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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

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

(800) 222-4700 * Sweetwater.com




The Service Difference!

Huge Inventory, Free Shipping

Need it fast? We get it to you fast. In fact, most orders ship the
same day! Qur enormous warehouse is stocked with all the latest,
greatest gear, so you get easy access to the best products available.
Plus, our free shipping adds even more value to your purchase!

Free 2-year Warranty*
Want even maore value for your maney? You'll love the free 2-year
warranty we add to your purchase. It's a Sweetwater exclusive!

Industry-leading Service and Support

Great value doesn’t end with the sale. Sweetwater is here for
you after your purchase, with a full factory-authorized service
department and top-tier tech support.

Friendly, Expert Staff!

When you call Sweetwater, you get one-on-
orie communication with experts! Qur Sales
Engineers are musicians and engineers who
can relate to you and your needs, so you get
valuable advice and personal service from
someone who knows the gear inside and out.

. 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. Qur 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.

You

YouTube. Facebook Twitter.con/

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.

FREE Shipping ¢ FREE 2-year Warranty ¢ FREE Tech Support ¢

FREE Professional Advice * LOWEST Possible Prices
(800) 222-4700 * Sweetwater.com

* Please note: Apple products are excluded from this warranty, and other restrictions
may apply. Please visit www.sweetwater.com/warranty for complete details.

Music Instruments & Pro Audio
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THE PUREST SOUND. THE CLEAREST SIGNAL.

THE MOST CONTROL.
PSM 1000

Personal Monitoring System

PSM 1000 from Shure offers huge bandwidth, networked control and advanced

automated functionality. With its full-rack dual channel transmitter and diversity

bodypack, PSM 1000 takes performance beyond expectations.

Key Features:

72 MHz

Tuning Range
Networked
Transmitter Control

Diversity Bodypack
Full Bandwidth Scan

Advanced
Rechargeability

PSM®300 Backwards
Compatibility

SHURE

PSM1000

P10T
Dual Wirefess Transmitter

with Audio Reference
Companding

The widest PSM tuning range combined with ultra-linear RF transmission
delivers more channels on-air.

Vastly simplifies setup by allowing one transmitter to refay setting
assignments to all other transmitters on the network.

Dramatically improved signal reception and increased range.

Scan the entire 72 MHz tuning range from the bodypack and view the results
on a high-resotution frequency plot

Lithium-ion rechargeable battery system provides extended usage times and
precise metering of battery life and health.

PSM 1000 systems are fully compatible with PSM 900 transmitters and
receivers in the same frequency range

vox1 0

601 Cho7 1 0dB

World Radio History



From the Editor

SOUND AND PICTURE

e've seen this happen before, with a medium birthed on audio giving way to dom-
inance by video. It happened in broadcast, where radio—the original WiFi, albeit
one-way—was overtaken by television, and later cable, on the news and drama front,
then decades later by MTV on the music front. In broad and simple terms, you can
replace broadcast with Internet/mobile, and plug in Napster for radio and YouTube, a seemingly legal
peer-to-peer for video, and you can see the parallels. Only this time, it didn’t take video 30 to 40 years
to assert itself; it simply required more bandwidth and greater storage, and then it seemingly hap-
pened overnight.

There are many holes in this argument, and to be sure radio hardly disappeared with the advent of tele-
vision. But the fundamental shift in how we get information—news or entertainment—is eerily similar.
There were big technical challenges to overcome in production; there were plenty of rights issues to work
out with performers; and the change in the primary means of distribution created all kinds of chaos in the

professional world, with the old guard predicting the death of quality audio and the loss of jobs with the
emergence of television. Of course that didn’t happen. New industries were born, new jobs were created,
cable came onto the scene and one day we got hi-def.

But there is a huge difference this time around as we transform from a broadcast/cable model to a
streaming/download world. And that is the barrier of entry to the means of production and distribution.
I'm not talking about 1998, when the walls went down and there were elaborate predictions about how the
Internet was the great equalizer and anyone could be a star. It has become much too mature of an industry
to believe that. I'm talking more about how individuals or smaller organizations can now compete, about
how a wind ensemble Webcast from the University of North Texas can demand prime-time eyeballs
simply because it's available. I'm talking about how Rebecca Black can find her fleeting 15 minutes with a
camera in her living room, and how YouTube can remain a Top s site year after year and change the way
we discover new music. Once the corporations take over, we see how Netflix can, in one year, become the
biggest data distributor on the Web.

In the broadcast model, there is a demand for facilities that cater to sound-for-picture. There are trucks
that capture the live events and post houses that mix program. There are symphonies hired to record the
openings and big money paid to artists for licensing deals. A few short decades ago, there were whole
businesses built around transfers and laybacks and duplication. Big-budget programs needed—and still
do need—professional resources, and that's not going away. We call it sound for picture because that's
what it is: sound serving picture. But that is changing. Today, it might be more accurate to call it sound
and picture.

The audio and video industries have always shared a familial bond, to the point that we still hear the
cliché that audio is the bastard stepchild of video. But the producers of today and tomorrow know video
and audio. They work comfortably in both fields, and they have the tools available to do so, at a relatively
low cost. Entire new industries of audio production, post-production and distribution are opening up,
with all the ancillary services that feed them. The Internet is maturing, mobile is exploding and who
knows what will happen with social media. We've seen this transformation happen before, but this time
we all get to be part of it.
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"Amazing desk guys,
Thanks for making
my job easier!"

Tools.

" just spent the last two weeks doing overdubs at Blackbird in Studio E on the 1608.
Wow, this is an amazing sounding console; so punchy and open on the top end.
The preamps are huge! In the box or outside the box, everything should pass thru
this console once. Amazing desk guys, Thanks for making my job easier! Cheers!"

Joe Chiccarelli
MultiGrammy winning Producer/Engineer

The White Stripes, U2, The Shins, Elfon John,
My Morning Jacket, Tori Amos, The Raconteurs.

Joe Chiccarellireceives no compensation for his appearance g5 comments

The 1608 Console from API
Blackbird Studio, Studio E,
Nashville, TN

www.apiaudio.com
301.776.7879



TALKBACK // TECHTICKER //

JERRY RAGOVOY
1931-201

Jerrv Ragovoy, the song-
writer behind “Time s
on \ly Side” and “Piece
of My Heart,” among
mamy  others, passed
avay from complica-
tions following a stroke.
Ragovoy Herb
Slotkin set up Grand
Records to release tracks from The Castelles,
including "My Girl Awaits Me" and "This Silver
Ring" The label could not replicate the success of
those albums, and so Ragovoy joined Chancel-
lor Records (Philadephia) for a bricf time and

and

eventually moved to New York City, where he
worked with songwriter/producer Bert Berns
and released "Cry Baby” for Garnet Mimms and
The Enchanters; this was one of many songs
for which Ragovoy used his pseudonym Nor-
man Meade. Working mainly with Berns until
the latter's death in 1967, Ragovoy created a se-
ries of soul records. The ensuing years saw less
and less of Ragovoy, though he did come out of
retirement in 2003 for a reunion with oward
Tate, writing songs for the latter.

Take It to the Hill

On July 26, The Recording Academ
and its Producers & Engineers \Ving
brought producers and Congressional
leaders to Capitol Hill for a day of meet-
ings, panel discussion and musical dem-
onstrations—all part of the academy’s
D.C.-based Grammys on the Hill initia-
tive. Discussions focused on intellectual
property, performance rights, the eco-
nomic and cultural importance of mu-
sic, and the changing landscape of the
recording industry. The noontime panel
focused on the art, craft and process of
recording.

mixonline.com

ILOG UPDAT

Addressing an audience of 16 musicians, engi-
neers and producers, the latest Alan Parsons
Master Class at The Village Recorders in West
Los Angeles during late july expanded upon

Academy at the recent Grammys on the Hill initiative.

5 // INDUSTRY NEWS // STUDIO UNKNOWN

[Webcast/

Mixing the Band With
Universal Audio's UAD-2
Satellite and UAD Powered

Plug-Ins.
Available September 29.
mixonline.com/webcasts

techniques outlined in Parsons’ Art & Science of
Sound Recording D\ D series. Produced by Julian
Colbeck from Keyfax NewMedia, the two-day
Level 3/Advanced Session included a live tracking
date “Do You Live At All," with Vinnie Colaiuta on
drums, Nathan East on bass, Michael Thompson
on guitar and Rami Jaffee on keyboards, followed
by instrumental overdubs, plus lead, harmom
and background vocals from PJ. Olsson. Event
co-sponsors included Vintage King Audio, Audio-
Technica, Universal Audio and Yamaha.

‘I am a huge fan of Alan Parsons’ work,”
savs Robert Fort, a Los Angeles-based musi-
cian working in the music retailing industry.
“It was interesting to listen to comments from
the participating musicians during the tracking
session, and have Alan explain the recording
and mixing process in such detail.” Brian Dees,
a Florida-based attorney with his own project
studio, agrees: "Walching Alan work was a rev-
elation. | learned a lot about session techniques,
particularly using EQ on piano tracks. | took a
lot of notes!”

Mel Lambert



seen 6 heard “ My 17years as AES executive direc-

tor have been an exhilarating and
deeply gratifying experience. | have
thoroughly enjoyed collaborating with
convention committees on nearly 40
major events in the United States and throughout Europe. | have also been privi-
leged to work with AES members around the world on hundreds of conferences,
workshops and internal events. | take great pride in these accomplishments and
in having guided the AES through the particularly difficult times experienced by
the entire professional audio industry over the past decade. | look forward to
continuing to contribute my time and energy to this indispensable organization

in future years.

—Roger Furness, who steps down as AES executive director
and remains as executive director emeritus through 2012.

PATENT FILING

Lauten Audio and Dr. Charles Chen, Ph.D., have
filed for a new patent related to microphone
capsule biasing, which relates to a double-bias
circuit for condenser microphone capsules that
generates a balanced output directly from a
condenser capsule without the need for a phase
splitter or transformer in the circuit path. Cur-
rent splitter circuits result in distortion or clip-
ping of the two output signals, negatively affect-
ing the dynamic range, the invenotrs say. Lauten

Audio plans to implement the new technology

i i Dr. Charles Chen. Ph.D.. at work on new Lauten Audio
into future condenser mics. microphone designs

TechTicker: New Avid Fast Track C400/C600?
Looks like the cats out of the bag on new Fast Track inter-
' faces from Avid. NovaMusik has the new Fast Track C400 and
€600 on their site with hints at onboard effects and a moni-
tor management system supporting multiple speaker sets.

Ask Eddie: Topic4—Search and Destroy
Upgrading op amps in the audio path can be a bit of aminefield.
But not allop amps are in the signal path...so when anop amp's
functionality is circuit-critical, check the manufacturer's Website.

SPARS Sound Bite
Film Is a Sound Idea

At Ardent Studios, our job is to create
entertainment—any way possible. While we are
rooted in the foundations of rock 'n’ roll from our
45 years in Mempbhis, we have seen the power of
the visual. Sound and picture have gone hand-in-
hand since the 1920s, and today the relationship
is even closer. There isn’t a music industry or a
film industry anymore, and soon there won't
even be a traditional broadcast industry. There is
just the entertainment industry. The demand for
video content—with superior audio—is explod-
ing with the advent of streaming and downloads.

Ardent’s Film Department was launched on

March 20, 2011, to provide for our music clients
and our internal need for video services. At the

same time, John Fry (Ardent founder/president,
pictured at left with Jonathan Pekar) was dis-
content with the lost opportunities of film and
video productions, so he put his money where
his mouth is. Ardent is pleased to announce the
addition of a 48-channel SSL Duality console
with in-board patchbay, a Delta Link HD-MADI
unit and two Alpha Link converter units.

