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"Radial direct boxes make
everything | put through
them warm, punchy and
clear. They are great DI's!"
~ Chick Corea

“My Radial DI's
produce pure,
transparent sound
with full dynamics
and do not color my
keyboards.”

~ Chuck Leavell

(The Rolling Stones)

-
“The JDI is the cleanest,
warmest and best (!!) I've
found for plugging my organ
in direct.”

~ Joey DeFrancesco

(Hammond B3 legend)

-
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“Once you hear the difference
between a Radial Dl and the
others, you'll never go back.
After over 300 U2 shows
around the world, they have
worked flawlessly.

~ Terry Lawless

(Keyboardist & programmer - U2)
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transparent and

everywhere | go. Thanks
Radial for a superior product.
~ Tom Coster

(Santana, Joe Satriani)

| Radial ProD8™
| 8-channels with reversible rack

2 rails to let you set up the ultimate
{ tour rig and wire it your way. The
| touring standard rack DI.
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PowerTools...

for Power Keyboard Players!

Radial JDI Duplex™

A stereo ‘Swiss Army Knife' of direct box
connectivity with transformer isolation to
eliminate hum and buzz

Radial ProD2™
Industry standard stereo

Radial JD6™

Maximum _
connectivity with Dl for keyboards. Compact
unmatched audio and rugged enough to
performance. The handle the road.

JD6s your perfect

Radial JDI™

World's finest passive DI!
The Radial JDI is the
favorite direct box of top
keyboardists, producers
and engineers everywhere,

studio interface
for keyboards.

Radial passive DI boxes deliver the wide frequency response and
headroom needed to properly handle today’s ultra dynamic digital
keyboards. The magic is in the transformers we use... unlike active DI's
that 'square wave’' when hit hard, our high performance transformers
naturally round out the tone, introducing a natural compression that
is often described as ‘vintage sounding’ And with isolation, you
immediately eliminate hum and buzz caused by ground loops. There
are plenty of great models to choose from for mono, stereo and full
scale touring rigs.

Radial - the world’s finest direct boxes!

Radial

engineering

..power tools for power players

1588 Kebet Way, Port Coquitlam BC V3C SMS
tel: 604-942-1001 email:info@radia'eng.com
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uner of Jereco Studios in Bozeman, Montana and Emmy® award-winning

Jeremiah Slovarp — Ov
Producer/Engineer kng
PBS, Disney and BBC,

With a recent studio (
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Ws a thing or two about the art of mixing. Working with television giants such as HBO,
his impressive resume ranges from commercials to documentaries and so much more.

pgrade to Yamaha's NUAGE Advanced Production System, Jeremiah's workflow has
tter. Wz caught up to him to hear his thoughts on the new hardware.

vek. to mixing, pwr/unﬁ ﬁw(er;, turning knobs, and Just wvrklnﬁ o a creative console.
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Late the deliberate move Yamaha has made to enable engineers
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NEVER SETTLE FOR GOOD ENOUGH

oto could have easily phoned this one in and nobody
T would have blamed them, or even criticized them. After 38

years in the studio and on the road, through chart-toppers
and slow-sellers, through lineup changes and solo careers, through
tragedies and triumphs, what's the big deal about the last record in
a label contract? It had been 10 years since their last studio effort,
and the music business had changed so as to be nearly unrecog-
nizable—not just to Toto, to anyone. With more than 500 million
collective records sold among the band’s members, there’s nothing
left to prove. Phone it in. Leave YouTube and Twitter to the next
generation. So much easier.

But that would never happen. Not in a million years. Paich, Lu-
kather, Porcaro, Hungate, Williams, now with drummer Carlock—
these guys are musicians, artists, playing as well as they ever have,
writing as well as they ever have. Instead of turning in 12 half-
worked tracks with a surefire single and calling it a day, they set out
to follow up Toto IV, their 1982 seven-Grammy smash that was one
of the defining records of the decade. The album is Toto XIV, due out
on March 24, and it’s good. Old-school good and new-school good.

“Once we got into it, we said, ‘If we're gonna do this, let’s make
a great one,”” says Steve Lukather in this month’s cover story. “A
lot of people say bands our age don’t have any good ideas left, they
used them all up. We said, ‘No, no, no,” we gotta break down that
myth, and we had CJ to push that little extra performance and get
the best out of us.”

