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The layouts featured in these sections have been generated using the original design



drawings and are formed from multiple layers of individual plans to more clearly
illustrate the spaces. Until 2000, nearly all design and detail drawings were created
using traditional Rotring pen and ink techniques on tracing paper. Thereafter, RA
slowly introduced various CAD programmes including AutoCAD, Autocad Lite,
CoreIDRAW (for the majority of projects after 2000), Sketch Up and Autodesk
Revit.
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The scales of both these layouts and of the various source drawings vary enormously
depending on the size of the project concerned. Consequently, to aid interpretation
and to enable comparison between projects, a constant grid at 1 metre intervals has
been superimposed on each plan (3 such 1 metre intervals being approximately equal
to 10 feet). The thumbnail photographic images were all copied directly from the
original RA website, www.aaa-design.com.
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Hulgrave Hall (Pluto Music), Cheshire UK
Private music studio - control room

Battery Studios, London UK

Music studios - “The Lighthouse Suite” control room

Mute Records, London UK
Record company HQ - music studio control room



The Pavilion (Great Linford Manor), UK
Music studio - control room

Parklands, Hampshire UK
Music studio - control room



Lansdowne Studios, London UK
Music studios - main control room

Power Plant Studios, London UK
Music studios - “The Jade Room” control room




MCA Music, London UK
Music studio - control room

Magmasters, London UK
L Post facility - control room Il
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Konk Studios, London UK
Music studios - control room 1

Spiddal Hall (The Waterboys), Galway EIRE
Country house project studio - main space

Noisegate, London UK
Private music studio - control room
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Cavern Studios, Amsterdam HOLLAND
Music studio - control room

Red Tape, Sheffield UK
Community music studios - control room
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The Mill, London UK
Post facility - control room [lI

The Aquarium, London UK

Private music studio - control room



Exit Studios, Lisbon PORTUGAL
Music studio - reception area
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Foreword by Adrian Kerridge
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“Jonathan (Miller, M-Y Books) is trying to persuade me to write a book too,
encouraging perhaps, and I do intend to start sometime early next year. It might well
be a tome since I joined the industry in 1954 at IBC when it was all very much in its
infancy.”

The universal and everyday experience of sound:

Every day of our lives we are exposed to sound in our environment in one form or
another, even before birth. Though we generally take sound for granted, we naturally
become more aware of it when listening to music, whether live (at a concert or
broadcast on radio or television), recorded (on cd, vinyl, or downloaded on our
computers and iPods) or accompanying film (in cinemas or on dvd) and in television
programmes and advertising.

The absolute need to record (or evaluate the recording process) in an acoustically
controlled environment:

Recorded sound, particularly music entertainment, is almost universally available
and in order to achieve the best possible results and for it to translate into such
widely varying situations and formats, the recording engineer must record in a
controlled environment. For those professionals reading this, that is taken for granted
- if you are not hearing an accurate representation of what your music sounds like
during recording, then there is little chance of producing a high quality end result. I
have had the none too pleasant opportunity to record in a number of studios over the
years where the acoustic-architecture has been appalling, where a controlled and
balanced room frequency response did not exist and the client was not at all happy
with the results - “It doesnt sound like that when I play it at home, what did you
do?”

How many times have you heard someone remark: “I went into this or that
building/concert hall/room and it sounded odd when I spoke” or “I could not clearly
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hear the music/the speaker” or “There was too much echo” et cetera. The acoustic in
which we hear sound has an enormous bearing. In concert halls and other large
enclosed spaces not particularly well designed with acoustics for listening in mind, a
common defect can be that of excessive reverberation - the slow decay of speech or
music (a long reverberation time) due to the repeated reflections occurring at the
hard, relatively smooth surfaces of walls, floors and ceilings before the energy is
finally dissipated.

The need for a balanced approach to acoustic control and the avoidance of excessive
high frequency absorption:

An extreme and unfortunately all too common solution would be to cover the all of
the surfaces with sound absorbent materials but this can lead to over correction of the
reverberation time, particularly at higher frequencies (frequencies vital for the
harmonics which define the very timbre and quality of the sound) producing a
deadening effect, most uncomfortable for performers (of both music and spoken
word) and the listener. Many older studios and control rooms were treated thus by
acoustic consultants with an outdated mind set.

Sabine and the beginnings of architectural-acoustic investigation:

As early as 1900, an American physicist (Wallace Clement Sabine, 1868-1919),
became a pioneer in architectural acoustics, devising experiments to investigate the
impact of absorption on reverberation time which he was ultimately able to formally
define. Sabine’s formula still helps define an important characteristic for gauging the
acoustical quality of a room, providing the ability to predict how “wet” or “dry” a
room is likely to be.