Now Ardent is a full-service production facili-
ty capable of taking an idea from inception to the
final cut. Although we use a world-class creative
and technical labor force, we still begin every
production in an old-school style: a pencil, paper
and great ideas. Ardent’s first production was a
30-second animated PSA for the Memphis Music
Foundation. We came up with the idea, col-
laborated with Memphis artist Lamar Sorrento
and brought one of his fantastic paintings to
life. 1t took about two months to animate the
art and another week to get the audio coordi-
nated. We premiered the commercial at our Film
Department’s grand-opening party last June.

We believe in Memphis and invite the world
to visit our unique city. We can bring you some
of the best artists on the planet, and we can even
do your audio post.

— Jonathan Pekar
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e guitars sound
aming with R-121 Live
“mitsion the cabinets,
and they stand out well

in the mix.”

Jim Ebdon

FOH Engineer - Maroon 5, Aerosmith,
Matchbox Twenty, Annie Lennox
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Studio Unknown Update

lsimage really everything, even when it comes //

to post-production studios? Sure, image plays
a big part in those who are in front of the
camera, but what about the facilities that are
behind the scenes? Do dollars and time spent
on branding and image-management devel-
opment actually translate into jobs? Find out
in the September issue of “Confessions of a
Small Working Studio.”
>>mixonline.com/studio_unknown

[ ]
Cool Spin
Dan Mangan Oh Fortune
(Arts & Crafts)

There’s just something so beautiful
about a man and his acoustic guitar—is
it the simplicity? The single voice and
a few strummed chords? Then throw
in splashes of other instrumentation
and backing vocals, and the entire
atmosphere becomes more luscious,
something a bit beefier. For singer/

5

songwriter Dan Mangan, his latest out-

ing, Oh Fortune, is steeped in his folk
sensibilities—a raspy voice, excellent
acoustic guitar strumming and twang-
ing, deft tempo changes. Writing mostly
on the road during the past three years,
Mangan'’s muse was evidently out the
window of the touring bus (*Rows of
Houses") and deep inside his soul (“If |
Am Dead").
>>mixonline.com/cool-spins

S

SoundWorks
Collection Update

Director Rupert Wyatt
takes the audience on
the science-fiction sum-
mer hit Rise of the Plan-
et of the Apes. Leading
the sound team is super-
vising sound editor and
sound designer Chuck Michael and co-supervisor
John Larsen, with the talents of first assistant sound
editor Smokey Cloud and sound re-recording mixers
Doug Hemphill and Ron Bartlett.
>>mixonline.com/post/features/video_sound
works_collection

FREE:
Webcasts on Demand

* Recording and Mixing Techniques for Vocal
Recording
Sponsored by Shure

 Multiformat Mixing on a Workstation:
Optimizing Your Windows 7 DAW for Audio
Production
Sposored by Dell

« Digital Converters for Today’s Studio
Sponsored by Lynx

» Wireless Theater: Optimizing Systems for
Vocal Clarity
Sponscred by Loctrosonics

* Tracking, Comping and Editing Drums and
Maximum Note Expression With Cubase 6
Sponsored by Steinberg

« Editing and Mastering Solutions With
Wavel.ab 7 for Mac and Windows
Sponsored by Steinberg

* Tracking the Band
Sponsored by Mackie

>>mixonline.com/webcasts

*

Mix Books:

Jigital. Portable. Essential

« Digital Format. Custom Content.
¢ Rich Media

+ Embedded Video

* Hot Links

* Resource Guide & Glossary

Available exclusively at mixbooks.com



MICHAEL BEARDEN

On stage or in the studio, Lopez Tonight Band Leader and
Michael Jackson's This Is It Musical Director, Composer,
and Associate Producer gets the hottest sounds from his
game-changing Korg Kronos Music Workstation.
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On the Cover

PIANELLA STUDIOS, MALIBU, CA

fter years of using a converted
walk-in closet in a rental in Malibu,
Calif., as a demo production studio,
Oscar-nominated film composer
Marco Beltrami (The Hurt Locker, 3:10 to Yuma
and the upcoming remake of The Thing) decided
it was time to build the kind of facility that would
provide him and his sound designer/co-composer,

Buck Sanders, a place to compose, record and mix
final score recordings.

The result is Pianella Studios, completed in
2010. Situated on a mountaintop in a rural portion
of Malibu in Ventura County, the studio offers a

12 mix

uniquely reverberant—particularly for its size—
recording stage, designed under the supervision of
Abbey Road Studios alumnus John Kurlander, who
has also been Beltrami's scoring mixer for more
than 45 films.

“We do a lot of experimentation,” Beltrami
explains of his and Sanders’ composition process.
“1 found that we were spending a lot of time in
studios recording sounds, and when you're paying
for the studio, it gets prohibitive. You can't really
explore to the fullest. And that's something we
really enjoy doing.”

An avid motorcyclist, Beltrami had explored

mixonline.com

/

Marco Beltrami's separate
writing room is centered on an
Avid D-Command and MOTU
Digital Performer.

the area that would become Pianella’s home. “It
was just raw land,” he says of the 20-acre site. “It
was just an amazing place.” Working with archi-
tect Gary Williamson, Beltrami initially planned a
three-fold design: a house, featuring the recording
studio on the lower level; a guest house for visiting
production teams; and a 6ox40-foot barn to store
his bikes and other materials.

The permit process, however, forced him to
change his plans. While the simple barn structure
was approved quickly, the approvals for the house
were delayed. As Kurlander recalls, “He called me to
lunch with Gary, and said, ‘Look, we have approval



"The Reamp®is the
recording quitar
player’s best friend. It

works great with bass
and keyboards too.

~ Joe Satriani

“Itis nice to find great
sounding industrial
grade equipment still
being made today!"
~Daniel Lanois

{U2, Robbie Robertson,
Bob Dylan, Peter Gabriel)

"The Radial JD7 is by
far the finest guitar
_. distro and Reamp |
& have ever come
across. itisan
.| indispensable studio
tool for me."

«~Steve Vai

I really love the JD7
and the 5GI. They
work better than |
could ever imagine!!’
~ Roy Hendrickson
(B.B.King, Pat Metheny
Miles Davis, Al Di Meola

"The 5GI and X-Amp are

so useful that I don't

know how | managed
I without them before.’

~Simon Gogerly

(U2, Gwen Stefani

P.Diddy, Bob Marley)

"The Radial JD7 makes
my guitar sounds so
much thicker and
punchier. The Drag™

feature should be builtinto

everything ever made!"

~Butch Walker

» (Avril Lavigne, Pink

" Fall Out Boy, Simple Plan,
Sevendust. Hot Hot Heat

‘ncomparable quality,
deep features and tone,

tone, tone! The Radial IO7

gives methe cleanest and
punchiest guitars no

matter what combination

of gearis pluggedin.”

~Eric Liljestrand
Lucinda Withams, U2
Bili Frisell, Ringo Starr,

"The JD7 is a god-send
for my studio work. |
can route my guitar to
my amps and tuner
while recording direct.
It's perfect!”

~ Jeff Waters

Annihilator,

REOMA!

Power Tools for Reamping...
from Radial Engineering!

R .”"!

7

e
od\c“ 6(;

o) ;
A LT STUDI0 REAMP R
&

@Rgdial

Reamping™ is all about

optimizing the performance first, then
getting the track to sound right later. The
process is simple: Record a guitar or bass
track using a Radial J48™ direct box. Split the signal using the
Ja8's 'Thru’output so the artist can hear the guitar through
their amp. Mic the amp and record it as usual. At the same
time, send the dry track from the J48 to your recorder.

2. Reamp the
track to amp

1. Record
dry track

t th f b
Capture the performance. 48

Send the guitar player to the beach.

From the recorder, send the dry track through the
Reamp into a new amp. Mic the amp and move the mic
around until you find the sweet spot.Repeat the process
on bass, snare drum, keyboards. Get creative and add
grit to the lead vocal by Reamping it through a
Tonebona® Classic™ tube distortion.

.
.

3. Record new Reamped track

Pros have been Reamping for years and with today's
unlimited digital tracks, you can now bring Reamp magic
to all your recordings. Radial offers a wide range of
Reampers that deliver superb audio quality, save valuable
time, are easy to use and priced to suit every budget.

Radial - the number one name in Reamping!
..power tools for power players™

1588 Kebet Way, Port Coquitlam BC V3C 5M5 tel: 604.942-1001 email: info@radialeng.com
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for the barn, but the house is going to take forever
and I need a studio. How about we put the studio
in the barn?’ It was very big, and when we overlaid
Gary’s studio plan onto the barn, it was dwarted.
So I just drew out on a napkin a little plan, which
we built.”

Kurlander, who moved to Los Angeles from
England in the late 1990s, wanted to see something
that didn’t exist in L.A. scoring stages. “All the
orchestral studios and recording venues in Europe,
particularly in London, have ambient spaces where
the reverberation time is much longer,” with decay
times of more than two seconds. “The converted
soundstages of Southern California, however, are
closer to 1-second RT. They definitely have a dead
sound. It’s just a different mindset.”

So while Kurlander could have spec’d a false ceil-
ing to deaden the room, he chose to take advantage
of the 28-foot ceiling the barn structure offered,
maximizing the reverberation in the 30x35-foot
studio area, where up to 35 musicians can fit. A
10.5-foot balcony underhang allows room for an
additional five players.

The parallel walls of the high ceiling are lined
with 8x4-foot classic-core %-inch maple panels
treated with a polyurethane finish, resulting in
a highly reflective tower, in a sense, above the
musicians. The lower-level walls are lined with an
untreated Plyboo panel material made of com-
pressed bamboo, and the studio floor is built of
white oak, also uncoated, except for a slight wax-oil
treatment. “Marco said to me, ‘What if someone
spills coffee?” recalls Kurlander. “1 told him 1 would

e inlerior space.

personally clean it up! [Laughs.] So what we have is
the livest surface—the hardest surfaces—up in the
air, and the surfaces where the players are, such as
the sidewalls and floor, are relatively softer.”

The main three-microphone tree picks up the
overall sound, plus that natural reverb, with an
additional pair of mics attached to the back wall of
the high wall, recording mostly room alone, giving
the engineer added flexibility during mixing.

“Everyone said to us, ‘But won't you get a

terrible slap?” Kurlander says. “Yes, but nobody’s
going to be up there to hear it. We've done impulse-
response tests, and, empty, it measures a smooth 2.3
seconds and about 2.1 with the orchestra present.
With that decay time, we have a recording space
unlike anything available anywhere else in Los
Angeles.”

Pianella also features on its first floor, two iso
booths—one big enough for a piano and the other,
narrower, behind the conductor for a few soloists.
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There is also a kitchen and a single restroom, which
Beltrami quickly realized would not be enough for
the multitude on break between cues. “When we
did our first session with an orchestra, | made an
announcement suggesting the gentlemen make use
of the bushes outside, leaving the restroom inside
for the ladies,” he says with a laugh. Expanded
facilities are already in the works.

Upstairs is a lounge, as well as a work area for
copyists to make any between-session changes.
There is also a balcony over the rear of the stage,
on which either musicians can be placed and miked
from below, or microphones can be placed (and
connected through tielines) to record the musicians
below. “It provides a different perspec-
tive,” explains Sanders. “On The Thing,
there were some effects we were trying
to get with the woodwinds. We wanted
them to sound distant so we had the play-
ers up on the balcony and recorded them
from dowi on the floor.”

