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Buﬁlt-in Melodyne pitch correction and over 100 more
pewerful enhancements. Sixty-four-bit audio engine. Eoh
Intuitive one-window interfacs with drag-and drop g
everything including access to thousands of Exchange
comrunity resources without aver leaving the program.
Integrated Mastering Suite ard instart web upload.
Stop fighting masses of menus tha: get in the way
of inspiration and creativity. Crossgrade to Studio One
Professional. Visit your PreSonus dealer today or download 4
a free zrial copy from our website.

1% PreSonus

www. presonus.com / S1
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“DiGiCo consoles offers us essentially
three important features: superior audio
quality, ease of use and versatility, and

The new SD9 Supercharged not only features significant expansion in Channe! count, 48 Flexi Channels reliability.
(equivalent to 96 channels or DSP) it also gets extra Dynamic EQs, Multiband Compressors, Roy Drukenmiller,
12 x 8 Matrix, DiGiTuBes, valve emulation, Reorder of Busses and Multichannel inputs. Rock-N-Road Audio Atlanta, GA
Takingare of business in real applications the world over, it delivers. Again and again. LRSieremyiBarheldiRoy Drdkenmiiller,

Mark Archibald

STOP PRESS - New Rack-Pack! 1 x SD9, 2 x D-Racks, 2 x Digital Snakes & Flight Case
72 mic input system available at an introductory total system price - $28,450

www.digico.biz
Exclusive US distribution: Group One Ltd  Toll Free 877 292 1623 www.gllimited.com




Use Your Sweetwater Gard and

Get 18 Months 0% Interest
on Hot Studio Gear!

Available on Select Brands — Call for Details
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MR-2000S
| The professional way to master — with 1-bit recording capability! This recorder’s astounding sample rates,
incredible transparency, and huge dynamic range make it the perfect finishing addition to your studio’s rack.

It also makes an uncompromising live recorder. And all this quality fits into a single rack space!

PCM Native Reverb Plug-in Bundle

~ Put seven legendary Lexicon reverbs into your DAW! This world-class plug-in bundle gives you a host of
ex. on stunning Lexicon reverbs — plus very handy extras, such as a visual EQ section, savable presets, and full |
=

automation support. You're going to love the depth and dimension these reverbs add to your projects!
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- A FREE Warranty**
. b & _Neeu more_than 2 Value Added LS ¢ -1."[ .ﬁua We cover nearly every item
-ssiiﬁs-isiaanm-. just recording gear? «® . ORI fora minimum of two years.
Professional Audio . .
i 5 FREE Shipping
Jii Call Sweetwater for all your live 'ﬁ_\ ,
( ? r r ’ ound and musical instrument needs! e A&ﬁﬁ% pllostjegfely pieoc af
? 0 MINMUM PUSCHS gear ships 100% free.

B All Access Platinum Card'
Apply for your card today at
www.sweetwater.com/aliccess!

ROSISMR S 10 RECESD

*Subiject to credit approval. Minimum monthly payment reumred by billing due date. Purchase must be paid in full before promotional period expires. Limited-time offer. Offer limited to U.S. residents of legal age. Cali us for
more or vISit www. com/ ess. **Please note: Appl2 products are excluded from this warranty, and other restrictions may apply. Piease visit www.sweetwater.com/warranty for complete details.




Four channels of acclaimed dbx compression in one rack space! The 1046 gives you a ton of
x functionality in a compact format, and you'll iove having dbx’s PeakStopPlus technology to prevent
clipping, no matter what your compression settings are. If you record and mix, the dbx 1046 is
PROFESSIONAL PRODUCTS ready to be your workhorse dynamics controller!

C 214 Matched Stereo Pair
Two sweet AKG microphones, factory matched for optimum
stereo recording! AKG’s computer-aided matching process
! ensures these microphones will give you deep, rich stereo
’J recordings with incredible imaging. They're perfect for
— everything from drum overheads to solo instrument miking.
o HARMAN You'll iove having this stereo pair in your studio’s tool set!

SRH1440
You'll love the sound of Shure’s premium open-back
headphones! Whether you’re mixing on the go or
just want to hear your music as it was meant to

be heard, these headphones have the extended
frequency response and exceptignal comfort you
need. You get superb sound quality and the must-
have accessories working professionals need.

LSR4328P

Hear your mix, not your room!

Using JBL's Room Mode

Correction technology, you can

easily adjust these monitors

to the acoustic properties

of your listening environment, for ultra-accurate
monitoring. You'll be amazed by the crystal-clear
stereo imaging and incredibly flat response you
hear in your studio!

Atlantis FC-387 |
Bring the f all your sound sources, with §
this amazingly -ET condenser mic! The
Atlantis FC-387 gives you three voicings, three
gain settings, and three polar patterns. Meet
your new go-to studio microphone!

Finalizer Express
The perfect way to put a professionally mastered sound on your projects — fast! Add clarity, punch, and depth

™
tc electronl to your mixes while enhancing stereo imaging and tightening bass response. The Finalizer Express is your
ticket to radio-reacy audio on demand!
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Music Instruments & Pro Audio

(800) 222-4700

ProGear and SweetNotes

SweetMags

are now mobile!

Sweetwater Magazines

Sweetwater.com FREE at Apple’s App Store
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PERFECT SOUND
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Introducing the SRH1840 and SRH1440 Professional Open Back
Headphones, delivering unparalleled acoustic performance for
mastering and critical listening applications.
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From the Editor

THE GREAT CONTENT SHIFT

just got back from the National Association of Broadcasters Show in Las Vegas, and this

year, more than ever, it became apparent just how massive the challenges are facing the

broadcast industry. We think we have it tough in the music industry, and we certainly do:
The music industry had to deal with the disruptions brought on by downloaded content and
online piracy before the television and film industries. But everyone knew that broadcasters
and content producers would be facing similar issues, on a much larger scale; they seem to
be responding in a very active way, though it is evident that they are smack dab in the middle
of the transition.

The NAB is big on slogans and themes for their conventions, and one of the many this year
was “The Great Content Shift,” which can mean one thing to a content producer and another
to a distributor, whether that distributor is one of the Big Four networks or a fledgling cable
outlet. For a content producer, say NARAS with the Grammys telecast or ESPN with one of
its 2,800 live remotes a year, the challenge is to deliver a high-quality program regardless of
playback device. HD content has to play back with discrete full-bandwidth 5.1 and scale down
to a 2-inch speaker out of a micro-thin TV or a 3.5-inch smartphone screen and earbuds. And it
has to play in standard definition, too. The protocols and procedures vary if working with NBC
or CBS or Fox, and now they vary between output to Verizon and AT&T, as well. Monitoring of
the audio signal, not to mention the video output, is a constant and absolutely necessary task.
Things can go wrong at any of a dozen points once program leaves a truck or a post house.

And if you think record labels have been under attack and feeling the pressure from indies
on the production side, and the Internet on the distribution side, take a moment to reflect on
the TV networks. DVRs have made it easy to skip the advertisements, Hulu and countless other
sites have provided alternatives, even to the point that Netflix has begun producing original
shows, and On Demand content is the norm, not the exception, for nearly all programming.
The response initially was to restrict content, same as in music. Today the producers, networks
and cable outlets all seem to be joining the online party, offering streaming services over cable,
satellite or mobile. 1 can watch Game of Thrones at 9 o'clock on Sunday night when it airs,
the next day On Demand or next year from a hotel room in New York through hbogo.com. I
often joke to friends that my college-age daughters watch more TV than I do, and they don’t
own a television. It's true. The game has truly changed.

Content delivery is a moving target, whether we're talking about music, television, film or
live events. The tools and solutions showcased at NAB this year made it clear that the transi-
tion in production and delivery is well under way, and though nobody can predict where we
will end up, it's clear that the demand is there for On Demand choice by the consumer. The
broadcast industry knows this, you can be sure.

/((u%/x C\ D k

Tom Kenny /
Editor !

A note about Nashville: This month’s feature story, “Ode to Nashville,” represents a slight
departure for a typical Mix story. Rather than list who was recording in what studio, or who
put in what new console. we asked our former Nashville editor turned Grammy-nominated
producer Peter Cooper to pen a piece on what makes Nashville special—in the style of E.B.
White's Here Is New York or Nelson Algren's Chicago: Citv on the Make. We hope you enjoy
it. Nashville is special.
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Professional Mixers Y e

Come From Professional Manufacturers ===

-
Yamaha Commercial Audio makes commercial audio equipment — | = |-
plain and simple. Not watercraft, not motorcycles, not DJ mixers. g | |
We design high caliber consoles for high caliber usage. Take for example | ‘[ !
the world-famous M7CL Digital Mixing Console. With a single layer control e ——re
surface, touch screen, Centralogic™ functionality, VCM effects, 3 MY-card .- :ﬁ:
J,‘ ...A slots for diverse network compatibility, StageMix for iPad®, and so much Ta Ei
| more, we make the sort of stuff serious mixers require, 6
- e leaving the amateur stuff to those other guys.
: = 40 years of experience in the mixer business, 25 of those being in
- the digital realm, means we know our stuff. Not only does that experience

embody quality products, it also demonstrates quality service and
training. As the originators of noteworthy educational based training
ey g courses, we take pride in educating others first and educating them best.

