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Music Creation Software for your Nintendo DS

KORG, maker of some of the world's finest musical instruments, takes their legendary MS-10 synthesizer, adds tons
of modem features, and combines it with the accessibility of the Nintendo DS Touch Screen. Meet DS-10 — the
awesomely portable and powerful, yet incredibly easy to use, music creation software for your Nintendo DS.

DS-10 offers two dual oscillator synth parts and four synth/drum parts to accommodate your hit. Sculpt your own

sounds with expansive on-screen controls, or start from a preset template and get straight to writing. Create synth

and drum lines using DS-10's on-screen touch keyboard and drum pads, or engage the elegant 16-step sequencer.

Employ KORG's KAOSS technology to add astonishing custom modulations to your tracks in real-time. Tighten the

mix with DS-10s full featured mixer, then polish that next big groove with multiple effects. Chain patterns to create
complete songs and save it all right on the spot.

Got even bigger aspirations? Wirelessly connect and play up to eight units simultaneously for options no single
synthesizer could ever match.
learn more at: www.korgdsi0synthesizer.com

'
amazoncom. &y - GAMES ggmg],
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Game Design, Game System and Game Engine by cavia inc. Synthes:
T trademark of Nintendo. © 2004 Nintendo.




SONY.

Sony Creative Software Music Loops & Samples
Quantity. Quality. Diversity. Innovation.

From complete construction kits to the most detailed single instrument libraries, Sony Sound
Series titles deliver fidelity, flexibility, and diversity at a price you can afford. Presented in .wav
format with perfectly placed metadata, our royalty-free titles are ready to work for you on
today’s most popular music creation and editing platforms, Mac or PC.

Black Paint:

Indie Rock Anthems

From pop and garage rock to
screamo and UK dance-rock.
this library comes with everything
except the keys to the tour van.

Toyz:

Circuit-Bent Glitch

An electritying assortment of beats.
basses, pads, and FX for making
electronica, breakbeat, jungle.
industrial, and glitch music forms.

Flow & Function:

The Hip-Hop Playbook

Old school flare. hip-hop
funkadelics. and deep pockets of
mushroom jazz define this stellar
entry in our vast urban collection.

Caliente:

Reggaeton Construction Kit
Blaze up your DAW with these 15
Reggaeton session folders and
get low with authentic Dem Bow
rhythms and instrumentation.

Doug Colosio:

American Piano

Traditional country blues, stride,
and country rock & ballad loops,
performed by a seasoned pro ond
edited to perfection.

Cinemascape:

Soundtrack Eiements

A broad assortment of textures,
melodies, and soundtrack
elements designed to inform and
interface with your video creations.

To preview and purchase over 120 different collections, visit www.sonycreativesoftware.com/keyboardioops
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Structure/Capture:

Future Retro Dance

A completely umique IDM
construction kit perfect for crafting
heady, downtempo electronica or
future retro broken-beat stormers.

ahythmiA:

Drums & Drones

Two discs of 24-bit industrial
alchemy created by Nine Inch Nails
drummer Jerome Dilton and NIN
sound designer Keith Hillebrandt.

Mick Fleetwood:

Total Drumming

This collectionreveals the core of
the Fleetwood style, and showcases
beats that changed the course of
modern music.
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Richard Devine:

The Electronic Music Manuscript
Boutique sound design and
subliminal electronica from the
enlightened mind of Richard Devine,
Includes exclusive video content.

Free Limited Edition library with purchase’

World Radio History

Jade Hill:

Rock/Pop Guitar

A pop songwriter's toolkit of chord
structures and guitar solos that
range from clean and melodic to
chunky and shredded.

Vital Brums:

The Vitale Collection

Solid 24-bit drum rock grooves and
one-shots from Joe Vitale and Joe
Vitale, Jr. performed on only the
most well kept vintage kits.
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New to our family of 20 Series studio condensers, two remarkable large-diaphragm microphor:es: AT2050 Multi-Pattern
Condenser and AT2035 Cardioid Condenser. Look to them for more quality, more clarity, more for your investment.

Wherever your music takes you, experience more.

| | AT2050 FEATURES 3 : AT2)35 FEATURES

* Multi-pattern side-address stud:o condeser * Side-address cardioid studio condenser

* High SFL handling.and wide dyyamic range * Large diaphragm for smooth, natural sound & low noise

* Three switchable polar patterns * Carcioid polar pattern improves isolation of desired
omnidisectional, cerdioid: fig -of-eight sound source

o Switchable 80 Hz high-pass filter and 10 ¢B pad * Switchable 80 Hz high-pass filter and 10 dB pad




DO WE REALLY NEED BIG STUDIOS?

With more and more hits—and even movie soundtracks—
being recorded in home and project studios, and commer-
cial studios going through some hard times the last several
years, some have assumed that big studios are now obso-
lete and will pretty much go the way of the dinosaur. But is
a trend forever destined to keep going in the same direc-

tion? Not necessarily. In fact, it wouldn’t surprise me if
we've hit the bottom of the cycle, and larger, commercial
studios will make somewhat of a comeback.

Commercial studios used to be essential because only
the wealthy could afford the cost of setting up studio
facilities in a home. However, with today's gear—whose
quality is on a par with some of the finest studios of yes-
teryear—this isn’t really an issue.

But gear isn’t the only reason to use a studio. Some
musicians use commercial studios for practical reasons:
They need a high-quality, large, live room to set up full
drum sets, amps, and the like. This is particularly relevant
now, as many groups are emphasizing the performance
element of music by cutting “live in the studio.” Or, they
simply may not have the room for a grand piano. Record-
ing a 10-piece band? Difficult to do in a garage. And of
course, the louder the music, the more likely that neighbor
issues will come into play; and using a home studio for
commercial projects can lead to zoning conflicts.

Yet none of those reasons may be the most important
factor in deciding to work in a commercial studio. As Matt
Boudreau (of San Francisco's Broken Radio studios, formerly
Coast Recorders) noted when | visited their facilities: “Tech-
nology has gotten to the point where a lot of musicians
spend more time figuring out why something isn’t working
than playing. In our studio, there are maintenance people to
handle that, and engineers to run the gear. Musicians play
better when they can concentrate on playing.”

One of the reasons for the decline of big studios was
expense, because they had to charge a lot to amortize all
that expensive gear. But the same price reductions that
have benefited home studios have benefited larger ones as
well. The brutal price-cutting phase should be pretty much
behind us, making the use of commercial studios more
affordable to up-and-coming bands. Furthermore, the
transportability of digital recordings means that a band can
track in a commercial studio, mix at home at their leisure,
then employ the services of a professional mastering engi-
neer—all while fitting within a reasonable budget.

The days of the “recording palace” are probably behind
us, but don’t count out commercial studios just yet—they
remain an important element of many recording projects.
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PRODUCER

The Leading Choice in Digital Audio Workstations

» |nnovations that matter

» The production tools you want

» The best audio quality in the industry
)
i :
New in version 8: g
. i/ SONARS
- . } PRODUCER
- Beatscape Loop Instrument < Dimension Pro - TL-64 Tube 1
Leveler - TS-64 Transient Shaper * TruePianos Amber Module 0 l
* Integrated Synth Tracks * Guitar Rig 3 LE - Lower latency high |
track performance - New Loop Explorer View for Audio & MIDI d
+ Channel Tools plug-in - Numerous Workflow Enhancements * More - caewak
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A LITTLE MORE PUNCH, PLEASE
Thank you for your review of portable
recorders [“Portable Recorder Show-
down"—9/08]. As a songwriter using
guest artists on demos, | would like to
have a portable digital recorder to
work remotely. | thought | was getting
that functionality with my DigiTech
GNX4 workstation; however, it doesn’t
support maneuvering around and
punching in/out within a track. This is a
hardship for those artists whose takes
are less than perfect.

With the overdub feature, the
TASCAM DR-1 appears to be the song-
writer’s dream machine. However, it
does not offer punch in/out recording
either or, as your review pointed out, a
high impedance instrument input.

Can you give me any gear ideas
short of putting my recording software
on a laptop and carrying all of the
input paraphernalia?

Ron Free (via EQ’s Letters to the
Editor forum)

Executive Editor Craig Anderton
responds:

You might need to step up to some-
thing like the TASCAM DP-02, Boss BR-
600, Korg D888, or a similar portable
studio. But why not use the GNX4,
record takes without worrying about
punching, then transfer the tracks into
the DAW software that's included with
the GNX4? That would also have the
benefit of letting the artist just keep
playing, rather than having to wait for
punch operations and the like.
Ultimately, you’ll have the most flexibil-
ity by recording remotely, but editing
in your studio at your leisure.

REQUITED LOVE
| don't know how you guys manage to
be so much better than the other

recording mags of the world, but
please do keep it up. I'm impressed
on a monthly basis by your ability to
be topical and interesting, in marked
contrast to all of the other music
magazines out there (save Tape Op).
You guys always seem to get gear to
review ahead of the curve. | often feel
like | know everything | need to know
about some piece long before | read
about it in my copy of [names of
competing mags withheld because we
are gentlemen—EQ editors]. Your
how-tos are things | actually find
applicable in my own music, and you
talk to artists who are taking record-
ing in cool, new directions.

So this is a plain ol’ kudos letter. As
someone who used to be Managing
Editor of a magazine, | know how few
of those you get.

Andrew Vietze (via email)

Executive Editor Craig Anderton
responds:

First of all, thanks for the kind words.
Rest reassured we get a lot of kudos
letters; however, any kind of critical
letter gets priority in Sounding Board
because we figure it makes for a more
interesting read. (And by the way,
we're with you on Tape Op—as you
may have noticed, we have no prob-
lems mentioning each other in our
respective forums and publications,
and we even share some of the
same authors.)

Of course, on a professional level,
we want to put out the best magazine
we possibly can. But on a personal
level, we love what we do, and we love
working in this industry—which makes
it easy to stay excited about EQ month
after month. And you better believe
there’s a lot more to come!