Co-producer/multi-instrumentalist/budding psychologist CJ
Vanston is the guy who brought this cover story to Mix. Though
he’s most regularly associated with the Christopher Guest and Har-
ry Shearer extended family, dating back to Spinal Tap, he’s so much
more than that. Google him if the name is unfamiliar. His relation-
ship with Toto goes back to playing in cover bands in Chicago,
through session keyboards on Kingdom of Desire, on to co-produc-
ing solo Lukather. A little less than a year ago he called to say what

an amazing time he just had touring with the band through Eastern
Europe, playing to crowds of 8,000 to 12,000, recording dates for
a DVD, 35th Anniversary: Toto Live in Poland. He also said they
were in the middle of making a new record, and it was amazing,
invigorating. They were writing in his own Treehouse Studios, re-
cording in the control room, everybody was involved. The playing,
he said, was off the charts, as good as he'd ever heard them.

“Toto is playing to 10,000 people in Poland?” I said. “They're
having a ball,” he answered.

They're having a ball. Maybe that’s it. Maybe that’s what in-
spires a Band of Brothers to push each other, to get the best out of
every member, to strive for an opus when it would be far easier to
drop off a product.

Over the next several months, as Vanston and I chatted, [ couldn’t
stop thinking of one of my favorite scenes in all of movies, from Sam
Peckinpah’s The Wild Bunch, as William Holden, Ernest Borgnine
and their outlaw brothers deliver the best badass walk to a final
showdown that's ever been caught on film. The world had changed,
the next generation had assumed authority, but they were still the
baddest boys in the West. And they still had something to say. While
it didn't end well for the outlaws, that's not my point. It’s the walk
through the abandoned town’s streets that I remember. Toto XIV is
Toto’s swagger-walk down the streets of the record business. And it
no doubt is going to come out significantly better for them.

One final note: Jeff Porcaro and David Paich founded Toto, Mike
Porcaro played bass for many years, and Steve Porcaro holds down
the keys. Heather Porcaro, daughter of Steve, took this month’s

cover shot.

Tom Kenny
Editor

mixonline.com
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Backstage Tech at the 57th Gramm

Text and Photos by Barry Rudolph

M3 Mobile Inset: M3 Eng
neer-in-Charge Joel Singer.

n the six days before rehearsals
I would begin, the Staples Center in

downtown L.A. took on the gravitas
of a military operation—a well-planned
invasion of 150 stage hands, 17 trac-
tor-trailer trucks with tons of rigging, 130
technicians and an audio crew of 60.

With four days of rehearsals, sound checks, and camera blocking
using 23 high-definition cameras, the 57th Grammy Award Telecast
has become the largest production of an annual awards show with
the most complex audio production in television.

There were 26 songs performed using 23 different setups alternat-
ing between A and B stages or both stages together for performances
by john Legend, Beyoncé, Madonna and AC/DC’s opening set. Small
“Dish” stages out in the audience were also used for smaller setups.

Using the latest and most reliable technologies, the veteran au-
dio crew, under the direction of Audio Coordinator Michael Abbott,
deployed the latest in audio platforms and workflows in order to
accommodate or exceed the highest expectations of both the artists’
and the in-house and TV audience.

Joel Singer, M3 (Music Mix Mobile) Engineer-in-Charge. notes that
his company’s Eclipse and Harizon trucks used Grace M802 remote-
ly controlled microphone preamps with
A/Ds into RME MADI converters out to ded-
icated fiber to his two music trucks.

In the two music trucks, Broadcast Music
Mix engineers John Harris and Eric Schilling
work simultaneously using mirrored Pro Tools
10.3.8 rigs, Avid D-Control mixers and Genelec
5.1 Smart Active Monitoring. Both rigs were in
simultaneous, redundant record mode during
the dress rehearsal and actual live broadcast.

Harris recorded all rehearsals while the
second music truck became available for art-
ists to come in and tweak EQ, compression,
static effects and panning with Schilling.

Broadcastwproduction mixer
Tof Holawes

10 Mix

wards

Leslie Anngghes; Andrew “Fle

music mixer

Stored as snapshot automation, these settings were used for the live
broadcast mix. The broadcast mix was delivered in uncompressed,
24-bit/48-kHz, 5.1 surround format.

About one-third of the artists require the use of some sort of track
augmentation—from entire backing tracks to loops, strings, key-
boards or backing vocals. However, all lead vocals are sung live and
all bands perform live. Pro Tools engineer Pablo Munguia worked in
a separate trailer to provide these pre-recorded track elements.

Out in the arena, the FOH music mixer was Ron Reaves, super-
vised by Leslie Ann Jones of the Recording Academy. Next to the
DiGiCo SD7 at FOH was ATK/Audiotek's Mikael Stewart, FOH Pro-
duction Mixer, using a DiGiCo SD5 for in-house audio feeds, an-
nouncer microphones and playback during commercial breaks.