For a full line-up of commercial audio gear, visit www.yamahaca.com.

t DIGITAL ?G CONSOLE @YAM AH A

: | ver on3 6 ] conmencisiz.cio

-~ INTRT S
- Yamaha Commercial Audio Systems, Inc. ® P 0. Box 6600, Buena Park, CA S80620-6600 ¢ ©2012 Yamaha Commercial Audio Systems, Inc. = - .NTEQ,
= N EL

*Apple, the Apple logo, and iPad are trademarks of Apple Inc., registered in the U.S. and other countries.
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Dolby Bows Revolutionary New Platform

Nobody does a demo like Dolby. And the compa-
ny’s latest debut of its latest technology, formally
shown to the world late-April at CinemaCon, just
may be its best. It's certainly the most innova-
tive—from both a creative and a playback per-
spective—from the company that made 5.1 part of
the vernacular.

Mix was invited to the Dolby’s San Francisco
headquarters for a sneak peek at the company’s
revolutionary new Dolby Atmos format. The
Dolby Screening Room—with 26 addressable JBL
speakers (including six overheads), three behind
the screen and subs front and rear—is both a test-
bed and a showcase for multichannel develop-
ment. But this time we were looking less at incre-
mental steps in surround playback and more at an
entirely new approach to film.

“Dolby Atmos is a platform. not a product, at
this stage, as we want ta ensure the industry is
ramped up with a content pipeline an exhibition

has time to properly outfit their the-
aters,” emphasizes Stuart Bowling,
Senior Technical Marketing Man-
ager, Cinema, Dolby. “We started
talking with AMC back in 2007 about
moving beyond 5.1. Digital Cinema
specifies 16 channels right now, and
we found that they were interested in
the ceiling, in getting some height.
We went back and forth for a couple
of years testing different height ele-
ments, including 11.1 and 13.1. And
then about three years ago we decided to change
direction and focus on object-oriented develop-
ment, where we are able to marry the fundamental
channel bed with an object-based solution. This
helps to better separate the sound from the chan-
nel, allowing Dalby Atmos to move away from a
definitive channel count and be able to play back
in any type of theater configuration.”

To truly understand the potential of the Dolby
Atmos solution, you have to divorce yourself of the
notion of discrete playback based on channels and
amps and zones and arrays. These still matter, as
Dolby Atmos is based on a 5.1 or, preferably, 7.1,
or even a 9.1 mix and print master. Same as it ever
was. But the platform includes the capability for up
to 128 channels, 64 speaker feeds, of object-based
sound design, separate from the bed and rendered
in real time on playback in the theater, optimized
for that particular space’s amp/speaker configura-
tion. Dolby is working closely with Harman Profes-

LES PAUL ESTATE GOES UP FOR AUCTION JUNE 8-9, 2012

sional’s cinema team—including JBL and Crown
Audio—to optimize amp and speaker technolo-
gies and integration for the Dolby Atmos platform.
“Every seat in the theater is improved, delivering a
much larger sweet spot,” Bowling says, “whether
it's a showcase room or a 5.1 space waiting to up-
grade. It’s really a custom mix per room.”

The demo on playback is impressive, especially
in Dolby’s theater with a clip that spotlighted pre-
cision placement and smooth movement in the rear
and sides and delicate use of the ceiling, even with
the space-age vehicles that begged for gimmicky
effects but instead just felt like they hovered and
dropped. Things that moved, moved toward the
center smoothly. The footsteps and arm swooshes
and falling leaves and hovercrafts “objects” defi-
nitely added dimension and vibrancy to the 7.1 bed.

For editors and mixers, the possibilities seem
limitless, a classic example of putting the tools in
the hands of the creators. Dolby has written the
panning software and demo’ed a rather primitive
but effective GUI for real-time visual monitoring
of the “object” audio movement. Re-recording
mixers often speak in cooking metaphors when
discussing a project; here they are truly able to
add spice to a track. And they don’t need to think
about channels, only the space. As Bowling says,
“We want them to think as a mixer that anywhere
they want to put a sound, just pretend that there is
a speaker there, and regardless of the room, it will
play back as intended.”

—Tom Kenny

Julien’s Auctions and the Les Paul Foundation have partnered to
auction the property and collection of guitars, audio equipment
and musical artifacts belonging to legendary musician, engi-
neerand inventor Les Paul on June 8-9, 2012, at Julien’s Auctions
in Beverly Hills. Proceeds will benefit the Les Paul Foundation,
an approved IRS sa1(c)3 organization whose mission is to honor
the life, spirit, and legacy of Les Paul by supporting music edu-
cation, engineering and innovation as well as medical research.

Highlights of the auction include a late 1960s API record-
ing/mixing console, 16-track Ampex MM1000 2-inch tape ma-
chine from the early 1970s, Les Paul's touring rig, and several of
his prized guitars, effects processors and 1955 Steinway & Sons
Grand Model B piano.

Registration is required to bid in this live auction and can be
done either in person at the exhibitions and auction, or by vis-
iting JuliensLive.com before the sale, or by calling 310/836-1818.

mixonline.com
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DTS Announces
Purchase of SRS Labs

®
—_—
v
On April 17, DTS Inc., a leader in high- V
definition audio, announced that it had
entered into a definitive agreement with SRS Labs Inc., a leader in audio processing and enhancement
technologies, under which DTS will acquire all outstanding shares of SRS Labs in a cash-and-stock
transaction valued at $9.50 per share, or a total of approximately $148 million in aggregate equity val-
ue, including acquired net cash of approximately $38 million as of December 31, 2011. The transaction
brings together DTS’ suite of audio solutions and SRS Labs’ range of audio processing technologies.
“This transaction represents an exciting extension of our strategic focus on the compelling long-
term opportunities being driven by cloud-based entertainment delivery and the proliferation of con-
nected devices,” says Jon Kirchner, DTS’ chairman and CEO. “SRS Labs and its strong portfolio of audio
processing technologies are a natural strategic fit for DTS.”
“As consumers increasingly demand higher quality audio experiences everywhere from their mobile
devices to their homes, this combination benefits our customers and employees by creating significant
scale and penetrating new markets,” says Thomas C.K. Yuen, SRS Labs’ chairman, CEO and president.

SPARS Sound Bite

Regional Renaissance
By Kirk Imamura

2012 MIPA Awards

$%ni0a i The following products won 2012 MIPA Awards in Frankfurt, Germany, dur- we appl.au('i Mix magazi.ne's eff(?rt to host l\.1ix Na..sh—
02012 ing Musikmesse/Prolight + Sound on Thursday, March 22, 2012: ville. With its 180 recording studios, 130 music publish-
- ers, 100 live music clubs and 80 record labels, you would
Pro Audio (Live)—Portable Sound: Yamaha DXR and DXS Series loudspeak- expect more industry events to take place in Nashville.
ers; P.A. System: ]BL VTX Series line array systems; Live Microphone/IEM/ For professionals or those starting out in the
Wireless Systems: Sennheiser SKs212; Sound System Technologies: Yamaha industry who do not live in proximity to Los Angeles,

W

it Wi
il

StageMix/iPad; Mixing Desk (Live): Midas Proz.

Studio—Studio Microphone: Microtech Gefell Mg30TS; Studio Monitor
(Near-field): Focal SMo; Recording Software: Avid Pro Tools Version 10;

New York, Nashville, San Francisco or even the sec-
ondary markets, the opportunity to attend industry
events does not come easily. Yet there exist sustainable
levels of business in various regions throughout the

country, as we found in North Carolina recently at the
urging of our immediate Past President, Eric Johnson.
The state boasts a burgeoning video game sector

Recording Hardware: Universal Audio Apollo audio interface; Mixing Desk
(Project Studio): PreSonus StudioLive; Field Recorder: Zoom Hz2n; DAW

Controller: Akai MPC Studio.
and increase in feature film work thanks to a new

Visit the Musikmesse International Press Awards at wwwi.mipa-award.de. tax incentive. Asheville in particular is a progressive

MIXBLOGS,
TechTicker

I haven't seen attendance numbers this year, but NAB seemed
busier than ever. Every hall was jammed with attendees on hand to

city and an emerging creative communuty, only a
couple hours drive from Charlotte and notthat much
farther to Atlanta and Nashville. There’s also the
faculty and students from the University of North
Carelina, Asheville (UNCA), Appalachian State Uni-
versity and Western Carolina University. Looking
at all this, SPARS held the Asheville Studio Summit
on March 31.
The venue, Echo Mountain Recording Studios,
see what exhibitors were Of'fe"ing managed by Jessica Tomasin, is a well-equippe(jl and
) ‘ % sizable API facility that serves as an anchor studio in
the region. We sold out at a hundred people, as we
wanted to maintain the intimacy and allow for one-

to-one interaction, especially for our popular Ask

Robair Report

Nobody likes rejection. Yet a thick skin is imperative if you want to
survive in the music biz, whether you're doing work for hire or your
own projects.

