tri-amp, and complementing 7260A, 7270A, and
7271A DSP subwoofers.

We also offer, for smaller environments, like remote OB vans or small editorial / mix rooms, the GLM.SE products consisting
of a single networked 7261A subwoofer that connects with up to eight 8130A digital active bi-amp monitors.

So, no matter how large or small your production environment is, there's a Genelec DSP system that will get you and your room
quite a bit of versatility and improvement.

“Customized settings for any situation, total DSP alignment,
and world-class performance. That's our Genelecs.”
Joel Singer - Music Mix Mobile www.musicmixmobile.com

8260A 7270A

8250A 8240A  8130A 7260A/SE7261A

8200 - 7200 DSP Series with AutoCal™
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From the Editor

EMPIRE STATE OF MIND

his was supposed to be a note about Mix. About how we have new owners in NewBay Media and

a new design with a wider format. A new column by longtime tech editor Kevin Becka and a new

position and focus on our Big Three: Music, Live and Sound for Picture. New energy. New approach.
New. New. New. But then I got sidetracked by New York. Something is happening there. Right now.

Look again at that cover. It's the world’s most recognizable skyline in high-def—and it’s from a tracking
room! Jungle City Studios, on West 27th in the up-and-coming High Line district, is a gem, no question.
It’s a John Storyk design, owned and operated by engineer/producer Ann Mincieli, a born-and-bred New
Yorker who has moved smoothly into her own digs and developed a forward-thinking studio model, all
the while recording around the world and maintaining her association with the crazy-talented Alicia Keys.
Mincieli is no newbie. She’s worked in nearly every studio in town during the past 20 years, and she
has an impeccable reputation within the tech and artist communities. She can take apart and modify an
SSL console, and she can co-produce the multi-Platinum Songs in A Minor. She collects gear like a pack
rat, and she studied advanced guitar with Carlos Alomar. She talks balanced power as easily as she does
grace note slurs. She can make this work. The bookings are there. People want to be in the City again, and
that’s good news for the entire recording industry. New York has always been something of a bellwether.

There's no question that the New York recording community hit a rough patch in the past few years.
The closings of Hit Factory in 2005, followed by Sony Studios, Right Track midtown and a number of oth-
ers were highly publicized, and the death knell for the recording industry was sounded by the mainstream
media. There’s a maxim of journalism that says, “If it bleeds, it leads,” and it's always easier to report on
loss. But in the years following, not much has been written about all of the music still coming out of New
York. Nothing about the wealth of musician-friendly studios in Brooklyn. Or the Grammy-magnet Stadium
Red in Harlem, featured in this month’s “Class of 2011.” Or the efforts by Brian McKenna, Anthony Droo-
tin, Vlado Meller, Glenn Swan and a host of other former Sony staffers to bring work back to the City. It
seems, to paraphrase Mark Twain, rumors of studio deaths were greatly exaggerated.

Mincieli would be the first to say that she’s not inventing anything. She’s just trying to resurrect the
notion that New York City is the destination, a world center of so much art and culture, music included.
She pays homage to the Germano family for creating the modern New York recording community in and
around Hit Factory, and she remains friendly with former CEO Troy, who helped kick-start the rebirth
when he opened the two-room Germano Studios downtown in 2008. And we still have Avatar, Quad, the
Cutting Room, Electric Lady, Clinton, Manhattan Center—it’s not the heyday of the mid-’90s, but recording
in New York is definitely on the upswing.

I had a good chat with longtime friend and consummate New Yorker Howard Sherman as we were
putting together this issue. He said the energy is palpable. New buildings are going up, new businesses
are opening, you can feel the buzz on the street. “I don’t know who's paying for it,” he said, “but there’s
stuff happening all around the city. Will Smith just bought a place on my block!”

Business cycles ebb and flow, entire industries reinvent themselves, and changes in the culture and
in technology force many of us to re-examine the way we live and work. But if there’s one sure thing,
one guaranteed bet, it’s that you can always count on New York City to find its own way, to come back
stronger than ever.
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Editor
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SHURE KSM MICROPHONES Exqguisite craftsmanship and exceptional engineering that sets a new
standard of clarity and control. Ultra-sensitive, with extremely low self-noise and superior handling of
high sound pressure levels. Pure audio mastery. Period.

SHURE

www.shure.com/americas LEGENDARY
@© 2011 Shure Incorporated PERFORMANCE™



TALKBACK TECHTICKER

LON BRANNIES
1945-201
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Longtime Yamaha employee (27 years) and au-

dio industry veteran Lon Brannies passed away
on April 18 after a long illness. He was initially
hired as a professional audio district manager
covering the Southern U.S. and in 2007 as a con-
sultant marketing manager. In 2008 he went
back to college and earned a bachelor’s degree in
Business Marketing. Brannies spent 15 years as a
sound and electronic systems contractor priar to
joining Yamaha. Donations can be made in his
memory to H.E.A.R. at hearnet.com.

Save the Date

The 27th Annual Tech-
nical Excellence & Cre-
ativity (TEC) Awards

will once again be held

at the NAMM Show, on
Friday January 20, 2012,

in Anaheim. Calif. Find

out more at tecfoundation.com.

BLOG UPDATES INDUSTRY NEWS STUDIO UNKNOWN

Producer/mixer/engineer Joe Barresi
(Tool, Queens of the Stone Age, The
Melvins) and On the Mark Media re-
lease Joe Barresi: Tracking Rock, a be-
hind-the-scenes HD video that takes
you through his process of producing
and tracking a song for alt rock band
Zico Chain in his private studio,
JHOC (Joe’s Hause of Compression).

It also documents the signal chain of each in-
strument recorded and details the usage of Bar-
resi’s collection of amplifiers, cabinets and au-

Webcast

Recording and Mixing Tech-

niques for Vocal Recording
Learn to properly capture the
human voice— animportant
element in audio production.
mixonline.com/webcasts

COMPILED BY SARAH BENZULY

dio processing gear. The complete Pro
Tools session, OMF and raw audio
tracks accompany the video for criti-
cal listening and analysis. Purchasers
can email Barresi with any questions
regarding the video or recording in
general. $95, techbreakfast.com. A
subsequent release of Barresi mixing
Zico Chain’s song on his SSL 4000

console will be made available in Q3 of 2011.
Discount pricing will be offered to purchasers
of the tracking video.

G6 When you're shopping for audio gear and getting drawn into the ‘higher specs
and price tags are better!” zone, take a step back and reboot your mind. Take a
deep breath, slow down and concentrate on learning how to get the best out of
lower-end equipment. Because today’s average digital audio gear is better than

the top-of-the-line analog studio gear of yesteryear—with more accuracy,
fidelity, wider dynamic range and less noise—it’s a whole lot easier to

Tne BOOK OF

AUDACITY

record, mix, edit and apply effects. You won’t have to fuss so much
with learning how to use your equipment, and you can concentrate
more on learning how to make good recordings with artistic and
technical fidelity. In this chapter, we're going to turn a PC into a
digital audio workstation and we won’t break the bank to do it.
We’ll also look at portable digital recorders, which cram amazing
fidelity and storage capacity into tiny devices and are endlessly
useful in all kinds of circumstances. 99

—~Carla Schroder, author of The Book of Audacity, courtesy DigitalMusicNews.com
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Focusrite to Produce
Select Audient Gear

The Focusrite Control 2802
dual-layer mixing console is
the first product under this
new agreement, whereby Fo-
cusrite will commence the
production and sale of certain

Audient product designs. The two companies will continue to

work together on developing and delivering new designs.

The Control 2802 is a small-format record-
ing console and DAW control surface. Dual
Layer technology allows users to jump
between analog mixing and DAW
control. The 2802 integrates
summing of 28 inputs,
comprehensive
monitoring,
stereo master-
bus compres-
sion and control
over every major
DAW. The Control 2802
will be available this month.

Correction Log

The SE Electronics Voodoo VR1 and VR2 review’s “Product Summary” (April 2011) should
have read: PROS: Both mics ship in a sturdy wooden box and come with a simple stand mount,
suspension shock-mount, and fabric sock to protect the ribbon element from environmental
damage during setup. CONS: Quality, low-noise gain stage needed for VR1.

In that same issue’s “Production Music Libraries” feature, the write-up for RoyallyFreeMusic.
com is actually for Royalty Free Music Library (royaltyfreemusiclibrary.com).

talkbac

I'm relatively new to studio production/mixing.

1 only have about two years of solid involvement
and previously did an entry-level music production
course a few years back. I'm running Pro Tools g and
Ableton Live 8 on an iMac, have some Waves plug-
ins, Native Instruments Komplete 7, TL Audio lvory
5051 Valve Comp, RME Fireface 400 and Genelec
8040As. I'm finding my final mixes need more
separatian and space, and | have been reading up on
out-of-the-box analog summing. What options are
going to be best and most cost-effective?