NEVER ENOUGH TODD
I just wanted to thank you for the excel-
lent cover story on Todd Rundgren
[“Bang the Drum”—9/08]. | only wish it
was longer! The guy has simply created
so much brilliant music. He's had a long,
influential career, and produced a hand-
ful of true masterpieces, including the
two most beautiful songs I've ever
heard, “Cliché” and “Hawking.”

| hope you are able to do further
interviews with the man—perhaps one
article focusing more on his own
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songwriting/recording and another on
his production work for others? But I'm
thrilied you put him on the cover for
this issue; he's overdue for the expo-
sure and attention!

Brad Page (via email)

Editor Matt Harper responds:

It will be a while before we do another
piece with Todd. This is not because he
doesn't deserve all the coverage—he
clearly does (we've received tons of fan
mail just like yours about the piece). It’s
Jjust simply impossible for us to fit all of
the deserving artists out there into the
pages of the magazine and website, so
our “re-coverage cycle” tends to be
rather long. However, you'll be pleased
to know that our sister publication,
Guitar Player, ran a lengthy lesson with
Todd in their 10/08 issue. By the time
you read this, the article should be
online. Click your way over to
www.guitarplayer.com/lessons and
check it out for yourself.

THIS TOO SHALL (HIGH) PASS
In the July instaliment of Cheat Sheet
[“Recording Electric Guitar”’—7/08]
you recommend using a Low Pass Fil-
ter [LPF] for getting rid of hum and
rumble. Wouldn’t you use a High Pass
Filter [HPF] for this instead?

Bob Mithoff (via email)

Executive Editor Craig Anderton
responds:

Yes, you most definitely would! | meant
to say Low Cut, as that's the term used
on most mixers but a Brain Scramble
occurred. | think I'll blame it on recent
sunspot activity. Yeah, that’s the ticket.

Got something to say? Questions, com-
ments, concerns? Head on over to
www.egmag.com and drop us a line in
our Letters to the Editor forum, send us
an email at eqeditor@musicplayer.com or
snail mail c/o EQ Magazine, 1111 Bayhill
Dr., Suite 125, San Bruno, CA 94066 for
possible inclusion in the Sounding Board,

Note: Letters may be edited for
length and/or clarity. Direct correspon-
dence by EQ editorial is not guaranteed.
All submissions become the property of
EQ magazine and can be published in
any medium.,
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G-Track USB Microphone with Audio Interface

The world’s only USB mic with a built-in audio interface,
G-Track brings everything together in one easy-to-use device.
Record vocals, guitars, keyboards - anything.

G-Track makes the perfect holiday gift for every musician on your list.

SAMSON
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Laptop in Hand, Tricky Hits the
Road to Record Knowl/e West Boy

BY LILY MOAYERI

Though Tricky’s Knowle West Boy
references the tough Bristol, UK.,
town of his youth, the musician/pro-
ducer says he doesn't currently have a
home base from which to draw inspi-
ration. Truly a resident of the world,
the trip-hop pioneer is busy
crisscrossing the globe, supporting his
newest album, and writing and
recording his next record in the same
manner that he tackled Knowle West
Boy: On a laptop loaded with Pro
Tools LE. Outfitted with an Akai
S1000KB and an MPC3000, as well as
an unspecified Korg keyboard, the
self-proclaimed “anti-musician” says
he can create anywhere he damn well
pleases.

Always in capture mode, Tricky says
he has a track in Pro Tools armed at all
times as he programs beats and con-
structs loops wherever the day carries
him. “I'm a one-finger-at-a-time pro-
grammer,” he says. “I'm like a kid draw-
ing a picture. You give a kid crayons,
and it starts with one line. Then
another. Then a bit of color. Next thing
you know, you have a picture. It's one
finger and one note at a time. One kick
at a time. One bass note at a time. It's
even one note at a time for string
parts. If | like it, I'!l loop it up, and play
another string note on top of it. By the
time I've finished, you'd probably think
| could play keys, but | can’t.”

Tricky came to LoRusso’s studio in
Los Angeles with relatively finished
recordings of Knowle West Boy—tracks
he felt were too straightforward and
too quantized. The decision was made
to deconstruct the tracks, and
rebuild them so they more closely
resembled the musical genres Tricky

had called upon as influences for
Knowle West Boy: blues, reggae, coun-
try, punk, and rock.

“It was like being someone else for
a day,” says Tricky. “One day, | was the
Specials, one day | was Kate Bush,
and one day | was Gary Numan. But
everything was almost by mistake. {
was just sitting at the keyboards, not
knowing what | was going to get out
of them. For example, I've got a thing
for weird time signatures, but that's
because | don’t know what I'm doing.
A lot of my stuff is just me being
naive. That's my sound—lack of
knowledge.”

“Tricky likes to track things, cut
them up, move them around, rearrange
them, and get new patterns from
those elements,” explains LoRusso. “|
took into consideration the palette of
sounds he likes to work with and his
approach. He likes organic elements,
but he wouldn’t want a straight-up
guitar part playing top to bottom.
He'd rather sample a little guitar riff,
flip it and cut it up, and play with that.
It's whatever makes his ears stand up
that day. There are no rules.”

LoRusso used Drumagog to replace
the original sounds Tricky applied to
his sequences with more organic-
sounding samples, and also called in
human players (such as guitarist Mark
Thwaite) to lay down licks live.

“Most musicians tend to play a song
top to bottom three, four, or five times,
and then save the best take or start
comping,” says LoRusso. “We’d go
back, lift one or two notes, and start
building the rest from there. Or Tricky
would hear something he liked, and
then have the players jam something
completely different in order to build
variations on patterns and loops on the

fly. We'd later listen through the
takes, find the pieces we liked, cut
them up, and then put them in his
MPC so he could play with the
source sounds.”

LoRusso says that Tricky's vocals
were recut to ensure sonic consistency,
but that he decided to adhere to
Tricky's historically lo-fi approach to
tracking his voice. “Tricky'’s voice sits
in this strange high-end range, and no
matter what mic you put on him,
nothing seems to mellow it out,” says
LoRusso. “I find cheaper mics tend
to work best, and a Neumann TLM-
103 was as high end as we would even
try. A Rede NTK is what he really
responded to. It usually produces a
brighter, yet more brittie high-end,
but it works for him.”

Whether Tricky is recording in his
bathroom using the preamps in a Digi
002 rack, or at LoRusso's place
through an SSL AWS 900, the stand-
ing order is to avoid vocal booths.
Background noise is the name of the
game. “The noise adds to the raw
feel,” says LoRusso. “When you com-
press his vocals along with all that
extra noise, it makes for a very aggres-
sive sound. In addition, whatever we
have in front of us is what we will use.
If there are some spoons and a box on
the floor, then we’re playing spoons
and a box that day. It's guerilla style,
and it comes across in the recordings.
Of course, Tricky will never claim to be
a typical musician. He wants to do it his
way. He does not think about music
like anyone else | have worked with.”

“I've always been told that | work
backwards,” admits Tricky. “But I'm
going to make sure you give me what
I want. All | need you to do is what |
say. It’s really simple.” €@
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FAST AS A SHARK

These New Puritans Track Beat Pyramid in Six Days

BY ANGELINA SKOWRONSKI

These New Puritans seem to be onto
something with their Wu-Tang Clan-
inspired, Sonic Youth-esque,
electro/hip-hop/indie/punk mash-ups.
However, the Southend-on-Sea U.K.-
based foursome—composed of vocal-
ist Jack Barnett, drummer George
Barnett, bassist Thomas Hein, and
keyboardist Sophie Sleigh-Johnson—
were in a precarious financial situation
when recording Beat Pyramid, and a
shoestring budget forced them to
track the album at breakneck speed.
Here, veteran producer Gareth Jones
[Erasure, interpol, Depeche Mode]
and engineer Jeff Knowler [gUilLLe-
MoTs, Goldfrapp] reveal how These
New Puritans created a 16-song album
in less than a week—and still made
their rent payments on time.

You say that the recording process
was quick, brutal, and unrelenting.
Please explain.

Jones: We allocated five or six days
in Miloco Three: The Square Studio—
which is a cheap, yet very functional
tracking room in London. We
tracked one song the first day, and
we had the whole album tracked by
day four. We then moved to a
smaller, even more inexpensive studio
called the Toy Shop—which is really
just an isolation booth and a control
room—to do all the additional over-
dubs for two days. To streamline the
process, we set up a Universal Audio
6176 channel strip and an RME
FireFace 400, and ran everything
through those. We'd just switch out
the mics, not the front-end. We
tracked all the guitars direct into
Native Instruments’ Guitar Rig to save
time on miking amps. We had to keep
the session moving.

Knowler: The band was tracked
live—all in the same room, and playing
the songs pretty much as if they were
in a gig situation. This created a good
sense of atmosphere, and kept them
fired up. But it also was the fastest
way to do things. We'd never get any-
thing done in that time frame if we were
tracking instrument-by-instrument.

How did you mic the band during
the live sessions so that you got the
performances quickly, but didn’t
have to spend so much time in the
mix correcting or spicing up the
signals?

Knowler: The first and most impor-
tant thing to getting a good perfor-
mace fast is to fit the band
comfortably into one room so that
they can make eye contact and main-
tain visual cues. Actual mic placement
is second in the list of priorities. We'd
make sure “good” mics were used for
the big-picture room sounds. A Neu-
mann U87 was used to record the
room, and contact mics, Shure SM57s,
and AKG C451 Bs were used all over
the drums and cabinets. We didn’t
track with any compression—except
on the room mic—because it's diffi-
cult to remove, and, as you get a
fantastic amount of headroom in
today's DAWS, recording levels don’t
need to be right near the red like
they used to.

Jones: It's all about the big picture.
It’s not about what the instruments
sound like alone. I'm more interested
in putting the faders up, and hearing
what the band sounds like. So we
approached this session knowing that
we weren't going to go for perfect
sounds on each instrument.

How did you handle the mix so
that you weren’t wasting any time?

