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LOW CUTOFF lets
you match Eris
to a subwoofer
without screwing
up the bass.

3-position
ACOUSTIC
SPACE switch
lets you control
Eris’ bass output
depending on
whether you're
placing themin
Coiners, or on
each side of a
video monitor but
close to the back
wall, or farther
out towards the
middie of your
control room

INPUT GAIN MID frequency
optimizes signat continuously
to noise ratio variable +6dB

HIGH frequency
continuously
variable +6dB
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Eris' Affordable studio monitors
that don’t treat you like a kid.

ere’s a dirty little secret:

Most monitars in Eris’ price
range are designed so that they
sound impressive in the store —
lots of bonky bass and tizzy treble
— but they aren’t accurate when
you're trying to do a serious mix
in your studio

The new Eris” E5 and E8 are
true pro monitors with the pre-
cise back-panel acoustic-tuning
tools you need to tailor their
sound to your room environment
and musical genre*. You'll end
up with mixes

that sound good everywhere
(including iTunes and CDs), not
just in your control room.

Eris monitors pack long-throw
Kevlar’ K100 low frequency
transducers and low-mass, silk
dome high frequency transduc-
ers with separate butt-kicking
Class A/B amps for each.

Above all, Eris are musical,
powerful, and excruciatingly
accurate. Get the whole story
of Eris on our site. Or visit your
PreSonus dealer for an
ear-full of Eris.
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s “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 Channel count, 48 Flexi.Channels celiability,
(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
Taking care of business in real applications the world over, it delivers. Again and again. P T g oyoukenmifisr.

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
Exdlusive US distribution: Group One Ltd Toll Free 877 292 1623 www.gliimited.com
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Bottle
Blue's Bottle is
respected worldwide
for its incredibly
Pro Tools 11 vibrant response
Armed with a redesigned 64-bit architecture and a and its capability to
highly enhanced audio engine, Pro Tools 11 gives you the change microphone
processing muscle you need to work with extremely large, capsules for different
complex, and technically demanding sessions. Features sonic characteristics.
such as faster-than-real-time bounce and improved key
commands turbocharge your workflow. Advanced metering
modes and a unified media engine allow you to handle
professional-scale projects of any caliber.

12 24 MONTHS SPECIAL onover [uuriy,,.
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*Subject to credit approval. Minimum monthly payments required. Call your Sweetwater Sales Engineer for details or visit Sweetwater.com/financing.
**Please note: Apple products are excluded from this warranty, and other restrictions may apply. Please visit www.sweetwater.com/warranty for complete details.
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creationstation- :
| Creation Station 400 y Best Online
| Each of the Creation Station 400’s components has been selected for reliability and complete Resources

compatibility with industry-standard audio recording systems — and blazing-fast performance!

) Fast, Free
Shipping

Aura'ex Roominators Pro Plus Kit SM9 3-way Studio Monitor

acoustics Gain control over your studio’s acoustics Focal SM9s are amazingly detailed and are switchable between 3-way and 2-way
with this value-packed set of absorbers, operating modes, making them invaluable to any discerning mix engineer.

diffusors, and bass traps.
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From the Editor

TO PHIL RAMONE, A TOAST!

hil Ramone was special in so many ways. In the days and weeks following his

passing on March 30, as the stories and remembrances made their way across our

industry and out into the world, it became clear that the tales of his vast accomplish-
ments both technically and creatively, of Phil the Musical Genius, were balanced part and
parcel by warm recollections of Phil the Kind and Generous Human Being. They were in
fact two sides of the same man; you didn’t have one without the other.

Why was he special? It seems so obvious. He’s Phil Ramone! He recorded Marilyn singing
“Happy Birthday” at Madison Square Garden and produced Barbra in A Star Is Born. He
swung with Count Basie and he sat at the piano with Billy Joel. “The Girl From Ipanema.”
“It's My Party.” He was a confidante to Aretha, Sinatra, Dylan, Paul Simon, Carly Simon,
Burt Bacharach, Quincy Jones, Bono, Sinead O’Connor and countless others. He worked
with Coltrane! He won his first Grammy in 1965 for engineering on Getz/Gilberto, and he
had hits in six different decades! He went beyond music; he helped shape culture!

He also opened an independent studio, A&R Recording on West 48th Street, in 1958,
produced the music for the first commercial CD release and pioneered the concept of dis-
tance recording with EDNet on Gloria Estefan’s Duets record. He worked on the first Dolby
Surround release in film, and he sat in the broadcast truck for the first all-5.1 transmission
of a live event over the air. And he was the king of live events—from Concerts in the Park
to Kennedy Center Honors to Grammy telecasts—bringing a sense of calm amid even the
most daunting challenges.

It’s that sense of calm reassurance, a rare quality he wore like a warm black turtleneck,
that brought the two sides of Phil together, according to those who knew him best. He
had an inviting yet sneakily conspiratorial smile that simply made artists, musicians,
engineers, producers, stage hands, broadcast executives—even Presidents—feel that
everything would be okay. The arrangement would come together. The song would be a
hit. The show would be fantastic.

As we were putting together this issue of Mix, collecting stories from his friends and
family, we were also arranging a cover shoot with Ben Folds in his Nashville studio, the
historic RCA Studio A. Phil, it turns out, had worked there a few times, including on Tony
Bennett’s Duets II. Folds gracefully proffers that while his relationship with Ramone was
nowhere near the depth of so many others, he treasured it, their paths crossing a few times.

“He was in Studio A with Tony Bennett, and at the same time talking freely about music
and recording, very generous,” Folds recalls. “I wanted to hear about Lesley Gore—he in-
vented an Ampex 3-track machine so she could overdub off the erase head! Amazing. But I
found that for Phil, the fact that he was there for it was always enough. He seemed so excited
to be there in that moment. In real time.”

That’s what music is, really. Moments in time, sometimes captured, sometimes not. True
greatness comes around rarely, but we got to see it. And hear it. Phil Ramone can now join
Les Paul, Bill Putnam and Tommy Dowd on the Mount Rushmore of Modern Recording.*
I'm sure they will all have a few stories to tell. Phil likes stories.

i GD ¥

Tom Kenny /
Editor

* Special acknowledgment to Jim Cogan, who first proposed the concept in a Mix series on Bill Putnam.
We have taken the liberty of filling out the faces.
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Talk is Cheap.

From the makers of the world’s most riderfriendly digital mixers, Yamaha's

HHIRHL

newest addition, the CL Series, comes from a strong heritage of touring consoles.

Featuring the same output structure of the legendary PMSD with even more inputs

along with phenomenal sound quality, the CL Series is a wise business investment for

more reasons than we can list. But we don’t expect you to take our word. We expect

to give it to you. Here’s how.

For a limited time, take the CLS for a 72 hour test drive from one of our participating

dealers, free of charge* A complete demo system including:

A CL5 with 2 Rio3224-D 1/0 units in a stage rack and a 150’ snake are yours to borrow for

any gig you'd like for 72 hours. That's a very capable 72 input + 35 output system. Take it for a

test drive and experience for yourself why the CL Series is worthy of your praise. * *

For more information, visit www.yamahaca.com/cltestdrive

Participating Dealers:

Arizona
Engineering & Recording, Inc. ~ Phoenix

California
Hi-Tech Audio — Burlingame

Hollywood Sound Systems — Hollywood
Muzeek World - San Juan Capistrano

Colorado
Richter Scale Productions — Denver

Florida

Focused Technology — Sarasota

Georgia
Peachstate Audio — Suwanee

Hinois

TC Furlong, Inc. -~ Lake Forest

Kansas
Digital Sound Systems, Inc. — Overland Park

Massachusetts
ATC Audio — West Springfield

Pro Sound Service Inc. - Braintree

Maryland

Washington Professional Systems ~ Wheaton

Michigan
Thunder Audio, Inc. - Livonia

Minnesota
Reach Communications — Braoklyn Park

Missouri

Cignal Systems — St. Louis

Sounds Great — Springfield
Mississippi

Miltennium Music Center - Hattiesburg
North Carolina

Draughon Brothers, Inc. — Fayetteville
SE Systems, Inc. — Greensboro

World Class Acoustical Visual Elements

New York

AVS Production Group ~ Bronx
Ohio

Eighth Day Sound — Highland Heights

Oregon
AGl, inc. - Eugene

Pennsylvania
Philadelphia Sound Productions, Inc. —
Philadelphia

South Carolina
Audio Communications Systems, Inc. —
Columbia

Paragon Productions, Inc. — Rock Hill
Tennessee

CTS Audio ~ Brentwood

Memphis Audio — Memphis
Spectrum Sound, Inc. - Nashville

Texas

JPK Corp. — ProAudio.com — Grand Prairie
Wisconsin

Fult Compass Systems ~ Madison

Alberta
Allstar Show Industries — Edmontaon

Sound Art — Winnipeg
Nova Scotia
Sound Systems Plus, Inc. ~ Halifax

Ontario
Wall Sound, Inc. ~ Ottawa

Quebec
L'Audio-C Sonorisation Inc. — Trois Rivieres

Solotech, Inc. - Montreal

(WAVE)} - Harrisburg
*Dealer may require deposit, shipping charges, etc. [im2=cy ®YAMAHA @YAMAHA
* *Offer valid in the U.S. and Canada only. Promotion expires on June 30th, 2013. e
. commercial sudio

Yamaha Commercial Audio Svstems. Inc. ®* P 0. Box 6600 Buena Park. CA 90620-5600 ¢« ©2013 Yamaha Commercial Audio Svstems. Inc.
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My Friend Andy Johns

By Pat Thrall

By 1981 I had acquired pretty good sireet cred as a guitarist, playing with
the likes of Automatic Man, Narada Michael Walden, Pat Travers and even
a “supergroup” that featured Steve Winwood, Michael Shrieve, Al DiMe-
ola, Junior Marvin, and Phil Manzanera. | was feeling pretty good about
myself, but all I really wanted was to meet and work with Andy Johns. I
wanted to find out how we could get the famous “When the Levee Breaks”
| drum sound on the upcoming Hughes/Thrall album. What I got instead
was a 30-year friendship with someone who became a mentor, father figure,
coach, big brother, little brother and, most important, a lifelong best friend.

Andy was absolutely passionate about music, and he was brilliant at get-
ting a band to play in the pocket. There was a song on the Hughes/Thrall
album titled “I Got Your Number.” Glenn (Hughes) and I weren't that solid
playing the eighth notes on the basic track, so he set us both up in the control
room and had us re-track it at the same time while he conducted. He got us
in his eighth-note dance and put us in sync, punching us both in and out
together until he got the completed track; that’s what you hear on the record.

Remember, he was from a time before Pro Tools, so if the drummer
sucked, he wasn’t going to be playing on the album. I have been in the
room when a player that wasn't concentrating or following instructions
would frustrate Andy. In his best Winston Churchill voice, he would say
over the talkbaek in no uncertain terms, “Play as tald!” We would always
laugh about it later, of course.

If he loved and respected your playing or singing, he made you feel like the
best musician in the world. I often thought I was his favorite guitar player, but
I'll bet all the guitar players that he loved working with would say the same
thing. He made me better. He would sing me ideas and literally stand in front
of me and conduct using arm gestures to express the flow of the parts. To this
day, I still picture him in my mind, waving his arms, whenever I track.