Sabine derived an expression for the duration T (time) of the residual sound to decay
below the audible intensity and laid down three simple rules which must be followed
if satisfactory results are to be obtained. 1) The sound heard must be loud enough. 2)
The quality of the sound must remain unaltered - that is to say the relative intensities
of the components must be preserved. 3) The successive sounds of speech or music
must remain distinct. i.e. there must be no confusion due to overlapping of syllables -
whether sung or spoken. These are basic principles which hold good today. The first
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auditorium designed by Sabine, applying his new knowledge in acoustic architecture,
was the new Boston Music Hall (Symphony Hall), formally opened on October 15,
1900 and still considered one of the finest concert halls in the world.

Thus a new branch of physics, architectural-acoustics was born. It was on the 29th of
October 1898, at Harvard University, that he established the precise nature of the
relationship between these quantities and placed the subject on a scientific footing
long before the invention of the recording studio and the new breed of architects and
designers that was to emerge into a new world of “recording architecture”.

The Precedence Effect, the control of standing waves and the importance of other
acoustic parameters:

Reverberation time is no longer considered to be the only acoustic parameter that
must be addressed in a recording studio. It is vital to consider the Precedence Effect,
the psycho-acoustic phenomen RQ whereby the brain fails to separately distinguish a
reflected sound arriving within a few milliseconds of the direct sound (for example
from the monitor speaker in a control room) effectively perceiving a single and
misleadingly enhanced sound. The best control rooms I have ever worked in are
those in which the sound arriving at the ear is not coloured by the room or by
multiple standing waves (by the monitoring system itself, which must deliver a
faithful reproduction of the original instrument/s). Achieving such lack of
colouration gives the engineer the chance to equalise the various sound components
and to be creative in the final production without the worry of “what will it sound
like when I play it at home or in the car?” The above, of course, holds equally good
for post production mixing rooms for film and television.

The significance of wavelength variation over the audio spectrum:

The generally accepted frequency sound spectrum for audio is 20Hz to 20Khz, which
in it’s self poses a potential problem. The wavelength at 20Hz is a huge 17.2 metres
and at 20Khz just 17.2 mm. For large halls, such long low frequency wavelengths
may be easily accommodated, but not so in many recording studios. Especially in
control rooms, the studio designer is often constrained by size and space limitations
which generate complex and difficult design criteria. Mathematically, one could not
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squeeze a pint into a quart pot. Primarily in the 70s, this was overcome by large
amounts of deep absorption and bass trapping which engulfed a large part of the
room - not at all satisfactory if space is at a premium — and created an unbalanced,
overly deadened acoustic. The art of tuned and low frequency membrane absorption,
pioneered at The BBC, appeared to be lost! The effective use of diffusion rarely
made an appearance until the 90s.

The importance of combining architectural/acoustic disciplines in a coherent design
strategy and the value of experience:

From architects not understanding the technical and acoustic needs of studios to
acousticians not grasping the ergonomic and three dimensional practicalities of
architectural space, I have met them all - architects caring only for abstract visual
statements, acousticians preferring to bury their heads in data rather than looking and
listening to what is actually going on and the builders grinning with a reassuring
“Don t worry, Guv’, I've built studios before.”

The one designer I had previously encountered in my professional career who
actually seemed to grasp the issues, (a career which started in the early years of this
still relatively young industry), was acoustic-engineer/architect (and significantly,
clarinettist), Sandy Brown. He was responsible for the original design of Lansdowne
Studios where I cut my sound-engineering teeth with the likes of The Dave Clark
Five, big band and jazz groups, and working alongside the legendary maverick, Joe
Meek. I eventually acquired the studio in the 1980s. Decades later, RA too seemed to
recognize the need to bring together the aesthetic, ergonomic and technical
requirements of a recording studio into a single, cohesive architectural/acoustic
design solution.