Jones: | mixed this record entirely
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in the box using Apple’s Logic 8.
Avoiding the outboard gear saved a
lot of time, because | could save and
recall my plug-in settings. | used my
FireFace 400’'s Total Mix as a sum-
ming mixer. That way, | was able to
route, say, 13 stereo pads into my
FireFace, sum them internally, and
then route them back into Logic. It
makes for a fat sound, and it’s also
logical from a workflow perspective. |
really enjoyed using gear with full
recall ability—like the FireFace—
because the process involved making
quick decisions, and then coming
back and slightly readjusting them. |
also use a lot of external DSP with
my rig to keep the computer running
smoothly. | have a TC PowerCore that
| was using with the Sony Oxford
Dynamics and inflator. | have a
Waves APA44-M, and a Focusrite
Liquid Mix that | was using for its
solid-state compressor on the bus, as
well as its Fairchild 670 emulation. |
mostly used my UAD-1 card—I use its
Fairchilds, Pultecs, and 1176s
constantly—on the bus and individual
channel outputs.

If you had all of the time in the
world to work on an album, would
you still stay in the digital world?

Jones: | have a lot of experience in
tracking to tape, but | have been
tracking mostly to a DAW now, and |
find it very creative, time saving, and
cost effective.

Knowler: We tracked Beat Pyra-
mid to Pro Tools, and | have to say
that | love it. Pro Tools has a range
of features that make it ideal for
tracking, such as multiple playlists
and beat detecting. Gareth and |
love that tape sound, but time and
budget usually dictate that digital is
the preferable medium. €@
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JANE GRANT

BY GREG REYNOLDS

Pop quiz: When was the last time you
were listening to an album, heard a
vaguely tamiliar sound pattern that you
couldn’t quite place, and said to your-
self, “Aha! Neurogranular synthesis! |
knew it”?

The answer, of course, is never.

That is, unless you've given English

multi-instrumentalist John Matthias’
Stories from the Water Cooler a listen.
Why? Because Matthias, along with
co-conspirator Nick Ryan, is responsi-
ble for developing and recording a new
musical instrument, dubbed “The
Brain.” Based on a model of spiking

MUSICAL MIND

John Matthias Dissects His “Brain”

neurons, this experimental instrument
was prototyped just in time to intro-
duce it on Matthias’ latest collection of
droney fclk-pop observations.

What was the basic premise
behind Stories from the Water
Cooler?

The idea was to create music with
very simple song structures, overlaid
with very simple ideas, but so that
when they all came together they
formed a rather complicated sound. |
have a PhD in physics, and | have
always beer interested in quantum flu-
ids, and the fact that individual atoms
don't really have any meaning. It's the
whole collection of benavior that has

EQ NOVEMEER BROOS www.eamag.com

John Matthias.

meaning, and what makes it flow in
such an amazing way. The same thirg
is true to a certain extent with traffic
flow, the flow of people through cities,
economies, stars, and loads and loads
of systems if you look at them in their
entirety—even music.

Tell us about The Brain.

We wanted to build something
that had correlated rhythms that
weren’t completely correlated like a
drummer or musician. We started
looking at models of the cortex ot the
brain, and we found that neurons fir-
ing are unpredictable, out they have
interesting rhythms that aren’t neces-
sarily random.
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Explain how you make this work
within the context of a musical
instrument.

A neuron is an object that has a
voltage on it. The voltage builds up
until it gets to a certain level, and then
the neuron lets it go. The hundreds of
other neurons that it's connected to
also receive these spikes, and you get
all kinds of signals building up and
feeding back. In our instrument, we
use a mathematical model—a network
of spiking neurons where when one of
the neurons fires, it takes a fragment
of sound from a sound file. This spik-
ing then continues on down the net-
work, grabbing other temporal
aspects from different locations of the
same sound file.

What exactly can you do with The
Brain?

We can turn it into rhythms, we
can create MIDI events, and we can
create rhythmic events from other
instruments.

How would you describe its sound?

We started the song “Evermore,”
for example, by recording a
microphone being dragged across
the pages of a book. The 15-second

Nt
This Manth an EQTV * Ryan Hoyle [Collective Soul] Shows |

You His New Studio, The Cave

« Jeff Balding [Megadeth, Rascal Flatts,
Jewel] Shares His Mixing Tricks

* Ben Fowler [LeAnn Rimes, Brooks and
Dunn] on How to Make Your Mix a Nashville Hit

* Location Recording 101 with Chris Mara, WEBER, and

Join us at EQtv—EQ'’s own video channel chock full of
tips, tricks, tutorials, behind the scenes footage of

some of the hottest sessions, and tons more. To check
it out, visit www.egmag.com and click the pretty little
link, or go direct to www.egmag.tv. You'll be glad you

did. This month you'll see:

sample was fed into the prototype
that scans through it and plays bits or
“grains”—20ms-100ms in length—of
the original sample with no correla-
tion. If you go below 20ms, you can't
hear any frequency in a grain, because
there aren’t enough wiggles in the
wave for your ear to detect frequency.
So the user controls the lengths of the
grain in order to play it—it’s not just
indeterminate. With a few manual
tweaks—such as duration, voltage,
etc.—we had pulsing grains of sound
that we added as an extra texture to
build the song around. Call it the
“sonification” of a network of neurons.
But for an example with longer grains,
one of my collaborators, Jane Grant,
made a piece 17 minutes long called
“Threshold.” She uses the instrument
with grains up to a second, which
sounds very different and surreal. It's
less “clicky.”

Will you be marketing The Brain?
What does it look like?

We're hoping to make these instru-
ments available, but we're not sure if
we're going to do something commer-
cial just yet. Right now, it looks like a
computer screen and a microphone.

High Crimes

I'd like it to look like a box with four
dials on it, and all the necessary inputs
and outputs. You would plug a micro-
phone into it, or load a sound file, and
the dials would change individual
parameters that affect the neurons—
the number in a network, the geome-
try of how they’re all connected
together, how to simulate the neurons
more, and how long each grain would
be allowed to play.

NEUROGRANULAR SAMPLES

To hear the newest versions of
neurogranular synthesis, check
out John Matthias and Nick
Ryan’s Cortical Songs—an orches-
tral album with remixes by Thom
Yorke [Radiohead] and Simon
Tong [Gorillaz]. Also, click to
www.thefragmentedorchestra.com
to check out Matthias, Ryan, and
Grant’s The Fragmented Orches-
tra, composed of streaming audio
from 24 different microphones in
public sites throughout the U.K,,
and mediated through a neuro-
granular instrument.

AND TAONS MORE!!

CALLING ALL EQ READERS!

EQ and JZ Microphones want you to share your favorite kick-drum miking techniques with our
readers. In return, what we offer you is a shot at winning a JZ BH-1 Black Hole multi-pattern
condenser (reviewed in the 04/08 issue of EQ, and archived online at www.egmag.com/gear).
That's a $2,295 value! All you have to do is click on over to the £Q website, access our forums
via the top menu, and leave a detailed description of your technique and a link to a sound clip
or a tune that showcases said technique on our Letters to the Editor forum. The winner will be
announced in an upcoming issue of EQ and hooked up with a brand new JZ BH-1 Black Hole.
So what are you waiting for? Get off your butt and get posting!
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Peering into the
Creative Genius
of Brian Wilson

How does one of the most highly regarded
pop musicians in the history of the
recorded song still manage a successful
career some 46 years after his first single
scaled the charts?

“By being inspired to want to make
someone happy,” Brian Wilson responds in a
matter-of-fact tone.

By Ken Micallef

Photograph by James Minchin 11l




ANOTHER DAY

ilson is a rejuvenated, road-
Wready musician with energy to
burn when EQ interviews him on a
sunny L.A. day. Clearly, this wasn't
always the case. The legendary fig-
ure—best known for his contributions
to the Beach Boys during their peak
years, writing, producing, singing, and
playing bass on masterpieces such as
“Good Vibrations,” “I Get Around,”
“Surfin’ Safari,” and “California Girls"—
was near mad and a total recluse for
two decades. From approximately
1968 until 1988, Wilson was
entrenched in a battle with drugs and
a variety of mentai illnesses. An infa-
mous '70s Rolling Stone cover story
depicted an overweight Wilson
wrapped in a multicolored terrycloth
robe, wandering the halls of a local all-
night pharmacy, and rumors of Wilson
being diagnosed with schizophrenia
and treated for a drug-induced stroke
saturated the media. It appeared Wil-
son was destined to become just
another casualty of the rock-and-roll
lifestyle—not at all unlike Pink Floyd's
founder, the late Syd Barrett.

With the help of family, friends, and
more than a few therapists, Wilson
eventually reclaimed his mind and his
music, re-entering the world as a solo
artist with 1988’s Brian Wilson. A series
of albums of varying quality and com-
mercial success appeared between
1990 and 2004, culminating in Wilson’s
full embrace of the album that almost
never was—SMiLE. Assisted by pop
provocateurs the Wondermints, wife
Melinda, and longtime engineer Mark
Linett, Wilson tackled the unfinished
SMiLE project—an album that was con-
ceived 37 years earlier, and was consid-
ered a catalyst in Wilson's ensuing
mental breakdown. The resulting
release was a tremendous success, hit-
ting the Billboard charts at #13, garner-
ing Wilson his first Grammy, and
proving to the world that he still had the
goods to create the glistening pop
music found therein.

It's four years later and Wilson has
returned with That Lucky Old Sun, a
full-length homage to all things Los
Angeles. Back in the Wilson camp is
long-time collaborator Van Dyke Parks
(the man responsible for the entirety of
SMiILE’s lyrics), engineer Linett, and
Wilson's faithful 11-piece backing band,
inctuding multi-instrumentalist/co-
producer Scott Bennett and the
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Wondermints' Darian Sahanaja.
Emboldened by SMiLE’s rapturous
universal welcome and several suc-
cessful tours—and surrounded by
what amounts to a loving family of
familiar musicians, orchestral
arrangers, producers and engineers—
the 65-year-old Wilson has created
what is arguably his best album since
Pet Sounds. With songs such as “Oxy-
gen” and “Midnight’'s Another Day,”
Wilson recaptures the magic of Surf’s
Up and Pet Sounds with ambitious
sonic experimentation. And tracks like
“Good Kind of Love” and “Going
Home” find Wilson singing with a con-
fidence and clarity not evident since
his youth, turning out the kind of sun
'n' fun-loving ditties that made him a
household name in the first place.
That Lucky Old Sun even references
the gorgeous lost Beach Boy's track,
“Can’'t Wait Too Long”—a classic
example of Wilson's musical prowess
and vocal genius.