I remember one partieular session after Hughes/Thrall broke up, when 1
hadn’t played for a couple of months and was feeling dejected and vulner-
able. Andy tapped into that, having me play on a slow song. So I played a
very sad-sounding solo. I walked back into the control room after the take
and saw tears streaming down his face. He gave me a big hug and told me
the solo was incredible. He felt music. Deeply. And he was such an inspira-
tion. He lifted me out of my funk because of that session and inspired me
to get back in the game. I was touring again in a few weeks.

The last full project I did with Andy was in 1985 for the artist (and
attorney) Al Staehely. We worked on the album for six or seven months
living together on a 2,500-acre ranch an hour and a half north of Houston.
We used studio owner John Moran’s mobile truck that had one of the first
Sony 3324 tape machines in the country. We are in the middle of this mas-
sive ranch owned by Houston real estate mogul and rancher Bunker White,
living in a beautiful octagon-shaped four-story house doing the cowboy
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version of what Andy did with The Rolling Stones in the south of France
recording Goat’s Head Soup.

All we did every day, all day, was record music and entertain ourselves.
When we weren't recording we would be taking moonlit midnight walks
in the fields with the dogs and talking about the meaning of life and music,
aided by a few chemical enhancements. (C’'mon! It was the '80s!) Andy was
a great cook, and on occasional Sundays he would make Shepherd's Pie or
a roast beef, and we would all eat like a good rock 'n’ roll family should.
Then back out to the truck.

Andy was fearless and would try anvthing in the studio, adapting to
whatever recording environment he was working in. That’s how he came
up with the John Bonham drum sound—who at that time would record
drums in a stairwell? At one point during the mix stage at the ranch, Andy
got so frustrated with the sonics of the truck that he decided to set the JBL
speakers up outside on Anvil cases to get a different perspective. The photo
of Andy and the Brahma bull is from the first day of that setup. That shot
was not posed, and as you can see he is totally indifferent to the fact that
there is a massive animal standing right next to him that could kill him in
a New York second. All he cared about was getting the mix right. The way
that Andy looks in that shot is how I will always envision him: Streng, defi-
ant, focused and, of course, fearless.

I moved to New York, and in the years following my transition from a
full-time guitar player to a full-time engineer/producer, Andy and [ would
talk on the phone every so often like no time had passed at all. I would pick
his brain for engineering tips or just have him tell stories of the true glory
days of recording. I will miss him till the day I die. and the void will never
be filled. Rest well, my dear friend.




Gear Up for GearFest 2013

Sweetwater's annual two-day music and mu-

-
e sic technology showcase, GearFest, is already
billed as the largest end-user festival of its kind
in the country, and it just keeps getting bigger.
Taking place this year on June 21 and June 22 at
the company’s Fort Wayne, Ind., headquarters,
GearFest 2013 will feature more than 240 audio
and music exhibitors, host a range of musical
performances, and attract an expected atten-
dance of more than 6,000.

The event has become something of an un-
derground favorite for gear junkies, with its slew
of gear giveaways and rock-bottom prices, not
to mention the intensive product workshops
and tutorials, but it has also amped up the live
performance and workshop programs in recent
years. Noted audio journalist Craig Anderton returns for his popular presentation, Elec-
tronic Music Production for Musicians. Sweetwater’s own Mitch Gallagher will speak
on Tones of the Pros. And Billy Sheehan will offer tips and techniques for bass players.

Of particular interest to Mix readers is a series of workshops for the pro engineer, in-
cluding an opening session with legendary producer Jack Douglas, a Live Mix-Off between
Fab Dupont and John Paterno, tips and techniques from engineer Frank Filipetti, a mixing
workshop with Chris Lord-Alge and a closing session with Fountains of Wayne.

For more information, and to register (it's free!), visit sweetwater.com/feature/
gearfest2013.

Buzz Goodwin

Pro audio veteran Earl “Buzz” Goodwin Jr. passed away peacefully
in his sleep on March 26, 2013, at age 62, following a two-and-
a-half-year battle with cancer. Goodwin was well-known in the
pro audio industry, having been with a number of manufactur-
ers including Audio-Technica, where he served as Vice President

of Sales from 1989 to 1998, and Harman Professional, where he
worked as Vice President of Sales and later Executive Vice President for brands including
Lexicon, dbx, BSS Audio, DigiTech and JBL Professional. In 2008, Goodwin resigned from
his position with JBL and spent two years as president at FDW Corp—which distributes pro
audio, video, lighting and A/V equipment to dealers and systems contractors.

Goodwin was also a talented guitarist and songwriter, and played in several bands, including
the country/pop band Silverado. He is survived by his wife, Suzanne Goodwin; his parents, Earl
and Dorothy Jean: his brothers, Kenneth and Paul; his sister Cindy: and his son, Jesse.

Corrections: DPA, DAP and the Saltmine

In our March issue we mistakenly referred to DPA’s “purchase of B&K and the assets of the
popular reference mic, the 4006.” B&K has not been purchased by DPA; rather, DPA was
founded by two former B&K employees in the early 1990s to handle studio (and now live)
microphones for the parent company. Mix regrets the error.

In our April cover story we referred to Dallas Audio Post as the only Dolby-approved
stage in the region. It is the only such stage in Dallas, though Austin boasts two, designed by
Acoustic Spaces: Robert Rodriquez’s Troublemaker Studios and Keyland Sound.

In our April issue Mix Regional section focusing on the Southwest U.S., the story about
The Saltmine in Mesa, Ariz., states that owner Don Salter upgraded his facility with Avid
Pro Tools | HDX on brand-new 12-core MacBook Pros. They are 12-core Mac Pro towers.

SPARS Sound Bite
Choosing A Studio

By Pat McMakin
What do an iPad, a spare bed-

room, a converted garage and

Abbey Road Studios have in

‘ ’-‘ common? They are all record-

ﬁ ing studios (of sorts). When to

> | use which version of a studio

is a frequent topic of discussion among produc-

ers and artists. It’s obviously impossible to re-

cord a 100-piece orchestral project in a garage,

and it makes little economic sense to cut vocal

overdubs in a large scoring stage. With decreased

budgets. producers are trying to stretch their

funds as far as possible while finding a balance
between creative and technical considerations.

OCEAN WAY

NASHVILLE

RECORDING STUDIOS

The trend we are seeing at Ocean Way Nash-
ville is that experienced producers like having all
options available, utilizing each for its strengths.
We are seeing an increase in the amount of track-
ing and large section overdubs such as strings.
Stacking a violin 40 times does not sound the
same as using a 40-piece string section. Our cli-
ents really like to record rhythm tracks with the
whole band in the same room at the same time.
If the keyboard part changes, the bass part can
change in real time and not require bringing the
bassist back in. This approach takes advantage of
all that a commercial facility offers, such as great
acoustics, an extensive mic/gear collection, and
a great headphone system, to name but a few. It
also invites creative collaboration in ways that
many private studios cannot offer because of
space and equipment limitations. With thorough
pre-production, and efficient use of time and ex-
pertise in the studio, it can actually be more cost-
effective to record in this traditional fashion.

There are other considerations that make re-
cording at home or in a private studio appeal-
ing—privacy, more time to experiment, lower
costs in some cases—and this is a great alterna-
tive for some. But one thing is the same in both
environments: the people involved. Talent is the
single most important element in any musical
creation. From artist to engineer, that’s the one
thing that should never be compromised.

Pat McMakin is director of operations at Ocean
Way Nashville.
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On the Cover

BEN'S STUDIO, NASHVILLE

ts official name back when Chet Atkins
built it in 1965, in a building owned by
Atkins and Owen Bradley, was RCA
Victor Nashville Sound Studios, but
around town it has always been simply RCA
Studio A. Elvis, Waylon, Willie, Roy Orbison,
George Jones, Tammy Wynette...Dolly record-
ed “Jolene” and “1 Will Always Love You” in the
big room on the same day in 1973! There is a
whole lot of history hiding in these nooks in
crannies, a whole lotta dirt in the walls, as a
friend used to say.

Ben Folds first walked into the room back
in 1992 when it was run by producer Warren
Peterson under the name )avelina. A North
Carolina native, Folds attended University of
Miami and had come north to make a go as a
session drummer, backed by a publishing deal
facilitated by Paul Worley at Sony/ATV. As part
of that deal, Peterson opened up the room for

10 v

free at night so that Folds could work on his
own material, which would the following year
become the Ben Folds Five. A little more than
20 years later, he sits for a Mix cover, back in his
home away from home.

“This space has always been real special to
me,” Folds says. “ was 22 years old, and they let
me go in there late at night to record. To me,
it was just the best room in the world; it feels
like being outside. Writing in there at 2 in the
morning, | know it’s a luxury. You don’t have to
be spiritual to feel the history.”

Jump forward 10 years, and Folds, having
achieved some success, is living in Adelaide,
Australia, and starting a family. He decides to
move back to Nashville, and while driving around
town on one of his first days back, sees a sign out-
side the 30 Music Square West advertising Studio
Available. The doors were wide open, he recalls,
so he pulled in and was met by the Bradley’s origi-

By Tom Kenny

5

Studio manager and Ben Folds co-manager Sharon

Costa, house assistant eng Sc g
and engineer Leslie Ricl
»

%
-

nal building manager, a worman named Michael.
“I'll take it!” Folds said, on the spot. “Don’t you
want to think about it?” Michael replied, skep-
tically, looking him up and down. “Then she
Googled me, 1 think,” Folds says with a laugh.
They soon came to terms; he’s now been there
for 10 years. At this point, it is truly Ben's Studio.

The first five years or so, until late 2008, it
literally was Ben’s studio, as he was the only
one to really use it. It was a giant man cave for a
quirky, somewhat geeky mad genius musician-
type, with instruments and gear piling up in
the studio, a single long snake for inputs, and
a loose order-within-chaos vibe. There was a
classic Neotek console, a Studer A800 24-track,
and a growing collection of esoteric mics and
outboard gear. Songs for Silverman was recorded
around this time, in a style perfectly suited to
the way Folds works. But once he decided that
he would open the room up to outside clients,



it was apparent that changes had to be made.

“It was this big, great-sounding historical room filled with this incredible
collection of gear, instruments, you name it that Ben had collected!” says
Sharon Corbitt-House, who teamed up with Folds in early 2009 to help
make the studio commercially viable; today she co-manages Folds with
Mike Kopp and also runs the studio. “It was so densely packed. We started
with inventory assessment and found there were no wiring blueprints. So
we started by rewiring the entire studio to bring it up to date, putting in mic
panels and things like that. Then we started to look for a console.”

Before that, however, Corbitt-House hired Leslie Richter, whom she
had worked with at Ocean Way Nashville, to come onboard and help
with technical housecleaning. While the infrastructure was coming
together, Folds would often pepper his conversation with the line, “When
we grow up, we're going to get an APl console.” It was what the studio
had once been known for, and in October 2010, Corbitt-House, recalls,
Folds phoned her and said, “It’s time to grow up.”