SPARS speed mentoring session, with career advice
given by industry veterans from North Carolina,
Atlanta, Nashville, Los Angeles and New York.

The Summit also include a studio tour, a pre-
sentation by Sean O'Connell, CEO of Music Allies/
Creative Allies, titled “Specialist or Jack of All Trades,”
and a rare glimpse into Microsoft’s Production Stu-
dios, to go with panel discussions on audio produc-
tion and the recording business. Based an the event
feedback, we believe the Summit was a great success
and proved that this type of regional event is not
only needed, but serves as an invaluable educational
opportunity for the next generation of talent enter-
ing our industry.

Ask Eddie

I recently had my students check out the Chris Lord Alge Clas-
sic Compressors video—primarily because it showed what he is
listening for, one facet of Ear Training exercises that lead to the
acquired skill set that eventually defines a mix engineer.
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“Live guitars sound
amazing with Royers
on the cabinets -
warm, natural, present
and uncolored - and
they stand out well in
the mix.

| use a mix of R-101's
and R-121 Lives with
Maroon Five. The
band loves the natural
sound they get in their
in-ear monitors.”

Jim Ebdon

FOH Engineer - Maroon 5, Matchbox
Twenty, Aerosmith, Annie Lennox

)
0. Royer Ribbons

T 818.847.0121

3
R www.royerlabs.com

Cool Spin:

Risa Binder: Paper Heart
(Warehouse Records)

Though singer/songwriter Risa Bender lives in
Brooklyn, the Maryland native found the spark,
the producer and the musicians she needed to
cut her pleasing debut album, Paper Hearts,
in Nashville. An airy synth pattern, snapping
drum beat, quick and clean guitar rhythm and
the arrival of Binder's lead vocal—up front, in
your face—on the album’s opening track, “You
Made It Rain,” immediately announce that this
is no Nashville country record. This is smart,
infectious pop music, tastefully produced by
Marshall Altman (Natasha Bedingfield, Matt
Nathanson) to showcase Binder's appealing
voice and persona.
>>mixonline.com/cool-spins

SoundWorks

Collection Update
Dolby Atmos

XIDOLBY ATMOS

HEAR THE WHOLE PICTUR

The SoundWorks Collection is pleased to fea-
ture Dolby Atmos, announced at CinemaCon
2012, a new audio platform that revolutionizes
cinema sound and delivers an end-to-end so-
lution for the cinema. Dolby Atmos delivers a
completely new listening experience, providing
audiences an enveloping, natural and life-like
sound experience by giving content creators
unprecedented control over the placement and
movement of sound within a movie theater.
Dolby Atmos promises to revolutionize movie
distribution by eliminating the need for multiple
print masters: a single master will now play cor-
rectly in any theater.
>>mixonline.com/post/features/video_sound-
works_collection

Just what does
actly? Austin’s

the record label of 2012 look like, ex-
Playing in Traffic Records could very

well represent the perfect model. Founded in 2009 by
Austin area music executives, the group is not only
doing quite a job signing well-known artists, but also
bringing emerging talent to the national forefront.

And somehow,

they’re doing it without compromis-

ing the very delicate balance between what audiences

consider “indie”

Check out the
Small Working

and what thev consider “inauthentic.”
May installment of “Confessions of a
Studio” to find out more.

>>mixonline.com/studio_unknown

FREE: Webcasts on Demand

« Muiti-Mic, Multi-Source * Digital Converters for
Mixing for Live Events Today's Studio
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By Blair Jackson

SOUND STAGE STUDIOS, NASHVILLE

ound Stage Studios has been a fixture on
SNashVille’s Music Row since it opened in

the mid-'70s as the single-room Mercury
Studios. More than 500 Number One singles and
sales of more than 100 million albums later, the
large Sound Stage Studios complex is still churn-
ing out the hits and projects big and small both
for current country music royalty and artists from
an assortment of other genres. The range of acts
that have come through the studio’s doors is stag-
gering and includes such greats as George Strait,
Lyle Lovett, Waylon Jennings, Merle Haggard,
Dixie Chicks, Martina McBride, Wynonna Judd,
Steve Earle (see this issue’s “Classic Tracks”), Alan

Jackson, Sheryl Crow, Brooks & Dunn, Miranda
Lambert, Lee Ann Womack and so many more.
Owned since the fall of 2010 by Black River En-
tertainment, Sound Stage recently completed an
overhaul of its main room—Front Stage—and has
made changes and upgrades throughout the four-
studio facility, as well as the historic studio next
door: Ronnie’s Place, named for its former owner,
country legend Ronnie Milsap. (When he owned
it, it was called Groundstar, and before Milsap, it
was Roy Orbison’s studia for several years.) That
building also houses the offices of Black River’s
record label, home to such acts as Sarah Darling,
Craig Morgan, Due West and Glen Templeton.

The room now known as Front Stage was
fairly successful from the get-go, but what re-
ally changed the fortunes of Sound Stage was the
construction of the smaller Back Stage studio for
producer and (later) record company mogul Jim-
my Bowen. “All his projects were done there, like
George Strait, Reba McEntire, Jimmy Buffett, Glen
Campbell, and on and on,” says engineer Chuck
Ainlay, who has recorded hundreds of projects
at Sound Stage and co-owned Back Stage for 12
years before Black River bought the whole facility.
“They were all done in that little room in the back.

“Eventually Bowen got so busy, he had four
or five different studios running all the time in



The Front Stage Tracking Room

Nashville, and he decided he wanted to have
Front Stage Studio as part of his thing, too, so
they re-did it for him,” Ainlay continues. “He
wanted the control room to be in the studio with
the band, so for a long time there was no wall per
se separating the control area. It was a hellacious
nightmare trying to track. You’d have headphones
full volume all day long and voud walk out of
there with your ears ringing. After he retired from
the Nashville scene. they built a wall to separate
the tracking area from the control room, but it
was done on a limited budget and it got modified
a couple of different times. Basically, the place
needed a real serious overhaul.”

Black River already had its offices at Ronnie’s
Place next door, “and we wanted to gain some more
office and studio space, so we looked into Sound
Stage and decided it would be a good investment
for us,” comments CEO Gordon Kerr, who, along
with Terry and Kim Pegula, is part of the family
ownership group that controls the company.

“Our desire is to be part of the Nashville com-
munity,” says kKerr, who moved to Music City 18
months ago from upstate New York. “We believe
in music and we believe in pursuing the best in
whatever we do. When we looked at Sound Stage
and the incredible history that it has, we naturally
wanted to be a part of that and felt we could take
this historic building and, more importantly, the
people and the music that come from here, and
try to provide an even better environment for
those kinds of recordings to be made.”

Continuity was important, and that’s why
Black River tapped Ainlay and the studio’s current
Head of Operations, Warren Rhoades—who had
been working in various technical capacities at
Sound Stage since 1991—to revamp Front Stage.

“Like most projects, when it started, we were
just going to do a few things,” Rhoades says. “We
were going to redesign the studio drum area, but
once we got into it there were more things we
wanted to do. It was originally a Hidley room,
and Hidley rooms take a lot of space—they have

alot of trapping and a
lot of hanging baffles.
We had this great big
space but it had been
designed so it was all
baftled and deadened
and turned it into a
smaller space. That
was the way things
were done in the '80s.

“Now, people want
more room and not as much trapping,” Rhoades
continues. “They like it a little live-sounding. So
Chuck and 1 decided we would take out a lot of
the baffling system and put in our own trapping
system that didn’t take up so much space. That
gave us an extra eight to ten feet of ceiling height
and probably another eight to ten feet of floor
space for the drum room.” A key feature of the
room now is three sets of four motorized baffles in
the ceiling “that look a little like airplane wings,”
Ainlay says. “You can open them up and they vent
into trapping behind, so when they’re opened, it
deadens the room. Or you can close them to liven
the room.” Adds Rhoades, “You can change it eas-
ily from song to song, or adjust it just to affect the
drums if you want; it turned out really cool.”