— MATT MELER

Matt,

You're in fuck because there are a lot of options
in this category. Check out summing boxes from
Dangeraus Music, SPL, InnerTube Audio, AMS-

Talk back tous at
‘mixeditorial@nbmedia.com
or join the discussion at
mixonline.com/TalkBack

Neve, Boutique Audio/Inward Connections and
Tube-Tech for some mid- to high-end options. You
could also use the Mackie 1640i ($1,499) console as
a summing platform. You'd also get the preamps,
EQ and other features the console offers. Check
out Mix’s “Tracking The Band” Webcast (available
at mixonline.com/webcasts) for more info on that.
1 used it as a tracking and mixing platform, and for
the money you can't beat it. The Radial Workhorse
5000 is a 500 Series module platform but also has
a summing mixer built into it that is quite nice. It’s
affordable ($1,399) and you'd get the benefit of being
able to build your own portable recording/mixing
rig using a wide range of 500 Series modules.

— KEVIN BECKA, MIX TECHNICAL EDITOR

Got a question? Email us at mixeditorial@nbmedia.com.

SPARS
Sound Bite

SPARS com
JHE SOCIETY O?F‘ |

PROFESSIONAL
AUDIO RECORDING
SERVICES

SPARS newly elected Board members include
Jessica Dally, Live Sound and Post Editor/
Mixer, Los Angeles; Dave Hampton, engineer/
educator/author, Los Angeles; Mark Rubel,
Pogo Studio, Champaign, 1ll; Rick Senechal,
Microsoft Studio, Redmond, Wash.; and Can-
dace Stewart, EastWest Studios, Los Angeles.
Re-elected to the Board were Trevor Fletcher,
Hit Factory-Criteria Recording, Miami; Scott
Phillips, Blackbird Studios, Nashville; Kevin
Becka, Conservatory of Recording Arts/Mix
magazine, Tempe, Ariz.; and Sherri Tantleff,
Full Sail University, Winter Park, Fla..

Members continuing on the Board are Kirk
Imamura, Avatar Studios, New York City, who will
be serving as the new president; Zoe Thrall, Studio
at the Palms, Las Vegas; and Tony van Veen, Disc-
makers/CD Baby, Pennsauken, N.J.. Eric Johnson,
Blazing Music + Sound (Raleigh, N.C.) movesto the
position of immediate past president.

MIXBLOG

TechTicker: Meet Hilo

Lynx Studio Technology today introduced the
HiloReference A/D D/A Converter System. With
the pristine, open, transparent audio quality for
which Lynx is known, Hilo provides two channels
of mastering quality analog-to-digital conver-
sion, up to eight channels of digital to analog
conversion, a secondary monitor output, anda
world-class independent headphone amplifier
in acompact half-rack size. A first for the pro
converter market, Hilo's innovative 480%272
touchscreen provides a flexible and intuitive
interface that can adapt to aparticular applica-
tion and be easily upgraded with enhancements
and new features...

blog.mixonline.com/mixblog

MixSounds: Jon Pousette-Dart

Back in junior high school there were plenty of rea-
sons todislike Jon Pousette-Dart. Tall, blessed with
Prince Valiant goodlooks, he had a gilded tenor and
asmooth hand on the guitar. Buthe was confident,
notarrogant, and when we rehearsed the theme to
“Peter Gunn,"or Santo and Johnny's "Sleep Walk,"
he flashed a winning smile. So we gave hima pass!
blag.mixonline.com/mixblog

mixonline.com MIX 9
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Royer

"...when | record
guitars with the R-101,
can’t imagine anything
else doing it better."
Pro Audio Review

"Build quality is excel-
lent - this is a very
neat, solid microphone,
and is clearly well
made. The R-101 looks
and sounds far more
expensive than it is."
Sound On Sound

"There are ribbons and there
are Royers... and the R-101 is
a Royer through and through."
Recording Magazine

o Royer Ribbons

| T 818,847,011
LRA www. royerlabs.com

ONLY at mixonline.com®

Studio Unknown Update

How can studio owners keep up their daily
routines and stay up to speed on the mul-
tiple changes taking place in the industry?
That’s where the studio consultant comes
into play. Find out what these experts offer
and why so many pros are choosing to take
advantage their services.
mixonline.com/studio_unknown

Cool Spin:

Augustana’s Augustana (Epic Records)
I've been listening to
this new album for a
few weeks now and
every time [ pop it back
into the CD player, it's
like an old friend com-
ing to visit. Frontman
Daniel Layus’ tender vocals play nicely off
of soaring tempos, easily sliding between
a rockin’ ballad and then into a more stac-
cato-flavored beat. While vocals are sitting
front and center in the mix, the stellar band
(guitarist Chris Sachtleben, bassist Jared
Palomar, drummer Justin South and key-
boardist John Vincent) drives the album,
one track at a time. And not surprising, as
producer Jacquire King, the man behind
Kings of Leon’s breakthrough, Only by the
Night, oversaw this project. Filled with
rootsy-rock, Augustana’s self-titled release
is a beautifully drawn album.

Read more of this review and others at
mixonline.com/cool-spins.

ENETEE T R SRR Y LT d S e
SoundWorks
Collection Update

The Lost Thing is about
a boy who discovers a
bizarre-looking crea-
ture while out collecting
bottle tops at the beach.
He tries to find out who
owns it or where it be-
longs, but is met with
mute indifference from
everyone else. For reasons
he does not explain, the boy empathizes with the
creature and sets out to find a “place” for it.

AUGUSTANA

.
shaun lan

Supervising sound editor/sound designer John
Kassab discusses his work on this animation.
mixonline.com/SoundWorksCollection

Musikmesse 2011
Show Report

Frankfurt, Germany’s Musik-
messe (March 21-24, 2011) is a
musician’s Mecca that everyone
in the music production indus-
try should experience at least
once in his/her lifetime. This
year, my trip found me really
focusing on the ProLight and

A kY
nusikmesse .

Sound areas of the show, while taking an occasional
stroll into the vintage guitar room to look at some
amazing instrument collections. As much fun as look-
ing at old guitars is for me, my real joy was in learn-
ing about the amazing array of new products available
for audio and music production. Go to mixonline.com/
musikmesse_2o011 to read the show report and view
product-demo videos.

NAB 2011 N#BSHOW
Show Report

The 2011 NAB Show (April 11-14, 2011) brought throngs of
broadcast industry professionals from 151 countries to the
Las Vegas Convention Center, where they could see and
preview equipment on display from more than 1,500 exhib-
itors. According to the National Association of Broadcast-
ers, this year’s attendance showed an increase over the 2010
show; for the 2011 NAB Show, NAB reported 92,708 total
registered attendees, while the 2010 NAB Show final at-
tendance was 88,044. Pro audio exhibitors once again held
court in the Central Hall, and according to NAB, nearly
14,000 NAB Show attendees are interested in proaudio. Go
to mixonline.com/nab_2o011 to read the full show report.
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On the Cover

By Tom Kenny

JUNGLE CITY STUDIOS, NEW YORK CITY

Photo: Cheryl Fleming

e’re taught from a very young age
that hard work pays off, that if
we practice, put in the hours and

hone a skill, we will find success. Parents tell
us this almost before we can talk, then teach-
ers, Little League coaches, instructors of pri-
vate music lessons. Then later we hear it from
college professors, who tell us that with good
grades we will get a good job, if we do the work
and do it well, we will be rewarded.

Well, sometimes our parents are right, and
nowhere is that more evident than on this
month’s cover, Jungle City Studios, opened
in January of this year on West 27th Street in
New York City’s up-and-coming High Line
district. It's owned and operated by engineer
Ann Mincieli, who for more than 20 years

has been a fixture in the local recording com-
munity, assisting all around town, engineer-
ing big records and earning the respect of her
peers across the country. She learned how to
take apart an SSL and made modifications on
29000 ] Series when Quad got the first three.
She has taken guitar lessons from Carlos Alo-
mar and can deconstruct a fretboard. About
a dozen years ago, she began working with
Alicia Keys and was instrumental in building
out The Oven Studios, where she became en-
amored of the design process. So she took up
physics and acoustics. She’s wanted her own
place for a while, and now she has a real jewel.

“This is Annie’s moment,” says John Sto-
ryk, principal designer on the project and the
head of Walters-Storyk Design Group. “She’s

T'he SSL Dirdityv-equipped
\'ate the EMI

ind

housing

e Augspurgers

been doing this for 20 years and has world-
class clients. She is a consummate profes-
sional, and she surrounds herself with real
pros. Everywhere you turn, in every aspect
of the studio, she has gone the full distance.
To borrow a phrase from Buckminster Fuller,
this studio is ‘the bare maximum. The studio
is exactly what’s required—architecturally,
acoustically, electrically and creature com-
fort-wise—for her marketplace. No more, no
less. But always just a little bit more.”