“Ben had found a classic 1976 API 3232 owned by Rich Costey out
in L.A. and brokered by Jeff Leibowitz at Vintage King,” she says. “It
had a pedigree and had been well-loved. The %-inch patchbay was still
installed! But we took that out and installed phantom power. Then we
had Mike Rhodes of Skinnyfish Studio Services here in Nashville build
a sidecar with patchbay, and he matched it down to the Formica top.”
Richter helped commission the board.

Over the ensuing years, there have been countless other additions
added to the recording chain. A late-'70s MCI JH-16, with transformers,
was reconditioned and brought in; countless tube mics were added to the
closet; ADAM S3A monitors replaced the B&Ws; and recently, producer
Scott Litt left behind a 10-channel 1954 Collins 212-A tube broadcast
mixer that Folds subsequently bought—he and his main engineer, Joe
Costa, are just starting to experiment with it.

THE BIG ROOM

While the backbone of the facility entered the modern age, albeit with an
analog bent, the walls were never touched. Though two iso booths had been
added by Peterson in the early 'gos, the signature RCA walls, with their
rolling-humps rising to the 30-foot ceilings, remained intact. In a very real
sense, along with the original parquet floor, they are the sound of the room.

“We worked hard to keep the space itself true to form, true to the
original intent of the studio when it was built,” says Richter, something
of a house engineer and fix-it tech who has had recent success engineer-
ing an Elizabeth Cook EP, a Malcolm Burn-produced Alyssa Graham
project now in mastering, and the last two John Hiatt records. “It is the
largest unbroken floor space in Nashville, and it has always been a place
where people want to plav together, in the same room, where leakage is
your friend. This feels like a place where people want to make records,
and not just have sessions. We didn’t want to mess with that.”

That penchant for live tracking, band on the floor, was the norm back
when the studio was built, and it’s been a main selling point for the studio
lately, with projects by Steve Earle (his first Nashville record in nearly 10
years), Justin Townes Earle, John Hiatt and Kacey Musgraves all taking
advantage of dynamic, in-studio interplay. It wasn’t that long ago that
Tony Bennett stopped in for a couple of tracks on Duets 11, singing live in
the main room, with band and a monitor setup. Old-school.

“I've been using more omni mics than I've ever used in my life because

Five on tae floor: Ben Folds at one of his
grand pianos, with room for many more.

of this room,” says Costa, who besides being Folds” engineer has had
recent success with Brendan Benson, Cory Chisel, The Greenhornes and
others. “Even omnis for overheads. On Ben’s most recent record, 1 put
up a couple of these Neumann Ms8z2, the pencil tube mic. This room is
so good with leakage, and the players discover that. The drums bleeding
into the piano mics can become a big part of the sound. Ninety percent of
the time | mike drums pretty standard, but I have put up a pair of spaced
omnis and gotten great ‘drums in the room’

“And piano can sound anmazing from alot of different spots in the room,
depending on the song,” he continues. *Ben has five grand pianos right
here, all voiced differently, and he uses them all. But his favorite lately has
been a Steinway B that came from a Frank Lloyd Wright house in Ann
Arbor. [It was one of two purchased by Wright himself, Corbit:-House
discovered when tracing its lineage.] It didn't need to be voiced; it just has
this beautiful midrange. ! just stick my head in and do a low-high spacing
with a pair of Neumann CMYV 563 tubes with M7 capsules, and he can hit
it hard or light. 1t just pops in the track.”

RCA Studio A is truly a one-of-a-kird room. it’s not for everybody,
and Folds and his team know that. But 1t sure is right for others, and it is
proving to be a most versatile piece of history, having hosted everything
from full-blown orchestral sessions to video shoots to live in-studio
performances, not to mention the recent string of fully-booked album
projects. For Corbitt-House, it has been a real treat to watch the vision
come together, and it's been fulfilling in ways that are hard to measure.

“l can remember getting a phone call from Kris Wilkinson near the end
of 2008, saying that Ben was thinking of opening up RCA Studio A,” she
recalls. “She knew | was freelance and set up a meeting between Ben and 1.
1 was at a time in my career when | really needed to reconnect with why I
got involved in this industry. | hadn’t been in tne room in probably 12 years,
and when | walked in 1 gat chills. I recorded my first album at 18, { have 30
years of managing studios, and here | was in the room where Elvis recorded.
Waylon'’s first recordings. Willie, the Outlaws, the whole Monument Kecords
era. Dolly doing ‘Jolene’ Those records were such a part of the fabric of my
life, and I could feel it in the room. Needless to say, | was re-inspired!”



PHIL RAMONE

AS REMEMBERED BY
FAMILY AND FRIENDS

Last month we lost a true musical genius and a genuinely good man, Phil Ra-
mone. The unmatched accomplishments, both technical and creative, have been
listed over the past few weeks, though they only touch the surface in describing
a man who helped to shape popular culture over the course of six decades, re-
maining current and vital to the end. Mix asked some of his friends in the in-
dustry to share a story about Phil, something that they will always carry with
them. The response was overwhelming, and personal. We print a few here, and
we have many, many more at mixonline.com. Please send us yours, and we will
keep it going, a living autograph book in tribute to the Musical Genius and Hu-
man Goodness that we remember as Phil Ramone.
Special thanks to Lisa Roy and Robbie Clyne for their assistance.

BJRamone

1 do not believe there is a sufficient language, including music,

that could truly express the amount of love, respect and honor 1

have for my father, Phil Ramone. It strikes me how lucky 1 was
’ to have known him not just as my dad outside of the studio, but
also to have spent so much time working with him inside the studio as my mentor.
And the lines did blur more often than not. There was one such moment during
the recording of the Miggs album 15th & Hope that 1 will always hold close. While
tracking the title song, a nod to Billy Joel’s “For the Longest Time,” we all had just
managed to convince my father to get behind the mic. Although Dad and | had
worked on many projects before, there was something about this moment—with
me in the control room and my father in the booth—where a part of me just felt
complete. And as we started up, | wondered about the length of time before he
would say, “I need more me!” It didn’t take too long.

The significance of that moment has really stuck with me—connecting with
my father on the other side of the glass, sharing in laughter, love and music. What
could be better? From growing up watching my dad, to assisting him, to engineer-
ing and finally recording my dad singing and having fun—everything seemed to
have come full circle. Life seems similar to working on an album; throughout the
process everything begins to fall into place, and the bigger picture takes shape.
Thanks to my dad having provided me with a solid foundation and teaching me
a structure to guide my life, everything is beginning to take shape. I owe Dad so
much, and I am looking forward to making the rest of the album that is my life.

Thank you again for all your love and support. My dad loved you so much and
enjoyed every moment he got to spend with you.

Al Schmitt

1 was doing an interview for an industry magazine when the inter-

viewer asked me if | had any regrets in my career, and 1 said | had
' one, that ] never got to work with Frank Sinatra, who was my idol.

5

schedule. We figured out a time and he asked my fee. When 1told him he grumbled

Three weeks later I get a call from Phil Ramone asking about my

and said okay. Just before hanging up, I asked who the artist was, and he said Frank

Sinatra. Later on when we were recording Frank, 1 told Phil that if he had told me
up front who the artist was 1 would have done it for nothing. His answer was, “If
you asked me for more 1 would have given it to you.” Some of my all-time favorite
times in the studio were with Phil. He was one of a kind and I miss him every day.

Jill Dell'’Abate

Phil had a beautiful country estate on 10 acres, complete with
horses, sheep, chickens, five very large dogs and cats. It was a ver-
itable menagerie, and Phil loved it that way. Whenever possible,
we'd have meetings at the house or record at his home studio. His
office staff was also on-site, so we'd all end up sitting around the kitchen table yak-
king and pushing the slobbering Newfoundland dogs off our laps. Karen would
often join us, and occasionally one or more of their boys as well. We were all part
of Phil’s extended family, and when 1 was there 1 was home.

Frank Filipetti

How can I talk about Phil Ramone in the past? He still lives with
me. My left brain says he’s gone, but my right brain hears him
whispering in my ear: “That note needs to be tuned...that vocal
isn't good enough...we've got to find a new ending here...it just
doesn’t crescendo enough.”

My first meeting with Phil was on Carly Simon’s Spoiled Girl album. Phil came
in and recorded two songs with us. One song, “The Wives Are in Cannecticut,” just
wasn’'t working as a traditional track. So Phil asked for a percussion kit. He rum-
maged through it and found what he was looking for. He asked Liberty DeVitto to
play four on the floor, and instead of the playing the kit, he should play wood block,
vibra slap and the toms with his hands. We added a delay and the song came alive.
To this day, it's one of my favorites.

Then four years later | mixed the Sondheim musical Passion because the mas-
ter, Al Schmitt, had a scheduling conflict, and Jill Dell’Abate suggested I step in.
That started a 25-year journey that took us to Paris, Modena, London, Buenos
Aires and Montreal, as well as L.A., Miami, Nashville, Chicago and more. Far too

often, 1 took for granted the honor that was bestowed upon me. | look upon our
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years together with such great joy and such profound sadness. Joy, because they
happened. And sadness, because they will never happen again.

Elliot Scheiner

Phil was my mentor and friend. He gave me my first job at A&R
Recording back on October 10, 1967, and 1 was his assistant en-
gineer during a good part of 1968. That whole time 1 never really

knew if | would be good enough to be an engineer. In the spring of
1968, 1 was assisting Phil on a Jimmy Smith session. It was booked for three nights
in Studio A, 7 p.m. downbeat. On the third day Phil was nowhere to be found. He
finally called down to the studio and said he was going to be late. He said go ahead
and start without me. That was Phil’s way. Throw you from the frying pan into the
fire. He thought I was ready, and I've thanked him every day for giving me the op-
portunity and trust to start a career. | will miss you dearly.

Hank Neuberger

Friends of Phil, it was 10 years ago. February 2003, Manhattan.
Just 15 months after 9-11. New York City is still grieving, but heal-
ing. The Grammys came back to New York that week. The Musi-

Cares Tribute Dinner was Friday night. At the top of the Marriott
Marquis in Times Square. We were honoring Bono.

There really hadn't been any charity dinners like this in New York for the past 15
months. At that moment in time, we couldn’t have pulled it off with anyone other than
Bono. Phil was producing the Tribute program, of course. Friday afternoon, Bono ar-
rived to rehearse.  was the MC Chairman at the time, and 1 walked over to thank him.
As | started to tell him that we couldn’t have done this without his support, he held
up his hand and stopped me. | remember it like it was yesterday; here is what he said:

“I'm totally down with MusiCares. I'd do anything for MusiCares.” And then
his tone got more serious. “But you have to understand...for control freaks like
me, evenings like this are excruciating. And the only way I can get through this is
because 1 know he is here.” He pointed across the empty ballroom, at Phil, onstage
talking to the rhythm section.

I've often thought that about that in the past 10 years, because Bono certainly
wasn't the only one. So many of the greatest artists of our lifetime, the ones who
made music that lifted the whole world, must’ve found themselves in a dark stu-
dio staring at a blank page, or on a stage not sure how to make it through tonight’s
show. And then, like Bono, they saw Phil across the room and thought, “The only
way | can get through this, is because 1 know he is here.”

And today, at this excruciating time, the only way | get through this, that we

get through this, is because we can look in our hearts, and know that “he is here.”

