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Still Crafty After All These Years

Old Friends Reconnect to Celebrate Paul Simon’s Gershwin Prize

By Bud Scoppa

his story I'm about to tell begs to
I be adapted as the screenplay for
a buddy movie. The plotline goes
back four decades to the leafy quadrangles
of Princeton University, motors up the New
Jersey Turnpike to Greenwich Village and
then crisscrosses the country in a mobile
truck with the King Biscuit Flower Hour
crew before working up parallel subplots in
New York and L.A. The -climactic section,
set in the present, is played out against a
tableau of gleaming hardware and techno-
logical breakthroughs, which only serve to
reinforce the deep and longstanding bond
that connects the protagonists.

The main characters are Bob Kaminsky,
once a producer for King Biscuit and now a
partner at RipTide Music, a “business-to-busi-
ness record label” in L.A.; XM Productions/
Effanel Music head Randy Ezratty, whose re-
mote trucks were once used by Kaminsky for
King Biscuit remote recordings; veteran pro-
ducer/engineer Robert Margouleft, founder of
Hollywood’s Mi Casa Multimedia; and studio

The production team at Mi Casa. Standing: Brant
Biles {left) and Robert Margouleff; seated, Bob
Kaminsky (left) with Mix’s LA. editor Bud Scoppa.

Storyk on Electric Lady.

architect/acoustical design-
er John Storyk, co-owner of
New York-based Walters-
Storyk . Design Group and
the Princeton classmate
of Kaminsky’s  brother,
Peter, and soon thereafter
Kaminsky’s roommate in
a Village bachelor pad, as
well as his bandmate in a
blues combo.

Storyk and Margouleff
became friends when the
latter was recording Ste-
vie Wonders Music of
My Mind album at Jimi
Hendrix’s Electric . Lady
Studios, which had been-
Storyk’s first major stu-
dio project. Margouleff is
one of two godfathers of
Storyk’s daughter, as is
producer/engineer  Eddie
Kramer, who worked with

He describes Kaminsky, as
an “unofficial godfather.”

Spider-Man  couldn’t
weave a-web this tangled,
but there’s more. It was
Storyk who  introduced
Kaminsky. to RipTide
founder Rich Goldman a quarter-century
ago, when Kaminsky was doing A&R for
A&M Records and Goldman owned and
ran the Storyk-designed Fifth Floor Record-
ing in Cincinnati. A quarter-century later,
Goldman and Kaminsky are working side-
by-side at a company whose musical range,
Kaminsky notes, “goes from indie bands to
the Library of Congress.” .

The joint mission that brought all of th
above back together in 2007: creating and
recording a concert and TV special for PBS
commemorating Paul Simon being honored
with the first Library of Congress Gershwin
Prize for Popular Song.

The seeds for the event were sown
in 1999 when the Kaminsky brothers ap-
proached Dr. James Billington—the Librar-
ian of Congress and Kaminsky’s professor
back at Princeton—with the concept for be-
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One of the highlights of the concert aired on PBS was Paul Simon’s

performance with Ladysmith Black Mambazo.

stowing what would be the nation’s highest
honor for songwriting. Fast-forward eight
years to the moment when the Gershwin
Prize finally became a reality, with Kamin-
sky as the executive producer and brother’
Peter functioning as head writer.

- “When Paul said, ‘Yes,” says Bob Ka-
minsky, “the first call I made was to Randy
at Effanel to make sure we could bring in
John Harris, who worked with me during
the King Biscuit days, and Mitch Maket-
ansky, a great audio producer who was
trained at King Biscuit. We then confirmed

- XM/Effanel Studios in New York for the

tiix. And theri I decided to do the post-con-
form, sweetening and correction at Mi Casa
because TV shows are all over the place
and these guys know how to make it into a
cohesive audio experience.” .
—CONTINUED ON PAGE 52



Melissa Hofmann upped the creepy factor in

Captivity by manipulating dialog tracks.