After the premier of That Lucky Old
Sun at London’s Royal Festival Hall
over a year ago, £Q decided to paint
an explicit picture of how one of the
world’s first and foremost
musician/producers tackles the
album-making process. This story
isn't about Wilson and his crew’s mik-
ing techniques, or tracing signal paths
on a track-by-track basis—it’s about
exploring the creative process of one
of the most mysterious,
misunderstood, and unmistakable
artists alive.

PART I: BRIAN WILSON ON BRIAN
WILSON
Known to be elusive even after his
recovery, securing an interview with
the former Beach Boy was challenging.
But we caught up with him at Capitol
Records HQ in Los Angeles for a very
brief interview. It immediately became
obvious that there would be no lengthy
explanations. Instead, what we got was
a candid look at the self-perceived
simplicity of Wilson’s creative process.

What inspired you to write a con-
cept album about L.A.?

| didn't write the concept; | came
up with “That Lucky Old Sun” theme
song. The concept came from Van
Dyke Parks, who wrote the lyrics for
the narration about L.A.

Why did you want to cover “That
Lucky Old Sun”?
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| liked it. | thought it was a good
African-American spiritual song to do.

The record is very upbeat. Did you
feel emboldened coming off the suc-
cess of SMILE?

We were riding the crest of the
SMILE album, but we weren't sure if it
was going to be better or worse than
SMILE. Now, | think it is better.

| can see why. It is a rock and roll
album that is also very orchestral.
Scott Bennett said you worked out
the songs at his home studio. Did you
arrive with the songs fully fleshed
out, or did you work them out at
his studio?

| wrote the songs. Then, when | got
to Scott’s studio, he and | played
around with the arrangements.

Did you enjoy working in Pro
Tools?

| don’t know much about working
in Pro Tools, but it seems to work
pretty good.

You didn’t find the process faster
or slower than how you used to work?

A little slower, but it was more
efficient.

What sparks a song like “Good
Kind of Love” or “Oxygen”?

The chord pattern comes first, then
the melody, and then the lyrics.

I’ve read that you would hear the
entire production of a song in your
head before you entered the studio.
Did it work the same way with That
Lucky Old Sun?

No. | hear it as we go.

Do you prefer the digital way of
recording to the old days of analog?

Yes, because you can make pitch
correction a lot better.

Are you tough on vocalists when
you arrange their parts?

Yes, because | want them to be
right. | want them to be good.

Is it difficult for the background
vocalists to grasp your concepts?

No, not really. | go to the piano
and sing and play each part for each
person. Then, they record as a
group. It usually takes from two to
20 takes for them to get it. It varies
from song to song. | can’t remember
which song took the most takes. |
sing some of the bass parts on the
album, too.

Scott Bennett mentioned that one
of your trademarks is that the bass
vocal part is very atypical.

Well, the singers get it very quickly.
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ANOTHER DAY

There are no breaks
between songs. What deter-
mined that?

My wife and Scott Bennett
and Darian Sahanaja all teamed
up to sequence the album. They
are responsible for that.

What inspired “Oxygen”? It
seems very autobiographical. ...

It is the story of my life. | laid
around and didn’t do anything
and was lazy. One day, | started
exercising and | started eating
right, and getting better sleep at
night—stuff like that.

What inspired the melody
for “Oxygen”?

What inspired the melody?
Nothing. | just came up with it. |
usually try out ideas on a syn-
thesizer—a Yamaha.

That and “Midnight’s
Another Day” are both very
frank and honest. Where did
you find the strength to put
those feelings in song?

| needed to express myself so |
just did it.

What inspired your original
stacked vocal harmonies in the
Beach Boys?

Ah, a bunch of different influences.
| couldn't even mention them all to
you. Bach, for sure.

What music are you listening to
now?

| listen to my own stuff, the Beatles,
and a station called KTRH-FM 101 in
Los Angeles. | listen to “oldies but
goodies” all day.

Do you have a favorite song on
the album?

| think "Oxygen” is my favorite
song on the album, because it is
about myself. They are all about me,
but that was more about me than any
of the others.

PART II: SCOTT BENNETT ON THE
DEMO SESSIONS FOR THAT LUCKY
OLD SUN
Multi-instrumentalist/co-producer
Scott Bennett played a large role in
the creation of That Lucky Old Sun,
sharing songwriting and production
credits for recording Witson’s initial
Pro Tools sessions in a small home
studio in Los Angeles. Throughout the
summer of 2006, he and Wilson spent
countless hours building and refining
songs, as well as laying down scratch
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vocal tracks—many of which appear
on the final version of the album.

Tell us about the genesis of That
Lucky Oid Sun.

This record began as a bunch of
demos recorded in the bedroom of
my house. Brian would call me and
want to come over and record. | have
a small setup based arcund Pro Tools
LE running on an Apple G4. Besides a
Kurzweil K2000, a Yamaha Motif, a
PreSonus Digimax FS, a Rede NTK, a
Gibson acoustic guitar, and the
Yamaha HS50Ms, | pretty much have
nothing. But because of my
background doing commercial ses-
sions, | could work fast, and that’s why
Brian wanted to work with me. It
wasn’t about gear, it was about get-
ting stuff down fast, because Brian is
real impatient. Back in the day, he
could get all the guys in a room and
hear the songs as they were happen-
ing, rather than using a click and some
guide tracks. That’s what he was used
to. Early on, he became very
frustrated with recording into Pro
Tools. He said, “Scott, you've got to be
kidding me with the tediousness of
this process.” But Brian was also
knocked out that the tracks could
sound so good in such a small space.
He said, “This studio is better than
Ocean Way!” For him, there was ulti-
mately less pressure. It was just us
experimenting.
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Wiilson (ﬁngmnndfand engineer

\ _Mark Linett (background) at Linett's

Your Place or Mine studio.

Brian mentioned that he likes
Antares Auto-Tune. Did you use the
program a lot in the demo sessions?

There was no auto-tuning of Brian’s
vocals—we only fixed a few words
here and there. He was impressed that
we could change things like that. Brian
would typically say, “Gimme a click.”
Then, he would start pounding on the
Kurzweil. He would invariably dial up
the Honky Tonk preset, because he
likes that fat key sound. We would
pound out a tune, and then add a
guide vocal. Nine times out of ten, he
did great vocal parts. There are a lot
of final vocals on the album that came
from my home studio, including
“Good Kind of Love,” “Midnight's
Another Day,” and “Morning Beat.” A
bunch of tracks were built out of
composite vocal tracks, but that’s
because Brian doesn't have any con-
sistency to his mic technique when
he is singing. He is usually reading a
lyric page, or looking away from the
mic, so it can be tricky to get his
vocals balanced.

One would think his technique
would be better. After all, he is Brian
Wilson, the vocal genius.

But in the '60s, Brian was not a
close-mic singer. They used to just
gather around a mic and sing. if the
bass vocal part wasn't loud enough,
they got that singer right up on the
mic. Brian sang some beautiful lead
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ANOTHER DAY

vocals back in the day, but he was also
an incredible vocal arranger. If he
thought somebody was the right
voice, he would have him sing it. Brian
is like Dylan now—he won't take ten
days to get a vocal track.

Tell me more about how you two
wrote songs in your studio?

| never knew what the day would
bring. Brian might show up and say,
“Let’s do ‘Proud Mary’ today.” We did
19 songs at my house—ten of which
appear on the record. We also did
“Something Teils Me I'm Into Some-
thing Good,” which didn’t make it.
There were quite a few guest perform-
ers who ended up coming by. Brian
would say, “This song reminds me of
Carole King. I'll call her to see if she
will come over.” And the next day, Car-
ole King would be at my door. | actu-
ally had Carole King in my apartment
duetting with Brian on a song that
may end up being a bonus track.
Tommy Morgan—who played harmon-
ica on Pet Sounds—came over to play
on “Going Home."” Danny Hutton of
Three Dog Night also sang on a cou-

ple of tracks. It was just this magical
summer of us cranking stuff out. Brian
was really on fire with lots of specific
ideas. On “California Role,” he dictated
that exact drum beat. He is a very
underrated rhythmic brain. He hears
drums orchestrally, so you get a lot of
interesting patterns—like those
rhythms in “Good Vibrations.”
Because of Phil Spector’s influence
Brian is way into the “big boom.”

Did he leave all the engineering
to you?

Yes—though he would dictate his
wishes. He would ask for more bottom
out of a tom, for example. | must say
that he is very aware of the vocals.
These were just demos, so | would
mess around with the songs later,
because when Brian was here it was
all about working fast. On “Mexican
Girl” Brian laid down the keyboard
and the vocal, and then he left. He let
me stack percussion and trumpet and
handclaps and guitar. He really liked it.

A snippet of an old Beach Boys’
song, “Can’t Wait Too Long,” appears
on That Lucky Old Sun. That is some
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really beautiful, classic Brian Wilson
vocal arranging.

It’s a C chord moving from a low to
a high octave. The main upper-
midrange part begins on the seventh,
then it's about those C chords. It's a
classic Brian sensibility of where to
place the vocals. The basic harmony is
a I-lll-V progression, and we all move
together—though Brian will experi-
ment with people moving at different
times. He tends to really be into sev-
enths and sixes—things that “rub” in a
nice way.

What is it about Brian’s approach
to creating music in the studio that
you find most strange?

| think it's the fact that cymbals
annoy him. If you want that kind of high-
end percussive information, Brian tends
to want to hear it from a tambourine or
a shaker. That, and he always wants the
drums to be more thuddy.

PART Illl: MARK LINETT ON THE
MUSICAL SOUL OF BRIAN WILSON
As Brian Wilson’s right hand man,
Mark Linett has manned the console

\

—~Wilsan réhearsing with
his band for the That
Lucky Old Sun sessions.
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by David Royer

Wilson (standing) plans
some fader moves at
United Western Recorders.

for every one of Wilson's recordings
since 1998's Imagination—including
various Beach Boys reissues such as
The Pet Sounds Sessions box set,
which earned him a Grammy nomina-
tion in 1998.