“I really wanted to do something incred-
ible for New York,” Mincieli says. “l am from
here, 1 do most of my work here, but I felt like
New York had fallen a few notches over the
past couple of years. This is where the music
industry lives and breathes. This is the center

]2 mixonline.com
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of art and culture. 1 want-
ed to give the city a shot in
the arm and remind every-
one that. ‘Hey, there is still
a music community, there
are still artists based out
of here | believe Troy Ger-
mano and his family are a
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Architect/Acoustician: John Storvk
Construction: Chris Harmaty
Interiors: Beth Walters

Project Manager: Josh Morris
Mechanical Engineering: Marcy
Ramos (40 years ago, Ramos did
the mechanical with Storyk on
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spaces during the course of
two years before signing off
on 520 West 27th. It's a new
building in a hot area of Man-
hattan, with galleries mov-
ing in, new restaurants and a
luxury hotel set to open right
next door. She has the top two

major reason there is a re- Electric Ladv)
cording community in New

York. They pushed us to be

better. They were the example and they raised the
bar. We want to raise it back up. The work is still
there, and I'm getting incredible gigs.”

Since January, Keys has been in, Beyonce and
Kelly Clarkson, too. Bono stopped by to take a look
and by all accounts loved it. A band flew in from
Japan, indicating that New York can become a des-
tination again. It’s a studio with the style and ser-
vice of what Mincieli calls a seven-star hotel, from
the Louis Vitton fabric on the monitor wall in the
Euphonix room, to the 2,400 square feet of roof-
top space with panoramic views of Manhattan, to
real silverware and table service. “l want it to be a
Record Plant of the East Coast,” Mincieli says. “You
give the artists the service, and it pays off.”

WELCOME TO THE JUNGLE
Mincieli has plenty of A-list engineering credits,
but it’s her association with Keys, and the build-
out of her The Oven Studios in Long Island in
2005, that led to Jungle City. It was the laboratory,
the incubator for the design process, Storyk says.
Building The Oven taught Mincieli that she, as an
engineer, could bring a real perspective to the de-
sign as a whole, and not just the sound.

She knew from the beginning that she wanted
multiple rooms and a north-south facing layout,
with plenty of light. She looked at upward of 50

floors, 10 and 11, and while

the space is not huge, it can fit

a full band and it feels much

bigger thanks to the floor-to-ceiling windows.
Still, at the 11th hour, it almost didn’t happen.

“We had one serious structural issue,” Storyk

recalls. “Upon initial investigation, it appeared

that the floors couldn’t handle the load required
for isolated room construction. Fortunately,
WSDG was able to re-engineer the pre-cast con-
crete planks between the floors, and then com-
pletely move a building stack that would have
been right in the middle of the control room
glass. Once we passed those hurdles, we were able
to dig right into the design process.”

The Penthouse Studio, pictured on this
month’s cover, is really a study in glass and work-
ing with energy. Thirty percent of the studio is
glass, with views from the Empire State Build-
ing to the East and the Hudson River to the West.
The monitor wall looking forward is all-glass,
and the back wall of the control room has win-
dows fronted by QRD custom plexiglas diffusors.

“I'm an architect first, so naturally 1 love glass,”
Storvk says. “Annie and | wanted to optimize all
the spectacular views, and we viewed glass as an
asset, not a liability. Although glass always reflects
sound, it doesn’t have to disturb sound. Given the
geometry of the room, it was obvious that the east
floor-to-ceiling studio wall would do the heavy
lifting for the acoustical treatments [see cover im-
age].It looks like a pretty wall with LED lighting,
but that wall is a sophisticated acoustical reflector/
absorber with RPG microperf panels. Once we had
that, we could work with the glass wall, which had
to be thick and non-resonating. If you think about
it, every designer has to make non-vibrating glass

The Euphonix room with dual-15 Augspurgers

and a Louis Vitton monitor wall
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for the control room window, so 1 just made
10 of thern! If you look closely at the detail,
they are essentially 12-foot-high control room
windows with mullions between them.

“So now we have angled glass to one side,
the east wall absorption, wood floors—this is
a hip-hop studio at times, so where is the low-
frequency energy going to go?” he continues.
“Well, there’s only one surface left. Look up.
All those little angled features that look deco-
rative? They're all tuned membrane absorbers,
every one slightly different. We needed that
room to work for a vocalist, a pianist, trumpet
or sax. So it has to have some soul to it, some
guts, some reverb. Our experience at Oven
dictated that it couldn’t be a dead, dry room.
Anybody who has been around high-ceilinged
rooms that are reverberant but still need sepa-
ration will tell you that the trick is not high-
frequency absorption. The trick is to get the
low-frequency reverb time to roll off. All the
great rooms, going back to RCA Studios, have
the low-frequency reverb time rolling off. A
creative software program aided us in devel-
oping the optimum ceiling solution.”

All the best designers steal from them-
selves. Knowing that Mincieli wanted an open
feel, he proposed a glass monitor wall between
the Duality-equipped control room and the
studio, something he had implemented in
two studios previously and perfected at Jungle
City. It appears the dual-15 Augspurger mains
are floating, not in a box.

“There are a few tricks to get it right,” Sto-
ryk explains, without giving away his secrets.
“First, you have to get the glass thickness cor-
rect. Then you have to figure out how to get
power and wires in. And third—and this is
what seems so obvious that it eluded me—the

glass plane, the flush plane to the speakers,
has absolutely nothing to do with the isola-
tion. That's the trick. And it works.”

WAIT, THERE'S MORE

While the 11th-floor Penthouse is garnering
the lion’s share of attention, having been fea-
tured in the New York Times and Vanity Fair,
the 10th-floor studios, North and South, are
crucial to the way Mincieli makes records and
plans to evolve her business. Each is outfitted
with Augspurger mains and 18-inch Aura sub-
woofers, tuned by Dirk Noy of WSDG, along
with Mincieli, Dave Kutch and Tony Masera-
ti. Each has Pro Tools and can be tied into the
Penthouse or any of the common areas for re-
cording. Each has Lavry converters and Ante-
lope clocking. There is balanced, three-phase
power throughout. Not a cable shows.

T'he EMI T(G12345
one of only about
20 made, was
refurbished by

“I'wanted the rooms to have a lot of depth,”
Mincieli says. “In the main room, 1 have an SSL
Duality with a vintage EMI TG1234S5 console.
In the North room, | have a 32-input ICON so
you feel like you're on a console, with a Chan-
dler EMI summing mixer and every plug-in
you can think of. Then I have the Euphonix
[Fusion S5] room, which 1 bought at the perfect
time, when Avid and Euphonix were merg-
ing. The work they did to develop the console
from a HUI standpoint, with EuCon control,
it was just perfect timing. It's a very versatile
desk. The files are 40-bit floating point. It’s a
96-input desk with the best EQs and compres-
sors. And it can be a glorified controller or a
real console. It’s a dope desk. | want to get post
work, I want 5.1 work. 1 want everything.”

The level of detail and care that went
into every decision, from the fabrics and
décor selected in collaboration with WSDG
co-principal/interior designer Beth Wal-
ters; to the inestimable contributions of
WSDG project manager Joshua Morris and
contractor Chris Harmaty of Audio Struc-
tures; to the equipment choices and work-
flow all reflect the retro-futuristic vibe
Mincieli hopes to impart. 1t’s a little bit 50s,
a little bit '70s, a little bit 2020. You get the
feeling that she’s just getting started.

“Oh, definitely, this is just the begin-
ning,” Mincieli says. “We’re going to maxi-
mize the Jungle brand. We’ll build one more
room, and you'll see a lot of the music com-
munity brought back through Jungle City
Records. 1 want it to be like
Motown. Motown reflects
Motor City. I chose Jungle
City for New York. | reach
out to musicians all the time

Michael Donahower.

¥
S,

because I'm hiring them all
the time! And I always have
my ear to the ground. [ have
a good foundation of artists
and people 1 engineer for,
and I've always been part of
helping them in many facets
of the industry. New plug-
ins, new samples, a record
label, producing—1 want to
doitall. I want this studio to
be about inspiration. I want
to help inspire greatness.”

¥ &

Tom Kenny is the editor of Mix.
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Mix engineer Jason Goldstein
seated at Downtown Music
Studios’ 16-channel Neve 8014
console with Andy Samberg, Jorma
Taccone and Akiva Schaffer

THE LONELY ISLAND

Jason Goldstein Edits, Mixes Turtleneck & Chain In the Box

nyone who has watched NBC's Satur-
day Night Live in recent years has seen
“SNL Digital Shorts’—the wickedly
satirical, off-the-wall, manic, edgy and
often risqué hip-hop/R&B/pop music videos and
conceptual pieces that humorously and mercilessly
skewer pop culture. These videos are the creation of
The Lonely Island (thelonelyisland.com), a comedic
and musical trio comprising SNL actors and writers
Andy Samberg, Akiva Schaffer and Jorma Taccone.
In May 2011, the group released its second album,

Turtleneck & Chain (Universal Republic), which in-
cludes collaborations with Akon, Justin Timberlake,
Snoop Dogg, Rihanna, Michael Bolton, Beck, Nicki
Minaj and Santigold.