Jonathan Miller and the rise of Recording Architecture:

RA were first introduced to me in 1988 by a young engineer I had personally taken
under my wing at CTS and Lansdowne, one Jonathan Miller. In those years, Studio 1
was invariably full with orchestral sessions for the great films of the era (Full Metal
Jacket, Who Framed Roger Rabbit, numerous Bonds.....) but Studio 2, though a
good large space, was tired and old and the control room acoustics were based on
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outdated theories and techniques, as for many control rooms of the 80s. The spaces
just did not work and were consequently empty most of the time and so, I invited RA
to have a go — but just the control room. I liked what they had to say and the way
they said it but I thought I’d let them prove themselves. I detected an underlying and
solid understanding of acoustic principles and a good, practical architectural eye -
but with a refreshing and innovative angle. The result was a resounding success. RA
applied their recently developed Black Box technique, a prefabricated and bolt-on
solution for all the key acoustic control elements. They effectively threw out all the
old 70s treatment (that had never worked) which also had the effect of making the
room considerably larger — a trick Roger (D’Arcy) and I successfully revisited
several years later to squeeze a little more out of the main Studio 1.

Onwards and upwards to Lansdowne:

Having “cut the mustard”, I then let them loose on my flagship, Sandy Brown’s
landmark control room at Lansdowne, the real project. I had just acquired the
fabulous sounding, disturbingly accurate and unflattering (but notoriously room
sensitive) ATC soft-dome monitoring system for in 5.1 surround. The result achieved
legendary status for Lansdowne yet again. The monitors were mounted on RA’s
signature mass-loaded, vibration-isolated plinths and separated from, though
seemingly within, the damped non resonant front wall. With the architectural image
of a modern and stylish gentleman’s club (totally responsive and sympathetic to the
1930s Holland Park location), the room became considered amongst the best and
most accurate of all the control rooms in London (if not the world).

And back again to CTS:

The next step seemed obvious. Following the success of Lansdowne, I immediately
engaged RA to completely rebuild Studio 2 at CTS, including the large, semi-
orchestral sized live hall. The result was dramatically different in architectural style
and equally successful with giant sails straddling the studio ceiling and daylight
pouring in through newly formed openings in the building fabric. Wonderful 17 thick
oak floors spread out (thoroughly bonded to the thick floating concrete sub floors — a
point Roger and I both absolutely insisted upon), and of course, there were “The
Holes” — RA had only recently brought into play their take on diffusion/absorption
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and its architectural expression. In the control room expanded into RAs preferred
flared (but strictly symmetrical on-axis) trapezoid shape by eating into my valuable
artists’ restroom accommodation — the only fight we ever had. ATCs for 5.1 were
again mounted in decoupled, mass-loaded manner. The result was another
resounding success. When CTS finally closed its doors, the Black Box system from
control room 3 that had been installed shortly after that of Studio 2, was reconfigured
and augmented to create the control room at The Colosseum.

And finally, RA: The Book:

RA’s approach to the various architectural-acoustic aspects of studio planning,
design, and detailed constructional techniques are illustrated over the following
pages. Nothing is left out and nothing is held back. It is a record of how acoustically
successful studios have been, should be and can actually be built. As I said of RA at
the time, “Very professional, very professional....”

Adrian Kerridge
Marlow, Buckinghamshire
2010.

Adrian with Mike Smith of The DC5 at Lansdowne in the 1960s

CTS Studio 1 with full orchestra in the 1980s pre RA’s acoustic input
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Brief biography

Adrian Kerridge, owner of the acclaimed Lansdowne Group of studios
(Lansdowne/CTS) and a charismatic and often outspoken former chairman of The
APRS (Association of Professional Recording Studios) and author of the foreword to
RA:THE BOOK.

Adrian has been a key figure in the British recording scene since the 1950s, working
alongside the legendary Joe Meek, engineering a key part of “The British Invasion”
of the USA in the 1960s (The Dave Clark Five, Gene Pitney....... ) and then
acquiring Lansdowne Studios in 1980 with his business partner, renowned composer
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and pianist, Johnny Pearson (ITN’s “News at Ten”, ABC’s “Monday Night
Football”, “Sleepy Shores” and leader of The Top of The Pops Orchestra........ ) and
going on to redevelop CTS in the 1980s as a major film music recording facility
(“Ghandi”, “Four Weddings and a Funeral”, Who Framed Roger Rabbit”....... ).

Which is where RA came in, remodelling CTS Studio 2 in 1988 (before completely
rebuilding it in 1995), and going on to remodel Lansdowne in 1989, CTS Studio 3 in
1992 and CTS Studio 1 in 1996, finally creating the control room for The Colosseum
orchestral scoring hall in Watford in 2000.

During the course of writing the foreword for RA: The Book, Adrian received
notification that he was to be made a Fellow of the Institute of Broadcast Sound — a
thoroughly deserved acknowledgment of his achievements, stature and the respect
with which he is held within the industry.
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One of the first studios to be completed using RA:The Book as a guide: Twenty8, Athens Greece
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