More than 391 microphones were used, including more than 54
wireless mics, 18 guitar packs, plus 41 wireless in-ear monitors. RF co-
ordination for 300-plus frequencies was the responsibility of David Bel-
lamy of Soundtronics. He explained that he had deployed 28 antennas
throughout the arena for maximal coverage. Audio-Technica, Shure and
Sennheiser wireless products and systems were all well represented.

In the Denali broadcast truck, Broadcast Production Mixer Tom
Holmes provided the finished 5.1 audio mix in real-time, transmit-
ted via embedded audio to CBS-NY. Holmes sits at a Calrec Alpha
console to combine 5.1 music mix, audience
mics, handheld stage mics, pre-recorded au-
dio from video clips and other sources.

Playback Mixer Eric Johnston plays
(pre-approved) pre-recorded music clips
the instant the winner is announced, as
well as all “bumper” music to and from
commercial breaks.

Tasked with providing a compelling
soundtrack to the home viewer, superb
broadcast audio quality is the result of
months of planning and nearly two weeks
of on-site preparation by consummate audio
professionals at the peak of their game. W
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SETHAVETT &
JESSICA LEA MAYFIELD
By Barbara Schultz 14

NEWS & NOTES
By Lily Moayeri 16

CLASSIC TRACKS:
SMOKEY ROBINSON
By Barbara Schultz 18

Seth Avett and Jessica
Lea Mayfield

‘SETH AVETT & JESSICA LEA MAYFIELD
SING ELLIOTT SMITH’

Artists Bond Over Personal Songs

he same way high school kids

may find their “people” through a

mutual appreciation of Nine Inch

Nails or Green Day or whatever
moves them, Seth Avett (of the Avett Brothers)
and singer/songwriter Jessica Lea Mayfield are
friends who bond through music.

“Jessica and 1 realized we'd both had an
independent discovery experience with Elliott
Smith,” Avett says. “We both really loved the
last record of material he was working on, From
a Basement on a Hill.”

Smith was a troubled singer/songwriter

14 vix

By Barbara Schultz

whose gentle, poetic music gained popularity in
the mid-"9os when five of his songs were used
for the Good Will Hunting soundtrack. Smith
suffered from depression, and drug and alcohol
addiction, and notoriety was no friend to his
struggles. He died in 2003, at age 34, from stab
wounds that authorities believed (but never
proved) were self-inflicted.

Smith’s lovely music endures, however,
and with luck new listeners will discover him
through Avett and Mayfield’s tribute album,
Seth Avett & Jessica Lea Mayfield Sing Elliott
Smith. This collection, culled from throughout

Smith’s catalog, features tender, faithful inter-
pretations, with both artists singing and Avett
playing most of the instruments.

“I recorded the first part in my own studio
with my computer—by myself as engineer, pro-
ducer and musician,” Avett says. “Then we did
some at Jessica’s house with her husband doing
the engineering. In the final stages, we took
everything to a proper recording studio. But |
felt it was paramount to keep the most intimate
sound going.”

Avett’s personal studio includes a Pro Tools
rig and some multipurpose microphones. ‘I



Music > Seth Avett & Jessica Lea Mayfield

have used, pretty consistently, a pair of [Shure]
SM7Bs for vocals, but just before we started
working on this 1 bought a Neumann U 47,”
Avett says. “l have a little army of [Shure] 57s
on the drum kit.”

Avett and Mayfield traded voice memos and
held collaborative sessions when their touring
schedules permitted, until they felt theyd
taken the tracks as far as they could get them.
Then they brought their collection of songs,
in various stages of completion. to engineer
Danny Kadar at Echo Mountain Studios in
Asheville, N.C.

“I think Seth brought it to me because he
wanted it to have a unified feel,” Kadar says.
“The kernel of most of the songs was there,
but we started a few from scratch. Most of
what came in was vocals and guitars, but some
songs had more. The first day or two we did a
lot of putting in the rhythm section—drums
and electric bass—all of which Seth played.
Later, we did some upright bass on the record
with Paul Defiglia, who is the bass tech with
Avett Brothers.”

Defiglia also arranged delicate string parts
for some tracks, played by Avett’s bandmates Joe
Kwon (cello} and Tania Elizabeth (violin/viola).

Kadar often records analog in Echo
Mountain, to one of the studio’s mint Studer
AB8oo machines, but this album was captured
to a Pro Tools/Aurora Lynx setup, as the ses-
sions had already begun in the digital domain
and each one would need different parts added
and edited. Kadar set up stations in the studio
where musicians could play whatever was
needed to flesh out each song.

For vocals, Kadar put up twc vintage AKG
Cizs—one for each singer. “Sometimes 1
would use that C12 in addition to an omni
Josephson microphone for accustic guitar,”
Kadar says. “A lot of times when you have a big

condenser in cardioid, it gives you too much
low end. 1 knew I would have plenty of low end
if the C12 was up, so the omni gives a natural
feel to the instrument.”