Samberg, Schaffer and Taccone produced and
recorded tracks for Turtleneck and Chain individu-
ally and collectively in their own studio spaces, as
well as in their offices at NBC's 30 Rock. When
it came time to fine-tune, complete and mix the
tracks, they found veteran freelance New York
City-based mix e¢ngineer Jason Goldstein (jason

”
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.

goldsteinmixer.com), whose
track record in hip-hop and
R&B (The Roots, Ludacris, Jay-
Z) made a solid impression.
“I actually interviewed for
the job in person,” Goldstein
recalls. “The guys are very into their records and
they know exactly what they want. Their main
question was, ‘How do you work? Because of their
[busy] schedules, it was important. They read about
how | mix in the box and that intrigued them. Once
VCAs and trim automation became available [in Pro
Tools], 1 just jumped in. They contacted me at the
end of October and we finished at the beginning
of April.” Goldstein works out of his home on a
MacBook Pro laptop, and in commercial studios on
Pro Tools HD and HD Native setups.

mix 17



Music > The Lonely Island

The Lonely Island

“1did all the editing and com-
piling of files, and arranging,
pitching and tuning, as well as
mix the record, and 1 did a num-
ber of vocal overdubs,” Goldstein
says. “They solicited beats from a
number of producers. They rented
a house in Southern California
during the summer [of 2010] when
SNL was on hiatus, and recorded
the bulk of the record {using] Pro
Tools LE 8 with varying interfaces.
They had all these vocals against
a 2-track. I had to reverse-engi-
neer all the edits before 1 could
start mixing. The whole record
was recorded, edited and mixed
in Pro Tools—either [Version] 8
LE, 9 HD or 9, with this Complete
Production Toolkit 2, and on HD
TDM, HD Native and laptop-
based systems.”

Goldstein and The Lonely lIsland often
exchanged files in the cloud. “They would send

more onlinel©

LINER
NOTES

Executive Producers:
Andy Samberg,
Akiva Schaffer,
Jorma Taccone

Producers:
Villanova, B-Sides.
Knoc Down, DJj
Frank E, Micahel
Woods, Beck Han-
sen, D] Nu-Mark,
JMIKE, T Minus,
Drew Campbell,
Asa Taccone,
CHOPS, Sean
Maxvel, 6th Sense
Mixing:
Jason Goldstein
except “Rocky”
done by Nu-Mark
and Ken Hitchcock

me emails or we'd have
phone conversations about
things that they wanted. 1
set up a Box.net account, an
Internet drop-box, and they
just accessed mixes as | threw
them up and made com-
ments. When they had to do
additional vocals or as we got
vocals from their guests, 1
gave them access to certain
areas of the Website, they
would upload the files and I'd
grab them and put them into
the mix. And it was really a

very seamless way to do it.”
For all in-person mixing
sessions, Goldstein booked
Downtown Music Studios
in Lower Manhattan’s SoHo
neighborhood, which he calls his
“go-to studio,” bringing in ses-
sions on a FireWire drive. “The
ability to work out of your house
is great, but | prefer being in a
proper environment,” Goldstein
says. “[Downtown Music’s chief
engineer] Zach Hancock has done
a phenomenal job with it. The vibe
is awesome.” They mixed in Studio
A, which in January saw the instal-
lation of a 16-channel analog Neve
8014 console to go with its Pro
Tools HD4 and HD Native setups.
“Downtown has matched their rig
to mine,” Goldstein says. “Once 1
was able to open an entire session
in my house [and] enter into that
exact same session at Downtown,
my world just became 100-

percent creative.”

Goldstein says that Avid’s

release of Pro Tools 9 with the Complete
Production Toolkit 2 expansion option was

pivotal in refining his workflow for Turtleneck
& Chain. “Until 1 was able to get my hands on
Pro Tools 9, | was pretty limited because 1 had

Read more to use very low-latency plug-ins or | had to sit
:i";‘:‘t‘;ﬁ'\:"” there with a calculator, and anything like that
to life. takes away from the creative process. 1 started

[this project] working between LE and an

com/june
for more info
e

HDg4 rig. When Pro Tools 9 with the CPTKz2
came out, | was able to work in any of those

formats seamlessly.”

THE ‘8IN8’
PROJECT

rom April 25-27, the Berklee College of

Music and MIDEM, in association with

Harvard University’s Berkman Center and

Business School, presented the “Rethink
Music: Creativity, Commerce and Policy in the 21st
Century” conference, which sought new models
for creating and distributing music. One discussion
panel—Amanda Palmer, Neil Gaiman, Ben Folds and
Damian Kulash—challenged the norms of pop music
production and distribution in the hours before their
scheduled appearance. “All four of us are well known
for using the Internet creatively,” Palmer says. “l
came up with the idea that we should do some non-
traditional collaboration.”

The four decided to write and record eight songs
in eight hours—naming their collective 8in8 (par-
tyontheinternet.com)—working on April 25 from 4
p.m. to midnight.

They decided to bring in a producer to oversee
the project—Sean Slade, with whom Palmer had
worked—and to complete the project in Mad Oak
Studios (myspace.com/madoak) in Allston, Mass.,
with engineer Benjamin Grotto. “They have all sorts
of fun, exciting toys, like Mellotrons and strange old
organs,” Palmer says. “l knew it was going to be much
more of a playground. The engineers made sure that
everything was ready to go.”

8in8 asked their fans to submit lyrical ideas via
Twitter; delivered a live Webcast of the entire session;
set up album sales and distribution on Bandcamp.com
at Rethink Music; and presented the results of their
project at Rethink Music the following morning. In
the end, 8in8 completed six songs in 12 hours. “Once
we finished basic takes, [one] team would mix in the
control [room] while we cranked on the next song. We
listened to mixes to hear what we had done, but [not]
to go back and fix anything. It was a fantastic test of
everything I ever learned in a recording studio in the
last 12 years because you had to trust your instincts.”

mixonline.com
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Music > News and Notes

PAISLEY'S DEEP
COUNTRY ROOTS

Brad Paisley’s ninth studio album, This Is Country Music, is an homage to the
genre he’s loved since he started performing when he was 13. Taking samples
from classic country hits, Paisley also brought together a fine set of musicians—
such as reuniting Alabama’s Randy Owen, Jeff Cook and Teddy Gentry, and sing-
ing alongside Marty Stuart, Carrie Underwood and Blake Shelton. Making the
album a cohesive whole is Paisley’s longtime producer, Frank Rogers.

“This album really evolved from the purchase of a pre-war Martin guitar,”
Rogers says. “Brad fell in love with it and started writing on it, and a lot of the
album really revolved around the sound of that guitar.”

They recorded to Pro Tools at The Castle (Franklin, Tenn.), with overdubs
happening at Paisley and Rogers’ home studios. The majority of the guest art-
ists were recorded as overdubs. “We normally have Brad sing a scratch vocal
and play a scratch guitar part when we cut a track,” Rogers says. “Then as soon
as we have the track recorded, he replays the acoustic part right then and we
come back and do vocals later. We had a great guitar sound on the acoustic
while we were cutting the first track, but as soon as we went to re-cut his part,
we noticed that the sound was good, but not as special as it was. We realized
part of the ‘sauce’ was to have the vocal mic on, so all of the acoustic guitars

MUSIC WORKS NYC OPENS

Boutique recording spot Music Works NYC (musicworksstudios.com) was
designed by Platinum-winning engineer/consultant Christos Tsantillis (50
Cent, Patti LaBelle, The Roots, Diddy) and built by Michigan-based custom
studio builder Ken Capton (Eminem, Kid Rock). Geared for mixing, over-
dubs, voice-overs, sound design, film scoring, radio production and audio
for music videos and audio books, the space offers Avid Pro Tools HD3 sys-
tems and Apple Logic Studio. The facility is the vision of Theberge Music
Works founder Chris Theberge, founding member of Grammy-nominated
contemporary jazz group Groove Collective.

were recorded with stereo close mics on the acoustic, and a Neumann 67 over
it, pointed at Brad’s mouth! As far as electric tones, we found out that the
bathroom at Brad’s house makes some really nice room sounds when we put
his amp in the room next to it and left the door open.”

HAYNES TO TAPE \:.cn viarren Haynes payea

“Save Me” for co-producer/mixer Gordie Johnson tor the first time in a
small rehearsal space in Manhattan, they knew they were on to some-
thing. Haynes first album in 18 years, Man in Motion (Stax Records),

; which he co-pro-
duced, was recorded
live to 2-inch tape at
Willie Nelson’s stu-
dio, Pedernales, out-
side of Austin. “l work
out of that room so
much | keep a tooth-
el brush there,” says
Johnson. “Warren and | share a love of vintage gear and Willie’s studio
is a treasure chest. We have a 24-channel Neve and 48-channel SSL G+
side-by-side in the control room, every fat vintage compressor you can
name and the loveliest selection of microphones I've ever seen.”

Inspired by the soul records he listened to as a kid, Haynes enlisted
NOLA heavyweights lan Neville, George Porter |r. and Ruthie Foster,
among others, tracking live in the studio. “Working with musicians of this
skill level, you would be foolish not to record live,” Johnson says. “Record-
ing live off the floor to an analog medium puts the ‘heat’ on the band. All of
Warren'’s solos went down on the bed track; even his guide vocals became
the take to beat.” They used 14-inch reels of 2-inch Quantegy 456 tape at 15
ips to minimize the changing of reels during takes.