George Massenburg

While living in France in 1973-74, | was invited back to the U.S. to
record Little Feat, and after that was successful, to return to re-
cord Earth, Wind & Fire. By then I was already a huge fan of Phil

Ramone’s work—that ridiculous Lorraine Ellison single, Ernie
Wilkins Big Band, all of the stuff he did for Creed Taylor, and the work he did with
Patrick Williams. Achieving recordings that measured up to Phil’s standards of
clarity, musicality, consistency, balance and dynamics was a mission and a strug-
gle. Now at Caribou Ranch, this was overwhelmingly important to me, as | had
been informed early on that Phil Ramone would be mixing the Earth, Wind & Fire
record that | was then recording. That was some pressure on a 26 year old.

He showed that what we do as music producers and engineers is an improvable,
if not a perfectible, process, where one would strive to craft sound recordings with
imagination and strength of vision, which would be shepherded by record men and
women to a market. Phil taking his leave gives us no choice but to pick up the gaunt-
let—to pick up where Phil left off—to aspire to make really great recordings.

Gary Chester
1 met Phil when | was maybe 15 years old at A&R when my father
would bring me along for a session, throw me in the control room
with Phil, and say, “Just be quiet!” Years later when 1 was a budding
engineer | went to a Dionne Warwick session, and Phil said, “Grab
achair and come sit next to me.” During the break my father came in and told Phil,
“Hey, my son is now an engineer over at Mayfair.” Phil responded, “That’s great...
Gary maybe you should sit over there on the couch.” Always loved his first reaction.
Yes, | loved Phil, and through the next 40 years we had some special moments.
To Phil nothing was impossible. We did a Peter Noone album in two days. Everyone
played and sang live with a live mix. 1 still love that album. For the Barry Manilow
Singin’ with the Big Bands album, Phil wanted the authentic sound, so he found a mic
geek and set up some of the oldest mics 1 had ever seen. 1 asked him, “Are we really go-
ing to do this session with these old mics?” And Phil responded, “Yes, but 1 want you
to get a second 24-track and use the mics you want, but 1 don’t want to see them or
hear them.” | complained, “Phil, how can 1 do that?” And his so-typical Phil answer
was, “You'll make it work.” You just had to love a man like that. RIP, Phil.

John Harris

Some years ago, Phil asked me to engineer a tribute to Brian Wil-
son at Radio City Music Hall with many high-powered artists per-
forming Brian’s songs, all there because Phil asked them to be.
During Paul Simon’s song, there was a musical confusion, not by
Paul but by the band, one that really made the song fall down, Paul vocally try-
ing to steer the band back where they should be, but at the end it was a mess. Paul
came off stage, calling for Phil, asking if the song could be repaired, edited in the
remix with what we had. Otherwise, he would have to go out and perform it again,
something he very much did not want to do. Phil came to my truck and asked me to
play it—keep in mind this is in the middle of a performance and a packed house at
RCMH. He listened to the troubled part, and at the same time 1said, “No, no way,”
he said, “Yes it can be done, tell Paul it will be fine.”

The next month, while we were remixing the project in the studio, the Paul
song came up. | had forgotten all about it, and when 1 listened even then I could not
hear how we could fix it. Phil quickly pointed to a note here, a half-phrase there,
a seemingly disconnected string, rearranged them into a complete and faultless
musical take. The thing is that he heard it that night, under the gun—he heard the
music rearranged in his head and knew it could be done. Engineer, producer, Musi-
cal Genius was Phil Ramone. | am honored to have been his friend.

Monica Mancini

Phil was a dear friend, and 1 was recording covers of my early musi-
cal heroes and influences of the ‘60s and ‘70s, many whom he origi-
nally recorded back in the day. | knew Phil would bring an “old soul”
essence to the project, and it was an absolute joy to record. Early on,
when listening to vocal playbacks, he just wasn't getting what he wanted from me.
He said, “Monica...stop ‘singing’ the song and start ‘telling the story.” | was a differ-
ent singer after that. Just one of the many gifts that Phil gave me.

Eric Schilling

I have always thought of myself as an early adopter of technology. But
compared to Phil, | was always one step behind. In 1992, Phil and 1
were starting a Gloria Estefan Christmas album at her studio. The
album had a lot of live playing on it, recorded in L.A., so it would re-
quire Gloria to do a lot of traveling. We had just finished her Mi Tierra album, and Phil
realized that she might just want to be home for awhile. So about a month before we
started, he calls me and asked me if | had ever heard of EDNet. Of course, 1 had not.

He went on to explain that this system was a way of connecting 4 channels of audio
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bi-directionally over specialized phone lines between two points. It had been in use by
Skywalker Ranch between their Northern California facility and stages in L.A., where
film producers could sit in and listen live to a mix session and do remote dialog looping.
Phil wanted to adopt this technology for music projects.

So he convinced Capitol Studios, Hit Factory New York and Gloria's Crescent
Moon to install the technology. The net result was we ended up doing a lot of
string and background sessions for Gloria’s record with Phil in L.A. and Gloria
and I in Miami listening in and making comments and suggestions by remote.
Gloria’s Christmas album was the first commercial music project to be done this
way. And of course, not long after Phil dived into the Frank Sinatra Duets project
with the use of EDNet.

1 will be eternally grateful to Phil for what 1 learned from him and getting me
to push the envelope to do things 1 did not know I could do.

Bob Ludwig

“l was assisting Phil on a Count Basie big-band record he engi-
neered. Back then, with limited input microphone channels, Phil
used to record the four trumpetsssitting in a circle around a single U

47 set to omni so they would self-balance the section. The producer
loved it, raving that Phil used the best EQ on trumpets of any engineer he had ever
worked with. I asked Phil what he actually used. He said, “Nothing. All flat!”

From the day I met Phil to the day I last spoke to him, I always loved the sound
of his voice. Phil could talk to me about anything, and [ would just love hearing
him speak. I've been playing podcasts of interviews with him lately just to hear
his voice again.

Leslie Ann Jones

My first recollection of Phil Ramone was working with him on Gloria Este-

fan's Christmas release in 1993, but unique to my relationship
with Phil was our Recording Academy service together. | served
as Vice Chair when Phil was elected Chairman of the Board of
Trustees in 1997. Actually I think Phil thought then he could just
be “Phil Ramone,” not having to do much other than chair the
Board meetings. But in truth, Phil took that job as seriously as he did making
records. He served during some challenging times for the Academy. It was not a
walk in the park. But thank goodness The Recording Academy had Phil at that
time. His even temperament, a skill honed from working with great artists asan
engineer and a producer, served him and us well. His counsel to me was person-
ally invaluable. I cherish my memories of Phil and the time we spent together. |
will miss him more than 1 can say.

Ron Reaves

1 was mixing the Gershwin Prize show at the Library of Congress,
and Phil was the executive producer. At a certain point during the
show, I had that feeling that we were really nailing it, and Phil
reached over, put his hand on my arm, and held it there for a mo-
ment. It was probably the single most gratifying thing that’s happened in my ca-
reer, knowing that | was moving someone who's heard “everything.”

1 will truly miss his company and spirit. There isn’t another one like him.

Barry Bongiovi
& One time Dave Smith, Gus Skinus and 1 walked a Sony 3324
down 7th Avenue to A&R Studios, where we had to sneak it into
a Frank Sinatra session while Sinatra was in the studio record-
ing. See, Sinatra didn't want anything to do with the new digital
technology, but Phil had to have it.
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STEVE MARTIN AND EDIE BRICKELL.:
ROOTS MUSIC'S ODD COUPLE

By Blair Jackson

omedian, actor and author Steve Mar-

tin has been a dedicated banjo picker

as long as he’s been in show business,

but he has only occasionally elevated

that interest to the top of his priority list. Perhaps

you heard the Grammy-winning album he made

in 2009 called The Crow: New Songs for the 5-String

Banjo, or the exceptional bluegrass CD he made

two years ago with the Steep Canyon Rangers,

called Rare Bird Alert. The guy is serious about his
music, and it turns out he’s also really good.

Since her days as a sprite fronting a loose-

limbed group called New Bohemians (“What 1
Am” was ubiquitous in 1988 and beyond), Edie
Brickell has had a fairly low-key career as a solo
artist (her 2003 album Volcano is my favorite)
and collaborator with various interesting folks,
and also raised three children with husband
Paul Simon. She has always been a terrifically
appealing and engaging singer and songwriter,
mixing plainspoken observations and wisdom
with more abstract poetic insights.

Martin and Brickell's brilliant and affecting
new album, Love Has Come for You, plays to the

strengths of both while forging a sound that
is completely original and unexpected. With
its vivid characters, concise storytelling and
mostly acoustic instrumentation (dominated by
Martin’s banjo), it certainly steps into old-time
folk and bluegrass territory, yet it is not so easily
pigeonholed—what do we make of the elegant
strings and piano, subtle electric guitar and
percussion touches, the drums and dynamic jazz
bass that dapple the always tasteful and imagina-
tive musical landscape created by producer Peter
Asher? In the end it feels sort of roots-moderne.




Music > Steve Martin and Edie Brickell

The album started on a whim—Martin approached Brickell about writ-
ing some lyrics for a banjo piece he'd written. She loved what she heard and
responded by sending him not just lyrics, but a rough performance of her
singing a melody inspired by the banjo part. Martin was similarly jazzed
by Brickell's work, and they fell into a routine in which he would send her
banjo melodies via email and she would quickly write lyrics and a melody,
record it on an iPhone or iPad, and send it back. As she noted in a promo
interview, “The opening lines came out of the banjo. The mood that Steve
sets is so powerful that all 1 had to do was trust what | heard and how it
made me feel and then just start singing, and there it was. The songs were
gifts from the banjo melody.”

Asher and Martin have been friends for many
years, and shared their excitement about the home-
brewed recordings that Martin and Brickell were pass-
ing back and forth. “l immediately started thinking of
arrangement ideas for these songs,” Asher says, “and
Steve and I talked in general terms about what kind of
record it could be.” After Martin formally asked Asher
to produce the album, they decided to start where
the rough demo explorations left off—recording just
banjo and voice, but together in a great studio.

These foundational sessions took place over the
course of about a week at veteran engineer Frank
Filipetti’s studio, The Living Room, in his house in
the scenic Hudsan River town of Nyack, about an
hour north of Manhattan. As an early advocate of
digital consoles, Filipetti had variously championed the Neve Capricorn and
Euphonix System 5 boards through the vears, and favored the Nuendo record-
ing platform, but his new studio boasts an Avid ICON D-Command console
and Pro Tools 10 with HDX cards. Much of the other equipment in the
studio came from Filipetti’s previous recording “home”—Studio B at Legacy

. (formerly Right Track)
E in New York City.
“l think Peter was

ik a little surprised when

theextended he got here, because
b he assumed I had a
com/052013/ separate control room

and studio,” Filipetti
RTEEESUCERCIN

says, “but it’s all in one

mixonline.com

large area, with a two-story wood-beam A-frame ceiling, stone
walls, a fireplace and some furniture. It was built in 1890, and
it’s really one of the best-sounding rooms I've ever been in. The
house is on a couple of acres, with lots of trees, a reservoir—
we're out in the country and it’s a wonderful place to record.