Echo Mountain’s Yamaha grand was miked
with a pair of Neumann KM s4s, and Kadar
says drum miking was “minimal”: a Neumann
FET 47 on kick, Shure SMs57 on snare top, and
a pair of AKG 414 overheads. Kadar’s room
mics were Neumann U 87s.

“The studio has a ton of great mic pre’s—
API si2s, Brent Averill stuff, and a couple of
Tridents, which 1 used to record acoustic
guitars,” Kadar says. “Then to unify the scat-
tered recordings becomes pretty easy if you
have a wonderful, big old Neve 8068, like
Echo Mountain does. 1 knew 1 was going to
be mixing on the Neve, so 1 didn't put a lot
of instrument mics or vocals through that
[during recosding]. But in the mix, add in
some of the badass EQ on that Neve, and
things starts evening out. The other thing that
really unifies the tracks is the reverbs that |
use. There’s a great EMT 140 plate that 1 used
the heck out of.

“I also make chambers—actually in the bath-
room,” Kadar continues. “You hear that espe-
cially on the vocals—a short, bright reverb. It’s
so natural that it gets out of the way and sounds
like you're in an intimate space. The studio is in
an old church, and it has a nice big reverb, but
not if you're Jessica Lea Mayfield; if you want
any kind of ambience on Jessica, it has to be
added, because she sings really quietly.”

Resulting from the artists’ and engineer’s
thoughtful approach is a beautiful album that
lionors Smith’s quietly powerful legacy. “One
of the elements of EBiott Smith’s music that so
many people respond to, is you feel like you're
sitting dewn with him in a very intimate con-
versation,” Avett says. “It’s very personal.” B

TUXEDO'S DEBUT

Mayer Hawthorne
(left) and Jake One

few years prior to Mayer Hawthorne
Abreaking hearts and taking names with

iis debut, he and hip-hop producer Jake
One were trading mixtapes. Noticing an overlap
in tastes, almost a decade later the two Grammy-
nominated artists come together for their Tuxedo
project—and a return to Peanut Butter Wolf’s
Stones Throw Records for Hawthorne. To make
Tuxedo sound as authentic as possible, Hawthorne
and One went to John Morales, of the M+M Mixes
fame, the man who mixed records that helped to
define two decades of dance music.

Holed up in his Steinberg-driven New Jersey stu-
dio, Morales’ back catalog gives him living-legend
status. Much of this catalog is collected on his M+M
Muxes compilations. They include Jocelyn Brown,
M:iami Sound Machine, The Temptations, The
Rolling Stones, Tina Turner, The Commodores,
to name just a few. What Morales did for those
records is what Tuxedo wanted for its debut:
‘80s-style smooth funk and R&B.

Prior to starting his mix, Morales cleans all the
tracks, getting rid of noise, cutting up and mut-
ing, including samples. On the Tuxedo album
the music is either recorded live or comes from
samples of live instruments. Morales then makes
individual parts to create movement in his mix.

The majority of Morales' time was spent in
layering and mounting the vocals, which in the
case of “Start to Dance” included 40 tracks of just
vocals. Hawthorne blew through Morales’ studio
at one point during the mix, giving specifics about
bounces and which parts he wanted more upfront.

“The main thing with Tuxedo is there were
a lot of vocal tracks—i1o0, 15, 20, 30 tracks of
vocals only, stacked, harmonies,” Morales says.
“Noveltech Vocal Enhancer is a vocal plug-in |
love because it brightens everything up nicely,
allows the vocal to really shine. You can tailor the
frequency you want to push. 1 would group all
[Hawthorne’s] vocals and send them to a group
fader to give it a brightness. If 1 EQd every indi-
vidual part, then I would use it to color the whole
thing over. | used it on every track.”—Lily Moayeri
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A PLACE TO BURY STRANGERS,
‘TRANSFIXIATION’

You would be well advised to bring your most effective earplugs to a A
Place to Bury Strangers show. The New York-based nu-gazer trio, led by
Oliver Ackerman, is known for its ear-splitting live performances. The
impressive distortion that defines the group’s gigs is what APTBS set out
to capture on its fourth album, Transfixiation.

Ackerman, who has been involved in the production of all APTBS
works, also heads up production on Transfixiation. The album was
recorded in the group's Williamsburg (Brooklyn) multipurpose ware-
house space—which APTBS has since given up—as well as in Etne,
Norway, as part of a Norwegian government incentive. To tap into the
static noise his group has perfected, Ackerman employs his own effects
pedal company, Death By Audio. But he also counts on unintentionally
coming across feedback sounds.