Adds Haynes on the process: “We had a blast. We learned the songs in
the studio, and when it felt like we were ready, we would start rolling tape.
We were able to track all the songs in about six days, which is great when
working with musicians of this caliber.”

Visit mixonline.com for more information about the sessions.
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“These are gorgeous mics.”
DownBeat March 2010

“From the recording perspective, [the AT4080} may well be
one of the top mics I've ever heard. If you need an amazing
large ribbon mic for your studio, ook no further than the
AT4080. If you're after a ribbon mic that will make your
guitars scream onstage, get yourself an AT4081"

FOH Magazine June 2010

: INSPIRED SOUND :.

“The 4080 is a marvelous microphone”
MIX August 2010

“I'm loving the AT4080 and AT4081 - enough so that | purchased
the review units.”
Tape Op July/August 2010

“This is the first really new kind of microphone | have seenin a
long time . . . it's neutral and clean but yet mellow, and that's a
very useful tool to have in your mic locker”

Recording January 2011

"These ribbons aren’t sissies! These ribbons will rock and take
sonic abuse, opening up a new world of appropriate ribbon mic
applications”

Pro Audio Review July 2010

"{With] smoother-than-life high end, the [AT4080] sound comes
over as very natural, with plenty of depth and mid-range detail”
Sound on Sound August 2010

“The prices seem to define them as mid-level ribbons, but their
performances clearly have them nipping at the heels of all the
AT4081

Bidirectional Ribbon top-shelf ribbons!
Microphone Pro Sound News August 2010

Bldirectional‘gi;ggg META“iancg- “Remarkable ribbons ... Highly recommended.”

Electronic Musician June 2010

Microphon2

Believe everything you hear. Audio-Technica's first-ever ribbon microphones, the AT4080 and AT4081
deliver sitky smooth, classic sound alomg with remarkable durability and phantom-powered active
electronics. Wherever your passion for music takes you, experience more.

AT4080 & AT4G81 Fdirectional Bibhon Mic ophanes
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By Ron Skinner

THE FIREBALLS
“Sugar Shack”

college students: What should he do with the rest of his life? He

was the guitar player in the rock 'n’ roll band The Fireballs, a
name that came from the band performing Jerry Lee Lewis’ “Great
Balls of Fire” during a Raton, N.M., high-school talent show. One
night while Tomsco was in his college dorm room listening to an
acetate of his band, a fellow student walked by his room and asked
who the band was. When the student found out it was Tomsco and
The Fireballs, he said they were good and should go to Clovis, N.M.,
to record with Buddy Holly’s producer, Norman Petty.

“When | heard that, I said, ‘What!"” Tomsco remembers more
than 50 years later. “1 had no idea there was a recording studio in
Clovis.” He quickly phoned Petty, and after some persuasion, they
set up an audition. “So 1 went back to school and 1 quit. | told the
professors that | was going into the music business.”

Fortunately for Tomsco and his band mates, the audition went
well and Petty suggested they make an appointment to record their
songs. The Fireballs were ready to go and asked if they could record
right on the spot. Petty explained that it wasn’t possible as he was
already booked for recording sessions on Monday and Tuesday. Re-
solved to not blow their big break, The Fireballs convinced Petty to

I n August 1958, George Tomsco had a dilemma faced by many

record the songs on Wednesday. “I was thinking, ‘Man, if this guy
likes us, ! don’t want to leave town.”

On the day of their first recording session, Tomsco walked into
the studio and was shocked to find that someone was playing his
brand-new guitar. “When we came back, we pulled up and there
was a pink Cadillac out front. I walked in, looked through the win-
dow and somebody was standing with his foot on top of my amp
playing my guitar. And | went to Norman, and asked, ‘Who's that
guy playing my guitar?” He looked through the window, and said,
‘Oh, that’s Buddy Holly.” Petty pressed the studio talkback button
and asked Holly to come and meet The Fireballs. Tomsco’s anger
at someone playing his guitar quickly disappeared as Holly walked
into the control room. “That was the one and only time that we
met Buddy and shook hands with him,” Tomsco says. Little did The
Fireballs know that in five short months, Holly's life would be cut
short, and in the years to follow The Fireballs would become Holly’s
afterlife band, overdubbing instrumentation on nearly 50 record-
ings that Holly left unfinished.

On Wednesday, Septem-
ber 3, 1958, The Fireballs re-
corded their first single, the

\

instrumental “Fireball,” which
was released in January 1959
by KAPP Records and picked
by Billboard as the song to fea-
ture. From then on, The Fire-
balls would be known as an
instrumental group. In the
next year-and-a-half, The Fire-
balls would garner three Top
40 hits with “Torquay,” “Bull-
dog” and “Quite a Party.”

By 1963, the band had a
change of direction, name and
record label. With the addition
of a new singer, the band be-
came Jimmy Gilmer and The
Fireballs. The name change
was Petty’s idea; he had a his-

January 11: The Whisky a Go Go
nightclub in L.A. opens.

March 5: In Camden, Tenn., country
music superstar Patsy Cline is killed in
a plane crash, along with Hawkshaw
Hawkins, Cowboy Copas and Cline’s
manager/pilot Randy Hughes.

March 17: The Kinks form.

March 22: The Beatles release their
first album, Please Please Me.

June 7: The Rolling Stones’ first single,
“Come On,” is released in the UK and
reaches #21.

Date Unknown: Coxsone Dodd opens
the first black-owned recording studio
in Jamaica, Studio One.

N\

N

\
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tory of promoting one act under two names. For example, Petty
had huge success when Holly would release singles under his own
name, while at the same time, The Crickets did the same; both
groups were comprised of exactly the same musicians. Petty knew
that a simple name change could easily change the direction and
the fortunes of a group.

\
\

AW\ \

\
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Electric guitars ran through

Fender amps miked with
.ﬁ‘ Electro-Voice 630s.
‘ .

v mrs————

“Sugar Shack” was written by Lubbock, Texas, songwriter
Keith McCormack in 1962. While living with his aunt Fay in
Lubbock in 1962, McCormack began every day by trying to
write a song. “Keith woke up one morning and started with
this little ‘Sugar Shack’ thing, and his aunt Fay said, ‘Keith,
I really do like that song,”™ explains Tomsco. In exchange for
forgiving a $40 debt with his aunt, McCormack shared song-
writing credits for “Sugar Shack” with her.

McCormack brought tne song to Petty, who gave the song
to Jimmy Gilmer and The Fireballs. By the time the band re-
corded “Sugar Shack,” they had spent four years in the stu-
dio with Petty and had hit on a groove. Recording in the tiny
studio on West 7th Street in Clovis had changed little for the
band. They set up in much the same way as they always did—
all together in the main studio. Drums and bass were set up in
makeshift iso booths surrounded by “drum walls,” and small
baffles were used to isolate guitar amplifiers. The vocals were
often cut live with the band in the same room, but occasion-
ally, either the vocalist or drummer would set up in the front
waiting room, which doubled as an iso booth.

An Electro-Voice 630 had become the mic of choice for
electric guitar, while a 630A was used for acoustic and rhythm
guitars. For drums, an Altec M11 “Coke bottle” microphone
was placed over the top of the kit, while an RCA 77B was
most likely used for bass. The vocals were recorded with a

The Preamp Your
Microphone Would Buy

Exceptional Dynamics...Headroom... Transparency...Resolution
...at an exceptional price

The HR-MP2 and HR-MP2A are dual channet microphone preamplifiers with line-level
outputs. Each preamplifier section provides identical rear-panel signal connections and
front-panel controls. Both models offer exceptional input headroom, wide flat frequency
response and extremely low noise with very high common mode signal rejection.

0/”/ RDLMicPreamp.com
/’\/‘k Made In the USA =

), @RDL



4 “WE ALL THOUGHT, ‘OH NO, HE
JUST RUINED OUR RECORD; IT JUST
SOUNDS TERRIBLE! AND HE WAS JUST
TICKLED PINK WITH IT AND THOUGHT
WE WERE GOING TO LOVEIT”

— GEORGE TOMSCO

Telefunken U47. By this time, Petty had moved away from
his 5-channel broadcast mixer, which was replaced with a
custom Altec console containing three Altec 1567A mixers
modified with sends to Petty’s famed echo chamber. Other
equipment included Altec 436C and Fairchild compressors,
as well as a Pultec EQ. Monitoring was via Petty’s trusty Al-
[ et i e 604 speakers.
the signature sound on The session for “Sugar Shack” was recorded on an Am-
“Sugar Shack” pex 4-track recorder. Tomsco remembers the track layout
being drums, acoustic bass and guitar in stereo on tracks 1

ORE INFORMATION VIS
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and 2, with track 3 being reserved for Tomsco’s overdub of his Danelectro
baritone electric guitar and the fourth track for Gilmer's vocal. The in-
strument that provided the signature sound and melody was a Hammond
Solovox keyboard. How this was recorded is still a mystery to Tomsco.
“Maybe [Petty] even mixed the whole thing, and when it was being mixed
and transferred to stereo, he might have put that in there at the same
time—that’s probably what happened.”