“Steve was in here in the control room area with Peter and
me, playing banjo, and in the study right off this room, we had
Edie singing to the track live. 1 had three mics on Steve—two
on his banjo and one in the room.” Filipetti used an Audio-
Technica AT4080 ribbon “slightly above the banjo, picking up
the resonance of the head, and a B&K 4006—which are now
called DPAs—nearer to the strings.” The room mic was a Sanken
CO-100K. For a banjo mic pre he used a Neve 1064.

Brickell’s vocal chain mostly consisted of a new Telefunken
251 into a Neve 1004 or 1084 pre, “probably going through an LA-2A or a
Summit compressor, very, very lightly touched,” Filipetti says.

As for the flow of the sessions, Filipetti says, “We did multiple perfor-
mances of the songs. There was no click—Steve would provide a tempo and
then we'd do a few takes—two or three tracks a day; just run through them
and do them until Steve was happy with what we got. Then in the evening,
Peter and I would sit here and edit the takes together. But Edie’s vocals were
so spectacular you just didnt want to lose certain lines, and usually we didn't
do more than two or three takes on her.”

Armed with what he calls “perfect vocal and banjo takes,” Asher then
went to L.A. for the overdub sessions, which were mostly engineered by
Nathaniel Kunkel at Village Recorder and East West.
Asher “cast” each song and brought in the players as
needed. “I'd say, ‘Okay, we need a keyboard player for
one day, 1 need a straightforward bass player for one
day, 1 need Esperanza Spalding for one evening. |
had very specific ideas for the role each overdub was
supposed to play.” Other notable musicians included
guitarist Waddy Wachtel, keyboardist Matt Rollings,
bassist lan Walker and the singing Webb Sisters.
Asher also played many different parts.

A couple of tracks featuring the Steep Canyon
Rangers were cut at Kung Fu Bakery in Portland,
Ore. with Bob Stark engineering, and Andrew
Dudman handled some string recording at Abbey
Road. Kunkel mixed the album in the Village’s
Studio F “entirely in the box on their ICON,” he says. “I relied heavily on
my UAD-2 cards—all the reverbs and effects were from that. I also used
the Massenburg Design Works equalizer pretty heavily, and I've been
using a dynamic parametric equalizer made by Wholegrain Digital; that
one’s a game-changer.

“It was surprisingly easy when it came time to mix it. Frank’s recordings
were stellar, and because Peter’s arrangements were correctly done, there
weren't a lot of extra parts to deal with in the mix. It was very straightforward.

“We sent the mixes to Steve and Edie. 1 would do live streams for her,
and there were some mix-approval sessions where Steve came to the stu-
dio and I would stream to Edie, and we’d be on a conference call and we
would work through issues they had, and they would talk together about
where the mix was going. So they were very involved all the way through,
as was Peter. It was a real collaboration at every stage.” B
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GOO GOO DOLLS

The Goo Goo Dolls’ latest, Maguetic, has already yielded Top 40 single “Rebel Beat,” and
the production’s blend of bright, pop band arrangements with anthemic rock vocals is
bound to make the album a hit, as well. The first three tracks (including “Rebel Beat”) were
recorded at Rewind, the former Quad studio that serves as the home base of producer
Gregg Wattenberg. Engincering the sessions were John Alicastro and Chris Shaw, who

sheds some light on the process:

“The songs were extensively demoed in Pro Tools by Gregg Wattenberg and [guitarist/
vocalist] John Rzeznik,” Shaw says. “The arrangements were pretty complete by the time 1 was brought in to engineer. So, my focus was to re-record the
parts that were demoed, and we would often use the demos as the starting point of the new master sessions. Mike Malinin, for example, was able to
record his drum parts to an almost fully realized track, so we were able to tell what parts would work and which ones wouldn't,” Shaw continues. “Over
the course of the sessions, we would replace a majority of the demo tracks with live performances, and we would alter the arrangements if we had happy
accidents along the way. A lot of the original demo parts also made it to the final master.”

Tracking to Pro Tools, Shaw made use of Rewind’s APl 1608 board and a broad selection of mics and outboard. “Drums and [electric] guitars were
recorded through a combination of Neve 311025 and API 5125 and 550As,” Shaw says. “A key part of the drum sounds were a pair of PZM mics placed on
the the far wall opposite of the drum kit and processed with an SPL Transient Designer to shape the decay of the room to fit the song. There were also
quite a few guitars recorded direct using various amp simulators [Amp Farm, Guitar Rig] and processed heavily with the Roger Linn AdrenaLinn plug-in.”

Shaw took acoustic guitars via an AKG C 414 placed about 10 inches from the bridge and angled toward the high E string, and a Neumann KM 184
near the 12th fret and angled toward the sound hole. These went to two Summit TPA-2008B pre’s, APl 550B EQs and Neve 33609 compression. And the
vocal chain was a Shure SM7 or Neumann U67 coupled with a Neve 31102 through a vintage Urei 1176 Bluestripe compressor.—Barbara Schultz

SEVENDUST (@ ARCHITEKT

Hardcore/progressive metal band Sevendust—
Lajon Witherspoon (vocals), Morgan Rose
(drums/vocals), Clint Lowery (guitar/vocals),
Vince Hornsby (bass/vocals) and john Connolly
(guitar/vocals)—followed up a rare hiatus from
touring in 2012 by reconvening in the studio

2 to self-produce Black Out the Sun, the band’s
2 ninth studio album. During the break, Lowery
- and Rose had discovered Architekt Studios

= (architektmusic.com) in Butler, N.J., where they
recorded the debut album for their new band project, Call Me No
One, with Architekt’s chief engineer, Mike Ferretti.

“The way that we work as a studio fit into what they wanted to
do, too,” Ferretti says, describing Architekt as a versatile creative hub,
with a live venue and an educational component to go with the studio.
Band members cstablished “writing stations” with Pro Tools-equipped
laptops for sketching ideas. Ferretti set up a drum kit in a smaller room,
where the band rehearsed its new songs, tracked Rosc’s drums in
Architekt’s live venue, set up iso booths for guitars and bass, and used
the control room for overdubbing parts and recording vocals.

“We had all their guitar [amp] heads and everything on a dolly so we
could push into that live room and switch a couple of cables, and have
essentially the same setup and headphone mix,” Ferretti says. “I'hey
would track [a song] within a half hour or so of writing the majority of
it.” Ferretti recorded to Pro Tools through his trusted Vintech Audio
mic pre’s; vocals went through an AKG C 414 B into a Vintech X81 Class
A. He mixed on Architekt’s SSL 9o80 ] console. “I love the way SSL's
EQs sound for aggressive guitars,” Ferretti says. “l went in knowing this
needed to sound heavy, brutal."—Matt Gallagher

mixonline.com

WILLIAMTYLER'S
‘IMPOSSIBLE TRUTH'

William Tyler’s breathtaking instru-
mental album Impossible Truth takes
inspiration from the American land-
scape. But it's how the landscape
sounds in Tyler’s mind: darkly shim-
mering in layers of intricate acoustic
and electric guitars, delicate pedal stecl
parts, and soft echoing brass notes.
This thing of beauty was created in
the Beech House, personal studio of
engineer/producer Mark Nevers (Laura
Cantrell, Jason Isbell, Mount Moriah).
At the center of Nevers' facility are a 1970s Sphere Eclipse analog con-
sole and an MCI JH16 2-inch tape machine. “Back in the days of all-analog,

you would run into problems or mistakes, and you might have to scrap the
song, or you would let the mistakes kind of guide you, and that’s what we
did on a couple of songs when his guitar playing went a little out of the
pocket. On one of the longer songs, William said, ‘Is there anything we can
do? And so we faded in other guitars and drums over one spot and faded it
back out. It makes you do something you didn't plan on.”

Nevers says he and Tyler paid special attention to creating sonic differ-
ences between these guitar-based tracks; Nevers switched up mic placement
(often using a close SMs7, Royer ribbon farther back and a U 87 room mic)
and moved musicians to different positions and amps. In the end, though, it’s
the tone of the players: “The console has its own color, but I try to mix my
stuff to where you don't notice what I'm doing,” Nevers says. “I like it to sound
like the band’s in the room when you listen back to it."—Barbara Schultz
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Polar pattern Cardioid

Frequency response 20 - 20,000 Hz

Open circuit sensitivity
-25dB{56.2 mVjre 1V at 1 Pa*

Maximum input sound level
142 dB SPL, 1 kHz at 1% TH.D

Signal-to-noise ratio’
89dB, 1 kHz at 1 Pa*

Noise' 5 dB SPL

Impedance 50 chms

Dynamic range (typical)
137 dB, 1 kHz at Max SPL

Introducing Audio-Technica’s premier studio vocal microphone, the AT5040 cardioid
condenser. The debut of our flagship 50 Series, the AT5040 represents a milestone
in condenser design, offering remarkably musical high-fidelity performance, with
profound realism and depth, presence and purity of sound. As much as we admire
the great microphones of the world, this new 50 Series cardioid condenser is pure
innovation, not emulation. Wherever your passion for music takes you, listen for more
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“KING OF THE ROAD"

Roger Miller’s Smash
Breakthrough

Row was really just a couple of studios and music publishing houses

dotting tree-shaded 16th Avenue. This month’s Classic Track, Roger
Miller’s “King of the Road,” takes us back to the fall of 1964, an era when
the top dog on the Row, studio-wise, was CBS’s Quonset Hut, a utilitar-
ian structure that had been one of many thousands of identical small,
prefabricated corrugated galvanized steel buildings with semicircular
roofs made during World War 11.

“I'm pretty sure it wasn’t even called ‘Music Row’ back then,” says the
song’s producer, now retired, Jerry Kennedy. “In the late 'S0s and early
'60s, some of the houses on 16th Avenue were being invaded by people
who were opening up publishing companies and throwing up a funky
little studio here and there. 1t was a neat time. Everybody was amazed
at what was happening with the influx of pop artists coming to record
and the country artists becoming huge. And it was mostly being done by
a small group of musicians and a small group of writers and publishers,
working in a small number of studios. It was giving birth in the early '60s
to what became an explosion later.”

When the 19-year-old Kennedy traveled from his native Louisiana to

I t's hard to remember back to a time when Nashville’s vaunted Music

lassic Tracks

By Blair Jackson

Music City in 1960 to work on sessions for Mercury Records’ Nashville
A&R head, Shelby Singleton, he was already a seasoned music industry
veteran. He'd signed his first record deal with RCA at the age of 11, cut a
couple of singles, and later worked as a background singer, guitarist and
songwriter on numerous sessions during his high school years. In March
'61, Kennedy moved to Nashville, and immediately became one of Mer-
cury’s in-house producers, and a bit later, following the label’s acquisi-
tion by the European music giant Philips, for the offshoot label Smash.
“Shelby Singleton had a lot of faith in me,” Kennedy says modestly. “He
turned things over to me he probably shouldn’t have, but we were fortu-
nate that some good things began to happen.