For the shrill sounds on the doom-laden “Deeper” (one of the tracks
recorded in Norway), the guitar is run directly into a cheap 4-chan-
nel Behringer mixer with all the knobs turned up, then straight out
into headphones with a microphone in between the earpieces. Says
Ackerman, “It almost sounds like speakers blowing up. It hits a different

frequency range than any other amp. We use that as a layer of distortion
with a contrast on top of other sounds.”

Another accidental situation occurred on “I Will Die,” where the
microphones are distorting due to the sound pressure in the room. There
is a cross-feed between the instruments where, when the kick drum is
hitting, it cuts out the bass, or as Ackerman explains, “It does this weird
speaking distortion where one thing is making the microphone distort
one way—and it can't possibly do it in another way—while another
instrument is hitting some particular note. You get a rippling effect from
the physical microphone bouncing back and forth and the elements
shifting from a super loud bass amp or kick drum.”—Lily Moayeri

COOL SPIN NOEL GALLAGHER,
‘CHASING YESTERDAY'

On his second solo album, Chasing
Yesterday (Sour Mash Records),
one time Oasis main man Noel
Gallagher has progressed more
than he did over the course of
seven albums with his previous
group. Helming production for
the first time, Gallagher is not
compromising, and he is not tak-
ing direction. This is a good thing.

Gallagher is not known for being adventurous, either in his
songwriting or in the studio. He is now. Showing maturation
right from the opener, “Riverman,” which admittedly starts like
a throwback to his classic “Wonderwall,” he quickly changes
course with improved vocal prowess.

1t wouldn’t be Gallagher’s songwriting if at points it wasn't overt-
ly influenced by classic songs. David Bowie is channeled on “Girl
With X-Ray Eyes,” where Gallagher gets daring with his vocal reach-
es. “Lock All the Doors” takes its melody lines and a snippet of lyrics
from David Essex’s “Rock On.” A large chunk of Chasing Yesterday
is predictable latter-day Oasis-by-numbers. But the carved out,
disco-inspired “Ballad of the Mighty I” featuring Johnny Marr on
guitar, is the best representation of what Gallagher could have been
doing with present-day Oasis. Modern yet classic.—Lily Moayeri

Recorded by Paul ‘Strangeboy’ Stacey at Strangeways Studios,
London; mixed by Craig Silvey at Toast, London; strings record-
ed by Matt Howe at Abbey Road Studios, London; mastered by
Greg Calbi at Sterling Sound, NYC

]6 mixonline.com

KITTY, DAISY & LEWIS, ‘THE THIRD’

For their latest album, The Third, Durham
siblings Kitty, Daisy & Lewis moved their
home studio from the two tiny back rooms
of their mother’s house to a derelict Indian
restaurant. Gaining space, the British trio
added more classic gear to their wholly
analog setup. Among these pieces are a
16-track tape recorder (a step up from the
8-track used on the first two albums), a
new homemade mixing desk with echo
sense for all the channels, EMT plate
reverbs, Altech equalizers, RCA limiters—a
huge leap forward in processing for the group.

The new studio also allowed for space to bring in The Clash’s Mick Jones as pro-
ducer—a first for the trio, who until The Third has been self-produced. Instead of
recording live, which is what they did on the first two records, struggling with separa-
tion of sounds, on The Third, Kitty, Daisy & Lewis strip back to only drums and some-
times piano, then rebuild with overdubs. Initially reticent about working in analog,
once in the swing of things, Jones didn’t know why he ever changed over to digital.

Lewis, who along with his father, Graeme Durham of mastering studio The
Exchange, engineered The Third, says, “We're using a lot of older gear, but we're using
it in a very modern way. We wanted to match the bang of pop music. A lot of the
vocals are bright and tons of 16k dB was added. The equipment we use doesn't have
an old sound. It just doesn't have the synthetic brash sound of modern equipment.”

Preferring the unrestrictive nature of the originals, Lewis stays away from
plug-ins. “When you're using the older-style EQs, you can get away with push-
ing of frequencies without going into harshness,” he says. “Plug-ins of old EQs
are not even the same. They’re 100 million miles apart. On an old Pultec, you
can crank up loads of top end. It may sound wrong, but it doesn't sound bad.”
—Lily Moayeri
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AT5045 Premizar Studio Instrument Microphone

Introducing the latest microphone in Audio-Technica’s flagship 50 Series: the AT5045 cardioia condenser. Featuring our
largest single diaphragr-, the AT5045 is a premier, side-address studio instrument mic in a convenient, stick-type body

The microphone's circuitry has been honed to the essentials, allowing it to deliver an unprecedented dynamic range {141 dB)
with remarkably musical high-fidelity performance. It's a purity of sound you won't find elsewhere — the result of insistent,
meaningtul technological innovation, a 50 Series hallmark. Wherever your passion for music takes you, listen for more