When the band first heard the Hammond’s sound, they thought Petty
had ruined the recording. “We thought we were finished with it,” Tomsco
says. “We went off on the weekend and played a few gigs and came back,
and Norman said, ‘1 wanna play something for you.” Whenever Norman
said [that], he’d been messing with something.”

“They sent us home talking to ourselves.”

In 1968 another transformation was to hit the band when they re-
turned to their original name, The Fireballs, and signed with Atco Re-
cords. While Gilmer was still the front man, the idea of simplifying their
name and recording with a new energy and sound was all it took to bring
the band back into the Top 20 with a pair of songs: “Bottle of Wine” and
“Come On React.” While “Sugar Shack” may not have stood the test of
time as well as other top-selling songs of the era, it is hard to downplay
the impact the song had on the record-buying public at the time. To put
the song’s success in perspective, the Number 2 record on the Billboard
charts in 1963 was the Beach Boys’ “Surfin’ USA.”

In truth, Petty had added the signature organ
sound; when he played it for the band, they
were furious. “We all thought, ‘Oh no, he ru-
ined our record; it just sounds terrible. And he
was just tickled pink with it and thought we
were going to love it.” While the band didn't
approve of the Solovox melody, there was little
they could do to change it. Petty had already
moved on and the record was soon to be re-
leased. As the record climbed the charts, the
band’s feelings toward the Solovox organ be-
gan to change. “When the record finally came
out, we kind of just had to stomach it. Then we
got to the point where we accepted that it was
on there, and then we were hearing it on the
radio and we thought, ‘I guess it’s not too bad.
But then when it hit Number One, we were like
‘That-a-boy, Norm, what a great idea.’ And now
1 just don’t know what ‘Sugar Shack’ would
be like without that little signature thing. It
would be so incomplete.”

By the end of 1963, the single had sold 1.5
million copies and was declared the biggest-
selling record of 1963 by Billboard magazine.
When The Fireballs tried to follow up the suc-
cess of “Sugar Shack” with the similar-sound-
ing “Daisy Petal Pickin™ in 1964, the song
stalled at Number 15. By this time, the British
Invasion had hit America and groups like The
Fireballs had a hard time competing with The
Beatles and the Rolling Stones. “That year was
a big change with The Beatles,” Tomsco says.

more onlinel
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MUMFORD & SONS
by Sarah Benzuly

SOUND FOR ‘WHITE NOISE’
by Sarah Benzuly

NEWS AND NOTES
by Sarah Benzuly

ALL ACCESS: JEFF'BECK AND
IMELDA MAY BAND
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Marcus Mumford of
Mumford & Sons

MUMFORD & SONS

EW WEBCAST NOW ON DEMAND: WIRELESS THEATER: OPTIMIZING SYSTEMS FOR VOCAL CLARITY

Good-Time Folk in a Festival Environment

ith the exception of opening
night, front-of-house engineers
Chris Pollard (Mumford &
Sons), Sckotch Ralston (Edward
Sharpe) and Mark Richards (Old Crow Medicine
Show) literally get off an old-timey train, set up
FOH compound and start the show. No sound-
checks. No line checks. Just 20 minutes between
each act. For the 6-date Railroad Revival tour,
these engineers are sharing a common board—an
Avid Profile 48-channel—with scenes set for each
of their bands. No outboard pieces are to be seen;
the engineers rely on onboard effects—just one

less thing to patch in with such a limited time
frame. The majority of the gear—miics, wedges,
etc.—is provided by Sound Image.

But little else is common from day to day;
P.A. is hired locally. (At the Oakland, Calif,,
show, where Mix caught up with the start of the
tour, a Martin Audio system was brought in by
Delicate Productions, South San Francisco.) In
addition to the Martin system, d&B J Line, L-
Acoustics V-DOSC and Adamson rigs are seen
on the rider.

“Due to the nature of touring on a train and
late arrivals, we have been setting up the show as

by Steve Jennings

VISIT MIXONLINE.COM/WEBCASTS FOR DETAILS

if it were a festival,” says Pollard. “We load in the
desk, line check and then we go straight into the
gig. The first song is your soundcheck! Of course,
we have the added power of using a digital desk:
Each band has snapshots that allow us to control
chosen parameters of channels and desk config-
urations. This gives us a lat of flexibility within
the fixed patch. We put a lot of faith in the local
P.A. providers who would set up the P.A. prior to
our arrival; this experience has demonstrated just
how this can make or break a gig.”

“It was a little crazy not having soundchecks,
but we got lucky in that we would usually get a
few minutes to line check and hear maybe one
or two things before we started,” adds Richards.
“For the most part, the biggest challenge was us-
ing a different P.A. most days. It was really up to
the Mumford guys to check the P.A. before we
got it there. | just dealt with what was handed to

mix 27




Live > Mumford & Sons

me, but for the most part it was pretty close
to what ¥ would do. 1 work with our monitor
engineer, Chris Davis, to make sure it’s good
on both sides of the speakers. We do a lot of
work with polarity/phase and time alignment
to help make that happen.”
Fortunately, both engineers
are working with true musicians
and professionals. The bands’ sets

as a bluegrass show. “The instruments are com-
pressed to give them more bite, the kick drum
and bass need to be big and powerful to get the
crowd going,” he says. “The vocal harmonies
need to be kept in line as they are such a big
part of the sound. For this, I mix down to sub-
groups and use a stereo reverb to
achieve an added sense of space.”

Old Crow Medicine Show's

are tight and clean, with numer- BA:PIASSE" \GE music has more of an old-timey
ous perfomers onstage. Mum- feel, complete with fiddle, har-
ford & Sons’ four main members S S TS monica and banjo. Richards’

are sporadically accompanied by
guest musicians. The sets are in-
fused with a folk-rock sensibility,
lending an air of inspired creativ-
ity as each band takes more of a
jam and groove direction. Head-

Sound Image
FOH Engineers:
Chris Pollard, Mark
Richards
Monitor Engineers:
Curt Jenkins. Joel
Gregg, Chris Davis

challenge comes in getting
these instruments heard in
loud situations. “Typically, our
shows have really rowdy and
loud crowds. 1 ride my VCA/
DCA to bring the vocals down

PA.:
liners Mumford & Sons played the Martin Audio between verses, to keep not
majority of their hits from their FOH Consale: only the mix cleaner, but it also
recent release, Sigh No More, as Avid Profile helps keep the front row of fans’
well as treated fans to a few songs LT ] yelling out of the mix, too. 1 also
Avid Profile

from their upcoming album. And
if the concertgoers’ reactions are
any barometer to an album’s suc-
cess, we'll be seeing Mumford & Sons accept-
ing a Grammy next year.

Pollard says he attacks Mumford’s mix as if
it were a rock gig, even though it may appear

more online|©

Watch the

band arrive by
trainto San
Pedro, Calif. the
second date of
the tour. Visit

1 for
more info
e ey

use EQ and HPFs to keep things

out of the instrument mics that

shouldn’t be there while keep-
ing it tonally correct for the music.” A Shure
Beta 98 mikes the fiddle as he’s not a fan of the
sound of fiddle pickups. The open-back banjo
has an SMs7 in the back. “I've found over the
years that it's the absolute best way to get the
old-time sound,” says Richards. “Since it’s in-
side the back of the banjo, it keeps it isolated
from the other instruments, so at loud stage
volumes it’s clean.”

During each show, the engineers record
their sets to Pro Tools and send those off to
a mix engineer; at press time, it is unknown
what will become of these mixes, but perhaps
we'll see a live CD come to market.

SOUND FOR
‘WHITE NOISE’

ew musical White Noise follows a top-
selling music producer who, according
to the show’s producers, “stirs up an ex-
plosive cocktail of shock and spin with
a touch of controversy to package talented artists into
blockbuster stars.” Sound designer Garth Helm and as-
sociate designer/programmer Brian Hsieh have packed
an amazing amount of technology into what Helm likes
to call “the biggest little show ever.”

A Midas PROg console is used for primary mixing
duties, augmented by a backstage PRO3 for monitors,
both supplied by Sound Associates Inc. “In the theater
world, were very cue-based,” Hsieh says. “For White
Noise, we have 100-plus scenes programmed into the

PROg. Almost every scene carries MIDI commands to
at least seven devices, with links and follows. We're able
to take any number of the 24 wireless channels and put
them on the VCAs needed for that scene. And every line
is a fader move, and every scene changes the layout of
the VCAs. We're constantly on the VCAs.”

The biggest challenge for the audio team was design-
ing a system that would handle the show’s huge 1/O re-
quirements. The production uses 88 input channels at
FOH and 48 at monitors. On the output side, there are
35 individual mix outputs from FOH and 24 from moni-
tors. A Klark-Teknik DN9696 high-resolution audio re-
corder captures the musical performances. “Our game
plan is to create a live-performance soundtrack CD,”
says Helm. “It’s a great recorder and integrates seamless-
ly into the Midas network. We're capturing each input
individually during the performances, and then we will
take them to a recording studio to mix and edit.