“We did most of the Mercury/Smash/Philips stuff at the Quonset
Hut because it was a magic place,” he continues. “It had a great sound
1 thought we could not get at RCA [Studio B, the other leading studio
of the day] or at Monument, which was Fred Foster’s studio downtown
in the Cumberland Lodge building—Sam Phillips [of Sun Records] had
built that one originally, and it was a good place to make records, but not
for the country thing as much.”

The Quonset Hut, as a recording studio, dated back to the mid-
’50s, when brothers Owen and Harold Bradley—Owen had worked at
radio station WSM as music director of the Grand Ole Opry broad-
casts; Harold was an in-demand guitarist—bought a duplex on 16th
Avenue South, knocked out the ground floor, and built a basement
studio there. They also put an Army surplus Quonset hut behind the
main studio to accommodate film work they hoped to attract (from
the Grand Ole Opry and others) and called the entire complex the
Bradley Film and Recording Studio. As it turned out, the studio in the
house (Studio A) proved to be too small for some types of sessions, but
the Quonset Hut (Studio B) was just right, so that became their main
recording room.

1t was undeniably a humble atmosphere. To get some reflective sur-
faces into the curved structure and to deal with other sound issues, the
Bradleys “built walls that went up maybe 10 feet,” recalls engineer Lou
Bradley (no relation), who worked as an engineer at the Quonset Hut be-
ginning in 1969, but had been a regular presence there for much of the
previous decade. “Then they built this frame that went up to a small-
er rectangle at the top, and they had banks of louvres running up the
side of this frame—each bank was maybe three or four feet long. They
weren't adjustable, but the opposing ones were pointed differently to dif-
fuse that sound going up. They also put these old theater curtains up
there so the sound wouldn’t come back down. That solved the problem
of that dome.” Acoustical tile, burlap hangings and baffles also helped
control the sound.

The Quonset Hut’s control room was equipped with a custom
12-input, 3-track-capable tube console that had Langevin rotary fad-

22 Mmix

mixonline.com




Studio, redefined.

Be ready when inspiratiaon strikes. Spark
Digital is the new studio-grade microphone
for both iPad and USB. Record vocals,
instruments, podcasts — anything — using

barageBand and hundreds of other great apps.

-F b
|' ‘_:_! G
- ‘ B . )
30-pin USB
At home. on the road. or wherever you

record. Spark Digital delivers legendary
studio sound straight to your world.

www.bluemic,com



ers, mic pre’s and EQs. Owen Bradley favored Ampex recorders, Neu-
mann microphones, LA-2A and GE BA-9 “uni-level” compressors, and
German EMT reverbs. The studio also had a live chamber and what
was called the “drum hut,” which was essentially a drum booth with
an open front.

The Bradleys sold the Quonset Hut and much of the equipment—
including the console, which is now in the Country Music Hall of
Fame—to CBS Records in 1962, opting to build a new studio: the
equally legendary Bradley’s Barn, in nearby Mt. Juliet, east of Nash-
ville. The Quonset Hut barely missed a beat in the transition and re-
mained a popular recording destination for CBS and other acts up
until it closed in 1982.

Roger Miller grew up poor in Oklahoma, and his love of the coun-
try music he heard on the radio led him to take up the guitar and fiddle
when he was a teenager. During a stint in the Army in the early 'S0s, he
briefly joined a group led by budding honky-tonk music star (and fellow
serviceman) Faron Young, and once Miller was discharged, he migrated
to Nashville to be part of the burgeoning country music scene. Over the
next several years, he had periods where he worked in bands with the
likes of Minnie Pearl and George Jones, and also times when he had to
work jobs outside of music—and even outside of Tennessee; he was a
fireman in Texas for a while.

Eventually, he caught on as a songwriter in Nashville, landing
hits with such artists as Ray Price, Jim Reeves, Ernest Tubb and Faron

Young. Beginning in 1958, Miller started cutting singles under his own
name—first for Decca, then for RCA, with Owen Bradley, then Tommy
Hill, producing at the Quonset Hut. But it wasn’t until 1960 that he en-
joyed his first minor hit, “You Don’t Want My Love,” produced by Chet
Atkins. His success was short-lived, however, and he struggled for the
next couple of years, even leaving the business briefly, before returning
out of sheer financial desperation. He signed a low-advance deal to cut
16 sides for Smash Records, and his initial sessions for the label, with
producer Jerry Kennedy and recorded at the Quonset Hut, produced
two Top 10 pop hits (and Top S country hits) in the summer of ’64:
“Dang Me” (his first Number One) and “Chug-a-Lug,” both light, hu-
morous, down-home numbers that showcased Miller’s breezy charm.

“l actually met Roger the first week | moved to Nashville [in March
1961), at the offices of Tree Publishing,” Kennedy remembers. “Roger
and Joe Tex and Bill Anderson—three of the big artist/writers—were
there, and Roger came up and introduced himself. 1 thought, ‘That’s
cool he was nice enough to do that.” Of course, he probably knew I was
scouting material for Shelby Singleton. A little later 1 was a guitar play-
er on a few RCA dates that Chet Atkins produced for him.

“Roger was a genuinely funny guy; one of the wittiest people I've
ever been around,” Kennedy continues. “Very bright, and he was al-
ways cracking everybody up. | always thought he was a free bird. He
just needed some room to spread his wings. And when 1 had a chance
to produce him, 1 kept that thought in mind: “We've gotta find a way
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to stay out of the way of these songs and not let the music overwhelm
them. So we tried to keep it simple, like on ‘King of the Road.’ There’s
not very much on there at all.”

Indeed, the November 3, 1964, session at the Quonset Hut that
produced “King of the Road,” engineered by the late Mort Thomas-
son—widely regarded as one the best of the era—is spare as can be,
hardly emblematic of the still-developing “Nashville sound.” Though
it is Nashville A-listers: Bob Moore on standup bass (most likely
miked with an RCA 44 or Altec 639, Lou Bradley suggests); Harold
Bradley and Ray Edenton on guitars (perhaps Neumann U 67s “or ei-
ther a Beyer or Telefunken”); the great Hargus “Pig” Robbins on piano
(“an Altec 21-B condenser”?); Buddy Harman on brushed drums and
tambourine on a low sock cymbal (two unknown mics covered the
whole drum kit); and guitarist “Thumbs” Carllile and Tree Music’s
Buddy Killen providing the song’s ultra-cool finger snaps (captured
by a U 47 generally used for background singers). Miller sang live with
the band, probably through a U 67, and added his backing harmony
later that evening. Reverb was likely from EMT plates. And though
it was recorded to an Ampex 300 3-track (by Charlie Bradley, brother
of Owen and Harold), Kennedy monitored in mono, and of course in
that era singles were always still mono. “I'm going to guess we did four
or five takes of ‘King of the Road’ and went back and grabbed the sec-
ond or third,” Kennedy says.

“A lot of people don't know that we had actually recorded ‘King

WWW.MI.EDU
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of the Road’ before that session, for a live album,” Kennedy contin-
ues. “We went into a club here in Nashville called the Carousel Club,
and the place was packed. But the stage was up over the bar, and
when we listened back the next day, we had glasses clinking, forks
being thrown into dishpans; it was horrible. So we canned it, and
it’s probably off in a vault, never to be heard, 1 hope! But we selected
about five or six of the songs off of there to do on his next album, and
thankfully ‘King of the Road’ was one of them. To be honest, when
we recorded it for that live album, we had not noticed that song as
something extra-special.”

But it was. Kennedy says, “Charlie Fach, the head of Smash, called me
one day after the acetates went out and he said, ‘Kids, we've got a hit!’ |
said, ‘Which one?’ He said, ‘That hobo song.’ He couldn’t remember the
title but he remembered it was a hobo song. 1 couldn’t remember what
song he was talking about, either. On the drive on the way downtown it
hit me that it was ‘King of the Road.”

In February of 1965, “King of the Road” surged to Number One
on the country charts (where it stayed for five weeks), Number 4 on
the pop charts, and Roger Miller was transformed into a superstar.
He scored several more hits in the next few years, including “Engine,
Engine #9,” “England Swings” and “You Can’t Roller Skate in a Buffalo
Herd,” and even had an eponymous NBC TV show for a season. His
late-career highlight was writing and performing in the 1985 Broad-
way hit Big River. He died in 1992.
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IMAGINE DRAGONS

Taming Big, Thunderous Percussion and Dynamic Vocals

he year 2013 will be remembered as

the breakout point in the four-year

career of Las Vegas-based indie

rock/pop quartet Imagine Drag-

ons—Dan Reynolds (lead vocals), D. Wayne Ser-

mon (guitar), Daniel “Z” Platzman (drums), and

Ben McKee (bass), with Ryan Walker on key-

boards and second guitar. The band launched

into its current Night Visions tour of mid-size

venues and amphitheaters in support of its 2012

major label debut album of the same name, pro-

duced by Alex Da Kid for Interscope. Mix caught

up with the band at The Warfield Theater in
San Francisco in March.

An expanding fan base has caught onto Imag-

ine Dragons’ tightly arranged vocals and rhyth-

mically driven songs. They augment traditional
rock rhythm section instruments with a battery
of drums that includes an extra floor tom, a high-
pitched Japanese drum, quad toms, a 36-inch
concert bass drum and a Japanese Taiko drum.
Front-of-house mixer Scott Eisenberg and
monitor engineer Jared Swetnam are tasked
with accurately balancing and controlling each
of these elements within a variety of rooms and
settings. As an added variable, the band is trav-
eling light on production, carrying only an Avid
Venue SC48 console for monitors; three Shure
PSM 1000 dual-channel wireless transmitters
and Shure mics provided by Clair Brothers; ad-
ditional Blue and Sennheiser mics; ACS Cus-
tom USA in-ear monitors; Radial DI boxes; and
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ALL ACCESS: GREEN DAY
By Steve Jennings

I'raagine Dragons at T

By Matt Gallagher

backline instruments and amps.

“If I can get control of the low end in the
room [during soundcheck], that seems to be my
biggest friend,” Eisenberg notes. “l might have 10
or 15 minutes [to make] the system sound good
before doing a line check with all the instru-
ments, getting the low end so 1 could control the
drums—and then in the vocal range, just making
sure that it didn’t sound nasal-y or boxy, but that
it brought out the nicer frequencies of the vocals
so | could make them sit on top.”

Eisenberg’s vocal mix begins with Reynolds,
who sings into a Shure U4D wireless mic system
with an SMs8 capsule. “Because we're not car-
rying our own [FOH] console, I'm trying to use
more of the standard, onboard effects that I can
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Live > Imagine Dragons

find anywhere so that no matter what club or
festival that | come into, hopefully I won’t run
into, ‘Oh, half my plug-ins don’t work!”

When he’s on a Venue Profile, Eisenberg
turns to the Bomb Factory BF76 compressor/
limiter. “Dan has a really strong voice, so it’s
easy to let it stand out by itself with a bit of
compression and a little chorusing,” he says.
“They're not afraid of reverb! [Laughs.] | usu-
ally go for a decent-size Hall. There are a few
songs where I'll use more of a slapback to
make it more personal. And I'll generally use a
tap delay on Dan’s vocal—usually somewhere
around 450 ms—that I'll bring in and out as it
applies to each song.”