After working so closely with
Brian Wilson on so many albums over
the years, what would you say is his
current perspective on the recording
process?

Brian stopped worrying about the
technical process when serious multi-
track recording came in. Like a lot of
people from that era, when it went
from three to four tracks cut live in
the studio to bigger track counts and
layering and overdubbing, Brian
stayed with the arranging and pro-
ducing mode, and he left the engi-
neering side to other people. Brian
always knows what he wants to hear,
but he still talks about recording in
terms of tracks. He has no need or
interest in knowing the intricacies of
Pro Tools, and why should he? He
doesn'’t like looking at a computer
screen all day.

So at this point, he leaves it up
to you?

Brian knows about flying vocals in,
and how easy that is to do. That would
never have been conceived of ten
years ago, much less 40. He just
approaches it from the artistic stand-
point. It's more about the convenience
now. We don’t have to tell him we
just ran out of tracks so we have to
stop and make a slave or do a
punch again.

Did Brian discuss with you the

overall sonic sense he wanted for
That Lucky OId Sun?

Not on this one. He did that pretty
extensively when we recorded SMILE.
What exactly did Brian want to

hear on SMILE?

We conceptualized doing it the
way it was recorded in the '60s. We
did multitrack, but we put everybody
in the same room [Studio One] at Sun-
set Sound, where Brian recorded some
of the original SM/LE and Pet Sounds
sessions. Brian felt like that room was
an integral part of that piece, and that
it would be better to cut it that way,
rather than try to make it sound like
that after the fact with extra reverb
and the like. We even cut the strings
and horns live, though they were in an
isolation booth.

What does Brian listen for while
his band is tracking?

A good take—and any obvious
blunders. Some arrangement
changes were made on the floor. This
is something they had already played
live as a 36-minute suite of songs at
London’s Royal Festival Hall.
Although tnis music had been per-
formed, and we actually already
recorded a live version at that point,
once you get in the studio, things
tend to change. SMILE and That
Lucky Old Sun were both put on their
legs before we went in the studio.
That is why we could cut this so
quick. Everyone knew their parts.

There are moments on That Lucky
Old Sun that recall Pet Sounds and
other classic Beach Boys’ records. Did
Brian want a similar production sound?
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introducing

MA-201fet

“The MA-201fet is big and
fat, and packs an extra
midrange punch that
sounds great on vocals,
drums and guitars.”

Michael Wagener
- Engineer; Ozzy Osbourne,
Metallica, Skid Row, Extreme,
King's X

Visit mojaveaudio.com for
studio photos and audio
samples
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Jim Ebdon
FOH Engineer

Kyle Cook
Guitars

On The Road With

MATCHBOX TWENTY

‘Live  guitars  sound
amazing with R-121 Live
mics on the cabinets, and
they stand out well in the
mix. Royers are warm,
natural, present and
uncolored - not at all harsh
like several of the other
mics we auditioned, and
the band loves the natural
sound they get in their
in-ear monitors.

“I've used Royers on Aero-
smith for a few years and
currently on  Matchbox
Twenty and they've been
among my most reliable
microphones. These are
amazing ribbons.”

Jim Ebdon
FOH Engineer - Matchbox
Tw /, Aerosmith, Annie
Lennox
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ANOTHER DAY

The concept was to make the
album slightly drier-sounding and
more modern. Less reverb seems to
be equated with a more-modern
sound than the traditional Brian Wil-
son sound, but the finished mix
sounds good.

The new album is arranged like a
suite with no breaks between tracks.
How did you record with that in
mind?

The songs are distinct, and there
aren't any segues, per se, except for
the narration. But you can spilit it all
up pretty easily. In a couple of cases,
the band played the first couple of
bars of the next section. The arrange-
ment of the pieces we already
knew—how these things connected
timing-wise and arrangement-wise.
The whole thing was arranged in
demo form close to what was
ultimately recorded. Then, the players
learned to record it as one piece of
music. By the time it got to the studio,
all the pre-work was done—which is
why it only took us two days to record
the basic tracks.

| spoke with [drummer] Todd
Sucherman, who mentioned that
Brian would offer ideas that wouldn’t
seem to work in theory, but worked
great in application.

That is something Brian is
renowned for. One story has it that
Brian was doing a session in the '60s
with 15 guys, and he dictated a chord
to the players, and somebody said,
“Brian, that doesn't fit with the root.”
Brian said, “When | add the vocals it
will.” If you want a wonderful example
of that, go to disc five of the Good
Vibrations box, and listen to the back-
ing track of “| Get Around.” Understand
that when that basic track was cut
nobody was singing, and Brian had
the whole conception of the record
with the vocals in his head. On the
second “Round, round, get around, |
get around” before the vamp, you'll
hear a chord you won't expect, and no
one plays that chord live. It is a very
odd chord, but it works perfectly with
the vocals. It blew my mind that he
had a bunch of musicians play that
track knowing in his head what it
would sound like with the vocals, but
without hearing it. That's an amazing
piece of work.

Is that reflected at all in the way
Brian works now?

ww.egmag.com

Yes, you get that sense. If Brian is
doing his own backgrounds—as on the
demos—he will build up a vocal stack
equivalent to what he would do with
his current band, or like he did with
the Beach Boys. It’s like he's a tape
recorder, and you are just playing it
back. Brian will lay down the first part,
double and triple it, and then do the
second part the same way. He will
have the harmony structure in his
head, and he will simply nail the parts.
If others are doing the backgrounds,
he directs each person—he has it all
figured it out.

How does Brian like to record his
vocals?

It's usually just him and me. We'll
do a couple of takes, and once we get
a take we think is pretty much there,
we might do a little comping, and
then go back and check different
lines in different verses. | don’t really
get too many comments from him
about the sound of his voice. We've
used a variety of mics over the years.
For this, it was pretty much a Neu-
mann M49—though I've used a U67 a
lot. He doesn’t seem to mind which
mic we use. One of the things that
Chuck Britz—who did most of the
recordings from the '60s—used to
talk about was that he would record
Brian's lead vocal on the equivalent of
a Shure SM57. | can tell listening to
the old recordings when that is hap-
pening, or when he is using an old
Neumann U47, because you can hear
a lot of wind blast. That didn’t con-
cern them in those days, because
anything below 50Hz was chopped
off the record in mastering.

What would you say is Brian's
basic vocal tonality?

As he has aged, his voice has got-
ten a bit lower. When he was younger,
he could hit ridiculous notes with his
falsetto. He tailors his voice now
toward a more mature sound. | record
his vocals pretty much flat—usually
through a custom Universa! Audio 610
preamp. There is very limited EQ on
that, so | will sometimes add low
end—although | don't like to add EQ
when | record. One of the advantages
of high-resolution digital recording is
that you don't have to worry so much
about signal-to-noise. Back in the day,
you had to be more conscious of
putting something to tape because
you weren’t going to be able to
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ANOTHER DAY

process it much in the end. Now, we
have a lot more flexibility in terms of
EQ and compression. | tend to record
Brian more with compression than
with EQ. | don't want to over-EQ his
vocals, because | know it will be a dif-
ferent sound by the time we add
everything else.

How many background vocalists
did Brian have you record for That
Lucky Old Sun?

We set up a quad pattern—four
sets of baffles together so the seven
vocalists could sing facing each other
on their own mic. Almost everything
is doubled.

What personal changes have you
seen in Brian, as far as being a
recording musician, over the course
of the years?

Brian has had a troubled life. But |
have to say he has become so much
happier and grounded and indepen-
dent since | first met him. One of the
biggest things was when he finished
SMILE. Everyone has been talking
about this album for 40 years, obsess-
ing about the album that never was.
But Brian had also been carrying that
around with him all this time, and it
was a major turning point for him
when he was finally able to finish that
piece of music.

We mixed SMILE in three sections.
Brian is not somebody to sit around
and watch digital paint dry. Darian
Sahanaja was involved, and when we
got each section together we would
have Brian come down, play him the
whole thing to get his changes, and
then he would take a CD home. When
we had done that the third time, | said,
“Brian, that's it. That's SMILE

Q0 NOVEMEEA RODOB  www.egmag.com

Wilson (left) and Mike
Love (right) discussing the
production of Pet Sounds.

completed.” It's not an exaggeration
to say that when he realized SMILE
was finally finished, Darian and | liter-
ally saw something change in him.

It's interesting to think of somebody
like Brian who isn't like most of us. Most
of us are programmed to follow the
mantra of “This too shall pass.” Most of
us can get over death or a disability,
and it makes sense, because it's what
we have to do to survive. But Brian isn't
able to put things aside. A disappoint-
ment like SMILE wasn’t something of
which he could say, “Okay, it didn’t
work, | will go on to something else.”
Brian did great work after that, but
SMiLE haunted him for all those years.

So the change f've seen is in his
level of confidence and happiness that
he finally completed something that
was so important to him. That was the
peak of his art at that point of time. Up
to that point in 1967, making and
recording music was the joy of Brian’s
life. SMILE began that way, but by the
end it was a horribly painful experience
for him to work on, and that is why he
dumped it rather than aliow it to com-
pletely destroy him. And he suffered
for it. It took Brian a long time to come
back from that. Finishing SMILE was a
big deal for him personally. He realized
this thing that had been hanging there
for 40 years was now finished. He
completed what he started in 1967, and
now he’s moving on. €3

More Online!

For an interview with Mark Linett
focusing on the recording of Brian
Wilson'’s SMILE, go to
www.eqmag.com/article/
an-evening-with/Dec-06/24480,






TAMING SIGNAL
BLEED AT
ACOUSTIC
SESSIONS

by Shane Mehling

To spend a few months on a record is
common nowadays, but guitar virtu-
oso Hans York wanted to avoid a
drawn-out process, so he and his
band spent only two days recording
the tracks for his new folk-jazz gem,
Young Amelia.

“I wanted to get back to a live-per-
formance style—the way music used
to be recorded,” says York, who went
through about 150 guitars before he
found a Santa Cruz acoustic that was
“just right” for the album.