Other changes instigated by Ainlay and Rhodes
included relocating the machine room to give
more space to the control room, and redoing the
isolation between the different booths. “The Black
River folks have been true to their word as far
as making this a top-notch studio,” Ainlay com-
ments. “Just about everything we asked for, they
let us do.”

The 8o-input SSL 9000] that
resides in Front Stage’s control
room was the first of its kind
in Nashville, and when Ainlay
moved into Back Stage, he re-
placed the old Neve with a 64-in-
put 9000]J. “1 came up on SSL
4000s, and when I got a chance
to get a 9000, | jumped at it,” says
Ainlay, who estimates he still does
about 9o percent of his work at
Sound Stage. “If that board or the
one in Front Stage needs parts,
modules can be swapped, and
this, that and the other. It’s a lot
easier to run a facility that’s based
around one platform. The other
console upstairs [Up Stage] now
is a 48-channel SSL 6000E—they

did have an [SSL] AWS, but that’s gone. That 6000
is a nice little console that everybody can run, and
it'’s a good-sounding room.”

The other rooms at Sound Stage include Drive
Thru, a smaller digital production studio based
around a Pro Control, and Up Stage, which is
pitched as a more economical alternative for small-
er recording, mixing and editing projects. All four
recording rooms are equipped with a slew of state-
of-the-art outboard gear, microphones and the
latest plug-ins available throughout the building.

“On our campus as a whole, we can cater to
anyone, whether it be a local rock group, or an
indie rock band from Portland, Oregon, or a
country singer/songwriter,” says studio GM (and
engineer) Nick Autry, another holdover from the
pre-Black River days. “You have to be able to pro-
vide for any level of songwriter or musician who's
in need of recording. The beauty of having several
studios at Sound Stage is in the ability to provide
a specific studio to meet your individual needs.

“A lot of people sav, ‘Well, | just want to track
the drums, it’s all I can really afford,” Autry contin-
ues. “But with so many people now, once they get
in here and see what they can do in a studio like
ours, they end up wanting to do more and we make
sure we can figure out a way to make that happen.”

Kerr comments, “Excellence is excellence,
whether youre making a demo or you're re-
cording Miranda Lambert or Lee Ann Womack,
Thompson Square or George Strait. For us, it’s
all about partnerships and providing opportuni-
ties for people to be able to feel like this is their
creative home.” W
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LP AT
EASTWEST

A New Model Rock Star

By Bud Scoppa

tanding on a stage surrounded by her
band in the packed tracking room of Hol-
lywood’s EastWest Studios, LP looks like
she’s just stepped out of a scene in Todd Haynes’
Bob Dylan fantasia, I'm Not There, as one of the
fim’s multiple Dylans. A mop of Dionysian curls, a
la the inscrutable figure on the cover of Blonde on
Blonde, nearly hides her face, and her slender frame
is encased in a snug black jacket and pants. She
strums a riff on a ukulele, of all things, and launch-

es into the opening number of her mini-set, which,
like the four songs that will follow, erupts into a
monumental chorus that recalls Bruce Springsteen
in his mid-'7os glory days, her voice rising to hit
impossibly high notes with jaw-dropping power.
Even her moniker (it's short for Laura Pergolizzi)
connotes a bygone era. But if LP’s signifiers vividly
evoke the past, her creative process does not.
That remarkable voice is already familiar
from Citibank’s use of the “Somebody left the
gate apen” line from her song “Into the Wild”
in a ubiquitous TV spot. But LP gets her first
widespread exposure under her own moniker

on April 25, when Warner Bros. Records releases
the performance as the CD+DVD Into the Wild:
Live From EastWest Studios. The idea for the EP
came from label chairman and house producer
Rob Cavallo, hoping to capture lightning in a
bottle before turning his attention to the re-
cording of her full-length album.

Cavallo and Doug McKean, the producer’s
regular engineer for the past 10 years, consid-

Phata: Luke Dicklev
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Music > LP at EastWest

Photo: Tamzin Brown

ered several studios before choosing EastWest Stu-
dio A for its combination of roominess, excellent
ighting and top-end gear. McKean recorded the
performance from the other side of the glass using
the control room’s 8o-channel Neve 8078 running
Pro Tools 10. Afterward, he prepared a Pro Tools
session for the Warner Bros. in-house video crew,
and staff engineer Adam Hawkins later mixed the
five tracks to picture. LP, who favors Neumann
and Blue Kiwi mics for studio recording, decided
to go with a Shure PGX2/PGs8 wireless because it
allowed her to move freely around the stage. “It was
a pretty flat microphone and she’s a powerhouse
singer, so it sounded pretty good,” says McKean.
Like other so-called overnight sensations, LP
put in years of hard work before being hailed
by many as one of 2012’s most intriguing new
artists. “My perspective is somewhat unique be-
cause of what I've gone through,” she says. The
New York native was fronting an indie-rock band
and playing 200 shows a year when her breakout
performance at South by Southwest in 2006 led
to a deal with Island Def Jam, whose then-head

more online|o

Read Mix's “On
the Cover” sto-
ry on East\West,
and watch LP's
video for “Into
the Wild”

mikon

L.A. Reid proceeded to put the youngster through
sangwriting boot camp. During the next year,
LP focused solely and intensively on collaborat-
ing—or “bulk writing,” as she puts it—with an
assortment of pros before 1D] dropped her. She
spent the next year on indie label, SoBe.

“Everything leads to something,” she explains.
“Through these label deals 1 met a lot of writers,
and [ kept writing with them. Then | got a pub-
lishing deal with Primary Wave, and they were
hooking me up, and so was my manager at the
time. 1 really hustled. I wanted to make a living as
a songwriter; | loved the anonymity of it.”

1t was during this period that she began writ-
ing on the ukulele. “At the time I was writing a lot
of urban stuff, and I'd take my ukulele to sessions,
which threw a lot of people,” she recalls with a
laugh. “But | just fell in love with the ukulele; it
gave me a completely different perspective from
the guitar. The fact that it’s a little bit ‘off” makes
you think differently.”

In late 2009, LP’s manager encouraged her to
become a performing artist again. “I said, ‘Okay,
man, but I'm not changing shit. I'm playing the
ukulele—this is it,” she says. “Then, in mid-2010,
RedOne signed me to a production deal, and 1
figured, okay, I'll be an artist, but he’s one of the
biggest producers in the world—TI'll also start
writing with his people. At the same time, 1 de-
cided 1 wanted to play out again, but I was having
trouble finding musicians.”

That changed one fateful night in early 2011
when she stepped on the stage of Bardot in Hol-

lywood during one of the club’s Thursday night
events in which moonlighting session musicians
and visiting vocalists tackle cover songs. “That was
the night my band was born,” she says, “because, af-
ter | sang a song, every musician on the stage and in
the house gave me their card. | became a fixture, and
A&R people started coming down to see me, which
was totally unexpected. The first time 1 did one of
my own songs, everybody flipped out. I realized
1 was onto something, so | ended the production
deal. I said, ‘Red, 1 found out what 1 want to do.”

LP made the decision just as her writing career was
taking off. Her co-writes included Christina Aguilera’s
“Beautiful People” from the soundtrack to the 2010 film
Burlesque and Rihanna’s 2011 hit single “Cheers.”

“So 1 had this band,” she continues, “but 1
didn’t have material, and 1 wasn’t interested in
doing the artist thing without having songs 1
cared about. When 1 was writing songs for other
people, 1 was editing me out of them, which is
good—1 was writing for them. But when I started
writing songs for me, 1 decided to do whatever 1
felt like. I can sing really high and 1 enjoy it—I'm a
belter—so 1 didn't hold back. And then the songs
started coming, one after the other. I was writing
because these songs went somewhere, and | start-
ed to get very in tune with what was working.”

Since signing with Warner Bros. last Septem-
ber, LP has skewed the writer/artist formula in a
radical way, penning her intensely personal songs
in collaboration with the writer/producers she'd
been working with as a hired gun—primarily the
versatile PJ Bianco, Isa Summers of Florence + the
Machine, and the team of Carl Ryden and Marc
Nelkin. “ really enjoy bouncing stuff off someone
else and tapping into their energy,” she explains.
“The way we write for other people’s sessions car-
ries over to my own thing,” she says.

LP has come up with a new model for the
writer/artist, discarding the traditional romantic
notion of what is considered authentic self-
expression in favor of a pragmatic attitude fueled
primarily by her work ethic.