the c¢aptor has a horrible sound torture thing
that he plays really loud.” o

One of the things that helped make this
soundscape work, Hofmann explains, was
the fact that the film’s picture editor, Rich-
ard Nord, had ideas about the soundscape
and temped in an interesting track. “I think
that’s one thing that helps a lot,” she says,
“if the. picture editor is very creative and
helps to get an idea of the sound as he goes
through.” ‘ ‘

It also helped that the sound design
team, headed by Scott.Sanders and Rob-
ertson; had the musical score from Marco
Beltrami before their work started. “It was
a unique situation, because Marco did a lot
of ambient stuff and we had that before we
did the sound design, so they were able to
integrate the sound,” Hofmann says. “It all
worked together to make this rich, thick
and compelling soundtrack. There’s a lot of
detail.”

“You can’t tell where the design starts
and the music ends,” adds Robertson, “or
where the music starts and the design ends.
It is-awesome-sounding.”

Rudloff, Hofmann and Robertson agree
that the subwoofer can be used effectively
while mixing a horror film. The key, how-
ever, is to use that low end judiciously.
“Live by the sub, die by the sub,” Hofmann
says with a laugh. “The standard is that if
you want to make something louder, you
make something softer before it. You've got
to have dynamics.”

“I do a lot of loud movies, but I don’t
think that very loud, bombastic sound is
the best direction, even for action movies,”
Rudloff notes. “I like to use the sub for im-
pact occurrences. Obviouslv. if there’s an

explosion or if somebody kicks in a door,
you can'use the kick, but I don't like to
have it as a steady élement. 1 think it mud-
dies up the sound; it clouds the details that
might be apparent in other areas.”

Sonic details, in fact, seem to be preva-
lent in horror mixes, Rudloff adds. “I would
say that there are more abstract sounds in
horror films, things that you wouldn't nor-
mally put in a scene because you're trying
to create this odd world that’s not quite in
sync,” he says. “We will use a lot of [sonic]
treatment on a horror film. Even on some-
thing like a door close, I might add more
low end. I may want to have a litle weird-
ness to it. I might add a little flange or pitch
it. Again, it’s not a traditional sound that the

audience is comfortable with and you can

use it on anything, even dialog.”

Then there are the times when you want
to make an audience jump. “People go to
hotror movies because they want to be a
little scared,” Robertson says. “I think the
problem that people get into is that they
pre-sell the hit or the chop with scary mu-
sic. I think you've got to use the element
of surprise to make them jump. People are
so jaded these days, and it’s hard to make
anyone jump anymore. Part of it has to be
the picture, ‘part of it has to be the music
and part of it is the sound. You hit them
with a loud sound using subwoofers. If you
get that quick hit from the sub, you'll feel it
in your chest.”

From top to bottom, horror soundscapes
are meant to be as fun as the' films them-
selves. Hofmann récalls a time when she
was working on a temp mix for the 2003
film Freddy vs. Jason, and director Ronny
Yu was in front of the stage jumping up
and down. “He would be screaming, Yes,
yes! This is the WWE!' He wasn't trying to
make a cinematic masterpiece,” she says

MOLINA

Perry Robertson judiciously uses subwoofers to
make the audience members jump out of their seas.
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with a laugh. “He wanted it to be a good
time. These are two horror kings that are
fighting it out, throwing stuff, but doing it
in a gory movie fashion. That's when it’s
fun—when you can go for it and they are
not taking it too seriously. If you're doing
horror but they are trying to do some mas-
terpiece, then it’s tough to get those two to
jibe together.” ]

Paul Simon
——FROAM PACCE 48

A week of rehearsals took place on a
New York soundstage taped off to mimic
the stage of Washington, D.C’s Warner
Theatre stage, with Effanel’s Digidesign
ICON-equipped L7 truck parked outside.
“We then moved the whole thing to George
Washington University and rehearsed there
for two days, and then moved the whole
thing again to the Warner Theatre,” says Ka-
minsky. “So the band was playing together
for 10 days. Paul was at just about all of
the rehearsals. We had a fantastic afternoon
watching him teach James Taylor ‘Still Crazy
After All These Years.” That was like seeing
a master class in song interpretation.”