To ensure a live approach would
still produce a pristine, modern sound,
York sought out 30-year studio veter-
an David Lange, who has plenty of
experience miking all kinds of acoustic
instruments. Of course, York’s decision
to sing while playing meant the first
hurdle for the Young Amelia sessions
was eliminating signal bleed.

“Hans has done enough recording,
and he knows his instrument well
enough that | wouldn’t tell him what
he could or couldn’t do,” says Lange.
“With someone else, | would give the
pros and cons of playing and singing
simultaneously, and then ask if they
really wanted to record that way.
Voice bleed into guitar mics definitely
does not sound pretty.”

To diminish as much bleed as possi-
ble, Lange placed a Sennheiser MKH 50
near the body of the guitar, a B&K near
the 12th fret, and made sure York was
as close to the vocal mic—a Neumann
U87 (which was routed through a Neve
1272 module and an ADL 1000 tube
compressor)—as was comfortable.

“The MKH 50 is very efficient at reject-
ing voice bleed—especially when it’s
down on the body,” says Lange. “The
B&K was a little more problematic—if
you soloed the B&K, you'd get some
bleed, but it was pretty negligibie.
Happily, Hans is great at balancing the
volumes of his guitar playing and
vocal performance.”

Lange’s studio was also a factor in
keeping the live recording feasible.
“The room is big—about 20x30—but
it's pretty anechoic,” he says. “There's
about four inches of absorption in
the ceiling, so it's really dead sound-
ing. When you walk in, it isn’t very
pleasant, but | can get away with
recording a few things in the same
room because the ambient sound is
very clean and precise. For that rea-
son, | tend to use little or no effects—
maybe a little Altiverb or Lexicon
reverb. | hate big effects chains, and
outboard gear doesn’t excite me.
Good mics and preamps are what
excite me. | may throw a little
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compression on a vocal or the bass,
but | usually don't touch anything
going down. We like to come from a
‘quote unquote’ natural place.

“However, | do find myself making
far too many EQ adjustments. | will
listen for problems—mostly in the
lower midrange—and then just work
that area until | tone it down. I've got-
ten better at finding the bad parts.”

Bass frequencies tend to be
Lange's biggest issue, and he says
keeping the mic away from the gui-
tar's soundhole eases the problem
somewhat. “Off the body, it always
seems that there’s too much going
on at 600Hz. When miking the gui-
tar's neck, it always seems the A note
is too resonant. Obviously, | will turn
down those frequencies.”

When it comes to finding the per-
fect spot for the guitar in the mix,
Lange likes to go big. “l usually go for a
wide stereo sound,” he says, “especially
with singer/songwriters. | go as wide as
possible so the guitar stays out of the
way of the voice. I'll get the voice in the
center, and then flank it with guitar.
You know, | just love the air moving
from a piece of wood. When people
want to do something electronic, I'm
not that useful, but with acoustic
music, | can usually get people the
sound they’re looking for” €&
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Rascal Flatts (from left to right)—Gary LeVox,
Joe Don Rooney, Jay DeMarcus.

THE RASCAL FLATTS
BIG BOOM METHOD

by Michael Papatonis

Just like their previous releases, Ras-
cal Flatts’ Still Feels Good sold like a
record executive's wet dream.
They're about as hot as a band can
get, and no wonder: The songwrit-
ing is great, the performances are
emotional, and the audio produc-
tion—by Dann Huff with mixer Justin
Niebank—is exquisite. The low end,
in particular, is a thing of beauty,
with a classic-meets-modern
approach that allows the bass to be
felt as much as heard. Recently, Ras-
cal Flatts bassist and vocalist Jay

DeMarcus took some time out of his
touring schedule to reveal to £EQ
readers how Still Feels Good got
such a big bottom.

Did you plan such a massive bass
sound from the beginning of the
recording process, or did the sound
develop during the mix?

1 think that has always been a part
of my sound. | use an Aphex Bass
Xciter pedal, so | definitely hype up
the low end, and have some of that
subsonic thing in there. Also, Justin is
a bass player himself, so the low end
is very important to him. He really
focuses on it when he mixes.
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Did you track with an amp and a
DI simultaneously?

Yes. | used both signals. | have
got an Ampeg SVT with an 8x10
cabinet that we miked up, and
we also took a direct line out of
my rig.

What'’s your direct signal chain?

I'm running through an Avalon 737
into an Empirical Labs Distressor, and
then the engineer adds a little bit
more compression with a Universal
Audio 1176.

So you send the engineer a
compressed signal?

Yes, but | try not to overdo it with
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Producer Dann Huff (left) with
DeMarcus in the studio,

the Distressor. If I'm playing live, I'll
hit it harder, but, in the studio, |
lighten it up a bit. | use just enough
to get some sustain and some
squash. Over the years, it has
become harder for me to play with-
out compression. | need that squeeze.
Why is the Distressor your

“The imaging and solidity of 1 was suspect at first, but ater
the low mids and bass is just a few minutes with the Recoils
astounding. The Recolls are | realized how much difference
an amazing product [ never they:made. Especially on the
knew |l needed. Now I cant ow end. I'm keeping these
live without them. Damn you! They work.

~ Nathaniel Kunke! ~ Al Schmitt

{James Taylor, John Mayer, (Barbra Stretsand, Steely Dan
2 # GopdChariatte, Lutie Feat Rey Charles. Quincy Jones)
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Razorblade™
guadratic diffuser

True quadratic residue
diffuser effective from
400Hz. Adds air’ and
detail to the sonic

Full Trap™

from 40Hz.

landscape.
Size: 24" x 48" x 8

choice of compressor?

Justin turned me on to it. It has a
nice sustain and release to it, but |
really love the way it grabs the tone
right at the beginning of the signal.
Mine has the British modification, and
| use a quick attack and a slow
release.

Did you hit the Avalon preamp
hard?

No. I'm going for very clean with
the Avalon, so everything is set at
zero. I'm going for a pure tone, so |
don’t even use any of the onboard
EQ-—nothing.

During the mix, how much of the
DI versus the amp was used?

It depended on the song. If it’s a
rockin’ song, I'll crank up my amp to
get a little bit of grow! and dirt, and
we'll use more of the mic signal. If it’s
a ballad kind of thing where we need
a cleaner bass tone, we’ll use more of
the DI signal.

During the tracking process, are
you in the same room with drummer
Chris McHugh?

I'm in the room with Chris, Joe
Don Rooney on guitar, and also our
road guitarist, Tom Bukovac. We do
very few overdubs, unless it's a steel
guitar or a fiddle or something. We

"

broadband absorber
Controf bass, mids and
highs with this 3-way
wall-mount acoustic
absorber. Effective

Size: 24" x 48" x 10"

"My nearfield speakers sound
better on the Recoll Stabiizers
than they did wthout them. The
bottom is solic, the vocals are
clear and my speakers don fall
down. It's a grear product "

=~ Daniel Lanois

(U2, Bob Dyfan, 2eter Gabriel,
Emmylou Hams: Ron Sexsmith
Relsbie Roberscn)

I trust my' ears and how stuff

hits me. Because | work in the
same place all the time, |
immediately know when things
get better. I'm excited again!
The Recoils look cool, are well
buitt and I hear a tighter
low-end. | like them!”

~ Gary Paczosa

(Aason Krauss & Union Station
Dixie Chicks, Dolly Parton)
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a more focused low end and
more definition of where things
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Theyre are an inexpensive
and musical upgrade o your
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~ John Leventhal

(Shawn Colvn. Rosanne Cash.
Joan Osbome, Michelie Branch

I really dig the way the RecoiR
sound. Now the drums coming
out of my speakers feel like
they do when I'm sitttng behirm
them I'm sold!

~ Sammy Merendino

Cyndi Lauper. Shawn Colvin
Billy Joel, Anita Baker, Roberi
Flack
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reference monitor platform that decouples the
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results are astonishing, as these top recording
engineers and producers can attest to. But don't
just take their word for it... hear for yourself at a

Primacoustic dealer near you. Hearing is believing
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play it down, and we might get a take
on the first try or the tenth. It’s all
about the energy.

What basses do you use?

My favorite is a ‘63 Fender Jazz Bass,
and | also have a '59 Fender P-Bass. If
I'm looking for that old-school rock
and roll vibe, | grab the P-Bass. If |
need something to speak a bit more
and cut through the mix, I'll use the
Jazz. Lately, l've been tuning down a
minor third, and using heavier-gauge
strings, so | can grab some lower
notes that you usually can’t get with
standard E, A, D, G tuning.

Do you restring before a session?

| leave my strings on there a pretty
good while, because | don’t like the
clicky sound of new strings. | like mine
to be broken in a bit—to have a little
bit of that funk on them.

Do you subscribe to “the tone is
all in the hands” approach?

you attack, bend, and mute strings
has a lot to do with whether your
tone sings. This is why one player
can dig in and sound beautiful, and

farcus at the board.

same bass and signal chain, and just
sound like an ass because he might

not know how to hold the bass right
[laughs]. Technigque is definitely a

Absolutely. | feel the way that another player can use the exact lot of your sound. €2
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I have to say that | am very The Recoil Stabilizers are "In these days when the focus
impressed, the difference | absolutely amazing! I've been seems more on esthetics than
hear in the sound of my raving about them lo every performance, it's nice to see a
nearfields is pretty striking. producer, engineer, and friend product that excels at both. The
They seem more ‘in focus’and  that | know! They proved Recoils are temific! The bottom
have more low frequency themselves as soon as ! put end on playback feels very solid.
extension. Even the low mids them up! It's incredible how it's a pleasure mixing with them.
are clearer. WOW!" much difference they make!” Consider me a fan!”

~ Roy Hendrickson ~ David Isaac ~ George Seara

(Miles Davis. Pat Metheny, (Eric Clapton, Stevie Wonder, Rihanna, Herbie Hancock
B.B. King. Cheap Trick) Madonna, Whitney Houston) 50 Cent, Sting, Finger Eleven)

‘worth their weight in gold.”