“I think of it as a job, but a cool job,” she says.
“Some people would say that takes the soul out of
it. 1 don't find that. 1 feel very inspired by having
to be there in the room. I'm just interested in the
work. | feel like I have to do what 1 love. Songwrit-
ing is hard enough; if 1 didn't love it, it would be
a bitch. But you have to go through it—it’s the
process. 1 didn't get into this because 1 wanted to
be massively famous. To me, fame is a by-product
of writing songs you love and doing great work.
It'd be nice to be a pop star and a career artist.
Why not be both?” B
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MARTY STUART AT OMNISOUND

Mick Conley is equally at ease in the studio or at front-of-house. He has it both ways
with Marty Stuart: “I'm crazy enough to do both, and it keeps me very employed,” he ;
says. Conley recorded and mixed Stuart’s terrific Nashville Vol. 1: Tear the Woodpile : NASHVILLE, VOLU
Down in Omnisound Studios. He says he cut everything fairly flat, with no compres- TEAR THE WOODPUE
sion and just a little EQ on drums, into Cubase. Stuart and his band of top-shelf
players make it relatively easy to get great sounds, but Conley says he always finds
upright bass most difficult challenging.

“That one drives me batty sometimes; 1 call it the devil's instrument, especially
live,” he says. “In the studio, | used one old RCA DX-77. It sounds natural. I've done
multimiking with good results, but this record needed to have a classic country
sound. The RCA is full-bodied, and when you do any kind of slaps, the transients
are tamed, so it doesn’t sound harsh. We’ve been using more and more ribbon mics.
Marty’s got a gospel record in the can right now, too, and we used the AEA A440 on
his vocals on both records, and it’s just brilliant.

“On the backside, 1 knew 1 was going to use the Studer 800 UAD plug-in,” Conley
continues. “That is one of the huge sounds of this record—knowing I could manipulate ‘tape’ on a per-instrument basis.” Conley also used the SSL Duende
native bundle, which he says, “just blew my mind.” He finds it to be a great advantage that, working with Stuart live and in the studio, he hears their songs
at every stage. “They rehearse at shows and at soundcheck, and we tweak things along the way. 1t’s an extremely collaborative process. Marty knows what
he’s going after, but all opinions are welcome.” —Barbara Schultz
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JUSTIN TOWNES EARLE IN
ASHEVILLE AND NASHVILLE

Engineer Adam Bednarik recorded Justin Townes Earle’s latest album Nothing’s Gonna Change the Way You
Feel About Me Now with all nine band members live to a Studer A8oo machine in Echo Mountain Studios
(Asheville, N.C.). “We were in the room that’s called The Church,” Bednarik says. “The tracking space is hu-
mongous, with high ceilings. That room has a Neve 8068 console, and even better: It’s all loaded with 31102
modules.” When they had their take, Bednarik transferred his files to Pro Tools and brought them back to
Nashville’s House of David Studios; he mixed in Pro Tools, but broke it out on HOD’s API console. “That’s my
favorite way to work,” Bednarik says, “record through a Neve but mix on the APL.” The sound of the record
is a beautiful, subtle evolution from previous JTE efforts, with atmospheric horn parts on every track. “1 love
that every record we do is different,’ Bednarik says. —Barbara Schultz

WACOS AND PAUL BURCH MAKE
GREAT CHICAGO FIRE

For the Waco Brothers’ latest cowpunk record, they went into the studio with labelmate musi-
cian/producer Paul Burch. “In Nashville {where Burch lives and works], you're very thoughtful
about sounds, whereas the Wacos go in and bash it out,” Burch says. “But 1 think the Wacos
hoped 1 would help them make a record that would be a little more detailed. We ended up in the
middle, where compared to their other records there’s more detail, but we recorded the whole
thing in about five hours!” The musicians tracked live to Pro Tools in the big room at Engine
Studios (Chicago). Burch then mixed in his Nashville studio, Pan American Sound. It was trial
by fire as he made his first foray into digital mixing: “It was more just balancing really,” Burch
says. “I turned the faders up and ran it through two inexpensive Mackies, and that’s the record.
1 hope people like it. It was made out of friendship, really fast.” —Barbara Schultz.
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STEVE EARLE

“Guitar Town”

teve Earle wasn't exactly Nashville’s new kid in town when he
SShocked the country music establishment in 1986 by landing his
debut album, Guitar Town, at the top of Billboard’s country albums
chart and the title track in the Top Ten of the country singles chart. The
Texas native was 31 and had been kicking around Music City on and off
since the mid-'70s, establishing a rep along the way as one of the better
young songwriters on the scene—he'd had songs recorded by such artists
as Vince Gill, Patty Loveless, Carl Perkins, Johnny Lee, Steve Wariner and
Connie Smith. With influences including early rockabilly, The Beatles, his
good friend Townes Van Zandt (“a real good teacher and a real bad role
model,” Earle once said), Bob Dylan and Bruce Springsteen, he wasn’t cut
from traditional country cloth, “but 1 consider myself a country singer,” he
told Rolling Stone in 1986.
In 1983 Earle signed with CBS, and over the next couple of years, front-
ing a spare rockabilly trio, put out several unsuccessful singles and an EP

Classic Tracks

By Blair Jackson

called Pink and Black. This was a time when the Stray Cats were
struttin’ their rockabilly stuff, former punk rockers The Dils had
transformed into the “cowpunk” Rank and File, and L.A -area bands
such as X, The Blasters and Lone Justice were fusing country roots
with edgy rock 'n’ roll. Earle even went to L.A. for a period to see
if perhaps he might fit into that burgeoning scene, but didn't last
long before returning to Nashville. By the middle of 1985, he had
written a new batch of tunes that interested rising MCA producer
Tony Brown, so with a small group of local players, Earle cut some
demos in hopes of starting fresh in the record business.

The demo studio was a room in the Oak Ridge Boys’ Silverline/
Goldline Music building, and for that session Brown tapped Chuck
Ainlay, who had been working out at Castle Studios, to engineer.
The small band around Earle consisted mostly of transplants from
the L.A. studio scene: “We were all not really country people that
did the record,” comments Ainlay. “[Drummer] Harry Stinson had
moved here from L.A. so he had this pop sensibility, and a great
voice as well. [Guitarist] Richard Bennett had moved here from L.A.
and he had been with Neil Diamond for many years. John Jarvis
was another L.A. player; he played some keyboards.” Bassist Emory
Gordy was from the South but had established himself in L.A., too.

“We actually moved to Nashville at Steve’s encouragement,”
Bennett says, “as well as some other people, like [MCA Nashville
head] Jimmy Bowen, who | was working for back in L.A. when he
was there, and Tony Brown and Emory Gordy, who were very en-
couraging. Steve had come to spend a week or so with us in L.A. just
prior to Guitar Town, and we were sitting around the kitchen table
having coffee one morning and he said, ‘You know, you should just
move to Nashville” He was always very positive. So we just said ‘Yes!’
1t was kind of that simple. I'd grown up listening to country music
and sort of worshipping Nashville from afar, and then for a couple of years
prior to us moving, had been commuting there and playing on projects and
really began enjoying it from within. So 1 was ready for a change. I'd been
friendly with Steve for a little while and I'd played on some of the things he
was doing when he was an artist on Epic, just prior to MCA.

“We worked out a helluva lot of that album before ever setting foot in
a studio to officially record it,” Bennett continues. “I'd say a good 9o to 95
percent of that was worked up in the demo studio; the arrangements and
such. It was common to do demos, of course, but what was not common
was to go in and rehearse an album that way. So when we went in to record
the album, we pretty much knew what we were going to do.

“We didn’t want to go in cold. We wanted it to feel more like a real band
than a bunch of session guys. Once we went in and actually cut the record,
things changed here and there and we were all flexible enough for that to
happen, but for the most part we had the blueprint for that album.”
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"The Radial JDX captures the
distortion from the bass amp
without any loss of low end.
And withsuch aloud band, it
also helps eliminate spill."

~ Jon Burton
FOH - The Prodigy.

"Folks dor't realize how hard it
= is to make multiple guitar

% channelsiive happily together,
With a JOX, mic placement is

no longer an issue.”

~ Bradley Johnson
FOH - Aerosmith, Whitesnake.

"The JDX gives character
without the worries of
bleed ard feedback.1 was
so surprised how close it
sounded to a SM57,1 had to
double-check.”

~ Jim Warren
FOH - Radiohead, Arcade
Fire, Nine Inch Nails.

Copyright®2011 Radialengineering Ltd. Specifications and apperance subject to change without notice

"t was looking to make the
bass ‘poke’through in my
mix so | tried the JDX.It's a
great alternative to mic'ing
adirty cab. 've been using
it ever since."

~ Russ Giroux
«« FOH - Chickenfoot.