The upstairs is also home to
Beltrami’s warmly decorated writing
room. Both he and Sanders work in
MOTU Digital Performer; Sanders
works below, in a portion of the con-
trol room and in the main studio,
creating sounds that are sent up to
Beltrami to incorporate in his compo-
sitions. “Buck records sounds that we
use in a template of sounds to be used
in the film, and then I start working
on cues,” Beltrami explains. “Our work
together has evolved since we started
15 years ago. | initially had brought
Buck in because 1 needed someone
who was technically savvy, but we also
co-compose.”

With the exception of some basic orchestral
sounds used for mock-up purposes, the pair avoid
using any sample libraries in their scores. “What
really sets us apart from other scores or composers is
that we have a place where we can fully experiment
and create sounds that you can't get from a sample
library,” Sanders says. Adds Kurlander, “It’s one of the
things that characterizes their scores; it's completely
organic. If you hear what sounds like a drum loop,
that means Buck has just made a recording and
created a 4-bar pattern and looped it. Or they'll use
something like the sound from the thumping of a
piano pedal—Buck turned that into something.”

On a recent visit, Sanders was using the back
side of an old saw as a bow on an open-tuned
guitar, creating a sound for an upcoming project’s
character theme. The instrument was recorded

using a M/S mic setup, which, later, using Digital
Performer, allows him to vary both the stereo
spread of the recording and its close pickup. “It
can open up at times when the character becomes
agitated, evolving over a scene.”

Unique to Pianella is the ability to record with
the studio’s sliding “barn doors” either open or
closed, allowing in fresh air from the beautiful—
and quiet—environment outside, as well as acting
as a natural baffle to adjust some of the room's
reverberance. “The inherent problem with baffles
is that they're not broadband absorbers,” explains
Jay Kaufman of Kaufman & Associates, who was
brought in to refine the original building design

Composer Buck Sapders

and studio owner/composer
Marco Beltrami (seated)

to provide better isolation. “Most of the energy
absorbed is mid- and high-band. So when lots of
baffles are used, it changes the character of the
room, becomes boomier. When you open those
doors, it, in essence, becomes this wonderful broad-
band absorber. It doesn't change the character of
the room; it just becomes drier.”

In addition to adjusting the geometry of
Williamson's original design to provide a smoother
response in various parts of the building, and cre-
ating improved isolation between studio spaces,
Kaufman also helped Beltrami and Kurlander real-
ize their vision for the control room. “We had done
the score for I, Robot, and they had given us the
unusual opportunity to mix the music on one of
their smaller dub stages rather than in a recording
studio,” Kurlander recalls. “The three of us had the

best time doing that.” After a similar experience
on another project, Kurlander suggested, “'Let’s
build the control room like a little dub stage. On
one level, it's a control room for the main stage. On
another level, when we pull the blinds down and
make it dark, it's a dubbing theater. And we put
theatrical monitoring behind the screen.”

The monitor speakers are Meyer Acheron Studio
L/C/R behind the screen, with a pair of Meyer
HMS-10s for the rear surrounds and UP-4XPs for
side surrounds, making it a true 7.1 room. There
is also a pair of X-800C subwoofers. Says Sanders,
“The low end in the room speaks really well.”

Kurlander has a go-fader Avid D-Command
control surface, with a Pro Tools monitor
screen on the left and the D-Command
controls to the right of the faders. “When
you're sitting in the middle, you can get
to the transport either by leaning to the
left or to the right,” he explains. Behind
him are racks of his favorite mic pre's: 24
British-made Raindirk Series 3 preamps,
as well as eight Millennia HP-3Ds. “The
Raindirks I use for bread-and-butter mics,
such as spot mics, and | use the Millennia
on the mains.”

Behind Kurlander’s console is Sanders’
workspace, with a Digital Performer sta-
tion and his own collection of “esoteric
pre’s,” as Kurlander describes them. In the
rear is a sofa and desk for visiting produc-
ers and directors.

The original design for the room was
inadequate in isolation, which Kaufman
remedied by designing a true “floating
room” system. He also added a THX baffle
wall, a large broadband absorber in the
rear and additional ceiling treatments.
And, keeping Beltrami’s vision of a pleasant work-
place environment intact, the control room not
only has a large glass window for a full view of the
studio, but another window surface opposite it to
allow a view of the outside. “For a dubbing theater,
it has a very high percentage of glass for the volume
of the room,” Kaufman explains, adding that he
eliminated any anomalies the windows might cause
through careful glass angle placement.

The resulting design, both for the studio and
control room, has produced exceptional results.
“John’s been impressed with how well the scores
translate to the dub theater,” says Kaufman. Adds
Kurlander, “The musicians all love playing in here,
particularly the ones who have experienced record-
ing in Europe. They tell us, ‘We can all hear each
other so clearly.”
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IEW WEBCAST NOW ON DEMAND: TECHNIQUES FOR VOCAL RECORDING
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CHRISTINA PERRI

Singer/Songwriter Puts Her Heart on the Line on lovestrong

By Blair Jackson
here have never been so many ways to
have a hit. Take Christina Perri’s sur-
prise 2010 smash “Jar of Hearts.” On
June 29, 2010, Perri was an unknown
24-year-old singer/songwriter living in Los Ange-
les. Originally from the Philadelphia area, she'd
knocked around L.A. for a couple of years looking
for a break, moved back to Philly near the end of
2009, wrote the emotional “Jar of Hearts” during
her time there and then returned to L.A., where she
worked as a waitress by day and did some recording.
A friend of hers passed a tape of “Jar of Hearts”

to the choreographer for So You Think You Can
Dance, and on June 30, 2010, the song aired as
accompaniment to a pair's dance routine. Within
days, the song had sold nearly 50,000 digital copies,
jumped onto the Billboard charts and developed a
momentum of its own. Sales of the song doubled in
a month, Perri appeared on national TV singing her
song and by the end of July had inked a deal with
Atlantic Records. The single went on to make it into
the Top 20 in the U.S. and was a hit in several other
countries, and that fall she put out an EP called The
Ocean Way Sessions, recorded live at the iconic L.A.
studio.

CHRISTINA PERRI
By Blair Jackson 17

EXTREME MASTERING
By Sarah Benzuly 18

NEWS AND NOTES

By Sarah Benzuly 20

CLASSIC TRACKS: CHARLIE
RICH'S BEHIND CLOSED DOORS
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When it came time to record her first full album,
lovestrong, in the winter of this year, she teamed up
with producer/engineer Joe Chiccarelli and went
into one of his favorite haunts, Sunset Sound in LA.,
along with her band, and knocked out the record in
a little more than a month. “Both the ‘Jar of Hearts’
recording and the EP were both so raw and done so
organically—quick and real and heartfelt,” Perri says
from New York, on the day she was to appear on
Late Show With David Letterman. “The feeling I got
from making both of those made me know I wanted
the same for lovestrong.”

Chiccarelli adds, “When she finally had all the
material for the album and they were ready to go,
her management company called and said they
wanted to do something that was pretty straight-
ahead and band-like. She sent me over a few new
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tunes and | agreed to meet with her. The only
thing she was pretty certain about was she
loved her band and they had a sound and they
understood her and she really wanted them to
be involved. When | started working with them,
they had only been together a couple of months
and played a couple of shows. But they seemed
to be on the same page from the start, so I didn't
have any qualms about working with them.”

The core band on the album included multi-
instrumentalist John Anderson, bassist Jenni
Tarma (formerly of Kylie Minogue's band), gui-
tarist Mike Daly and drummer Elmo Lovano.
Perri plays guitar and piano, and a number of
other fine players contributed to the disc. Four
of the songs on the album were written by Perri;
she collaborated on the rest with David Hodges
(of Evanescence fame), “Jar of Hearts” co-writ-
ers Drew Lawrence and Barrett Yeretsian (who
produced the two songs they were involved
with, including the album version of “Jar”), Greg
Kurstin and John Anderson.

Once ensconced alongside fellow engi-
neer Graham Hope in Sunset Sound—which
Chiccarelli loves for its “fat-sounding, custom-
built Jensen APl console, incredible mics and
rooms that still sound awesome”—tracking was
done mostly live. “With the exception of ‘Arms,
everything was done starting out as perfor-
mance-based,” he says. “Once a tempo is estab-
lished, I'll have the singer record a vocal take with
the band and we'll overdub to that vocal take so
you always have a guide vocal that is an honest,
heartfelt performance.” On lovestrong, all the
lead vocals, except for “Sad Song” and a couple of
unreleased tunes, were overdubbed later.

“l used a couple of different microphones,”
Chiccarelli says. “I figured she'd sound great on
a Telefunken 251, but she really didn’t because
she’s got such a gutsy voice and it doesn’t nec-
essarily want all that hi-fi ‘air’ that you some-
times like to put on female vocals. It's the grit
and the soul that's more important, so a tube
[Neumann] 67 was on about half the vocals, and
then I also used a new mic by ]Z Microphones—

more online |©|

their V67 is like a solid-state copy of a 67—and
it really sounded good on her. It sounded like
a bit more open version of a 67, and being a
more modern mic, it had a bit more headroom
and it didn't break up in the way a 67 does. On
the really intimate songs, [the Neumann] was a
little too much—a little too dirty—and that JZ
mic being nice and sweet and open worked out
really great.” Chiccarelli also employed some of
the proprietary DeMedio preamps in Sunset’s
old refurbished custom boards on Perri’s vocals,
as well as an occasional Neve 1073, a Pultec and
a Retro 176. He used a Purple Audio MC76 comp
for some of the background vocals.

“The last couple of weeks recording we had
two rooms going on, where she would come in
Studio 1 with me and do lead vocals and then,
when we were done, shed go over to Studio 3
with Graham and do background vocal overdubs
while 1 was doing keyboards or guitar overdubs
in Studio 1 with somebody else. So it was kind of
trying for her at times to all of a sudden sit with
me for a few hours and do a lead vocal where she
had to pour her guts out, and then walk in the
other room, switch to the other side of her brain
and think about stacking up harmony vocals.”

The album was mixed by Michael Brauer
on the SSL 9000] in his new room at Electric
Lady Studios in New York. “He has good taste
and great ears,” Chiccarelli comments. “I sent
him rough mixes of everything and he’s super-
respectful of that. He’s very musical and very
good at understanding what you're trying to
go for.” Perri was deeply involved in the pro-
cess, following the mixes remotely in real time
through a combination of Nicecast and Skype.

“She is strong and vocal and not afraid to
voice an opinion or stand up for what she
believes in,” Chiccarelli says. “I love working
with artists like that. You can be up front and
truthful and have an honest discussion about
anything, big picture or small picture.”

EXTREME MASTERING
MAKEOVER

By Sarah Benzuly

When Extreme Music (London), the production
music arm of Sony ATV, wanted to upgrade its layout
and acoustics in its new mastering facility, the staff
turned to White Mark, which employed its Fast
Studio construction method, bringing the goal to
fruition in just seven days.

White Mark marketing director David Bell
explains how this can be done: “Our system uses
properly constructed and individually specified
acoustic modules that are assembled off-site, making
them very quick and easy to install. They are ideal
for rooms using free-standing monitors and in
which there is no need for full isolation. We always
insist that Fast Studio customers have their initial
drawings and monitor setups carried out by our team
of experts so that we can guarantee the viability of
using the system and the level of performance that
will be achieved.”