~ JonThomiton - Resolution magazine
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“With the Recoils | immediately
noticed improvements in the
low end clartty, to the point
that I no longer needed a
subwoofer. Incredibly, high
frequency detail and image
localization also improved.

~ Chuck Ainlay

(Mark Knopfier, Dire Straits
Vince Gil, Lyle Lovett
Sheryl Crow, Dixie Chicks

"The Recoil Stabilizers are
great! A huge difference from
regular foam pads. They
sound more stationary and
connected. I'm quite happy
with them

~ Elliot Scheiner

Steely Dan, Fleetwood Mac
Sting, The Eagles. Queen
REM, Faith Hil

“The Recoils work superbly! |
feel like the bottom end is
very true and clear, and that
the mids are right where |
expect them to be. They took
my monitoring System up a
significant notch.®

~ Ryan Hewitt

{Red Hot Chili Peppers
Flogging Molly, Blink 182
Tom Petty. Robert Randoiph}
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6 WAYS TO

REDUCE

SOFT SYNTH

LATENCY

by Bruce Bartlett

Has this happened to you? You set up
a soft synth in your DAW and monitor
its signal. When you press a key on
your MIDI keyboard, the sound plays
after a short delay. This is called
latency—the time it takes your gear
to process the signal flow—and it can
really mess up your timing. You need
to hear the synth at precisely the
same time you press keys on your
MIDI controller. Here are six options
to reduce latency.

DON’T MONITOR THE SOFT SYNTH

« If you're playing a synthesizer, con-
nect its audio output to your moni-
tor system.

« If you're playing a MIDI controller,
connect its MIDI Thru port to a
hardware sound module plugged
into your monitor system.

« Set the synth or module to a patch
like the soft synth’s.

« Listen to that signal instead of the
soft synth. Disable Echo Input Moni-
tor (or similar function) in the DAW
track containing the soft synth.

» Set the buffer high. Record your
part on the MIDI sequencer track.
During playback, you'll hear the soft
synth play without a delay.

MONITOR WITH HEADPHONES
Monitoring with headphones has less
perceived latency than monitoring
with speakers, because sound takes
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Fig. 1. Setting the
latency in the Interface
Control panel.
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Fig. 2. Setting the Iatency in the DAW Audio
Preferences window.

time to travel from the speakers to
your ears. For example, if your
speakers are six feet away, that adds
5.3ms of perceived delay to the mon-
itored signal.

TRY A DIFFERENT DRIVER

Drivers affect latency, so download
the latest drivers for your audio inter-
face. However, note that earlier ver-
sions of drivers are sometimes faster
than later versions. Also check out
third-party drivers such as CEntrance
Ideal Driver (www.centrance.com) for
Win XP, and asio4all (an ASIO overlay
for WDM drivers; www.asio4all.com).
You have to set up your audio software
to use ASIO in order to notice any
change in latency. Avoid MME drivers.

TRY A DIFFERENT AUDIO/MIDI
INTERFACE

Some interfaces have less latency
than others. Check the specs.

REDUCE BUFFER SIZE
In your interface control panel (Figure
1, or in your DAW (Figure 2), you can
set the size of the buffer. The smalier
the buffer, the lower the latency.
Buffer size is indicated in samples or
in milliseconds. Latency (ms) = buffer
size (samples) x 1000 divided by the
sample rate. For example, if the buffer
size is 256 samples and the sample
rate is 44.100Hz, the latency is 5.8ms.
As you reduce the buffer size and
play the audio, you'll hear drop-outs
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or crackles in the audio at some
point. How small you can set the
buffer depends on how well you've
tweaked your computer for speed
(more on this later). So, a small
buffer gives low latency, but tends to
cause audio glitches. A large buffer
increases latency but prevents
glitches. Which setting is best?

To solve this conflict, use two dif-
ferent buffer settings. Set the
buffer/latency small (under 4ms if
possible) while recording a soft
synth. During playback and mixdown,
set the buffer large (maybe 25ms).
The bigger buffer will reduce the load
on your CPU, and let you use more
plug-ins and tracks without creating
drop outs and crackles.

TWEAK YOUR COMPUTER

FOR SPEED

If you adjust your computer
settings to reduce the load on your
CPU, you can lower the buffer size to
a usable value without problems.
Optimizing your computer is a whole
subject in itself, but try these tweaks
for starters.

+ Disable unused MIDI inputs.

* Remove unused audio drivers.

* Reduce video acceleration: Select
Start > Settings > Control panel >
System > Performance > Graphics >
Advanced. Reduce Hardware Acceler-
ation as much as you can without
degrading the display of your audio
program.



THE NEW INDUSTRY STANDARD

SUPERIOR DRUITHTIER 2.0

THE NEW YORK STUDIO LEGACY SERIES VOL.1

Superior Drummer* 2.0 “The New York Studio Legacy Series” was recorded by Pat Thrall, Neil Dorfsman and Nir Z at Hit Factory, Avatar
Studios and Allaire Studios, NY. Between them over the past three decades they have worked with artists such as Celine Dion, Nick
Lachey, Sting, Bruce Springsteen, Dire Straits, Beyoncé, Bjork, Kiss, Joss Stone, Genesis, John Mayer, Fiona Apple and Chris Cornell.

= & ployerpro

ALL YOUR MIDI - ONE PLAYER
Superior Drummer 2.0 ships with a customized version of the
plugin MIDI engine EZplayer* pro filled with MIDI played by Nir Z.

o0 % Sonailcsis

WY, TOONTRACK.COM
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* Freeze or bounce tracks that have
effects, or temporarily disable any plug-
ins. You might also render or freeze
other MIDI tracks to audio tracks, then
disable their soft synths. Archive and
temporarily delete tracks you don't
need to hear while overdubbing.

* Set up a bus with reverb or echo
set to 100 percent wet or 100 percent
mix. Use aux sends in tracks to create
reverb/echo, instead of using a reverb
plug-in in each track.

* Right-click My Computer > Prop-
erties > Advanced > Performance >
Settings > Advanced > Processor
scheduling > select Background Ser-
vices. This setting allocates more
processor time to background activi-
ties, such as streaming audio and
ASIO drivers.

* Use one hard drive for the oper-
ating system and programs, and
another hard drive for audio files
and samples. €@

WHAT CAUSES LATENCY?

It’s all about the time it takes to process this signal flow:

* A key press generates a MIDI note-on message at the MIDI Out connector.

* That note-on message enters your audio/MIDI interface, which converts it to
a USB, FireWire, or PCI signal.

« In your computer, the interface driver (a small program) lets your DAW soft-
ware communicate with the interface.

» The MIDI signal triggers the soft synth.

* The audio from the soft synth—and all the other tracks—goes into a buffer
(a small chunk of memory that holds the audio signal before playing it).

* The digital audio from the soft synth gets converted back to analog audio in
the audio/MIDI interface.

* That analog audio goes to your monitor speakers. You hear the soft synth
note that you played.

Now, the total delay between key press and note sounding is the sum of

these latencies:

« MIDI-note generation: about Ims per note in a chord.

* Driver: about 4ms to 6ms, depending on the driver.

* Output buffer: whatever you set it to—say, ims to 25ms.

* D/A conversion: about Tms.

So, if you set the buffer to 3ms, the total round-trip latency when you play a

MIDI soft synth is about 9ms. That’s not bad, considering that 9ms is just

noticeable to many people according to CEntrance. You can measure your

round-trip latency with the Centrance Latency tester (www.centrance.com).
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Get Ahead Of The Curve
RK¢

Whether you're just starting out in desktop recording, or you've already laid down a few thousand tracks, you've
probably heard of the KRK Rokit. For years RoKit has been the popular choice for accurate monitoring in home
and studios large and small. Rokit enthusiasts include guitar players, bass players, electronic musicians, re-mixers,
beginning artists, and industry professionals.

Our new Generation 2 RoKits have radically curved edges which virtually eliminates diffraction and provides a
wider sweet spot. Our engineers also gave the Generation 2 RoKits a more accurate response curve to match
the new cabinet, custom drivers, and our true bi-amplified and active crossover systems. Designed for the
studio and not just a showroom demo, Rokits allow you to hear your "Real” mix.

We have made the lndustr)' s best 56”:’- better, Give the new Rokits a listen, and become a believertoo “.»1,,](1].“,\, of your I)u-h}'g:!
or experience level, the new Generation 2 Rokit Series gives a whole new meaning to the phrase “Getting Anzad Of The Curve
Rokit 8

S

S Y ST E M S

For more information visit www.krksys.com/rokit
) » vl




WILCO’S

GLENN KOTCHE

NOSTM T3VHONN

DETAILS HIS HANDMADE
DRUM APPROACH

by Merrick Angle

Like all the best superheroes, Glenn
Kotche leads something of a double
life. The Chicago-based percussionist
has been working with Wilco since
2001—after post-rock guru Jim O’
Rourke introduced him to the band—
contributing to Yankee Hotel Foxtrot
(2002) and A Ghost Is Born. Kotche
is also a well-respected composer,
recently writing for the likes of the
Kronos Quartet and the Bang on a
Can All-stars.

“I've been playing in rock bands
since | was 12,” he says, “and | love
creating music with other people. I'd
really miss that if | wasn't playing
with Wilco, as composing can be a
very solitary process.”

Kotche’s kit is by no means your
usual “rawk” drum set. His conven-
tional Sonor kit is tricked out with
orchestra bells, high and low Crotales,
an Almgloken, a gong sheet, the occa-
sional congo, and even a fruit basket.
Further idiosyncratic modifications
include his “hi-hat shaker” and the
“Mani tom”—which is named after Mani
Neumeier, the influential drummer with
jazz-tinged Krautrockers Guru Guru.

“I'll envision a particular sound,
and if | can’t find just the fight thing
on the market, | set about building
my own,” says Kotche. “The hi-hat
shaker is essentially some egg shak-
ers placed inside a bracket attached
to a hi-hat. It’s a fairly subtle height-
ening of the sound, so it works best
in the studio. The Mani has a plastic
tube placed into the vent hole of the

Kotche’s drum kit consists of the
conventional and truly unconventional.
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tom that | blow into to increase air
pressure within the shell, which
results in pitch changes. The effect is
not unlike a timpani glissando.”