Background vocals by Sermon and McKee
are into Blue Microphone en«CORE 100 mics;
drummer Platzman uses an eneCORE 100i
because it has a tighter polar pattern for im-
proved off-axis rejection to compensate for
bleed from his drum kit. “They have a good
sense of each other, balance-wise,” Eisenberg
says. “They don’t get as much of that when
they're on in-ears, but they’re easy to mix. | use
the same Hall reverb for the center as well as
the background vocals.”

Sermon and Walker's guitar cabinets are
each miked with SMs7s. Sermon plays a BilT
electric with built-in effects through a Line
6 Mg Stompbox Modeler into two cabinets
to create stereo guitar parts, which Eisen-
berg says helps open up space in the FOH
mix and allows him to fit Walker’s guitar
by panning it a small amount to one side.
McKee’s bass cabinet takes a 421 and a DI.
Platzman’s four-piece drum set receives
standard miking with a combination of
Shure and Sennheiser mics.

“The biggest challenge was trying to figure
out how to place that extra percussion,” Eisen-

berg says. He uses 604s on the extra drums,
save the Taiko drum, which takes a Beta 52.
“With the concert drum you take out some
lower midrange, somewhere between 200 and

400. With this Taiko drum, we were trying to
figure out how to get the best low end out of
it while also hearing a good attack. But that
drum puts out such a wide frequency array
[laughs], and it’s got an enormous sustain, so
gating it was really difficult. There were nights
I just had to gate it manually—literally turning
the fader up and down—because the sustain
would hold the gate open for 30 seconds.”

In monitor world, Swetnam says he appre-
ciates the SC48 because it offers “sends on fad-
ers, quick on-the-fly soft patching—which is
convenient when having to swap out wireless
packs during a performance, eight built-in ste-
reo FX returns, and its local 1/O made it a very
portable all-in-one system. For Imagine Drag-
ons, | mix with a cue list of changes for each
song. Luckily we have a consistent setlist each
night. 1 haven’t had the need to use snapshot
mixing, though with the increase in our pro-
duction and inputs for the U.S. tour in May, it
might become an necessity.” The three Shure
transmitters give Swetnam five stereo stage
mixes plus his cue mix.

“Finding the right balance of vocal EQ
and compression, reverb and delay is crucial,
especially when the artist moves with his mi-
crophone and the stage sizes vary from show
to show,” Swetnam says. “On smaller stages
it’s important to monitor these levels to avoid
washing out the vocalist mix with bleed from
other instruments. Mixing with in-ears, carry-
ing a console, and using the same mic package
every night can give you a level of consistency
and freedom to fine-tune your monitor mix
over the course of a tour.”

UMPHREY'S
MCGEE SHARES
MIX WITH FANS

ix-piece progressive/improvisational
rock band Umphrey’s McGee is in
the middle of a nationwide tour sup-
ported by ECTO Productions of El-
mhurst, lll. Mix caught up with front-of-house
mixer Chris Mitchell and Kevin Browning, who
is in charge of the band’s Creative & Business
Development, at the Fox Theater in Oakland,
Calif., where Umphrey’s played to a packed
house on March 16.

At FOH, Mitchell mixes on a Midas PROg
digital console, while monitor engineer Bob Ston
works with an Avid Venue Profile. “l mix on the
PROg as if it’s an analog console,” Mitchell notes.
“With a 400-song catalog and improv every night,
scenes just aren’t possible. 1 use the PROg’s inter-
nal effects rack for a pair of 'verbs, a pair of mul-
tiband compressors and the dynamic EQ, which
acts as a de-esser. My outboard rack includes a
vintage Lexicon 480L, and a TC Electronic D2 and
Fireworx for effects. | try to create a mix that al-
lows the PA. to disappear. Perfectly tuned drums
and great-sounding guitar and keyboard rigs re-
quire only accurate translation, not tonal repair.”

At selected venues, the band introduced
“Headphones & Snowcones,” coordinated by
Browning and Micah Gordon, whereby—for a
fee of $40 plus a deposit—16 to 18 fans could
listen to Mitchell’s FOH mix in an area near the
console, as well as receive a download of the

performance in MP3 or FLAC format. Browning

explains: “Essentially we’re providing an in-ear
monitor mix for fans wearing Audio-Technica
AT-50 headphones instead of custom molds,
broadcasting the live 2-track recording via a
Sennheiser 2000 Series transmitter and belt-
packs. We are looking to make this a regular
feature at all UM shows and spread it to venues
and artists around the globe.”—Matt Gallagher
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Live > News & Notes

COHEED AND CAMBRIA

Hard rocking band Coheed and Cambria—Claudio Sanchez (vocals, gui-
tar), Travis Stever (guitar), Zach Cooper (bass), and Josh Eppard (drums)—
spent early 2013 touring the U.S. in support of their 2013 release, The Af-
terman: Descension, with gear supplied by Clair Brothers. Mix caught the
band’s appearance in Philadelphia in mid-March at The Electric Factory.
Front-of-house engincer Mike Babcock mixes on a DiGiCo SDg, and
uses its internal effects and processing. “Vocals are first and foremost,”
Babcock says, noting that the band continues to rely on Sennheiser e 945
dynamic vocal mics. “The crowd comes to sing along, and if they can't
hear Claudio Sanchez, then they will not be happy. | keep his vocals fairly
simple: 1 use a pitch shifter as a doubler, just to thicken it up a little, and
add reverb to taste.”
The entire band is
on in-ears, with San-
chez on Sensaphon-
ics 2MAX earphones
and everyone else on
Ultimate Ears UE7s;
guitars and bass run
direct. Babcock says
this allows him “to
build a nice punchy
mix where every in-
strument and voice
can be heard.”
According to monitor engineer Rob Gil, the band owns an Avid Ven-
ue SC48 and uses a rack of six Sennheiser G3 transmitters, two G2 com-
biners, an AC3200 Il combiner, and a UPS to keep it all up and running.
A playback rig comprises two MacBook Pro computers running Digital
Performer Version 6, with two MOTU UltraLite-mk3 Hybrid interfaces.
“The set is predominantly run off of this rig, with songs and segues tied
together, a talking set piece that has to sync to the audio during cach
segue, and audio for a cinematic piece in the encore,” Gil explains.
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AES SEEKS NEW
AUDIO STANDARDS

™ Bruce Olson, chair of the

1 3 4 AES Standards Committee,
| s

S ONVE IO announced tk’: creation of

standards working group SC-

04-08, which will address mea-

surement and equalization of

Wy

"“{.:

sound systems in rooms. The

Fontana di Trevi Conference Centre working  groups  chairman

Rome, italy - May 4-7, 2013 is Ben Kok, an experienced

acoustic consultant from The
Netherlands. The group will draw from existing expertise and invite par-
ticipation from other interested experts, and its first face-to-face meeting
will be held May 4 to 7, 2013, at the 134th AES Convention in Rome.

Of particular interest in the field of Live Sound is project AES-X219,
which aims to specify a method of measurement for frequency and im-
pulse response of sound systems in auditoria. The project is intended
to produce a Standard, and the development discussions are expected
to draw on modern measurement techniques. For more information
about these projects, visit aes.org/standards/meetings/new-projects.
cfm, and for more about AES Standards, go to aes.org/standards.

JBL LOUDSPEAKERS ON NEW
AMERICAN IDOL SET

ATK Audiotek of Valencia
Calif. (atkaudiotek.com),
recently revamped the
American Idol set at CBS
Television City in Hol-
lywood with JBL Profes-
sional loudspeakers. “We
had to accommodate a
number of needs for the
new set,” explains Pat Balt-
zell, sound designer for
American Idol. “The main
P.A. needs to be heard loud and clear by the performers and audience.
However, we need a separate audio system for when host Ryan Seacrest
and the contestants are speaking, because they're on lavalier mics, and
the judges are situated right in the middle of the main P.A. system.”

Left-right arrays of 10 ]BL VerTec VT4889 full-size line array elements
on each side comprise the main P.A. system. The main hangs are com-
plemented by a front fill system of six VRX932LAP Constant Curvature
loudspeakers installed into the set. Two VRX928LA compact Constant
Curvature loudspeakers are also installed into the contestant couch set to
provide a mix minus foldback of the judges and Seacrest. Four |BL. Con-
trol 8SR speakers are installed in two additional mix minus zones under
metal gratings in the stage serving as foldback speakers for Seacrest and
the contestants during periods of dialog.
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Photos and Text

By Steve Jennings

Front-of-house engineer Kevin Lemoine (pictured at right, with Clair system tech
Brett Stec) is mixing on a 32-channel Midas XL200 that he found in France and had
reconditioned by Jim Sawyer in Minnesota. “Great desk with awesome EQ,” Lemoine
says. “We do lots of fly dates and festivals where a desk of this size makes a lot more
sense. | have around 46 inputs, so | had to use a couple of smaller 8-channel rackmount
mixers ahead of the Midas to get everything to fit on there—the BAE 8CM, loaded with
BAE 1028s, sees the seven electric guitar mics first and a JDK Audio 8MX2 handles the
four crashes, ride and overheads—again, busing back in to two XL200 channels.

“Even though the Midas mic preamps are awesome, Billie’s vocal is a Telefunken
M8o wireless on a Shure transmitter, into a John Hardy g9go preamp, then a Maselec
MPL2, a Lake EQ and then a Distressor before hitting the Midas,” Lemoine continues.
“The backing vocals all sing through Telefunken M 80 microphones. They all have
API 3124 preamps on them, as well as the phenomenal Chandler Limited LTD-2 limit-
ers. For Green Day, audience interaction is essential, to be able to feel like Billie is
speaking directly to them. They're a very dynamic band.”

The main P.A. hang comprises 20x Clair I3 per side, 12x Clair 13 per side for side
hang, gx BT-218 HP subs per side, and 2x 13s for front fill.

Monitor engineer Kevin Dennis is mixing on an
Avid Profile. “1 have always liked the ease of use and
workflow of the console,” he says. “The only plug-
in 1 am using is a Waves C6 on all the vocals. The
band is all in-ears with a thumper for Tré. Billie Joe,
Tré and Jason White are on UE-18s, while Mike,
Jason Freese and Jeff Matika are on UE-11s. We
are using Shure PSM 1000 transmitters. All of the

Green Day is back! And Billie Joe Armstrang, Mike Dirnt and Tré Cool

put on a stellar show at the Greek Theater in their hometown of Berkeley, guys except Billie joe are on hardwired Telefunken

Calif., which is located not more than two miles from their storied roots at M8os. Billie Joe is using Shure UHF-R transmitters

with Telefunken M8o capsules.”

punk rock club 924 Gilman.
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Billie plays through two modded 1oo-watt Marshall
JMP heads,” says guitar tech Hans Buscher. “There’s a
switching system based on a RJM RG-16 Audio Looper
and a CAE 3+ preamp for the clean and midrange tones.
The main tone is both Marshalls. Billie’s lead tone
comes from the addition of a Boss Blues Driver He
uses Shure UR4D+ wireless receivers and an RJM 1S-8
input switcher to select which guitar is going into the
rig. One of these 4x12 cabinets gets a Neumann TLM
103 and a Shure 313,
and the other cabi-
net gets a Neumann
TLM 103 and a
super old and minty
RCA BKs with fac-
tory windscreen and
shock-mount.”