White Mark’s builders, Oakwood, installed six
panels and created a new section of flooring that is

Nick Cookein the nen
mastering facility

rigidly fixed to the concrete structure beneath and
packed all remaining voids with mineral wool to
control unwanted resonances.

Nick Cooke, who joined Extreme Music a year
ago from De Wolfe Music, says, “The new system
has made a huge difference to the acoustics of the
room, to the extent that even our non-technical
staff comment on how much smoother everything
sounds. I'm also thrilled with the new layout [turning
the room around and positioning the desk in front of
the window], which has made it a much nicer place
in which to spend time.”
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How do you descrlbe the world s most sought-after virtual drums?
The Press has a few ideas.
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“These may be the best-sounding sampled drums I've

ever heard.”—ELECTRONIC MUSICIAN A
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“A new level of stunningly great drum sounds. There’s
simply no way to get the same results for less time and
KEYBOARD less money.”—KEYBOARD MAGAZINE
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“This Is a library from a studio that’s sold over a billion
records—and it sounds like it.”—SOUND ON SOUND

“This is a fantastic drum plug-in—1 put OWD up against other
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—MIX MAGAZINE

“Ocean Way Drums delivers 100% on its promise—
Great-sounding, extremely tlexible drum sounds.”
—EQ MAGAZINE

“l just can’t see how you can get anything better than
Ocean Way Drums.”—MACWORLD MAGAZINE

“You’re not going to get these kind of drum sounds any cheaper.
Is it worth it? Absolutely.” —-RECORDING MAGAZINE

If you're serious about drums, get Ocean Way Drums,

the only all-in-one, high-resolution virtual drum

instrument recorded in the world’s most awarded

recording studio. I D R U M S S

Contact ILIO to get the Ocean Way Drums package

that’s right for you. Go to oceanwaydrums.com

for videos, demos, and more.

L I o 800.747.4546 www.ilio.com Powered by Native Instruments’ Koniakt. Co-produced by Sonic Reality.
J Supports all major DAWs and standalone.



|!& > News and Notes

WIRE ROAD OPENS

Houston’s music community came out in force to celebrate
the grand opening of Wire Road Studios (wireroadstudios
.com) on July 31. After sipping on drinks and snacking on
Texas-style appetizers, guests took a tour of the new Russ
Berger Group-designed facility, which features two recording stu-
dios and a video editing suite. During the tour, three bands—Hazy
Ray, Trucker’s Choice and Mantis—recorded in the live room.
Evesborough Films, which works out of the Wire Road video edit-
ing suite, showcased its video production talent with a montage
of its latest work, including music videos for hip-hop artists in the
Wire Road family. The studio is now officially open and booking
recording projects

—Sarah Benzulv

Welcoming such artists as Snoop Dogg, The Matches and others for per-
sonal use, The Hideaway Studio’s (Minneapolis) founder, producer/en-
gineer/mixer Joseph Mabbott, is opening the space’s doors to the music-
making public. Incoming clients can take advantage of the Pro Tools|HD
Accel 2 and 3 systems; monitoring through Tannoy, Yamaha and Mackie
speakers; and a jam-packed mic closet and numerous effects. The studio
also offers video production support.

“As an active musician and someone who developed a passion and appre-
ciation for music at a very young age, 1 am always excited to be part of the
creative process and pride myself in offering any assistance so my clients can
achieve their creative potential and quality workmanship,” says Mabbott.

—Sarah Benzuly
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Al left: Nick Greer of Mantis recording live in the studio. Below: Byron
Kellev fowner] giving a tour of the facility

HEADING NORTH GOES TO ‘6’

Mastering engineer Ron Skinner’s Heading North Mastering (Toronto, heading
northmastering.com) now boasts the SADIE 6 software platform. “The most im-
portant change is the ability to switch from SADIE hardware to native hardsware
and back again,” says Skinner. “This is especially helpful when clients bring in
their own 1/O. SADit 6 also gives me the ability to record on any CD burner; not
being tied to my Plextor has been great and gives me more options. Clients are
astounded at how quickly and accurately 1 can make an edit. They are used to
making a change, then listening and tweaking again and again to get itjust right.
When | perform a tricky edit in split seconds, they have a hard time believing that
it was done properly so quickly. One of my clients calls me ‘speedy’ whenever 1 do
an edit. He thinks that 1 am really fast, but what he doesn't realize is that | have a
great tool that allows for this speed and accuracy.”

—Sarah Benzulv
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Every Time, All the Time

Front of house engineer Patrick Mundy knows a good thing when he
sees one. Take for example Yamaha's M7CL. Beating out any and all
competitors, the M7CL is chocked full of useful features making his life

at FOH a breeze. Asked what he enjoyed about the mixer, Mundy had
much to say. Here's just a sample.

“When mixing artists whose music you may not be familiar with,
having access to all your channels in a pinch is crucial. With most
competing desks, plus or minus thousands of dollars in the price
range, you'll end up flipping through pages trying to find what's
ringing in monitor world or over the mix for FOH. Yamaha's M7CL
is a true professional board. Being a professional is about being
consistent and fast every time all the time. The M7CL gives me a

flexible customizable work surface that does not stunt my creative
vision as a mixer."

— Mundly ‘
California Based Freelance Engineer mixing festival /
gigs such as SXSW and Rock the Bells as well !

as House of Worship festivals such as Light
at the Lighthouse and Calvary Chapel events.

SKUL!CAND' SOUND
AL T Y

Mundy offered up some of his secret sauce settings that he uses as a starting point. © YAMAHA
Check them out and download them at www.yamahaca.com,/mundy CD

commercial audio

Yamaha Commercial Audio Systems, Inc. ® P 0. Box 6600. Buena Park, CA 90620-6600 ¢ ©2011 Yamaha Commercial Audio Systems, Inc.



Classic Tracks

Charifs Rivh (18f8) and Biliy Sherrill

CHARLIE RICH
“Behind Closed Doors”

harlie Rich had made the rounds. He'd joined and left several la-
bels by the time he signed with Epic in 1967 on the recommen-
dation of producer/executive Billy Sherrill. He'd worked as a ses-
sion musician, playing piano for Judd Phillips’ Judd Records, and
then for Judd’s brother Sam at Sun Records and the Phillips International
label, where he also wrote and recorded a few cuts of his own, including the
Elvis-esque hit single “Lonely Weekends.” And he'd done “Big Boss Man” for
RCA/Groove and “Mohair Sam” for Smash Records.

But what characterized the first decade or so of Rich’s career was not so
much his successes as the difficulty he had in finding a musical home stylisti-
cally. Rich’s talent for playing jazz and R&B-style piano didn't necessarily fit at
the hit-making country and rock 'n’ roll labels in the South at the time. He was
just a bit smooth for then-current tastes. In fact, Sam Phillips was reputed to
have rejected Rich on first listen, handing him a stack of Jerry Lee Lewis records
and saying, “Come back when you get that bad.”

But Rich found that musical sweet spot with Sherrill, whose “countrypoli-
tan” production seemed to fit the singer just right.

“To me, those Charlie Rich sessions were so special,” recalls Lou Bradley,
who engineered and mixed the album Behind Closed Doors. “Particularly on
the Kenny O'Dell song ‘Behind Closed Doors; all forces came together for him
and for that song.”

As they had done many times before, Bradley and Sherrill recorded Rich
live with a band of A-list Nashville session musicians in the famed Studio B
at the Quonset Hut built by legendary Nashville producer Owen Bradley and
his brother, guitarist Harold Bradley. Lou Bradley (not related to Owen and
Harold) says that working with Rich marked a turning point in the way Sherrill
worked with singers in general, for better or worse.

“It started before this particular session, on a session when we did another
Kenny O’Dell song, ‘Take 1t on Home,” Bradley recalls. “Charlie was a piano
player, and he would sometimes sing and play. If [Hargus] ‘Pig’ Robbins was on
that session and Charlie wanted to play and sing, Pig would move over and play
Rhodes or organ, or drink a cup of coffee. But most of the time, Pig played the
piano and Billy felt that Charlie ought to be by the piano anyway, so we moved
him down there. There was a real good spot at the other end of the room for
vocals, but 1 knew this was the hand ! was going to be dealt.”

So working with Rich inaugurated an era of Sherrill recording all vocalists
beside the 7-foot Steinway in B, and this is one of the reasons Rich's sessions are
so memorable for the engineer, almost 40 years later. He can still picture the
band setup. (See illustration on page 24.)

“The straight side of that piano, the bass side, was pushed up against a low
divider between it and the drums—Jerry Carrigan was the drummer on that
session,” Bradley says. “Later, we made that wall higher, but at that time it was
no higher than the piano. Henry Strzelecki's [electric] bass was also next to the
piano—the bass and drums were under a shed that came out—and behind the
piano and by that bass was a 6-string tic-tac bass guitar; Tommy Alsup played
that.”

Rich stood very close to Robbins, at the front corner of the piano to
Robbins’ right, with backing vocalists positioned near him. The rest of the
room was nearly full of guitarists: two acoustics close to the rounded end of
the piano, and electric guitar and pedal steel across from them, on the opposite
side of the tracking room from the drummer. Pete Drake played steel on the
Behind Closed Doors sessions; other guitarists included Jerry Kennedy, Billy
Sanford and Pete Wade.

Recording to a 16-track Ampex MMr1ooo machine through the custom
Columbia console, Bradley had developed a standard mic setup for most of the
musicians: He took the electric bass with two Dls—one off the bass and one off
the amp—and blended those. One Neumann KM84 on each captured acoustic
guitars, piano and stand-up bass, and a U67 was used for electric guitar. On
drums (the Studio B house drum kit and a snare nicknamed “Old Red” that
Carrigan brought to the sessions), Bradley used mostly Neumann mics: KM84s
on snare and hi-hat, U67s overhead and KM84s on toms, plus an Electro-Voice
RE-20 on kick drum.

For Rich’s vocal, Bradley chose a different mic from the usual U67 or
U87 he would have used on other singers he and Sherrill recorded (George
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Roland

AN Mixer with Webstreaming and Recording

The Roland VR-5 is an ideal production tool for: Weddings,
Corporate Training, Sporting Events, Music/Drama, News/Media
Production, and Education. This “all-in-one” audio and video
solution greatly simplifies production, recording and streaming
for any live event. The VR-5's innovative design incorporates a
video switcher, audio mixer, video playback, recorder, preview
monitors and output for web streaming all in a single unit. As a
USB Video/Audio class device, streaming is effortless by simply
connecting to a computer running a video streaming service
such as Livestream, USTREAM, or justin.tv.

The VR-5is a portable live video production, recording, playback
and streaming device that is simple and easy to use. The VR-5 is
the world’s first USB audio and video class supported AV mixer.

For more information about the VR-5 visit
www.rolandsystemsgroup.com/vr5 or call 800-380-2580.

V-5

AV MIXER & RECORDER

www.rolandsystemsgroup.com/vr5

Roland

Systems Group
800.380.2580

News Producion romple

Source PC or Mac

E
NEWS

"~

Mics ' '

RGB / Audio 1 i

PC or Mac

-
. E
>

Streaming Service

SD Card

Audio/Video/lmages
Playback or Recording

1 Video Performonce| *+ f@! * ’ Video Conversion o N Field Recording



» (lassic Tracks

Engineer Lou Braa
(et} with songwri
producer Norro Wi
who co-wrote “Thdg
Beautiful Girl,” wif
appears an Behin
Doors

Jones, Tammy Wynette, Andy Williams, Tanya Tucker, etc.). I
cut Charlie on a U49,” Bradley says. “Charlie made a lot of lip
sounds and mouth sounds, and a 67 or 87 or 47—that type of
mic—has a sharper spike at the top end right in that range,
but the 49 or the 249 had a gentler curve up at the top, and
Charlie sounded so good on it. tle was such a good singer

anyway.”