~Eddie Mapp
For years, 2ngineers have been fighting with guitars to make
them sound good. Mic positioning, room acoustics on stage, :

e p oo XLR OUT
resonance from the stage floor and bleec from other instru- T0 MIXER
ments all play havoc. And this is just the'begmnmg . you still
have to try to make an amp sound good with a mic plac_‘a'ght
in front of the speaker.To make matters worse th'ose'p V}“*
guitar players are all using in-ear monitors and for the fir ime,
they are actually hearing the sound from the mic. And they re
not very happy. ERE e ‘

Radial changes the rules with the JDX Reactor the wor
first direct box designed specuﬂcally to capture EOT the e T K
sound of the guitar amp head and the electro-m agnetlc back SPEAKERS

impulse from the speaker cabinet. Bestofarl it workﬁ qually

: . , : Z
guitars sound BIG! : R Q d I O I

...power tools for power players™

1588 Kebet Way, Port Coguitlam BC V3C 5M5 tel: 604-942-1001
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Ainlay recalls, “Tony played the demos [including the song “Guitar
Town”] for Jimmy Bowen, and though I'm not sure Jimmy totally bought
into it, he said, ‘Okay, Tony, if you really think this guy has it...” So, Tony
ended up signing him,” and then stipulated that the album be recorded at
Sound Stage Studios’ Back Stage room, “because it was a smaller studio than,
say, Emerald was, or some of the other hip studios in town at the time. It had
a beautiful old Neve 8068 desk, which | wish I had now, because it’s still my
favorite desk for tracking.” (It currently resides in Nashville’s Quad Studios.)

Part of Bowen’s mission at the time was to make Nashville a hub for
digital recording, and that was part of the reason he and Brown wanted to
work with Ainlay. “Out at Castle, we had gotten the 3M machine, so it was
the first digital studio in Nashville,” the engineer says. “We also put in an
SSL 4000, so we were ahead of the curve technically. Bowen came out there
and | showed him how great it was to have VCA automation, as opposed to
the NECAM lI that was on the 8068—it took two hands to move the fad-
ers, so trying to do a delicate ride on the vocal is almost impossible. Then
I showed him how you could comp on digital and there was no generation
loss. That’s what sold him on the whole digital thing. So he said, ‘If you
want my business, you have to have a Mitsubishi and an SSL. That’s how
Nashville became digital so quick.” Back Stage didn’t have the SSL (yet), but
it did have a Mitsubishi X-800 32-track 1-inch digital recorder, along with
then-fashionable AMS and Lexicon digital reverbs.

“The Mitsubishi sounded terrible; the 3M was much better,” Ainlay says
with a chuckle. “To my ears, ! listen to that Guitar Town album and it’s really
kind of thinned out and it kills you with brightness. Digital sounds so much
better today, obviously.”

“It was a bit brittle,” Bennett agrees. “I never cozied up to what that
album sounded like sonically. It has nothing to do with Chuck. It was
that machine.”

Because the previously mentioned core band for the Guitar Town
album—augmented by pedal steel player Paul Franklin and three differ-
ent keyboardists (John Jarvis, Steve Nathan and Ken Moore)—was well-
rehearsed and had largely worked out the arrangements, the recording
was fairly straightforward. 1t was tracked live in the studio, with Earle
singing and playing guitar with the band (though in an iso booth). “ used
a [Neumann] 47 on his vocal, which later I kind of regretted,” Ainlay says,
“because Steve can really put out some volume, so on some of the tracks,
if you listen closely, the vocal is a little overloaded. In the end, though, it
gave it some attitude.

“That little room sounds awesome for drums,” he adds, “but it's a
tight, contained sound; it’s not a big trashy room sound. That’s part of
the character of that album. It’s tight, in your face, and all the sounds
are kind of upfront.

“Basically we'd go in at 2 o'clock and track for two sessions—work until
10 or 11,” Ainlay says. “Then in the morning Richard would come in and he
and I would sit in the control room for three or four hours before everybody
would turn up and we'd work on the guitar parts. One thing we did on that
record is, 1 had bought this Drawmer 1960 tube compressor that had a gui-
tar input. Rockmans were popular at the time, and my idea was to create a
high-quality Rockman by using AMS and Lexicon delays and whatnot, and
route the signal out of the guitar input and come back in and squash it all
down like a Rockman did.”

“Guitar Town” is a classic “road” song about an itinerant musician who

“followed that voice down the lost highway” and “got a two-pack habit
and a motel tan.” With its big, cracking drum beat, '60s-style organ and
retro guitar sound, it resembles some of Bruce Springsteen’s country- and

» &

rockabilly-flavored songs from that era—“Working on the Highway,” “Glory
Days,” “Goin’ Down"—and Earle has acknowledged that influence. Still, it
feels original because the persona in the song (and throughout the album)
comes through so strongly. “It also has this sort of hillbilly thing going on,
which is very much Steve’s passion and my passion, too,” Bennett says. “Even
though 1 come from L.A., my roots were 'sos hillbilly music and earlier. 1
learned how to play guitar [by] playing ’40s and sos country music.”

Of the title track, Bennett says, “When we were working up ‘Guitar
Town, Steve and 1 came to the brilliant decision that because it was called
‘Guitar Town, the obvious thing to do would be to put a guitar solo in these
holes in the song. But because it was obvious, we decided it was what we
weren't going to do. So Ken Moore, who was the keyboard player on that,
got a cool little party organ sound going. We thought, ‘Good, that’s what’s
going to fill that hole When we got to the studio and cut the track, ev-
erybody was thrilled, but Emory Gordy, who was co-producing, took me
off to the side and said, ‘Why don’t you get a guitar and try something in
there?' I said, ‘Man, we decided that it was way too obvious.’ He said, ‘Yeah,
1 know, but just try it” So  went off in a huff—I was pissed off, to be honest
with you—and I went in and grabbed the first thing in my pile, which was
a Danelectro six-string bass, and 1 said, ‘Well, this’ll show him!" I plugged
it into a little Princeton amp, they put it in Record, we ran down a pass
and that was that. It was just right. So, in the end, smarter people than 1
were correct,” he laughs.

The single and album helped put Steve Earle on the map and established
him in both the rock and country worlds. “We loved the record, but we were
still surprised when it became a hit,” Ainlay says. “We figured, because it
was a little outrageous for Nashville, that the album would get some critical
acclaim, but we never expected it to take off the way it did. In the end. |
don't think it really sold all that many records. But everybody talked about
it. It was one of those kinds of records. It was different.” W
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A Gigantic Leap
in Sound and Speed
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Introducing

Pro Tools|HDX
and Pro Tools 10 software

Music and audio post pros tell us that the right tools help drive their creativity,
eliminate bottlenecks, and enable them to sound their best—faster. We heard you loud
and clear. Introducing the blazing, DSP-accelerated Pro Tools|HDX system and new
Pro Tools* 10 software. Because your dedication deserves the best.

“Pro Tools 10 is going to be a game changer...
you're going to be able to do things you've never been able to do before.”

—Will Files, sound designer, Skywalker Sound (Let Me In, The Smurfs, Cloverfield) :&, S

“It's faster at getting the idea from my head to my workspace.
Does that give me a competitive edge? Of course it does.”

—Tony Maserati, mixer/producer/engineer (Lady Gaga, Beyonce, Alicia Keys)

Get your free Pro Tools 10 trial: avid.com/protools
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THE RYMAN TODAY

New Stage for Historic Venue

few months ago, Nashville's storied

Ryman Auditorium went dark for

three weeks while the stage was

replaced. The old stage, in place

since 1951, was showing wear, and the Ryman

staff took advantage of the opportunity to add

further structural support to increase the stage’s

weight capacity. The new Brazilian teak stage is

beautiful and stronger than ever, but now there’s

a question on a lot of Nashvillians’ minds: What
are they going to do with the old wood?

“I never got so many emails from people,” says

the Ryman’s chief engineer, Les Banks. “Everyone

By Barbara Schultz

requesting pieces of wood, pieces of history.”

For now, the boards walked by legends from
Hank to Elvis, from Patsy to Emmylou, are being
stored at an undisclosed location. Banks says the
wood was removed under strict security, and he
speculates that pieces may be sold at some point,
“like the seats from Yankee Stadium.” But mean-
while, he says, “l was just told no one’s allowed to
remove any waod from the Ryman.”

This sort of thing comes with the territory of
working in a place where so much musical histo-
ry has taken place. Banks has become something
of a historian and caretaker, as well as occasional

THE RYMAN TODAY
by Barbara Schultz

NEWS AND NOTES
by Barbara Schultz

ALL ACCESS: KAISER CHIEFS
by Steve Jennings

|
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’ Crow Medicine Show
ana Jerry Douglas doing
“Wagon Wheel” during
Mumford’s recent sold-

out, three-night run at the

!

Ryman.
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front-ot-house mixer, and—for 8o percent of the
acts that come in—a technical expert and guide
for visiting engineers.