The concert, which took place on May
23, featured- Art Garfunkel, Taylor, Stevie
Wonder, Lyle Lovett, Allison Krauss, Ste-
phen Marley, the Dixie Hummingbirds, La-
dysmith Black Mambazo, Yolanda Adams,
Jerry Douglass, Marc Anthony, Jessé Dixon
and Shawn Colvin. The three-hour show
would be edited down to 90 minutes for
the PBS special, which aired June 27.

The Pro Tools and RADAR files were
transferred to Jazz At Lincoln Center for
mixing on one of the facility’s three ICON
controllers, with Harris—who, like Ezratty,
had- recorded countless King Biscuit con-
certs with Kaminsky by his side—and Rob
Macomber at the console. Phil Ramone
mixed Simon’s performances with the artist
on hand.

Says Ezratty: “The L7 truck was designed
as a clone of Jazz At Lincoln Center Studios,
so everything that John worked on in prep-
aration and during the show was instan-
taneously recalled. That made the project
flow more efficiently than anything we've
ever done.” ‘ .

From' there, the mixes were sent to Mi
Casa for 5.1 post-production sweetening,
with Margouleff’s partner, Brant Biles, at
the Sony SIU 100 interface. Back in the "90s,
Margouleff and Biles had come up with the
idea for a facility dedicated to creating state-
of-the-art audio for TV viewing. They set
up the facility in Margouleff's Spanish-style
home at the base of the Hollywood Hills; its



original owner was Bela Lugosi.

“This show is the real convergence of
everything that’s good about audio on televi-
sion,” says Margouleff. “It brings together the
best possible audio in 5.1 and the best pos-
sible reproduction with high-definition vid-
eo—and it doesn’t get any better than that.”

It took a lot of work to make the sound
of the concert as aired seem completely nat-
ural. Biles worked primarily with the SADIE
PCM-H64 recorder/editor running CEDAR
Retouch and the same company'’s noise-re-
duction package. “We did the project in full
surround,” Biles adds. “There was an editor

in New York who did his stereo version and |

that served as a template, with down-and-
dirty rough cuts: Two recofdings were done
at the show—a Pro Tools recording of the
band itself and a 24-track RADAR recording

with all the announcer, ambience' and voice-.

over mics. So it was a matter of taking the
realized video edit and putting these pieces
together—being able to push audience and
empbhasize response to jokes and things like

that. There were also clips to integrate. You.

can hide a lot of things-in stereo, but when
you've got a mix of musicians and then am-
bience mics placed in your mix throughout,
it's ' much harder to crossfade from one bit
of audience to ancther and not hear the dif-
ference in audience attitude over the course
of the show. So sometimes I would have
to take their mix, sample-align it with the

RADAR tracks and supplement the ins and’

outs of the songs.”

Says Kaminsky of the process: “Thanks
to DigiDelivery, we were able to take mix-
es from a-studio in New York and have it
translate perfectly to a studio. here in LA,
One day we called Effanel in New York,
and said, ‘Hey guys, the piano in the Marc
Anthony song needs to be a little bit loud-
er and the guitar solo needs to be a little
louder. Can you redo that and post it in two
hours?” And they went, ‘Yup.” ‘"

In 1980, while doing AGR at Arista Records,
Bud Scoppa tapped Margouleff to produce
the Bus Boys’ album Minimum Wage Rock
& Roll. In anotber twist of fate, Scoppa wrote
the liner notes for Columbia/Legacy’s reis-
sues of Simon & Garfunkel’s studio albums;
be recently completed the notes for Simon &
Garfunkel Live 1969.

Hans Zimmer
—FROM PAGE 49
‘blockbusters as the Pirates of the Caribbean
franchise, The Da Vinci Code, The Crimson
Tide, The Lion King and so many others.
The facility began 10 years ago when fel-

MPATHX.CcOM

What’s in a name?
Depth. Detail. Definition. Clarity.
Get more with the push of a button.

bbesound.com

5381 Producton Drive = Hundington Be 2E48 = T14-897-6766

S ???ARTRAGK'

*r W E CONNELT

mMPAT HX'

131&68262-B788

www.mixonline.com o September 2007, MIX 53