“For the drums. | mike the kick with a
Shure Beta 91 and an old AKG D-12,”
says Lemoine. who is assisied by drum
tech Kenny Butler (pictured inset).
“Snare top is a Telefunken M80o and snare bottom is an AKG 451. All of these see AP] 3124 mic
preamps and also SSL XR618 gate/comp modules from the SSL X-Logic. Hi-hat is a Neumann
185. Rack tom gets a Shure Beta 98, and floor toms each get a Josephson E228. Again, these toms
see the AP1/SSL combo. Cymbals are individually miked with DPA 4062s and Telefunken ELA
M 260s for side heads.”

“Jason  White has a
two-amp, iwo-cabines
setup,” says FOH engi-
neer Lemoine, with a
nod to guitar tech Chris
Schleyer and keys/
accordion/sax  tech
Hugo Marcotte (FOH

effects racks are pic-

tured). “His first cabinet gets a Shure 313, second cabinet gets a Neumann TLM 103 and another old
and minty RCA BKs. All of these guitar mics go to the BAE 8CM out front and get preamped and
EQ'd by the 1028s before returning in to two channels of the XL200 that have the Chandler Limited
LTD-2s inserted in the channel strip. Jeff Matikka's 4x12 gets an old Shure SM 56 that sounds killer.
“Jason Freese’s keyboard gets a stereo Radial DI, and the Leslie cabinet for the Hammond B3 is
miked up with a Shure Beta 91 on top and an old AKG D-12 on the low,” he continues. “Leslie cabinet
insert is a UA 1176x2. The sax mic is a sweet-sounding DPA 4099 with another Chandler Limited
LTD-2 on it. Acoustic guitars are all direct inputs on Radial Dis and have the LTD-2s oni them.”

“Mike uses the Fender Mike Dirnt Precision bass for most of the set,”
says bass tech Eden Galindo. “Then for the older songs in E-flat
he uses a ‘58 Fender Precision called Ruby Mae. His amp is a Super
Bassman 300-watt tube head. Bass DI is a Radial and miked with a
Neumann TLM 103. These both get compressed with Distressors.”
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Left to right: Steve Genewick, Al Schmitt, Niko Bolas, LeAnn Rimes,
Darrell Brown, lan Sefchick, Vance Powell

OF LEANN RIME
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uring the past few vears, LeAnn Rimes’ private life

has become tabloid fodder, the result of the public’s

insatiable appetite for titillation. Being the constant

subject of gossip, rumor and innuendo was under-

standably horrific for Rimes. So, in a sustained act

of self-therapy, the 3l-year-old artist, who's been
making records since the age of 13, set about working through the in-
tense emotions she was feeling in the songs she was writing, while
also seizing on a handful of outside
songs—notably including Missy Hig-
gins’ powerful “Where | Stood”"—that
perfectly expressed her tormented
state of mind.

Songwriter/producer/arranger
Darrell Brown, who has been Rimes’
writing partner and friend for more
than a decade, was a willing facilita-
tor in this outpouring, serving at once
as co-writer, exorcist, cheerleader and
shoulder to cry on. He was acutely
aware of Rimes’ need to fearlessly let
it all hang out. “Borrowed’ is about
an affair, and how pathetic she felt
finding herself in the middle of some-
thing,” Brown says of one of the al-
bum’s cornerstones. “She didn't know
she could be that honest.” Dan Wil-
son, who co-wrote “Borrowed” and
“l Do Now” with them in a “fruitful”
two-day session, describes the results
of their collaboration as “very reveal-
ing, exposed and raw.”

“A lot of crappy things made for
some great songs—thank God I have
that outlet,” says Rimes. “But I hadn’t
used it to its fullest before. Every-
thing that was true was out there, and
those things that weren't true people
believed anyway. So 1 felt like 1 had
nothing to hide anymore. A humanity
started coming out through the writ-
ing—a lot of tears were shed. And the
songs I didn’t write 1 felt were incred-
ible; 1 couldn’t write them any better.”

When the songs had all been writ-
ten and selected, Rimes and Brown faced the challenge of how to bring
this thematically taut material to life in the studio. The recording ap-
proach they chose hewed just as closely to “keeping it real” as did the
songs they'd be cutting. “l wanted to be authentic and honest on this
record,” says Rimes.

Says associate producer and engineer Niko Bolas, who'’s been work-
ing with Brown for nearly 30 years: “Most of what 1 do is based on the
way | was brought up, which was making Ronstadt and Henley records
back in the day, when everybody went for performance around the vocal.

Niko Bolas

LeAnn has been through a tumultuous couple of years, and she collect-
ed a group of songs that lyrically carries everyone who wants to know
the truth from beginning to end, how it tore her up and how she found
peace and resolve. So the idea was to deliver her believing the words. If
you can get somebody who can sing like LeAnn can sing believing what
she’s singing, then whatever emotion she’s feeling, you get it. And that’s
what Darrell wanted to get.”

Brown puts their shared infent more succinctly: “It’s like the old
days—Ilet’s freaking capture it.

“Because I'm a songwriter first, I'm
primarily song-driven as a producer,”
Brown continues. “l want to know
what the narrative is and what the
singer’s singing, and then I start cast-
ing accordingly from that.” For this
project, he says, “I thought about what
characters would be interesting to put
into the room to challenge her.” He also
wanted the range of players to repre-
sent the various aspects of Rimes’ sen-
sibility—“the Texas and Appalachian
strains in her voice, the R&B/soul/
blues thing she got from being born
in Mississippi and raised in Texas. So
we got Steve Jordan [drums)] and Wil-
lie Weeks [bass] to play on the bottom
end, and then Dan Tyminski [man-
dolin, acoustic guitar], Paul Franklin
[pedal steel], Waddy Wachtel and Dean
Parks [acoustic guitars] on top, with ev-
erybody playing off each other.”

The rest of Brown’s A-team consist-
ed of engineers Bolas and Steve Gene-
wick, who'd be on the other side of the
glass while Brown conducted, danced
and kept the players psyched up in the
tracking room. Al Schmitt and Vance
Powell would do the mixing.

They tracked the album in Capi-
tol Studio A. “We set up the room so
that people didn’t really have to wear
headphones, especially LeAnn,” Bo-
las explains. “She stood in the middle
of this bed of music and just held the
microphone and sang. That was one of
her dreams—she’s always wanted to make a record where she’s singing for
people. Traditionally, recording a vocalist is a very isolated affair. They
put on headphones, they go into this world of echo that no one ever hears,
they’re in a small box that gets a little stuffy, they've got this big, expensive
microphone hanging in front of them, nothing to do with their hands,
glass and a wall between them and the musicians, and the intimacy is
fabricated. Most great singers can do that. But if you're standing in front
of drums, you're singing with different phrasing than if you're listening to
drums on headphones. There’s just no way around it.
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“So, with LeAnn, we wanted her in front of
people,” Bolas continues. “The genius of what
Darrell was doing was to break down all the
isolation so that she had to bring the lyric, just
like these guys were bringing the musician-
ship. And he did it. There were vocals where
she wound up in tears over the mic and we
couldn’t do another take because she had to go
fix her makeup.”

“l always wanted to hold the microphane in
the studio, because I can’t stand being confined
in an iso booth and singing with this piece of
pantyhose material in my face—it drives me
absolutely nuts,” Rimes laughs. “It feels so con-
fining, because | can’t put my body into it. So
that was the first thing | asked Darrell and
Niko when 1 gat in the studio, and Niko was
like, ‘Yeah, sure, why not?” What 1 love about
Niko is, if he can make it happen, he’s going
to. So I ended up holding the microphone the
whole time; 1 was lying on the floor half the
time, dancing around, wherever | felt comfort-
able, whatever 1 wanted to do. it was great to
have that open space, to be able to see every-
one’s faces and for them to read my body lan-
guage, 10 see where I'm going.”

Rimes has a history of blowing out micro-
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phones, and these sessions were no different.
“LeAnn moves so much air when she’s on the
mic and she’s not wearing headphones,” Bolas
marvels. “She’s not working the mic, she’s just
singing her lungs out, and diaphragms start
flapping.” The solution came from Schmitt,
who suggested she go with a Neumann 104, the
same mic Diana Krail uses in live performance.

They tracked the album in six days, and
on the seventh day they recut 10 of the tracks,
Rimes and the studio band sharing the track-
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ing room of Capitol A with about 50 invited
guests who were asked to be completely si-
lent, forming what Brown describes as “a hu-
man heartbeat orchestra.” Three or four of
these takes made the album, including the no-
brainer single candidate “Gasoline and Match-
es,” written by Buddy and Julie Miller, which
Rimes heard as a surefire rocker that also fur-
thered the album’s thematic thrust. Bolas and
Brown then added a pair of crucial overdubs: a
vocal by Matchbox Twenty’s Rob Thomas and
a solo by Jeff Beck—one of just two electric gui-
tar parts on the album, which Rimes calls “the
best solo ever.” Transmitted via Skype, it was
the first thing Beck recorded in his new Lon-
don home studio.

“The way | interpret my job is you shouldn't
know | was there,” Bolas explains. “So in play-
back, you should be able to frame, out of the
left and right, what happened on the impor-
tant side of the glass. Data is cheap, so you
record at the highest sample rate you can ef-
fectively afford—if you have a big rig and you
can run 192, do it—get the mics set up, and get
out of the way. Just always be in record, so that
when everyone forgets they’re in a studio and
follows LeAnn as she dumps her guts, you've
got something that will always measure—al-
ways—because it’s real. And when it’s done, all
the sounds that LeAnn, Darrell, Jordan, Waddy
and all those guys were hearing out on the floor
play back sounding like what they were hear-
ing. In other words, if you're standing in front
of the guitar, that’s the sound you want coming
out of the speaker. You don’t want some fab-
ricated interpretation of that sound, you want
that guitar with that touch, with that feel; all
the accents and dynamics are in the hands of
the musicians.”

When it came to the mix, Brown and Bolas
turned to Schmitt and Powell, who split up the
tracks, working separately. “Al and Vance imme-
diately got what this record was supposed to be,”
says Brown. “They were gonna keep it full-bod-
ied and make it shine as organically as possible.”

“The recording was nice and clear, it had
a lot of depth,” says Schmitt. “But that’s Niko.
Let’s face it, people will buy this record because
of the vocal performance and where it sits in
the record, so you don’t want to bury it. If you
listen to any of my records, the vocals are al-
ways right in your face. On this record, | was
able to use the live chamber at Capitol, No. 4,
which is my favorite of all the live chambers.
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1 set that on her voice, and it lifted it right up.
LeAnn blew me away; she really is an amazing
singer. And most of the songs are great.”
Brown and Bolas’ integration of old-school
values into this state-of-the-art modern re-
cording project extended to the mastering.
“I recorded everything at 192k and then I cut
it to lacquer,” says Bolas. “Vinyl adds a tool—
it's both an equalizer and a compressor—in a
way that has not been reproduced digitally yet
When it comes off the needle, it’s like an old
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friend that you'd forgotren about. It started as

an experiment. We took a mix that Al had just
finished and took it to Ron McMaster, who cut
it to vinyl and sampled that to CD, so that you
get all the mono compression that happens on
<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>