(Waudio-technica

audio-technica.com



Classic Tracks

“BEING WITH YOU”

Smokey Robinson

er the man himself sings in his own heartbreaking falsetto, or

other artists do the honors, Robinson’s songs have their own
unmistakable style and rhythm. And one of the many pleasures of see-
ing Robinson perform live is the chance to hear the composer’s own ren-
ditions of the songs he gave away. Listen to the excellent live album BBC
Electric Proms 2009: Smokey Robinson, which commemorates Motown's
50th anniversary; you'H hear Robinson singing “My Girl,” “The Way You
Do the Things You Do” and “Get Ready,” just for instance. This month’s
Classic Track is about a song that Robinson intended for another singer
but ended up keeping: “Being With You.”

Following his split from The Miracles in 1972, Robinson focused a lot
of energy on his duties as a Motown label exec and producer, but he also
continued—on and off—to record as a solo artist and write for other art-
ists. During this period he scored hits with songs such as “Baby That’s
Backatcha” (1975) and the Top 5 “Cruisin’ (1979). Another success that
he enjoyed during this period was Kim Carnes’ version of a song that

Y ou know a Smokey Robinson song when you hear one. Wheth-

By Barbara Schultz

Robinson had cut with The Miracles in 1967, “More Love,” which was a
Top 10 hit for Carnes in 1980.

So, following Carnes’ success, Robinson wrote a new song that he
thought would suit her voice, and he showed up at Music Machine
Studios to play the tune for Carnes’ producer (and the studio owner),
George Tobin.

“l was in the studio with George, and in walks Smokey Robinson,”
says engineer Howard (aka H. Lee) Wolen, who had also been the re-
cording engineer for Carnes’ “More Love.” “Smokey had a song he'd just
written, and he wanted to play it for George as a possible follow-up to
‘More Love.” He played the song for George, and George said, ‘Forget
about Kim Carnes. 1 want to record you singing it!’ Right there and then,
he talked Smokey into doing the song. George saw an opportunity he
couldn’t pass up and he just went for it. He was very good at that.”

Wolen regards the events leading up to that moment in the studio with
something like amazement. He had started his life in music as adrummer
in his hometown of Toms River, N.]., playing mainly with regional bands
on the Jersey shore, 20 miles south of Asbury Park. He’d made the move
to California when an artist he’d been playing behind on the East Coast
needed a drummer for some gigs around Santa Crugz, Calif.

After a few months in Santa Cruz, he moved down to L.A., where he
hoped to line up some drumming gigs. He says he’d held a lifelong fas-
cination with the record-making process, and felt L.A. was the place to
take the next steps in his career. “I followed every lead that was even the
slightest possibility of a situation, calling ads in the Recycler, checking
bulletin boards at local supermarkets, and, of course, the bulletin board
at the local musicians’ union. 1 called and went to just about every stu-
dio in L.A., knocking on a lot of closed doors,” Wolen says.

He eventually knocked on the door of a studio owned by Tobin, and
was hired to overdub drum parts for various productions, but the drum-
mer soon found himself gravitating toward the other side of the glass—
in part, because there was so much competition in L.A. for working
musicians. Wolen says his path to becoming Tobin’s staff engineer re-
quired equal measures of “hard work, blind faith, diligence, and a lot of
luck!” He read piles of audio magazines, and learned from mentors such
as producer Allan Rinde.

“l would wake Allan up at three in the morning to ask how to patch
effects through the patchbay. He had great patience and was always
there for me,” Wolen says. Wolen also benefited from a few key small-
world coincidences within the business. Carnes’ manager turned out to
be a longtime friend from Toms River, Michael Brokaw, whom Wolen
hadn'’t seen since they were students at Ocean County College. And one
of the first artists Wolen was called upon to record for Tobin was Robert
John, who remembered Wolen as a session drummer on some of his ear-
ly songwriter demos in New York.

18 mix
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Perfect Partners

for Pro Tools’

Focusrite audio interfaces now include the Red 2 & Red 3 Plug-In Suite.

With the addition of 64-bit AAX plug-ins, Focusrite’s best-in-class audio interfaces are reaffirmed as perfect partners
for Pro Tools™.

New and existing registered customers* can download the plug-ins for free. The Red 2 & Red 3 Plug-in Suite also
retails separately for $209.99.

Accurately modeled on Lhe classic Red 2 EQ and Red 3 compressor and featuring 64-bit AAX, AU, and VST
compatibility, the pIug-irLs let you exploit the sound of the hardware originals, conveniently from within Pro Tools®
(10 or above) and other audio software.