“We're using three Cat-5 cables to pass a total of 144
channels of audio back and forth between the front-of-
house and monitor systems. The PRO3 is the source for
all the monitor mixes, which include IEMs and wedge
mixes for the band, plus various stage foldback speakers.
Those mixes are static so there’s no need for an active
monitor engineer for the show.”
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CAGE THE ELEPHANT
MONITOR ENGINEER JAY RIGBY i ot tre guys

have wedges in front of them, but the guys who wear ears use them for kick drum and that kind of
thing. I like having them on individual controls [on the DiGiCo SD8] so when I'm switching between |

the two, it’s not blasting out of the wedges. Funny thing, too, but the guys have noticed! At rehears- s
als in Nashville, the first time 1 mixed the band on the SD8—the first day, right off the bat—the one X
guitar player looked over to me, and said, “Something’s different.” His words were that it sounded a

=
£
s

SR chcdaceessan ARERPEE e T
lot more open and a lot more natural compared to what it sounded like before. And that was before
he knew that we had switched consoles! I've been able to lay the console out in pretty much any
way | want to. I can have on one bank the lead singer’s vocal, right next to his reverb, right next to
his mix—all right next to each other. I've got it set up like that, with everything on one page. | don't
have to switch between banks so it’s really straightforward. 1 hope to start using snapshots. | didn’t

get enough time to play around, but that’s definitely something 1 want to look into for the next run.

U2 360 SETS RECORD ... ;.. .

officially become the most successful tour to date when they played
a sold-out show at Morumbi Stadium in Sao Paulo. Past record-
holders Rolling Stones’ “Bigger Bang" tour grossed $554 million
from 2005 through 2007. With a scant few shows left before the
tour wraps up in Canada on July 30, the U2 mega-tour is forecast to
surpass $700 million in final ticket sales.

LONDON BRIDGE AMPS IT UP

New London live music venue Under the Bridge installed a record number of 66
QSC PL3 amplifiers (23 PL380, 31 PL340 and 12 PL325) and a custom-engineered
EAW P.A. for its 6oo-capacity space. Under the Bridge’s new interior was created by
Jim Cafarelli of House of Blues fame, while turnkey technology design and instal-
lation was submitted by XL Video’s lan Woodall and Andrew Frengley of Matrix 9.

At the recent ProLight + Sound show, the team charged EAW’s Kenton For-

U2 manager Paul Mc-
Guinness told Billboard
magazine, “That dollar
figure for the gross looks

sythe with developing a custom KF740 with additional drivers. Featuring four
phase-aligned 10-inch woofers (double the complement found in the KF730),
the new KF740 remains lightweight and compact while also incorporating two
8-inch horn-loaded cones and two 1.4-inch exit, 2.5-inch horn-loaded voice-
coil compression drivers. These have been designed into a flown L/C/R system
(4+2+4) to take account of the venue’s extreme width. Low-frequency exten-
sion is provided by six EAW SB1ooo subs on individual sends under the stage
apron. Main system stage-right outfills are provided by four KF730 elements,
with additional KF69ss covering the stairs on stage-left. EAW KF850/SB330s
provide stage fills (upstage and downstage).

enormous! Of course, 1
can't tell you what the net
is, but I can tell you that
the band spent enormous
sums on production for
their audience. Fans all
over the world agree that
a ticket to Uz ‘360’ is good
value for money. We're really proud of this tour and this achievement
is great news, coming as we head back into North America.”

Want to find out the production end behind this top-selling
tour? Head over to mixonline and read tech editor Kevin Becka’s
“Tour Profile” from the beginning of the tour.

APP ALERT! i« audios con- :C;:":':‘;::f :

figurator (iPad/iPhone/iPod touch) app for its l’m :
Elements line of modular SR gear helps users e s
put together an HK Elements system to suit — :':"
their performance type and crowd size. Systems s E.'l. -
range from 150-watt configurations up to a full et ey
3,600W stereo system. Enter such info as type ;’:; ,:‘:
of performance, crowd and venue size, and the A ]

app generates suggested solutions. Free from Apple’s App Store.
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Audio Encoding Changed for Good

Old way to encode audio New way to encode audio
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Real Time Codec Auditioning
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time, to audition and encode to multiple formats in real time within
a DAW environment. Maximum fidelity is assured, as the Pro-Codec
helps create compensated mixes optimized towards specific target
codecs for final coding and online distribution.

« All major codecs supported: mp3, AAC, lossless codecs etc.
- Comprehensive auditioning with glitchless switching
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JEFF BECK AND IMELDA MAY BAND

-

To tune the house P.A,, Findlay’s tablet (right) is an iPad
running VNC linked to the Avid Profile via Airport Ex-
press. “When I get to the venue, | ask the system tech
to give me as many zones as they can,” Findlay says.
“All my matrix outputs have Sonnox GML EQs across
them. I tune the main hang from FOH, then | walk
in front of the stage and blend the front-fills and any
out-fills with the main hang. Then I will go upstairs
and listen and, if possible, tune the balcony hang. The
great thing about using the iPad is that you can react
in real time to what you are hearing.”

32 MIX mixonline.com

Under the “Rock 'n’ Roll Party” concert
line, legendary guitarist Jeff Beck and the
Imelda May Band performed “How High
the Moon” at the 2010 Grammy Awards,
as well as at a tribute for Les Paul in New
York City. Mix met up with the Schubert
Systems—provided tour at their final stop
at San Francisco’s Fillmore Auditorium.

Front-of-house engineer/recording engineer Ben
Findlay mixes on an Avid Profile console. In the stu-
dio, he uses a Sony Oxford digital board and wanted to
use the same EQ and dynamics algorithms for the live
shows. “This naturally led to us using the [Avid] console,
as they had implemented the use of TDM plug-ins in the
[Avid VENUE] D-Show system and we were able to use
what were then known as Sony Oxford [now Sonnox]
plug-ins to process the shows,” Findlay says. “Around
two years later, ! was supplied with a Profile control sur-
face, and found it a much easier environment to operate
in. I am a fan of having a lot of faders at hand. 1t makes
mixing more like playing an instrument. It’s a system
that works very well for Jeff and Imelda’s show.”

As far as effects, Findlay employs onboard process-
ing for drums, horns, keys and guest guitarists. Drums
also take Avid Smack followed by Sonnox Inflator. A
Bomb Factory LA-2 emulator and a Sonnox EQ are used
on all vocals except for May, who has a Sonnox EQ, a
McDSP MCz2000 compressor and then a Sonnox Infla-
tor on her pipes. Beck’s guitar takes a Sonnox EQ that
is usually bypassed and a McDSP MC2000. “In some
venues and through some P.A. systems, the guitar can
become a little shrill, so I use it for containing that, but
most of the time that is bypassed, too,” Findlay says.



Guitarist Darrel Higham uses two Peavey
Delta Blues amps miked with an Audix
is. He uses a Danelectro Reel Echo foot-

pedal. He sings through an Audix OM7.

May sings through a
Beyerdynamic M88.
“When she opens up
her voice,” Findlay
says, “she has a lot
of energy between
15 and 3 kHz, and
this mic helps to
subdue that.”

The horn section is.
from left, Dave Prise-
man (trumpet miked
with an Audix OM7)
John Scarpulla (saxo-
phone, Shure Beta
52A) and Chris Karlick
(baritone sax, Electro-
Voice RE20).

Bassist Al Gare (up-
right and electric)
uses an Ampeg SVT 4
Pro and two Ampeg
Classic amps.

Beck’s wedges are Marshall and a d&b Audiotechnik Mz (below,
right). He’s driving the Marshalls with a separate Marshall head.
“It really helps on this run to provide Jeff with a low-profile di
rect source of his guitar without drowning out Imelda’s vocal
onstage,” Hartman says. His footpedal gear comprises two B.LS.
Boxes, a Strymon BlueSky reverberator effects pedal, Strymon
Brigadier dBucket delay pedal, H&K Rotosphere and a Snarling
Dogs Addicted to Wah footpedal.

May has two d&b Audiotechnik M4 monitors. Hartman
uses two L-Acoustics ARCs and a dV sub per side for sidefills
and two ARCs as a mono-fill mix for May on the downstage
edge, firing directly at her to give just a little more coverage as
it competes with the volume of Beck’s guitar.

Drum/bass tech Andy McLaughlin (inset) says of Steve Rush-
ton’s kit miking: Shure Beta 52 (kick drum) and SMs7 (snare bot-
tom); and Audix i5 (snare top), ADX sis (hi-hat, ride}, SCX 25As
(overheads) and D4s (toms). IHe sings through Audix OM7s.