Because of Rich's position in the center of the band,
Bradley says he had to develop a few tricks to deal
with excessive vocal leakage: "One was to use a
little slapback, very subtle sometimes, at the point
that was causing the problem,” he explains. “And
sometimes | put the slapback on something
other than the vocal, and it would cause a little

they don't have the ball. This isn't a guitar song with guitar leads or predominant
guitar parts. But Billy [Sanford] would fool around and find out what he coiild do
to contribute so that if vou turned his track off, youd wonder where the record
went. And | think this record 1s a good example of that. He's in there. he plays a
little run every once in a while, adip in the bridge—just real simple. I le could play
great leads, but 1 was always impressed with what he'd do when the ball wasn't in
his court because this song was predominantly Robbins on the piano.

*| asked Pig the other day,” Bradley continues, “I said, 'I'm going to be
interviewed about “Behind Closed Doors”; you got anyvthing to add?’ He said,
‘I don't know. I was a little nervous and scared with Charlie, who was such a
great piano player, standing right there beside me singing in my ear.” But Pig
said, 'l tried to be me and think a litde bit like Charlie, because Charlie had a
style that leaned toward blues. I think Pig set the mark real high with what
he plaved on this record.”

Like all of Sherrill's countrypolitan records, “Behind Closed Doors™ included
strings that helped create the drama in the arrangement without overpowering
the song. Bradley recorded an 11-picce string section (violins, violas and celli) in B.
“Bill McElhiney wrote those strings,” Bradley says. “Billy would get together with
the arranger he'd use, and he'd hum or play lines he wanted the strings to play.
You know, Billy was a good piano player and McElhiney knew what he wanted.

“I'd use two overheads on the violins—from time to time, either 47s, 67s or
19s. And 1 liked the KM86; it looked like the KN184, but it had the capsule on the

Control Room

Columbia Studio B
(The Quonset Hut)
Nashville, TN

Charlie Rich

Behind Closed Doors” 1972 U49

distraction; vou had to make something hap- Steel

pen in that empty space where vou had the

leakage from the vocal, either in the piano
or the guitars or background. But most
of the time we could deal with it. If
vou listen real close to the old record,

vou'll hear [that leakage] just a little,

but it didn’t hurt that record at all.”
Bradley also has great memo-

ries of the musicianship on

those sessions: “Bill Sanford

is such a great player,” he

says. “He's still working, and

he’s always had that great wal-

ent as far as what a session

musician should do when
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end with switchable pattern and the
sound of that mic was similar to the
49. A lot of times for strings, youd
get a real warm sound, and if they
did a gliss up, 47s or 67s had that
spike on top that would make them
jump out more than they should
have. But I'd use a 67 or 87-type mic
on the violas, and stereo-mike the
two celli with KM84ys fairly close, in
an ‘X' position so they'd add up, and
I might put a little limiting on the
celli. We had some good UA limiters
and some Teletronix ones, too.”

McElhiney’s string arrangement was one of
two elements that were overdubbed onto this
mostly live track. The other was Rich’s vocal on a
rewritten last verse. Bradley says that in O'Dell’s
original song, the last verse was originally “kind
of mild. They went behind those closed doors and
you thought they might've held hands.” Sherrill
reworked that last verse to give the song a little
more heat, and as Bradley says, “The revamped
lyric was more to the point, and it made a good
song better and stronger.”

QVvE

Your C:
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!

.
»
.

CHARLIE
RICH

MUSIC EVENTS IN 1973

fanuary 13:
Acrosmith make their debut

March 1:

in West Hollvwood

October 17:
I'he 1973 oil crisis begins.
causing shortages of the vinvl
needed to manufacture records.

Performance. “Behind Closed
Doors” and "Most Beautiful
Girl in the World,” also on the
album, continued to be signa-
ture songs for Rich whenever
he performed, until he passed

Pink F away in 1995.
J Bradley still lives in
September 23: Nashville, but he flies out to

California a few times a year
to record Merle Haggard,
who’s now his main client.
tlis memories of Studio B
and working with Sherrill—

October 19:

Thanks to the way
“all forces came togeth-

er,” as Bradley puts i,
“Behind Closed Doors”
rose to Number One on
Billboard's Hot Country Singles chart in 1973 and
reached Number 15 on the Hot 100. The crossover

New York «

hit also earned Song of the Year and Single of the
Year Awards from the Country Music Association
and the Academy of Country Music, and Rich
received a Grammy for Best Male Country Vocal

Biffa?

Jeremy is CRAS

“CRAS's reputation is spotless and the
facilities are amazing. A real professional
atmosphere. The CRAS studios and facilities
are open to students like me, 24/7."

2300 East Broadway Road, Tempe,

Date Unknow
h CBGB opens.

who's now retired—are fond
as well as vivid: “What was
so great about Billy was he

ad

knew how to make a band

play to work with that sing-
er. My job as the engineer was just to capture
that. A lot of people thought Billy used dynamics
just to use dynamics, but he was really doing the
dynamics to make the song come across. | think
he was one of the best at cutting country ballads
that ever was.”
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PINK MARTINI

Packed Stage Keeps Engineer on Toes

By Sarah Benzuly
ixing for a 12-piece band can be
challenging in itself—especially
one that smoothly transitions
from Cuban jazz to classical
chamber music—but when Pink Martini throws
in a full symphony orchestra, front-of-house en-
gineer Pete Plympton’s board becomes quite full.
Fortunately, Plympton isn't about to break a sweat,
having been one of the studio engineers on the
band’s first album back in 1997 and having done
their live sound ever since. Mix caught up with the
crew at a July performance at San Francisco Davies
Symphony Hall with the San Francisco Symphony.
The tour is not carrying full production; at the

S.F. show, local sound company Sound on Stage
augmented what was installed at the venue, includ-
ing a Yamaha PMsD board. Keeping FOH ground
control at a slimmed-down size, Plympton uses all
onboard effects; when working on an Avid Profile,
he employs Waves PS-22 on guitars, McDSP 2000
on brass and vocals, TC Electronic VSS3 reverb and
a Tube-Tech compressor on the “unruly things,” he
says. “ do love the sound and looks of a Midas XL4,
but I would be thrilled to never use analog again.”
The house P.A. is L-Acoustics, with six V-DOSCs
on top of a dV-DOSC sub on stage-left and -right.
There are also two Sound on Stage MS28 front-fills,
a house center cluster of three MSL3s with three
UPS underhangs and, eight Meyer UPM2 to cover

PINK MARTINI
By Sarah Benzuly
SOUNDCHECK AUSTIN
By Sarah Benzuly
NEWS AND NOTES
By Sarah Benzuly
ALL ACCESS: KID ROCK
By Steve Jennings

VISIT MIXONLINE.COM/WEBCASTS FOR DETAILS

the second balcony. The last zone is a pair of Meyer
MSL2s to cover rear-fill. “Like most symphony halls,”
Plympton says, “there are lots of zones, so | just walk
around, listen and talk to the house guy [Hal Soogin
at the S.F. show] and then voice the system. Nothing
fancy; there is never enough time. My preference of
aPA. is firstly, a good systems engineer—very impor-
tant. After that, | like d&b and Meyer; I think | have
used everything else and they all seem to be good.”

With numerous years with the band under his
belt, Plympton has his miking scheme down pat,
but has switched up some of the mics, including a
DPA 4081 on cello, “which is great. 'm trying a K&K
pickup to isolate and enhance the low end of the
piano alongside the trusty DPA 4021s on an ORTF
holder; of course, the bass amp blows right into the
piano. I'm also using an Audio-Technica AE3000 for
electric guitars; AEs400 for timbale, overheads and
vocals; and Beyer M88 for bass.

“I'm always trying to keep it [sounding] as natural

mix 27




> Pink Martini

and organic as possible,” Plympton
says of his mix. “Sad, but some-
times the acoustics [in the venue]
are so bad, I end up doing damage
control.” To counteract the acous-
tic anomalies, Plympton will use or
hang as many soft, good curtains
as possible. “I try to lower the stage
volume and use less reinforce-
ment, or use a more active mix to
bring vocals and instruments out
of the muck.”

In addition to that “damage
control,” Plympton also “schools”
each house monitor engineer with
the Pink Martini sound. “I tell the
house engineer to sit back and

Sound Company:
Sound on Stage
(at S.F. show)
FOH Engineer:
Pete Plympton
Monitor Engineer:
house-provided
PA.:
house-provided
FOH Console:
house-provided
(Yamaha PM5D
at S.F. show)
Monitor Console:
house-provided

enjoy the show. | will tune and set
the vocals in the monitors. Then
[backline/stage manager] Will
Reischman helps them with any
other minor additions or changes.
We probably never will have our
own monitor engineer. The house
monitor guys are great, and Will
knows all the changes.

“It is pretty hard to mix it to
hear everything all the time, so |
just try to spotlight instruments or
sections while keeping the strings
and vocals clear,” Plympton says
of his overall direction in the mix.
“Sometimes, they mix themselves
well. It really is a challenging show.”

Front-of-house engineer Pete Plym-
pton at the Yamaha PM5D console,
supplied by Sound on Stage

ILIVE THRIVES AT
SOUNDCHECK AUSTIN

Rehearsal facility Soundcheck Austin (soundcheck-
austin.com; sister company to Soundcheck Nash-
ville, where the Mix Nashville event is being held
September 23-24) installed Allen & Heath iLive-T112
digital mixing systems (one for each of its six rooms)
and an iLive-T8o, providing full digital mixing set-
ups. Operations manager Greg Morton selected the
boards and is responsible for fulfilling the needs of
incoming clients, including, most recently, Lauryn
Hill and Edie Brickell.

Michael Palmer (1oftFof ANER € Heath distributor
;lq:gr‘('gni{ush ."(-’S' l‘llé/ g:ylﬁ;ngnglglq-l A‘ Augtyn, §

ger Greg Morton

op:.‘-nul{q

-
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“I really like the design of the MixRack, with
inputs, outputs and DSP all together in one place,”
Morton says. “Any input, any output, can be any-
thing, anywhere, at any time. You can lay the
console out pretty much any way you want, and
that kind of flexibility is really important with all
the different artists we have coming through. A
few minutes of reprogramming, and we can put
those inputs wherever the client prefers. For tour-
ing engineers, a console is a console; they really
just need some basics. For instance, Edie Brickell’s
engineer had never used an iLive before. I sat down
with him for all of 15 minutes, gave him a basic run-
down of the console, and he was off and running,
labeling channels, setting up comps and gates, and
getting set up. Very easy, and he ended up being
really happy with it. The same thing happened with
Lauryn Hill’s engineer.”
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THE FRAY FRONT-OF-HOUSE
ENGINEER JON LEMON

FI"IT On the [opening dates for] Uz shows, the main end
s of the PA. had two lefts and two rights—flown side
by side—so one system was doing all the vocals and all the guitars,
and the outside system was doing all the drums, bass, keyboards,
etc. Normally, on my left and right I would have a Waves hardware
piece, the BCL—the one with the Renaissance Compressor, a Maxx
Bass and an L2 Ultramaximizer. | added another stereo bus for all
of the shows we were doing with them and then it was really easy.
1 was able to drag up another rack and then copied and pasted my
original three plug-ins—the Renaissance Compressor, Maxx Bass
and L2 Ultramaximizer—into another rack and then instantly I had
my settings available on two masters. That was a very easy way to
handle having another output in a complicated system.