Focusrite
www.focusrite.com/perfect-partners SOUND IS EVERYTHING

*‘Scarlett Solo, Scarlett 212, Scarlett 214, Sculj t 6:8, Scarlett 1818, Scarlett 18120, Scarlett Studio, Scarlett Solo Studio Pack, Saffire Pro 14, Satfire Pro 24, Saffire Pro 26, Saffire Pro 40, Liquid Saffire 56, and Forte.

Pro Tools* 18 a of reg o of Avd Te gy. Inc. erits 8 in the Urited States and/or other countries




For Wolen, it seemed that the many
friends and colleagues whose paths he'd
crossed between the Jersey Shore and Hol-
lywood led and connected him to Tobin and
his artists, and landed him as the engineer
at the board when Robinson walked through
the door of Tobin’s Studio Sound Recorders.

“It was probably around 4 o'clock in the
afternoon on a Friday when George tatked
Smokey into recording the song,” he says.
“Instantly, George is on the phone, calling
up the rhythm section, and four hours later,
we were in the studio recording ‘Being With
You’ with Smokey Robinson singing it.”

Tobin started by bringing in top session
keyboardist Bill Cuomo (Lynyrd Skynyrd, Lit-
tle River Band, Faith Hill), and Cuomo helped
form the rest of the band, which included bass player Scott Edwards, guitar-
ist Bill Neale, and drummer Ed Greene. Robinson had come into the studio
with a basic idea of the song arrangement, and Cuomo and the band helped
to flesh out those smooth R&B parts during the demo phase.

“George’s original studio in Studio City [Music Machine] was an MCl
16-track facility, and 1 believe he had a Harrison board at that point,”
Wolen recalls. “After the success of Robert John’s ‘Sad Eyes, he built Stu-
dio Sound Recorders, a brand-new, two-room 24-track studio in North
Hollywood.

“That studio had a drum booth off in the corner that was all glassed
in, so we started by recording the rhythm section live, with drums in the
drum booth, and Smokey singing a scratch vocal in an isolation booth.
1 used mostly Shure SM57s on drums, but the mic on the bass drum was
an AKG D12. When | EQ'd everything out at 400 cycles, that mic au-
tomatically sounded great, and felt the same way it felt when I was be-
hind the drums. It had the same puffiness and, at the same time, the
same snap, which sounded good to me and worked really well with Ed
Greene’s laid-back style.”

Wolen recalls that Bill Neale played guitar through a Fender Reverb
amp, which was miked with two SM57s. “1 didn't take the guitar direct,
but 1did take the bass and the keyboards direct; Bill Cuomo was playing a
Fender Rhodes. Smokey’s reference vocal was probably a Neumann U 87"

Robinson’s keeper vocals were recorded after the band tracks were
laid down. “George had some really good mics at Studio Sound Record-
ers,” Wolen says. “On Smokey, we used a Telefunken 251, and once we
started using that on Smokey’s vocals, we didn’t try anything else.”

Wolen didn’t use any outboard mic pre’s at that time, but he says the
studio’'s UREI 1176 compressor/limiter was the workhorse of the studio:
“Vocals, bass...] remember using it on just about everything.”

Another thing Wolen remembers from the “Being With You” session
is mustering the courage to stop the tape during one of Robinson’s vocal
takes. “When 1 was at Stockton State College in New Jersey, | had stud-
ied music composition, and [ learned ear training. For some reason 1 had
an aptitude for it; I was at the top of my class as far as being able to hear
if something was sharp or flat. So, once I started working with Smokey,
the most intimidating situation 1 ever experienced in the studio was
telling Smokey he was a little flat. George was overseeing the vocals, but

1 was running the machine, doing punch-
ins. With the background 1 had, 1 could tell
whether the singer’s pitch was a little off. |
actually stopped the machine to tell Smokey
Robinson that a line was a little flat.

“He looked at me like he didn’t know
whether 1 knew what 1 was talking about
or not, but he just said, ‘Play it back for me.
1 played it back for him, and we punched
it in. | guess he realized he could trust my
ear enough to value my opinion, and we got
along really great. But of course, Smokey is
so good, he could sing the telephone book.”

The backing vocals on “Being With You”
were added by singer/composer/musician
Mike Piccirillo, who Wolen describes as
“George's right-hand man as far as song-
writing and producing. Mike wanted to add a 10cc-type lush vocal ‘ooh.’

“Before sampling, we used to do ‘wild syncing,” Wolen explains. “All
those beautiful background vocals were recorded on a 24-track, and
mixed down to a half-track, quarter-inch machine. 1 would back up the
half-track tape a lictle bit, and at a certain point, push Play, and if I start-
ed it at the same place each time, 1 could adjust whether it was a little
ahead or a little behind. 1 would mark a spot, and push the Play button.
When I got it right, it would magically be in sync!”