Monitor engineer Shon Hartman mans a Midas Pro 6 with
a Klark Teknik DN9g331 Helix Rapide graphic controller. On-
board, he’s employing a KT DN780 digital reverb—no out-
board gear for this run.
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Sound for Picture

‘THE TREE OF LIFE’

Sound Design for Terrence Malick’s

Cosmic Family Drama
By Blair Jackson

ity the poor journalist who has to write
an article about a Terrence Malick film
before it's released. The notoriously
publicity-shy director isn't talking, the
official synopsis is tantalizing but sketchy, the ac-
tors are purposefully vague in interviews and the
one authorized trailer is frustratingly enigmatic.
When we reach supervising sound editor/sound
designer/mixer Craig Berkey and co-supervising
sound editor/sound designer Erik Aadaht in late
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April to talk about The Tree of Life, they're both
extremely careful not to reveal any plot points.
So we sort of talk around the story and instead
get into some of the particulars of how the film’s
soundtrack was put together and Malick’s always
intriguing work methods.

Generally speaking, the film is about 11-year-
old Jack O’Brien, eldest of three boys in a fam-
ily in the Midwest in the 1950s. O'Brien’s father,
played by Brad Pitt, is domineering and “oppres-
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sive” (in Pitt’s words); the mother (Jessica Chas-
tain) is kind, “grace incarnate,” Pitt says. The
push-and-pull of those two opposite parental
personalities, along with certain events, shape
young O’Brien’s psyche in profound ways, and
the film also depicts the child as an emotionally
scarred adult (Sear Penn). But, as is typical with
Malick’s films, there is much more going on here
than meets the eye. Indeed, as Pitt mentions, the
film also contains a “micro-story of the cosmos,
from the beginning of the cosmos to the death
of the cosmos.” There is a long passage near the
beginning that—through stunning images, music
and some FX—presents a history of the universe,
from the Big Bang through the development of
life on Earth. All of Malick’s previous films are
filled with radiant and sometimes ominous imag-
es of nature and outdoor expanses, which he lin-
gers upon like a plein air painter at an easel. This



one takes it further, to the edges of the galaxy,
(perhaps) to show the mystical interconnected-
ness of all things great and small in the universe,
and our place within that infinitely complex web.
As Aadahl notes, “Everyone who sees this film is
going to have a different interpretation.”

The cosmic evolution sequence was one of
the most challenging in the film for Berkey and
Aadahl, and also among the first they worked on
three years ago. (Malick is famous for working at
his own unhurried pace.) “There are a lot of im-
ages there that were shot without sound, so it
was a big challenge to do that creatively,” Berkey
says during a break from working on X-Men: First
Class. “It’s not ‘you see a waterfall, you hear a wa-
terfall’ Things wash from one image to the other.
There are underwater shots, shots from space,
places where it isn’t really possible to record. In
that sequence, there’s a big hand-off between
music and FX going on that’s really interesting.

“All the sounds we used were natural, but
there are some creatures in there that obviously
don't exist today that we had to come up with
some sounds for.” CGI dinosaurs in a Terrence
Malick film? Yes! “They had a natural-history re-
search department that would give us informa-
tion about the structure of the skull and maybe

the makeup of the skin and coloring—a lot of in-
formation we could use to relate it to some animal
today to get a starting point. What kind of birds
would be in that kind of forest scene at that time?
We had to find different types of birds these crea-
tures related to so we worked with some library
sounds for that and then changed them to try to
relate them to the size of the creature or make
it sound a little more interesting or just different
than the modern version.” Or as Aadahl puts it,
“We got to reverse-engineer these species.”
Aadahl supplemented library material with
original recordings, including some insect and
frog sounds captured on an expedition to the
jungles of Cambodia. “One night,” he says from
the stage where he was working on Transform-
ers: Dark of the Moon, “I found this little pond
with some clicker frogs chirping away, and
through sheer luck 1 found myself positioned
between two of them with my little stereo X/Y
right in the middle of them, so 1 got this amazing
image of these two little frogs talking
to each other. After about 10 minutes,
1 looked up from the rig and saw this
little jungle cat sitting right next to me,
hanging out. He must've been curious
about what | was doing.” Aadahl used
a Sound Devices 722 recorder and an
Audio-Technica 825 in that instance.
He also had a Neumann 191 on the trip,
“but it was kind of rainy those days and
the 825 is almost indestructible.”
Another sound design element
in that sequence, and which appears
elsewhere in the film, is what Aadahl

calls “cosmic breath.” “l recorded
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myself breathing and took that sound into Pro
Tools and manipulated it to get this feeling that
you don’t perceive so much as an actual physical
sound as much as a conceptual thing. There’s a
tonal rumble that weaves in and out, with silence
in between. Hearing it, you wouldn’t know what
it was necessarily, but subconsciously there is
that feeling of a timeless energy cycling.” Malick
later dubbed it “the sound of eternal silence.”
The more “conventional” parts of the film

the ones with actors—also provided many occa-
sions for interesting and unusual sound design.
Berkey notes, “Terry likes the sound to be impres-
sionistic sometimes. Typically, you can sync in
some footsteps and a room tone and make it all
sound real, but what happens if you don’t>» What
does the viewer think when things are a bit ‘off?
Like playing a scene where you're inside a house
and most of the Foley sounds are taken out, but
the crickets outside are really, really loud—there’s
a continuous bed of crickets and there’s a voice-
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over on top of that, so it almost makes you look at that scene as if
you're floating above it rather than cut-to-cut.

“There’s a scene in the first reel,” Berkey continues, “where there’s
a close-up of a character talking on the phone, he then walks away
toward a running airplane. In a conventional movie, you would hear
the dialog up front, he'd walk away, you'd hear his footsteps, there’s
a plane in the background, you'd hear the plane engine. There might
be some music playing. But we did it differently. We don’t have the
dialog playing, even though he’s talking right on camera. Instead,
mest of the sound is the airplane and this weird instrument called

SolRd?

Music and sound are with us every minute of

every day, at the airport, the mall, everywhere.
We're moved by music in our cars and on
stage. We're absorbed into other worlds by the
sounds in video games and movies. Where
does all this music and sound come from?
Who makes it? CRAS PEOPLE MAKE IT!

Engineering programs around the country, the
instructors at CRAS seemed to have the most
experience in the industry. | was also drawn to

The Beam [which has piano wire strung across a metal
frame and is amplified to create unearthly tones]. It
took us forever to get the feeling right. Do we need
to play [the FX] really loud to justify why we wouldn’t
hear [the phone call], or should we play it sort of sub-
tly, and then it's even weirder because why don’t I hear
him? You can do it endless ways.”

There is copious experimentation with sounds
and mixing approaches on Malick’s films. Berkey
says, “You just have to be willing to explore. He has
us go on a journey, on purpose, to discover things. He
doesn’t always know the destination, but he knows
when we get there whether he likes it or not. In a lot
of the film work we do, we're trying to achieve some-

thing we know—you have sounds of things you see on screen and
you're trying to communicate that. In a film like this, you're trying
to achieve things you don’t know, and you don’t know how to get
there and you don’t even necessarily know when you're there so you
can get lost. You do know, though, when you achieve something and
you feel it: ‘Oh, that’s really interesting!’ That’s what Terry's looking
for. We spent many weeks on the mixing stage playing with sounds
and trying different things so that later we had a better sense of
where to go with [the mix].”

The pacing and editing of Malick’s films also have an enor-
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mous impact on the sound design because, in
a sense, he often composes scenes in longer
thoughts than most filmmakers. Aadahl com-
ments, “You have the space and time in the
film to actually create emotions that aren’t
just on and off in two seconds, where you can
really build these feelings—and very simply
sometimes, maybe with the right lonely wind
sound or the right distant single bird in the
forest. Each of these sounds has an innate
evocative essence that triggers something
emotionally. Terry’s films give the audience
the space to feel things on their own and not
just have a nonstop pop score telling them
what to feel and invasive picture editing tell-
ing them where to look every second.”

Originally, the final mix for The Tree of Life
was scheduled for January 2010, with Berkey
mixing FX and Chris Scarabosio handling dia-
log and music (which combines original score
by Alexander Desplat with pieces by Mahler,
Berlioz, Zbigniev Preisner and others). Work-
ing on the three-position Avid ICON on Stage
B at Audio Head—the histaric Samuel Gold-
wyn Sound Studios now awned by Picture
Head—the duo mixed for a couple of weeks,
broke oft for a period to accommodate some
picture changes, then came back together
briefly before Scarabosio had to leave for an-
other mixing commitment. At that point,
Berkey took on responsibility for the full mix
and by luly it was finished and print-mastered.
Except that Malick wanted more changes, in-
cluding shortening the final run time to two
hours and 15 minutes. This time, Berkey was
unavailable, so Jeremy Peirson took over for
the final touchups. (Joel Dougherty—who does
everything from sound editing to conform-
ing to scheduling to making sure everything
is working at the mix—was the only member
of the sound team to work on the film from
beginning to end.)

There are easier, shorter and better-paying gigs than Malick films, but
it seems as though nearly everyone who works with him—from actors
to sound crew—love sharing in his utterly unique vision. The process
is almost as important as the final result—how will this five, seven or
even 9-hour cut ever become a manageable film? That’s what everyone
finds out together, collaboratively. Aadahl notes, “Everybody in the room
is asked about everything. Terry’s smart enough to know that someone
might have an ide