MOVING ON UP

Sensaphonics founder and audiologist
Michael Santucci is the new lead au-
diology advisor to Hearing Health Sci-
ence Inc. (hearinghealthscience.com), a
start-up company specializing in hear-
ing research and therapy. HHS is set
to launch Soundbites™, a patented nu-
traceutical supplement that has shown
clinical promise in preventing noise-in-
duced hearing loss. Used with hearing

protection, its inventors claim Sound-
bites has the potentia! to reduce hearing loss by up to 50 percent.

BALTIMORE OPENS NEW VENUE

Baltimore SoundStage (Baltimore-
SoundStage.com), a new perfor-
mance space, will open at 124
Market Place in Baltimore’s inner
harbor on Labor Day weekend.
‘I'ne new venue is as collaboration
between New York City’s HighLine
Ballroom and the management
team responsible for opening Bal-
timore’s Bourbon Street live music

JOUNDJTAGL

BLUE NOTE UPGRADES

Due to the location of jazz club Blue Note's stage, house engineers must contend
with three mixing zones to compensate for the position of the instruments on-
stage. Petrix owner Amit Peleg, who was brought in to handle the system upgrade,
knew that he had to go with DSP-based amplifiers, selecting Yamaha TXn amps
(with custom DPS settings) and two dbx DriveRack 4820s. In addition, the club up-
graded its Yamaha M7CL digital consoles to Version 3 software (allowing for multi-
track recording) and StageMix. The entire sound system is digital; the only points
of conversion are A/D at the stage box input and back, and D/A at the output of the
amplifiers. Everything in between is digital either via EtherSound or AES/EBU. The
system is completely networked for both signal and control.

“A challenge equally problematic to the technical difficulties presented by
the room was a logistical one,” Deleg says. “Other than a couple of days after
September 11, 2001, the Blue Note never closed its doors over its 30-year existence.
They were not going to make an exception for us and close for the installation
since a show takes place every night, 365 days a year. We had to complete the
installation without affecting the normal operations of the venue. We installed
the new sound system to be run simultaneously, side-by-side with the old system,
until it was time to make the final switch, all in one night, which is when we
swapped out the speakers. But it all worked according to plan, and we were ready
for musician Bill Evans to ‘dust off” the new system.”

venue. The room will have a scalable capacity of 500 or 1,000 for stand-
ing room shows and 500 for seated shows.

Front-of-house engineer Paul Dorin was key in selecting the top-
of-the-line audio gear, which includes an Avid VENUE SC48 board at
FOH, a Yamaha 48-channel M7CL at monitors and a ]BL main array
(eight VRX 932LA, six SRX 728 subs). Four Electro-Voice Delta Max
on four bi-amped Crown XTI 4000s handle outfill/delays, while a JBL
VRX 932LA is for front-fill. Monitoring is via Crown and JBL.

30 MIX SEPTEMBI mixonline.com
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Your sound. Under your control.

The Focusrite Control 2802 with Dual Layer Control — combining a superb analog console

with powerful digital workstation control and fader automation, for the very best of both worlds.
Eight Class A mic pres

3 w
and ultra-wide-bandwidth ® ‘
signal path for superb * "
performance. A fully- - <

featured master section. | s
Latency-free monitoring W ‘
and up to 32 mixinputs. ‘-‘ i ‘ ) ‘

100mm long-throw
motorised faders. )t "//\

LUT\Relcll DUAL LAYER TECHNOLOGY

Ethernet-based DAW
control surface. Full
transport controls.
Instant flip between

mix and control modes.
Your favourite music
software is always at
your fingertips — without

leaving the console.
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For more information: (310) 322-5500

www.focusrite.com/controi2802

Sound and control at your fingertips.

Focusrite's Control 2802 is both a small-format analog
recording/mixing cansale and a DAW cantrol surface in one.
Eight smooth Class A mic preamps and an uitra-low-distortion
extended-bandwidth audio path deliver the very best
performance. Eight long-throw motorised faders, 24 mix
channels and up to 32 mix bus inputs deliver maximum flexibility
for tracking or mixing. There's a stereo bus compressor featuring
parallel compression, a fully-featured master section and
unrivalled routing capabilities.

At the same time, Control 2802's fully-featured Ethernet-based
DAW control surface handles plug-ins, auxes, automation and
more. The faders function in both analog and digital layers. Clear
DAW feedback lets you manage channels without leaving the
console: ten meters read channel input, output or DAW returns.

The best hybrid analog console in its class, Focusrite’s Control
2802 brings you both the flexibility of a fully-specified analog
studio console, plus a powerful, versatite DAW control surface -
in a single desktop package.

INCLUDES: Focusrite's classic EQ and Compression plug-in
suites MIDNIGHT & FORTE worth over $500.

Focusrite Control 2802. Your sound - under your control.

Focusrite
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When front-of-house engineer Steve Cross joined the tour in the fall of 2007, it
was an extended promo run hitting clubs and theaters. Cross mans an Avid Profile,
citing its size as a primary reason in choosing the desk. “From day one. it was clear
that 1 had made a good choice,” Cross says. “Kid Rock’s Twisted Brown Trucker band
grew from a 5-piece to a 10-piece in the first two days of rehearsal. I currently run 81
input channels and a host of effects and never have to reach more than arm’s length.
It allows me to concentrate on the music mix—not the technical side of what’s in
front of me.”

Onboard effects include Avid ReVibe for all reverbs. “It is versatile enough for all my
needs in this show. With the exception of one ‘effect’ verb, 1 try to keep all the verbs for
the vocals and instruments very similar in type and decay. If I move from a large hall
to a plate verb, 1 make that change for all verbs and then tailor the times to get them
to layer nicely with each other. Another plug-in I use a lot is the Crane Song Phoenix.
It has a nice way of bringing things forward in a mix without simply turning them
up. Other than that, there are lots of delay cues that use the Avid delay. 1 use channel
compression where needed, but no compressor plug-ins at all.”

Cross is also doing redundant recording, using Pro Tools of each show with stem
mixes and audience mics; a DVD has the stereo and audience feed, with all stems and
feeds coming from the Profile.

“Kid Rock is a bit of an oddity for a mixer in that he is not any one thing: metal,
rap, rock, country, bluegrass, gospel. He expects his country songs to sound country.

Smooth rhythm section with a twangy lead. And his hip-hop stuff, he wants to punch

32 mix

mixonline.com

Kid Rock sings
through a wire-
less Shure SM58

Kid Rock may have
stormed onto the music
scene in the late "90s as
a rapper with a Southern edge, but
during the intervening years, he’s
added rock, country, gospel and
many other nuances to his perfor-
mance. Touring in support of his
latest, Born Free, Kid Rock (with a
couple of songs with Sheryl Crow)
rocked the house at the Sleep
‘Irain Amphitheater (Wheatland,
Calif), where Mix caught up with
the Sound Image—provided tour.

1 % |
bvstems tech John Tompkins (leftds |
dnd FOH engineer Steve Cross !

you in the face and rumble your seat. | do my best to constantly evolve the mix as he
arranges the show. The show is constantly being re-tooled, re-arranged and mashed
up with every song that ever inspired him. This mix is the most demanding | have had
in my career.”



From left: PA./stage tech Andrew Cau-
lev. monitor engineer Beau Alexander
and monitor tech Vince Lushaltd

Lead guitarist Marlon Young's amps include a Fender Twin and
Deluxe, and a Marshall Tremolo so-watt All amps are miked with
a Shure KMS32: one on the Twin, one on the Detuxe and a stereo
pair on the 4x12 Marshall cab (pictured). Accurding tu guitar tech
Al Rogozinski, Young’s foot pedalboard comprises a dual-amp
switcher, MXR Carbon Copy and Phase 9o, Mercury 3 Harmonic
Boost, Boss distortion and tuner, Ibanez Tube Screamer, Fulltone
OCD and Clyne.

b

R

Percussionist Larry
Frantangelo’s instru

ments are miked with
Shure SMo8s and AKG
414s.

Stefonie Eulinberg's drum
kit is miked with a Shure
SMsg7 on share topybottom;
Audix Do in the kick: and
AKG 414s for hi-hat, over-
heads, ride cymbal, chimes,
cowbells and gong. Her vocal
mic is a Shure Beta 57, “well-
suited for rejecting drums
and capturing a good female
vocal sound,” says drums/
keys tech Mark Messina.

Monitor engineer Beau Alexander is also on an Avid Profile. “Using this con-
sole makes my footprint very minimal,” Alexander says. “I'm not using any
plug-ins; they would prefer to hear everything dry and not effected.” Comps
and gates are also onboard. Alexander reports that the radio systems are Shure
U4RD for wireless mics, saxophonist Dave McMurray's Shure clip-on mic
attached to an instrument wireless pack and for all wircless piano channels.
IEMs are eight channels of Shure 9oo systems. Onstage wedges are Sound
Image Double 12s.

Keyboardist Jimmie Bones plays a Kurzweil SP-2 and PC-3 (pictured), Triton
Extreme and Hammond B3. Kid Rock’s grand piano is wireless to help move it
quickly on- and offstage. “It is an inserted keyboard with a car battery and two
Shure wireless packs,” explains drums/keys tech Mark Messina.

According to DJ/percussion tech
Casey Long, D] Freddie “Paradime”
Beauregard’s equipment compriscs
a Macbook Pro with Serato, two
Technics SL1200ks, a Rane TTM 57SL
mixer, MPC 4o00, instant replay,

Wackline wweh, from left: stage-right guitar tech
Al Rogozinski, DJ/percussion tech Casey Long
drums/keys Yech Mark Messina and stage-left

guitar/bass teeh John Cramer

Stage-left guitarist Jason Krause uses cus-
tom-made Diamond 100W Phantom amps and
Diamond cabinets. “We use a stereo setup on
Jason’s rhythm guitars by putting two KSM32s on
him and spreading them wide,” says guitar/bass
tech John Cromer. “It gives us a huge rhythm bed
to mix with.” Bassist Aaron Julison uses Ashdown
Evo lll 9ooW amps and Ashdown cabinets, miked
with Audio-Technica AE2500s.
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THE MAGIC OF DE LANE LEA

to name a few—recording here, as well. (Fans
should note that these sessions took place at

A Music Mixer’s Take on Bond,
Potter and a Meyer Sound Makeover

By Wes Maebe

think that at some point every young
aspiring sound engineer dreams of be-
ing involved with film. All those loud
explosions, fantastic string arrange-
ments, fast edits and, most of all, ginormous
mixing desks. So when | moved to London as
a student in the early 1990s, | walked past De
Lane Lea dreaming of working on the next
Bond movie.
One of London's top post-production

facilities, De Lane Lea was founded in the
late 1940s by a French intelligence attaché for
the British government, Major De Lane Lea.
Initially established to dub English films into
French, the studio quickly expanded in the
"60s and '7os. Technical growth and develop-
ment in radio and television secured more
work in the advertising sector, and there was
expansion into music, too, with many of the
giants—Pink Floyd, The Beatles and Queen,

De Lane Lea’s former Wembley and Kingsway
sites.)

Today it's easy to miss the six-room stu-
dio's entrance, located unobtrusively in the
heart of London’s SoHo district. Once you've
signed in and been led to the bar area, it
opens up into a warren of offices, corridors
and rooms. The walls are lined with posters
of well-known films and signed photos of
actors most of us are used to seeing 30 feet
tall on the big screen. Suzanne Facenfield,
scheduling manager and energetic ray of sun-
shine, greeted me and made me feel like part
of the family in an instant; 1 then sat down
to chat with general manager Mike King and
their two first-call mixers, Chris Burdon and
Doug Cooper.