When it comes to miking his
drums, Kotche doesn’t spend a lot of
time trying to get everything to
sound clean and pristine.

“I'm more concerned with color,
timbre, and capturing the idea,” he
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says. “When | do my solo work, I'll
literally record with anything that’s
around—old analog 4-tracks, MiniDisc
recorders, iPods, and whatever. How-
ever, Wilco records live, so we use
close mics and a couple of overheads
to capture the drum sound. But |
began experimenting with some
homemade contact mics that |
positioned right on the drums. This
resulted in a big, distorted, almost
industrial sound. | started controlling
the blend of the contact mics with a
foot pedal, which gives me more
tonal options. | can start with a clean
acoustic-sounding kit, and then
suddenly shift into this big,
distorted kit.”

Wilco’s Loft Studio—which is a ten-
minute walk from Kotche’s house—
also allows experimentation. “It’s on
the third floor of a building with this
amazing set of concrete stairs,” he
explains. “You can play instruments—
percussion or otherwise—at the top,

and place a mic at the bottom to get
really amazing sounds.”

When it came to recording his
third solo outing Mobile, Kotche
turned to Wilco band mate Mikael
Jorgenson to engineer and produce.
Jorgenson—a talented engineer in his
own right before he joined Wilco—
was drafted to manipulate live sound
for Wilco, before the band discovered
his talents as a keyboardist.

“The sessions for the new Wilco
album were brief, intense bursts of
creativity, punctuated by people hav-
ing babies,” says Jorgenson. “It was
kind of the same working with Glenn,
because we'd do a few days, and
then go away for three weeks before
we came back to the studio. During
the sessions, the Loft was a lot
more—Ilet’s say ‘basic’—than it is now,
so making the album was quite an
experience. For example, we were
recording to Pro Tools|HD, but the
monitor speakers were in the same
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room as Glenn, so we had to turn
them down when he was playing, and
then back up to hear what he did. We
were also quite limited regarding
mics, because most of the band'’s
recording equipment was in storage.
We relied on a few Shure mics for the
kick, snare, and overheads, but that
ended up being good, because |
wanted the setup to be pretty basic.
You see, when you make a straight-
forward rock album, there are thou-
sands of records to compare it to.
But when you make an experimental
percussion record such as Mobile,
where is your touchstone? So my
strategy was to keep things as simple
as possible. We didn’t do too much in
the way of effects, as what Glenn
does is so layered and so dense, that
too many effects would have com-
promised something. Basically, 1 lis-
tened to what he was playing, and |
just asked him if there was anything
he wanted more detail on.” €&
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Feel ignored by gear that doesn’t have
the flexible connectivity needed to meet
the demands of modern applications?

Enter the U.Series Production Mixers.

Intuitive ergonomics and diverse
connection types ensure that your needs
are met, letting creativity flow—no
matter who you are or what you do.

WWW.MACKIE.COM/420
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Darwin, BEHRINGER Mechanical
Engineering department did the B2031A
computer-aided mechanical design. His

Even how we wind and treat vur

transducer voice €oils contributes Via rigorous anechoic and near field testing, Calibration Engineers like

Chang Guf test each B2031A, spend o to a half hour hand adjusting its

Frank, Glabal {onceptual Engineering to the remarkable consistency (and
Manager, BEHRINGER Germany power handling) of our active studio electronics to meet frequency specs and then select matched pairs. photo should be next to Frank’s but it
designed and voiced the B2031A. monitors. You get individual frequency response charts to prove it. looked more balanced over here.
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] n
active monitor.
]
After a private
] ]
tutoring session,
each speaker
]
graduates with
[ ]
its own diploma.
When you buy a pair of TRUTH B2031A monitors,
you're truly getting a matched pair. Because you

A get the signed, dated Calibration Certificates to
CAE 031 A T prove it. No wonder B2031A’s are one of the
LiBR, Tion RU H° most successful active monitors in the world.

. 0
§§:'§'§:'”_.:’: ,:C:E.RT’F/CATE We started with Frank’s excellent design. But
SEEEITE SRS it's our manufacturing process that really boosts
— ?":‘"'5..::'1:“ our exam results. Unlike most companies who
TN = have to compromise with off-the-shelf OEM
i speakers, we hand-build our transducers.
ST == And our own electronics like the B2031A’s high-
= . current 150- and 75-watt internal amps.
= ! After final assembly, each B2031A spends up
k> to a half hour with a Calibration Engineer getting
~ e meticulously tweaked and matched with another
o Tran e B2031A who shares similar interests and values.
& NI If you're auditioning 8-inch monitors (actually

ours has an 8.75" woofer), be sure to include the
° B2031A in your list of candidates. Give
‘em some tough sonic aptitude tests.
We think B2031A's will graduate g
at the top of their class. b
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SONIC GREMLINS

by Bruce Bartlett

SIBILANCE

Singers can produce “s” and “sh”
sounds (known as “sibilants”) in the
range of 3kHz to 10kHz, and some
vocalists produce more sibilance than
others. So, if you're recording a
singer with a condenser mic that has
a rising high-frequency response, you
might hear annoying hisses. If you
want to smooth out the “s” sounds,
try one of these fixes.

* Use a de-esser or a multiband
compressor set to compress from
3kHz to 10kHz, and with a short
attack and release time (Figure 1). Or
use a compressor with a side chain,
and boost the side-chain signal at
around 7kHz.

» Try a mic with a flatter frequency
response, such as a Shure SM7, Elec-
troVoice RE-20, Neumann U87, Shure
KSM32, or any ribbon mic.

* Bring in your favorite EQ, and turn
down the highs around 7kHz to 10kHz.

“NATURAL” DISTORTION

I've recorded singers whose voices
sounded like distortion. It wasn't the
mic or the preamp overloading—it

was just their voice. If you don’t want
that effect, try one of these solutions.

* In a multiband compressor, enable
the filter from 2kHz and up. While the
vocal track is playing, gradually turn
down the threshald so that the com-
pressor kicks in when the singer gets
loud, and their voice gets edgy.

* Mic the vocal about 45 degrees
to the side. Edgy-sounding high fre-
quencies radiate from the mouth
mostly straight ahead, so a mic
placed away from the front will pick
up less edginess and sibilance.

TOO BOOMY
Let’s look at the other end of the
spectrum: lows. When a vocalist sings
very close to a microphone, the
sound becomes bassy. That's due to
the proximity effect—the rise in low-
frequency response of directional
microphones at close-miking
distances. The closer you get to a car-
dioid, supercardioid, or hypercardioid
mic, the bassier the reproduced tone.
» To diminish proximity effect, sing
at least eight inches from the mic.
Place a hoop pop filter about four
inches from the mic, and ask the
singer to use his or her four fingers as
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Fig. 1. A multiband compressor
plug-in set up as a de-esser.

a spacer between mouth and hoop
before each take.

« if the singer must be close to the
mic for isolation, turn down the lows
in your mixer, plug-in, or engage the
mic's low cut filter if it has one. Prox-
imity effect can extend all the way to
500Hz, so if you roll off around
100Hz, there may still be a 500Hz
bump in the vocal signal that
produces a puffy, “cupped hands”
tone. Take down 500Hz a bit as well.

« Try an omnidirectional mic (or
set the mic’s polar pattern to omni).
Omnis have no proximity effect. You'll
bhear more room acoustics when you
use an omni pattern, however, so you
may need to position your mic closer
than usual.

PING-PONG DYNAMICS

Vocals tend to have a wider dynamic
range than their instrumental backup.
Sometimes, vocalists blast the
listener, and, other times, they sing
Guietly and get buried in the mix.
There are ways to deal with this.

» Back away from the mic on loud
notes, and come in closer on quiet
notes. Listen over headphones while
doing this to judge the right distances.



Timbre!

FFinally. a ribbon microphone with real top end and clarity. The Woodpeeker.,

The Woodpecker stands apart from the crowd - no other ribbon sounds anything like it. That's because the Woodpecker is
the first ribbon to combine ar ultra-smooth high end with the classic ribbon sound (superior detail, focused midrange and
outstanding bass). It'll amaze your ears, from guitars and drums to vocals and strings — or any recording where natural room
space is desired. So if you're looking for the next generation in ribbon technology and sound, look no further. The Woodpecker
is a cut above anything else in its class.

Now until the end of the year, purchase a Woodpecker mic and get Blue's
outstanding adjustable brass pop filter, The Pop, FREE! (an $80 value!)

www.bluemic.com

2008 Blue Microphones. All fights feserved Woodpacker, The Pop and Blue Logo Oval are trademaras of Blue Microphones. Options and specifications are subject to chanqe withoul notice
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SONIC REALITY
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« Use a compressor. A typical set-
ting might be a 3:1 ratio, and 6dB of
gain reduction with a soft knee. An
extreme setting might be a 4:1 ratio
and 10dB of gain reduction.

« Use mixer automation or track
volume envelopes to turn down loud
phrases. This approach tends to
sound more natural than compression.

POPS

When a vocalist sings plosive sounds
with the letters P, B, or T, a turbulent
puff of air shoots out of the mouth
and hits the mic diaphragm, causing
a thump or small explosion. This is
easy to fix. Simply place the mic
out of the path of the rush of air
by positioning it above or to the
side of the singer’s mouth. You
could also put a hoop pop filter
between the mic and singer. This
type of pop filter reduces high fre-
quencies less than a foam
windscreen, and is more effective.

PHASE CANCELLATION

When you record a singing guitarist,
the vocal might sound filtered or hol-
low because of phase cancellation
(the reduction in the volume of cer-
tain frequencies when two equal sig-
nals from different distances are
“combined” by the mic) between the
vocal mic and guitar mic. Try one of
these solutions.

» Mic the voice and guitar very
close. Roll off excess bass with your
mixer EQ. Try miking the guitar three
inches away, and about three inches
to the right of the soundhole toward
the neck.

* Use a pickup on the guitar
instead of a mic.

« Place two bidirectional mics so
the tops of their grilles touch. Aim
the “dead” side of the vocal mic at
the guitar, and the dead side of the
guitar 