“We're a museumn open to the public,” Banks
says of the venue many call the Mother Church of
Country Music. “People come by and ask what we
do here, and I say, ‘We do rock 'n’ roll, country, wed-
dings and sometimes funerals’ We've had open-cas-
ket funerals here for Chet Atkins, Bill Monroe and
Eddie Armold, and we had amazing memorial trib-
utes to Johnny Cash and Tammy Wynette.”

Banks, a 30-year concert sound man, has been
the Ryman’s full-time audio engineer since he
came off the road in 2000, but he can tell tles
about the Ryman’s Opry days as though he'd been
there. He will talk about how before the prosceni-
um was added in ‘94, the balcony seats and pews
ran all the way to the upstage wall, so in the days
before the Opry moved to Gaylord Opryland,
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Courtesy Ryman Auditorium

Live > The Ryman Today

Chief engineer Les Banks

y I
mixes from the balcony
of the Ryman.

“You could hand your autograph book down to
Hank Williams before he went onstage, and he'd
sign it and hand it right back up to you.” Or he’ll
tell a joke—doing a pretty good Little Jimmy
Dickens impression—that he says is one of the
same jokes the g1-year-old Opry veteran has been
telling for decades.

“I absolutely love this place, and I'm proud of
it,” Banks says. “We have respect for history; we
are history.”

One of the most gratifying aspects of Banks’
job is to help touring engineers manage the chal-
lenging acoustics of the 2,362-seat auditorium.
“The seating is all original hardwood pews [dat-
ing back to the 1890s],” he points out. “There are
so many reflective surfaces, and the biggest chal-
lenge is the absolutely phenomenal difference be-
tween the empty Ryman at soundcheck and a full
house that night. It’s night-and-day different; to
this day I get freaked out by how loud everything
is when it's empty.”

Lesson one in coaxing a nice mix from the
Ryman, Banks says, is to turn down the volume:
“People will ask me, ‘What’s your dB limit?’ And 1
answer, ‘Common sense.’ Just take a deep breath
and be sensitive to the room. And while they're
upstairs [at the mix position), I'll take the wire-
less [Dolby] Lake tablet and walk downstairs. I'm
their assistant for the day, so they don’t have to
run around.”

Most productions that visit the Ryman bring

in their own gear and simply tie into house
stacks and racks. The venue is equipped with
a Yamaha PMsD board at front-of-house and a
JBL VerTec P.A. system. The visitor’s console and
house console are routed to a BSS Audio Sound-
web London Architect matrix, which distributes
signal to all zones; speakers are managed by the
Lake system. Stage monitors are recently ac-
quired L-Acoustics 115XT1Q wedges. The venue
also keeps a large supply of mics from Shure and
others.

Though much of the Ryman’s gear doesn't see
action daily, it's all very much needed during the
holidays, when a popular Christmas program is
put on at the Grand Ole Opry, displacing regular
live shows/broadcasts. For those three months
every year, the Opry comes back to the Ryman, as
it did, unscheduled, when the Cumberland River
overflowed its banks in May 2o10.

“The river got as far as 3rd Avenue, and we're
between 4th and sth,” says Banks. “So we got
very lucky. But water in the Opry House got to
be four feet high, and they were underwater for
two weeks.” Audio equipment, archived perfor-
mance tapes and loads of other memorabilia
were damaged.

“But as long as you can breathe, life goes on,
and the show went on,” says Banks. “I've got to
give credit to my Opry colleagues, the audio and
technical folks over there. The Opry radio show
started in 1925 and in 85 or 86 years, they have

never missed a live radio broadcast. The flood
was on a Sunday, and the next Opry was on a
Tuesday. In 48 hours, the Opry had become a
road show, playing at different venues around
town. We hosted 48 shows for them during the
reconstruction, and so many people came to
our assistance. SIR provided all the backline we
needed. Shure microphones replaced all the mics
needed by the show.”

Other venues that hosted flood-displaced
Opry shows included David Lipscomb University,
Two Rivers Baptist Church, Nashville’s Municipal
Auditorium, and the War Memorial Auditorium,
which was actually home to the Opry from 39
to 43, before the program moved to the Ryman.
But the Ryman was the logical choice for most
performances—not just because of its historical
relationship to the program, but because the ven-
ue has an in-house recording/broadcast studio
that’s Opry-ready.

“We have ISDN and T lines directly to the
radio station,” Banks points out. “It’s a fully
functional studio with a Harrison Trion con-
sole, 120 tracks of Nuendo, Phantom Focus
monitors, and we do live recording projects. We
recorded Alan Jackson’s gospel record [Precious
Memories] here.”

Even when the Opry is operating at full power,
the Ryman hosts 200-plus shows a year. Recent
visitors include Mumford & Sons (three sold-out
shows), Snow Patrol, Merle Haggard, and the Te-
deschi Trucks Band.

“The Ryman’s not an easy room to mix,”
Banks says, “but even the most hardcore road
crews come in and get mellowed out because
they're honored to be here. It makes people hap-
py, and when you look around and see 2,000-
plus people smiling, you know everyone feels it.
Some of our ushers are 80 years old, and even
if we have a loud rock band in here, they’ll say,
‘Oh, Les, that was a good show!” When that hap-
pens, you know that everyone felt it. Everyone
went along on the same ride, and that’s why we
doit” W

more online| Q|

See the Ry
man's interac-
tive historical
timeline that
details impor-
tant events and
personalities
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A PERFECT FIT FOR RICK LATHAM |

"AKG is legendary ~ it's the standard in microphones! The Groove Pack is an
amazing assortment of mics that offers quality for any drummer, no matter what
their skill level.”

With more than three decades uf drumming alongside notable acts such as BB King. Quincy Jones, Edgar
Winter, Chuck Rainey and currently Juice Newton, among a list of others. Rick Latham relies on AKG Orum
Set Groove Pack. it contains six high-performance microphones from Perception Live Series packaged in
a protective aluminum case with clamps and adapter

akg.com




Live > News & Notes

= | BLONDIE FRONT-OF-HOUSE ENGINEER
=1 ROD NIELSON (OF BIG HOUSE SOUND)

Most of the time, 1 don't have to do much EQ'ing on [Deborah Harry], but there are times when | have
to. She [sometimes] sings off the mic, and on certain notes, she likes to eat the mic a little bit. Because
of that proximity effect, as she moves into the mic, low end gets created and it needs to be taken care of
somehow. Using the frequency-selective compression [on the DiGiCo SD8), | can compress those fre-
quencies that tend to stick out, as she gets closer to the mic. That alone is a godsend and it changes the
way | feel about her vocals. It’s specifically incredible! My entire drum mix goes to two separate stereo
buses, and both of them are compressed differently. One is compressed so that it takes the entire kit and
levels the whole thing out super-smooth, almost too smooth for live. For the second set, | use really light
compression so the drums really pop out. Mixing those two together gives me a drum mix that sits right
in the pocket, yet still has a lot of life to it, with a punchy kick drum and punchy snare.

GALLERY'S JBL SYSTEM MEETS CHALLENGES

The new Gallery Nightclub in Las Vegas is a multiroom venue that has already hosted artists such as Nicki Minaj,
Akon, Cee Lo Green, LL Cool ] and others. Space is divided between the Gallery room, dance floor and the Pussy-
cat Dolls Lounge for a total capacity of 1,000. R2W Inc. (Las Vegas) designed and installed the audio system,
which includes more than 9o JBL AE Series and Control Contractor Series speakers, all powered by Crown amps.

“We had the opportunity to provide a system that was 100-percent new,” says David Starck, director of
engineering for R2W. “That enabled us to create an integrated system with JBL loudspeakers, Crown ampli-
fiers and BSS processing—all working together and controllable via a simple user interface.

“We faced a number of acoustical challenges,” Starck continues. “The main room [had] ail hard surfaces.
The only sound absorption is the thousand bodies that fill the room every night. The owners wanted the
people paying for their tables to be able to hold a conversation, but still have a powerful system for the
dance floor. This is typical for most clubs in Vegas now, and it’s difficult to achieve this kind of acoustic
balancing act, as there is no physical division between the tables and the dance floor. To overcome this,
we designed a very focused, very high-powered system over the dance floor. The main clusters are angled
down so the bulk of the speakers output stays there when the dance floor is filled with people. We fill the
rest of the room with sound by a ring of speakers that is aimed out and away from the floor. This also helps
to keep everything time-aligned outwardly from the dance floor.”

LUCERO: BIGGER SOUND IN BIGGER CLUBS

Justin Hess has been mixing Lucero’s live sound for three years, and he’s seen the group go from a four-piece
roots rock group to their current incarnation as an eight-piece Memphis soul band, adding keyboards, pedal
steel and horns. The increase in sonic volume and dimension has also led to a growing fan base. A few years
ago, the band played 250- to 500-capacity clubs; now out supporting their recent album Women and Work,
Lucero recently completed a run opening for Social Distortion, and they're headlining 1,200-person venues
around the country. They've also been able to add a dedicated monitor engineer, Joseph Brown, to their crew.