CATASTROPHE BECOMES OPPORTUNITY
Work on Fantastic Mr. Fox was well un-
der way in the summer of 2009 when De
Lane Lea’s neighboring building caught
fire and the resulting smoke and water
damage forced a temporary relocation
of most of the operations. So what did
the DLL crew do? They decided this was
the perfect time to rebuild, upgrade and
install a brand-new speaker system. The
studios that benefited the most from the
rebuild are 1, 2 and 3, according to the
principals. They had started to feel a tad
tired, so it was the perfect time to spruce
things up. The rooms now feel airy and
pleasant, with an instant feel of comfort;
the “I can do some great work in here”
factor is extremely high.

Most of this positive vibe should
be credited to the close collaboration
between Meyer Sound, Munro Acoustics and
ace consultant Dennis Leonard. New acoustic
treatments dealt with the slightly uneven bass
response of the original Studio 1. This meant
increasing the bass reverberation slightly and
evening out that end of the spectrum, result-
ing in a bigger and fatter sound. New diffus-
ers were installed to help glue the surrounds
together. It doesn't matter where you sit
in the room, you'll always get a good sonic
perspective. With the choice of monitoring
system, it became clear that the De Lane Lea
team is not afraid of making bold decisions
and staying ahead of the curve.

Meyer Sound is not usually thought of in
film sound monitoring, but the company has
obviously made a first-class foray into the
industry. 1 couldn’t help but be excited to
hear the rooms, having experienced Meyers
several times in a front-of-house capacity and
marveling at the system’s power, even sound
and clarity. Plus, the Skywalker folks love
them—need we say more?!

The Meyer Sound EXP monitoring sys-
tems in the three studios include Acheron

more online E

80s, Acheron LFs, Acheron Studios, HMS-
10 full-range two-way loudspeakers for the
surrounds, X-800 subwoofers, the Galileo
loudspeaker-management system and SIM3,
Meyer’s Source Independent Measurement
system. Although the choice to switch to
Meyer for post was unprecedented in the UK,
King and all at De Lane Lea were convinced
it was the right one to make. Translation to
other environments has not been an issue,
and the new acoustics in combination with
the Meyers has resulted in a livelier and more
natural sound. This is being confirmed daily
by clients, directors and mixers alike.

TOOLS OF THE TRADE

At the heart of each room is an AMS-Neve
DFC Gemini console, with Studio 1 housing
the largest of the three fitted with a very cool
Soundmaster lon Virpad. De Lane Lea runs
on Pro Tools, which allows for the DFCs to
be supplemented with sidecar Avid D-Com-
mands if required. This uniform configura-
tion makes it extremely easy to move projects
from room to room; a project stays in the
same format and will be laid out on the same
consoles, which means better budget man-
agement as a client moves from smaller room
to massive dub stage.

All the rooms are equipped with at least
one Lexicon 96oL and a TC System 6ooo,
which again emphasizes the studio inter-
changeability. At the time of my visit, Harry
Potter 7 was in Studio 1 making use of five
g6olLs!
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Studio 2 has a 24-fader
AMS Neve Gemini and 7.1
Meyer EXP monitoring,

Sitting in Studio 3 and chatting with mix-
ers Chris Burdon and Doug Cooper, whose
credits include X-Men First Class, Gnomeo &
Juliet, Scott Pilgrim vs. the World, KickAss,
10,000 B.C., Children of Men and United 93,
among countless others, it becomes immedi-
ately clear that De Lane Lea will do anything
to accommodate clients.

For example, the crew has gone old-school
in an effort to make mixing easier, faster and
more compatible with the other mix rooms.
They've been using MIDI program changes
for automation and switching within the
effects processors. As all the automation data
is stored within the DAW’s MIDI section, you
can simply cut all of the MIDI along with the
picture and all automation is locked.

Cooper also explained that the studio
sometimes gets so busy that he has to disap-
pear into the preview theater with a small Pro
Tools rig and an MC Mix so as not to inter-
rupt his workflow. Incidentally, this 37-seat
theater is also going to get the De Lane Lea
makeover, allowing for these impromptu ses-
sions to take place more often.

I'm a music engineer, so my visit to De
Lane Lea was a fascinating insight into
the world of senior-league, Hollywood-style
post-production. In challenging times for
their industry, the De Lane Lea team’s will
ingness to adapt, along with its top-flight
facilities, flexibility and outstanding client
carc, look set to keep them at the forefront
of UK post-production for many years to
come.
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AURORA CONVERTERS. DESIGNED WITH
YOUR INTERFACE OPTIONS IN MIND.
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The first thing that a converter needs to do is, obviously,
convert. To give you 8 or 16 channels of pristine analog
to digital and digital to analog conversion. Aurora converters
from Lynx Studio Technology have been doing this since
2005. Lynx is still the only company that can deliver
a one-rack-space converter with 16 channels of AD/DA
conversion at sample rates up to 192 kHz.

Beyond this, Aurora converters offer g
the widest selection of interface options
among the high end converters and
we continue to develop new ones. The
new LT-USB allows any Mac or PC
computer with USB 2.0 to access up to
16 channels of I/0. Ideal as a hub for a
powerful portable studio.

Since 2007. the L'T-HD has allowed Aurora con-
verters (o be seamlessly integrated into Pro Tools HD rigs
in thousands of studios around the world. Now with Native and
Software systems from Avid, Aurora converters are a preferred
choice for compatibility. audio quality and affordable cost-per-

channel conversion.

SPECIFICATIONS

CUSTOMER SUPPORT

The Lynx industry standard AES16 and AESl16e audio
cards combined with Aurora converters allow operation with
just about any audio production application for Windows or
Macintosh. So if you have a multi-platform studio, Lynx has the
hardware, drivers, and support you need.

The LT-MADI LSlot card allows up to 64 channels of MADI
1/0, for large channel and permanent installation applications.
Have a Midas Console with AES50 ports?

Aurora with the AES16e-50 utilizes
standard CAT5e cable for up
10 24 1/0 channels.

FireWire? Got it. ADAT?
That too. We even have an
interface that allows control
of Aurora converters from
LynxTWO and 122 I'CI

audio cards.

Plus all of these interfaces are now available with stable.
mature drivers and software.

What about the future? Aurora converters’ open-ended
architecture allows us to continue to add new interfaces as they
come to market and as you need them.

COULD THE INTERFACE OPTIONS o \/
BE ANY CLEARER? Ao o e
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> News and Notes

READY FOR FOOTBALL!

When Full Sail University launched its partnership with ESPN in late 2010, the
goal was to get students involved in real-world production—audio, video, gam-
ing, motion graphics; everything that goes into a professional program. The
relationship has paid dividends right away, as 56 students—along with a jersey-
wearing crowd from the community at large—took part in a multi-day shoot
in mid-July for the opening video sequence of Hank Williams Jr’s hit song “All
My Rowdy Friends Are Coming Over Monday Night” for ESPN Monday Night
Football.

The hi-def production took place at Full Sail University’s “Full Sail Live”
performance venue, with selected students assisted by ESPN and associated
production crew professionals. “Over the years, we have produced the show
open for Monday Night Football at various locations,” says Bob Toms, VP,
production enhancements & interactive TV, ESPN. “While creating this year's
opening, we found Full Sail’s facilities to be beyond our initial expectations, and
we were truly impressed by both the enthusiasm and capabilities of the Full Sail
students who volunteered and were selected to work on the project.”

Williams Jr’s vocal and guitar were recorded earlier at Quad Studios in
Nashville. Prior to that, ESPN music producer Edd Kalehoff and lead sound
engineer/mixer Brian McGee recorded the band and the House Jacks vocals
at Kalehoff Studios in New Rochelle, N.Y. The final mix-to-picture will take

FILM MIXERS ON THE MOVE

4 /
From left: Michael Keller, Scott Millan and Greg P. Russell

It was a summer of musical chairs in Hollywood as a couple of high-end post
facilities announced the hiring of A-list recording mixers to their teams. In July,
Technicolor announced the hiring of Scott Millan and Greg P. Russell as its
theatrical sound mixing duo for the company's new sound mixing stages lo-
cated at Paramount Studios. Meanwhile, Michael Keller has returned to leading
independent sound company Todd-AQO in Hollywood, and will team with re-
recording mixer Mike Prestwood Smith. Keller has mixed more than 75 films,
including Oliver Stone’s Wall Street: Money Never Sleeps, Roland Emmerich's
2012 and Quentin Tarantino’s Death Proof. Keller and Prestwood Smith are
currently mixing Abduction for director John Singleton and Lionsgate.

Millan and Russell have both amassed impressive credits as re-recording
mixers during the past three decades, with a combined 22 career Oscar nomi-
nations and four wins for Millan. Millan and Russell recently teamed up to
handle re-recording on Salt, for which they received Oscar nominations.

While Russell and Millan will be moving over to Hollywood from the West
side, the move marks a homecoming for Keller, who previously worked at
Todd-AO in the 1990s and began his career in Hollywood at the company’s
affiliate, Soundelux.
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place weekly (the lyrics change to match the teams on the field that week) at
Kalehoff's studio.

“When we launched our relationship with ESPN, we knew our students
would have the opportunity to take part in large- and small-scale projects that
would impact national and global audiences,” says Erik Noteboom, Full Sail VP
of education operations. “Hosting the production for ESPN's Monday Night
Football allows our students to participate in sports television history. We are
humbled to play a part in such an iconic production.”

ABBOTT MIXES ‘X FACTOR' ON
YAMAHA DM2000

The X Factor will make its U.S. debut on Fox
September 21, and Michael Abbott, owner of
All Ears Inc., has chosen a Yamaha DMzooo for
the broadcast mix of the audition phase of the
production taped in Los Angeles, Dallas, New-
ark, New Jersey, Miami and Seattle. Sweetwater
Video/NEP provided the audiojvideo facilities.
The Simon Cowell-created show went across
America to find the next global superstar or
group who will ultimately win a $5 million Sony
Music recording deal.

“The Yamaha DM2ooo was chosen because
The X Factor project required an audio console
with a small physical footprint but with a large amount of audio 1/O," says
Abbott. “We used six MADI slot cards that were fed into a Euphonix Studio
Hub, then routed out to nine MADI streams and converted to AES via RME
MADI/AES converters.

“The GUI of the Yamaha DMzooo console allows for control of four
ADB8HR preamps, allowing for 32 external mic preamp channels in addition to
the onboard 24 mic inputs,” Abbott adds. “Also, the input/output patch library
provides a variety of /O mapping presets for the various stages of The X Factor

production, as the input sources changed during the six weeks of production.
The console’s Group Control function allowed for control of faders located on
the lower four layers of the console surface.”

Recording devices for The X Factor include two Tascam X48 recorders and
11 Sony XD 1500 video recorders via AES.
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AN INSIDE LOOK AT THE CREATION OF MOVIE SOUND EFFECTS

Cars!
Weapons!

By Mike Levine

Machines!

From the clang of a sword to the roar of amonster to the rev of a car engine, Hollywood directors de-
pend on sound designers and sound effects editors to craft the sonic elements that help add impact
andinterest, set the mood or ratchet up the terror of ascene. Working with Foley artists, re-recording
mixers, composers and others, the creators of film sound effects have challenging jobs that require
imagination, creativity and technical abilities, not to mention a great ear.