Sessions for the song “Being With You” went so well that the project
grew into a full-length album, with “Being With You” as the title track.
Robinson produced the album, and Tobin served as associate producer.

The title song earned Robinson, Tobin, Picirillo, and Wolen a Gold
record, and rose to Number One on the Cashbox chart and Number 2
on Billboard’s pop chart. More important, it’s a vocal masterpiece. Rob-
inson’s tender, restrained performance on this song is one of his most
unforgettable. And the success of the song and album encouraged Rob-
inson to record more projects with Tobin over the next several years. In
the decades since, Robinson has continually struck a remarkable bal-
ance between resting on his laurels—performing early Miracles and solo
hits year after year—and making beautiful new recordings. His recent
releases include an album of standards (Timeless Love, 2006) and a col-
lection of duets (Smokey & Friends, 2014).

For Howard Wolen, “Being With You” was a career game-changer.
Soon after Robinson’s album hit the charts, the engineer found himself
in demand for Motown and A&M projects. He engineered The Tempta-
tions’ Reunion album with Robinson producing; records with Herb Alp-
ert, Natalie Cole, Flo & Eddie, and Thelma Houston; and Roberta Flack
and Peabo Bryson’s smash hit, “Tonight I Celebrate My Love.”

Wolen also worked for three years as the recording and mixing en-
gineer for the popular Solid Gold TV series. He enjoyed a varied career,
working with some of the biggest stars of pop and R&B. Unfortunately,
Wolen's career was cut short because he suffers from Multiple Sclerosis.
Today, he lives in Hawaii with his wife, Lin Bennett Wolen, a former
A&M production department employee.

“A New York record producer named Artie Wayne once told me, ‘If
you want to make records, you have to go to where records are made,”
Wolen says. “It was the truth.” B
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With thousands of hits recorded on hundreds of APl consoles,
ontinuing the tradition of providing warm, analog sound

the 1608 is ¢
to the next generation of success-driven professionals.

The APl 1608
16 to 48 channels, with or without P-Mix

analog warmth for a digital world

A Afr AP Afr At
www.APlaudio.com
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WHY

do you do
what you do?

“I have been emotionally
and spiritually compelled
to work with music since
I was 5 years old.
Listening to music,
playing a few instruments
and singing all led to my
professional career as

a producer, engineer

and music mixer.”

HOW

does Aurora
help you do

what you do?

“The Lynx Aurora 16
sounds amazing. I truly
appreciate that they do not
add any low frequency
‘bump’ or ‘polish on the
top’ to make you THINK
your work sounds better
than it really ts.

Their sonic performance
is truly spectacular, as is
their unrivaled customer
support.”
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Ron Saint Germain

Saint's Place Studio
credits Jimi Hendrix, 311, Living Colour,
Nels Cline, Whitney Houston, Soundgarden,
Creed and many more.
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For over four decades, Ron Saint Germain has engineered, produced and mixed an eclectic range of performances,

from Jimi Hendrix to 311 to Living Colour to Soundgarden, garnering 14 Grammy'’s’ for the artists along the way.
His converter of choice since 2008 at Saint’s Place in northern New Jersey is a rack of Aurora 16HD converters.
Aurora’s clarity and transparent, open audio quality are a perfect match for his Neve Amek 3098i 128-channel
mixing console and extensive vintage analog signal processing that are essential for Ron’s exacting audio requirements.
To see and hear more about Ron Saint Germain and Saint’s Place Studio,
» go to the LynxStudio YouTube channel.

converting the
masters of sound
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Photos and Text
By Steve Jennings

“I'm using the Avid Venue Profile
with 96 inputs, HDX, ECX and
five DSP cards installed,” says
FOH mixer Brad Divens, pictured
at right with Sound Images sys-
tem engineer Jim Miller. “] like
the fact that [ can set up my desk
in whatever format I choose with
my selection of plug-ins. 1 can
export my plug-in settings and

set up a Pro Tools session and
work on my mix in a hotel or
on an airplane. I'm using Waves Mercury and SSL bundles, Crane Song, Soundtoys and SPL
Transient Designer. I've got Waves SSL E-Channel on my drums, guitar and vocal channels:
APl 550B and CLA3A on the bass; parallel compression on the drums with the SSL G-Buss
Compressor. NLS Channel is used on all the inputs along with NLS Buss on L/R. Soundtoys
Decapitator is used as an effect to add some character to Enrique’s vocal.”

“I stay in the box with the exception of running a Lake Processor in line between the console
and the P.A. processing. This is essential in a one-off <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>