“We have twice as many pieces onstage now,” says Hess, who carries backline only on the road. “Lucero
has a certain raw sound; that’s their roots, and 1 kind of like to keep it that way, but since they started to
change their sound a little bit, 1 do try to make their shows sound like the newer records. Ben [Nichols]
sings into a Beta 57, and the main thing is for me to keep his vocals on top of everything, including the
horns. They have some hardcore fans who want to hear all the words. The more they can hear the words,
the more they'll sing along and the more energy there is in the venue, and the more fun everyone will have.”
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includes: P
The Great Pyramid of Giza

Altiverb is the industry standard convolution reverb plug-in. It comes with the acclaimed Altiverb
Library of Acoustics, containing award winning recordings of the most sought after spaces in the
world. The Altiverb Library of Acoustics includes actual recordings made in the concert halls, re-
cording studios and churches from the cities of Paris, London, Berlin, Amsterdam, Stockholm,
Vienna, Sydney, New York and Los Angeles.And the Pyramid. So your recordings can sound there.
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Lead singer Ricky Wilson

Photos and Text
by Steve Jennings

Indie rockers The Kaiser Chiefs—out in support of their latest release,
Start the Revolution Without Me—touched down at San Francisco’s Fill-
more Auditorium in March. The band is fronted by lead singer Ricky
Wilson, who sings into a Sennheiser e935 wired mic, a Sennheiser
SKMo35 G2 wireless or a Placid Audio Copperphone. Front-of-house
engineer Chris Leckie mixes the band using house equipment

and locally sourced equipment on the tour. For their recent Fill-
more show in San Francisco, Leckie says, “I opted to use the house
console—a Midas Heritage 2000. When given an analog desk and a
rack of old-school outboard, | select equipment that I'm comfortable
using. The dbx 160 and 166 compressors are as basic as you can find,
but still work well and do the job; there still isn't a better gate than the
trusty Drawmer DSzo1. In terms of reverbs, | adimit to being stuck in
the ‘8os and 'gos; | like to see anything with SPX written on it!”

According to monitor engineer llias Andrianatos: “For our U.S. run
I'm using the smaller Soundcraft Vi console. | was using the Vi6 on
the UK tour in bigger venues. | like the sound and the flexibility of
the console. Coming over to the U.S. for smaller venues with less
space, it made perfect sense to me to use the smaller-footprint Vii—
it's 100 percent compatible to the Vi6.

“Lead vocalist Ricky Wilson is using a combo of Sennheiser G2
1EMs with Ultimate Ears molds and three wedges—mostly to run or
jump on, but also as monitors when the molds come out of his ears.”
Nick Hodgson (drums/vocals) and Simon Rix (bass) use Sennheiser
Gz IEMs with Starkey Audio ear molds. Keyboardist Nick “Peanut”
Baines is using Sennheiser G2 IEMs with Ultimate Ears molds and a
2x15 sub, and Andrew White (guitar) uses a pair of wedges only.




Drum tech Barnaby J. Watson (inset photo} says that Nick Hodgson's drum kit is miked with
Shure Beta 52 and 91 on the kick, a Shure Beta 57 on snare top and SMs7 on bottom, KM 184s
on hi-hat, ride and overheads, and Sennheiser 9o4s on rack and floor toms.

Guitar tech Paul “Willie” Williams
says that guitarist Andrew White's
two Marshall amps are Bluesbreakers
1962 reissues, miked with Sennheiser
E 606s. His stompbox effects include
a Seymour Duncan Pickup Booster,

Ibanez T9 Tube Screamer, and several
Boss pieces: TU1z Tuner, DD3 digital
delay, RE20 space echo and an REs
digital reverb.

Backline tech/stage manager James Hennin (inset)
says bassist Simon Rix uses an Ampeg SVT VR amp
with an SVT AV backup. After his effects pedals, the sig-
nal goes into an Avalon Us Dl/preamp, to the VR, then
finally into an 8x10 AV cab.

Keyboardist Nick “Peanut” Baines’ rig comprises two Novation
Remote 61SL Mkll MIDI keyboards, two Novation Remote SL2s
MKIIs, a Roland SH-808 Novamad custom keyboard and tuner (an
extensively modified SH-101), and Mackie 1202-VLZ mixer, which
he uses to create his own in-ear mix. Also in his arsenal: a Korg
Kaoss pad MKII, Memory Toy delay pedal and Korg nanoKON-
TROL. It’s all connected to a control rack: two Apple MacBook
Pros with 4 GB of RAM and 128GB SSD drives, two MOTU Ultral-
ite-mk3 audio/MIDI interfaces, MOTU MIDI Timepiece patchbay,
two MOTU FastLane MIDI interfaces, two dbx 1046 compressors,
Radial ProD8 DI strip, Radial ProD1 DI and Radial ProD2 DI.

“I'm responsible for the day-to-day running and upkeep of our keyboard rig,” says keyboard/MID!/Mac

tech Roger Lyons, “and I'm the ‘official' Mac mender/fettler/updater for our touring party!”.
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THE FARM GROUP

UK Post House Opens Hollywood Studios

Bv Barbara Schultz

r almost 15 vears, the Farm Group has

en one of the busiest TV and film audio

post businesses in the UK, housing four
multiroom facilities in Britain with scores

of credits, including U.S.-crossover hits Downton Ab-

hey and Masterpiece Mystery's Wallander series (both
on PBS), and the UK and U.S. versions of X-Factor. It
was the U.S. re-do of that blown-up TV talent show
that drove Farm Group’s management to follow
through with a longtime goal and open a U.S. facility.

VISIT MIXONLINE.COM/WEBCASTS FCR DETAILS

“The Farm had been looking at opening a Los
Angeles-area venture for a couple of years now,”
says Jack Ednev, COO of the new Hollywood fa-
cility. “I moved over in April of last year to oversee
the build-out and run the facility.”

The Farm Group Hollywood is situated in a for-
mer factary, part of which was already being used by a
video-editing company called editgads. Farm Group
invested 1n the existing picture facility and doubled
the size of the build-out, adding two audio studios
that share a voice-over booth, and a central machine
room that serves the audio and video studios.
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“We also upgraded all the infrastructure
of the building and upgraded all the existing
technology in the edit bays and machine room,”
Edney explains.

Peter Grueneisen of studio bau:ton and non-
zero architecture designed the new rooms. “It’s
in one of those typical Hollywood warehouse
or manufacturing buildings, with a bow-truss
roof,” says Grueneisen. “The half toward the
street, which is about 3,000 square feet, was
the video edit facility; then it was cut off with
a wall and the back half was completely empty.
We built the audio rooms—each about 24x30
feet—back there, and then tore down the wall
and connected them.”

Grueneisen worked with Edney and Farm
Group founder/CEO Nicky Sargent—who relo-
cated to L.A. temporarily—to identify and meet
the company’s requirements, which mainly in-
volved creating facilities that would be almost in-
terchangeable with the Recording Architecture-
designed UK studios.

“We wanted the same look, feel and, most
importantly, the sound to carry through from
what we've established in the UK,” says Edney,
“because we like them, and so that we have good
continuity to work on projects both in the UK
and the U.S. simultaneously.”

Grueneisen was tasked with creating rooms
that would sound and feel the same to Edney
and staff engineers Damian Reynolds and Jack

Meadows. Yet he wasn’t about to copy another ac-
oustician’s project verbatim. So Grueneisen came
up with his own creative, somewhat whimsical
approach to replicating Recording Architecture’s
familiar acoustical signature:

“You can recognize Recording Architecture’s
studios,” Grueneisen says. “They have these pan-
els with regular round holes, on the walls and
the ceiling. We wanted to keep a connection to
those rooms visually, and be careful to control
any reflections from hard surfaces, but we weren't
going to just copy what they have.

“So we started with the idea of the Farm
Group logo. If you look at their Website, they
have farm animals running across the screen:
a cow, a pig, a chicken and a sheep. We digi-
tized those images and pixelated them and
made them really big. Then we had a pat-
tern; you can do things like this really easily
now where you feed computer files into a
machine and have them laser-cut to an exact
size and shape.”

So, if you stand back really far, and you know
what you're looking for, you can see that the
round holes in the acoustical MDF panels in the
Farm Group’s new studios form the shape of farm
animals; behind the wood cutouts are fabric and
then absorptive Fiberglas.

The same patterns were carried over to cus-
tom privacy screens on the front of producer’s
desks in the rooms, which were designed and
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manufactured by AKA Design in
the UK. “That’s one of the few
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