There are two primary job titles for those who
create and edit effects—sound designer and
sound effects editor—though the differences
between the two job descriptions have become
blurred over time, and both are essentially in-
volved in effects creation.

To learn more about the techniques used to
create effects for films, Mix spoke with three
pros at Soundelux (Hollywood), all with sound
designer and sound effects editor credits to their
name. Harry Cohen has worked on such titles
as Inglourious Basterds, Star Trek, Robin Hood,
The Green Lantern and The Perfect Storm.
Chris Assells has credits on films like Fright
Night, The Green Hornet, Wall Street: Money
Never Sleeps and Gladiator. Jon Title’s filmog-
raphy includes Final Destination 5, Red, Blood
Diamond and The Bourne Ultimatum.

THE SCRIPT IS KING

Before delving into specifics, it’s instructive to
mention a few general points that all three of
the interviewees agree on. The most important
is that every film is different, and a sound de-
signer must base his/her approach on the needs
of the particular film and the director’s vision for
it. “With almost every problem, everything that
we tackle,” says Cohen, “it ahvavs goes back to the
story.”

The three interviewees also concur that the
best source material for effects based on real
sounds are custom field recordings, made with
the needs of the film in mind. That said, a great
deal of layering, processing and pitching up or
down often gets done to these recordings before
the final mix.

“We do a lot of recording for every film,”

Cohen says. “There are a couple of reasons. One
is that no matter how much you have in the
library, it seems you never have exactly what
vou're looking for. And the other is that we look
at a scene and we talk about what it is we want
to accomplish with sound. When we go out to
record, we've got that in mind, and we're record-
ing things in a particular way, specifically for
that instance.”

If there is no time or budget for custom
recordings, quality libraries can provide pretty
good substitutes. “ worked in low-budget places
earlv in my career where it was just library
effects,” Assells says, “and you do what vou can.
To make it more dynamic, you'll pitch it way up
or vou'll time-compress it way up—something
to make the sound really pop.”

When building and cutting their sounds,
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sound designers and sound effects
editors are always mindful that the
other important sound elements will
also be occupying the soundtrack.
Sometimes the key is what not to
include. “If we're in the middle of
a car chase and a gun fight,” says
Cohen, “you've got three car engines,
the gun, the tire skids, the impacts,
the ricochets, the dialog and the
music. If we present all that to the
audience, then they hear nothing;
they hear the mishmash. Then we
can start saying: ‘What can we take
out” ‘What do we want the audi-

ence’s experience to be here? So one
of the things we would realize is if
we take out the engine in a couple
of these shots, now we can hear the
guns.”

The balance between the various
sound elements is handled on the
mix stage by the re-recording mixer,
so effects and levels often change
quite a bit during a final or one of
the temp dubs. “Nine times out of
10, the [sound effects] mix | prefer is
way hotter than the one the mixer
prefers,” says Assells. “Dialog is king,
then music and then effects. That’s

TOOLS: OLD AND NEW

Sound FX editing has come a long way since the days of Moviolas
and razor blades. Today, the editor of choice is Avid Pro Tools, the
de facto standard in Hollywood post-production houses and mix-
ing stages. In addition to all of the sonic manipulation that can be
done in Pro Tools, sound designers and sound effects editors also
use a lot of plug-ins, both of the instrument and processing vari-
ety. Because manipulating pitch is so important to sound effects

creation, sampler plug-ins such as Native Instruments Kontakt are

very popular.

“With the samplers that they have today/ says Harry Cohen,
“there are several different modes, where you put the sound on
the keyboard and you play it lower and it can be lower pitched and
slower, but you can also have it so that you can play it at a lower
pitch and it's not slower, it's the same speed. You can dynamically
change the pitch, you can put it through rough filters and just do
whole bunch of different stuff with it”

Convolution reverbs are also very useful for sound effects.
Cohen says he uses Audio Ease Altiverb and Ircam Spat. Jon Title
talked about using the convolution reverb built into Kontakt.
These reverbs are more often used as sound-design tools, or on
internal layers of a multilayered effect, rather then to provide
overall ambiences. That task is typically left for the sound mix-
ers. Cohen, Title and Assells all talked about being pretty ginger
with their use of reverbs on the predubs they submit to the mixer.
"Generally, says Assells, “I'll present it two ways since tracks are
free. | will pre-reverb something and paste it in there, and I'll also
give them the raw sound so that if a reverb that I've created isn't
matching what they think it should be, they could either turn it off
or go to my untreated sound and reverb it the way they think it
should sound”

“Ninety-nine percent of the time they like it and they use it
Cohen says, “but by rendering it separately, | haven't locked us into

anything”

Among the sounds created by Harryv Cohen are the guns in Inglourious
Basterds (pictured above), gudgets in Green Hornet and various sound
design in the upcoming Apollo 18
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usually the way it goes.”

Sound effects are synched to picture and
edited, and the effects sequences frequently
contain large track counts. Sound designers or
sound effects editors will often make 5.1 sub-
mixes of their work, using the internal busing
available in Pro Tools, to present to the mix
stage. “They’ve got tons to do and hundreds of
tracks to deal with,” says Cohen, “and if 1 bring
in something that is 200 tracks for this one idea
of making the character of the machine change,
then I'm not helping the process. We'll bring
it in as a complete rendered thought—a series
of thoughts, maybe, a couple of different ways

to go—but much more well developed and
comped down than all the individual elements
are.”

These submixes are especially important
during temp mixes, where time is even shorter
than at the final. “There just isn’t time to go
through Go tracks,” says Title. “When there’s
more time and you're predubbing for the final,
those mixes can be unwound, and the mixer
can start from scratch if he wants to. But a lot of
times, the 5.1 submixes sound fine.”

KILLER SOUNDS
Gunshots are a big part of many action films and
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An old sound
editor trick is
to put a gap
before the
impact sound

because it

makes the

sound hit
bigger.

require a lot more than just the placement of a
gunshot recording in the appropriate spot on
the Pro Tools timeline to sync with the action on
screen. “In real life, most guns just go, ‘pow,” says
Title. “But in the movies, for the most part you
don’t want it to just go ‘pow; so you add these
other elements to give it texture and make 1t ex-
citing."

Recordings for gun sounds can be quite
involved. As an example, Title mentions his
work on Black Hawk Down, where the guns
were recorded in a setting that was acousti-
cally similar to the Mogadishu, Somalia, streets
where the film was set. “It all takes place in an
urban environment between buildings,” Title
says. “We went out and recorded all the main
weapons for that film: the AK-47s, the M-I6s,
and the mini-guns and the 5o-caliber. There’s
a bit of a slap on those weapons that is natural,
that came from where we recorded it.”

“There’s often eight to 10 [recorders] going
from different positions,” adds Cohen. “You've
got one that’s kind of on the side of the gun so
you try and record the mechanism. There are a
couple that are further away to get the boom.
And some that are downfield. And some that
are close to the muzzle but in back of it so the
pressure wave doesn't hit the capsule. Then we'll
take all these recordings back, and the librarian
will line them up so all the recordings are in sync

Hear no evil. J | t




to each other. And that gives you a wonderful
tool kit to create an interesting shot.”

The editor can then choose a specific com-
bination of these synched recordings to use for
that single gunshot sound. “Maybe I'll have one
very tight, high-frequency, snappy gun in the
center,” says Title, “and then maybe [layer in] a
boomier stereo pair for the left and right. And
then depending on how close it is, if it's a big, in-
your-face gun, maybe I'll use a sweetener with a
subwoofer element.”

Especially in a complex battle scene, the 5.1
panning of a gunshot can be quite important
for sound placement and impact. “On close-up
guns, | use a center-channel element so it’s right
there, connected to the middle of the screen,”
Title says. “For the most part, my general rule is
to do an L/C/R and a sub. Sotnetimes not a sub,
but definitely an 1 /C/R. If it's a gunshot right in
your face—a close-up of someone firing a gun—
it really attaches to the image. For medium and
distant sounds, I'll use a stereo pair or just a
mono. | can use that same gun, but choose a
distant recording of it.”

Cohen says compression plays a big role in
making gun sounds work in the movies. “We
can't really re-create the exact experience of
being in the presence of the sound of a real
gun,” he says, “because there's this huge pres-
sure wave that's damaging to your ears. So we
have to kind of imply that by making the large
part of the sound last longer instead of a single
transient at maximum volume. We'll work with
the sound to keep the front part of it at maxi-
mum volume for longer than a single transient.
We can't really make it louder, but we can make
the loudest part of it last a little longer.”

For this application, Cohen typically sets
high ratios and low thresholds on his compres-
sor plug-ins; McDSP’s Compressor Bank and
ML4oo00 are among his favorites. “All the big
Hollywood-sounding guns and big punches
and stuff, we're listening to a lot of compression
artifacts,” he says. “You just want to find com-
pressors and limiters and things that behave
the way tubes and tape did, and give us that
large warm sound, which the audience has
been taught represents size and power. The
sound of a Hollywood punch, a chin sock, that
doesn’t exist in the real world. It's a compression
artifact.”

There are other elements to gunshots such
as the sound of the bullets flying. “‘Bullet whiz-
zes' or ‘whiz-bys,” says Title, “are those little
‘chuy, chu chu’ sounds. If you watch a movie like

Glory, they really played up the sound of the
bullets going overhead. And it really added to
the tension. And then there’s the bullet impacts,
which also represent danger. And you get the
sound of bullets not only impacting and going
into things, but also ‘ricos, ricocheting off of
things. And that whole package of the gun-
shot, the whizzes and the bullets impacting or
ricocheting is what really makes the gun battles
exciting.”

Other types of weapons are also created as
larger-than-life sounds and often have multiple
layers. Assells talks about working on the sword

sounds for Gladiator, where he started with
sword recordings from Soundelux’s extensive
library. “Sometimes the sword sounds aren't as
big or as heavy as you want so you can pitch
them down,” he says. “You could add sounds
such as bells hitting.” He also added whooshes,
which were synchronized with the arc of the
sword movements. “If you watch the picture
again and listen,” Assells says, “you'll hear that
whoosh on almost every impact.

“These gladiator battles were so full of stuff
that you try to find a place in the soundscape so
it would kind of sit by itself,” Assells continues.
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“An old sound editor trick is to put a
gap before the impact sound, an actual
gap of silence, becanse it makes the
sound hit bigger. We use this a lot in
gunshots and gun battles, where a gun
will be fired rapidly and you'll actually
make a little empty frame or two of no
sound at all so that when the sound
hits—boom, it smacks you, and the
previous sound is not bleeding into the
next sound.”

ON THE ROAD
Another major effects category is car
sounds. Assells describes how for many
movies, budget permitting, there will
be a custom “car series” recorded. “A
car series means theyll take a particu-
lar car and record everything it does,”
he explains. “So you'll have a library of
a5-mph-by, a 10-mph-by, 15—all the dif-
ferent speed-bys. It's backing up, slow-
ing down, chase driving. Theyll do a
parking-lot-maneuver series where it
just kind of creeps around a parking lot,
slowing down and getting quicker.”

Recordists will place mics in the tail-
pipe, the engine and the interior. The
different recordings can be synched and
used in any proportion that works for
the given moment in the film. “Let’s say
youre driving along,” says Assells. “It’s
a dialog scene, two characters are talk-
ing. You can use the interior recording
[for background)], it’s kind of washy, but
it's got a nice spread to it, youre not
crowding that middle speaker [where
the dialog is]. And then he says, ‘Oh no,
the bad guy’s after us, and we've got a
chase. He stomps on it, then you can
bring in the tailpipe recordings, which
are nice and beefy and throaty.”

Altho