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AS RECOMMENDED BY YOUR NEIGHBORS 

THE STUDIO CONTROL ROOM IN YOUR HEADPHONES 

Saffire PRO 24 
Saffire PRO 24 gives you similar i/o and the same class-leading audio 

performance as its DSP brother. However, without DSP-powered dynamii 

reverb and VRM. it s even more affordable. 

Saffire PRO 24 DSP 
Its 11pm, you’re at the most crucial stage of your track - the mix. 

The baby next door has just stopped crying, the city slicker is checking 

his stock portfolio and downstairs are dancing towards bed. But you're 

just getting started. Unfortunately you've been told, wind your monitors 

down to whispering level, or wrap up the session. We all know you can't 

mix on headphones - or can you? 

Imagine if you could use your headphones to hear your mix as you would 

in the studio. Imagine you could model an ideal control room, choose 

between 10 pairs of industry standard monitors, and select from different 

listening positions. Imagine being able to referenceyour mix on hi-fi, radio, 

television or computer speakers, all through your headphones. 

The Saffire PRO 24 DSP comes with VRM' (Virtual Reference Monitoring) -

a Focusrite technology that models different rooms, monitors and listening 

positions. VRM transforms headphones into listening environments that are 

essential for mixing. With VRM you can mix anywhere... and did we mention 

you also get an industry-leading 16 in 8 out Focusrite Firewire Interface? 

o Focusrite 
For further information: 1310) 322 5500 | www.focusrite.com 



www.eqmag.com 
Vol. 21 No. 8, August 2010 

Saturday, Sept 25, 2010 
SAE INSTITUTE 

293 Broadway, NY . Register Now at 

www.imsta.org 

Executive Editor Craig Anderton, canderton@musicplayer.com 
Editor Kylee Swenson, eqeditor@musicplayer.com 
Managing Editor Debbie Greenberg, 
dgreenberg@musicplayer.com 
Contributors Kent Carmical, Ten Danz, Ken Micallef, Scott Math¬ 
ews, Lily Moayeri, Bill Murphy, John Payne, Mike Rozkin, Buddy 
Saleman, Patrick Sisson 
Art Director Patrick Wong, pwong@musicplayer.com 
Staff Photographers Paul Haggard, phaggard@musicplayer.com, 
Craig Anderton, canderton@musicplayer.com 

Group Publisher Joe Perry jperry@musicplayer.com, 770.343.9978 
Advertising Director. Northwest Midwest A New Business Dev. Greg Sutton 
gsutton@musicplayer.com, 925.425.9967 
Advertising Director. Southwest Albert Margolis 
amargolis@musicplayer.com, 949.582.2753 
Advertising Director. East Coast & Europe Jeff Donnenwerth 
jdonnenwerth@musicplayer.com, 770.643.1 425 
Specialty Sales Associate. North Reggie Singh 
rsmgh@musicplayer.com, 650.238.0296 
Specialty Sales Associate. South Will Sheng 
wsheng@musicplayer.com, 650.238.0325 
Production Manager Beatrice Kim 

MUSIC PLAYER NETWORK 
Vice President John Pledger 
Editorial Director Michael Molenda 
Senior Financial Analyst Bob Jenkins 
Production Department Manager Beatrice Kim 
Director of Sales Operations Lauren Gerber 
Web Director Max Sidman 
Motion Graphics Designer Tim Tsuruda 
Marketing Designer Joelle Katcher 
Systems Engineer John Meneses 

Do you have what it takes to 
be a GUITAR SUPERSTAR? 

NEWBAY MEDIA CORPORATE 
President & CEO Steve Palm 
Chief Financial Officer Paul Mastronardi 

NewBay 
< Media 

Vice President of Web Development Joe Femck 
Circulation Director Denise Robbins 
HR Director Ray Vollmer 
IT Director Greg Topf 
Director of Publishing Operations and Strategic Planning Bill Amstutz 
Controller Jack Liedke 

GUITAR PLAYER Magazine is looking for the 
world's next Guitar Superstar. Thousands will 

Plena direct all advertising and editorial inquiries to: 
EQ, 1111 Bayhill Dr., Ste. 125, San Bruno, CA 94066 
(650) 238-0300; Fax (650) 238-0262; eq@musicplayer.com 

Please direct all subscription orders, inquiries, and address changes to: 
800-289-9919, outside the U.S. 978-667-0364, 
eqmag@computerfulfillment.com 

Back Issues: Back Issues are available for $1 0 each at 800-289-9919, 
978-667-0364, eqmag@computerfulfillment.com 

EQ (ISSN 1050-7868) is published monthly by NewBay Media, LLC 
1111 Bayhill Drive, Suite 125, San Bruno, CA 94066. EQ is a 
trademark of NewBay Media. All material published in EQ is copy¬ 
righted (C) 2010 by NewBay Media. All rights reserved. Reproduc¬ 
tion of material appearing in EQ is prohibited without written 
permission. POSTMASTER: Send address changes to EQ., P.O. Box 
232, Lowell, MA 01 853. Publisher assumes no responsibility for 
return of unsolicited manuscripts, photos, or artwork. All product 
information is subject to change; publisher assumes no responsibility 
for such changes. All listed model numbers and product names are 
manufacturers' registered trademarks. 

Canada Post: Publications Mail Agreement #40612608. Canada 
Returns to be sent to Bleuchip International, P.O. Box 25542, 
London, ON N6C 6B2. 

Periodicals Postage Paid at San Bruno, CA, and at additional 
mailing offices. 

Visit www.guitarplayer.com/superstar2010 to enter GUITAR SUPERSTAR MMà iw 
keyboard 

>BPA ¡rotund 
" suround 

6 EQMAG.COM AUGUST 2010 



You spoke. We listened. And added four remarkable microphones to our flagship 40 Series. Introducing the silky smooth, classic 

sound of Audio-Technica's first-ever ribbon microphones, the AT4080 and AT4081; the vintage sound of the new multi-pattern 

AT4047MP condenser; and the Mid-Side stereo realism of the innovative AT4050ST condenser. Each microphone is built for lasting, 

stellar performance and backed with a 5-year warranty. Wherever your passion for music takes you, experience more inspired sound. 

audio-technica.com 

AT4080 & AT408 1 Bidirectional Ribbon Microphones_ 

• Durable dual ribbon design with MicroLinear’M ribbon 
imprint & 18 patents pending 

• Powerful N50 neodymium magnets for high output level 
• High-SPL capability and extended frequency response 
• Handmade production - including ribbon corrugation, 
imprint & assembly 

• Phantom-powered active electronics provide stable 
impedance and higher output for maximum 
compatibility with microphone preamplifiers 

AT4047MP Mufti-Pattern Condenser Microphone_ 

• Three switchable polar patterns: cardioid, omnidirectional, 
figure-of-eight 

• Sonic characteristics reminiscent of early F.E T studio mies 

AT4050ST Stereo Condenser Microphone_ 

• Innovative side-address Mid-Side Stereo microphone with 
independent cardioid and figure-of-eight condenser elements 

• Switch selection of Mid-Side mode and two internally 
matrixed stereo modes 

audio-technica 
always listening 



TALKBOX 
THE BEATS GENERATION 
Detroit may have fallen on hard times, but it was where 

EDM (electronic dance music) hit its stride in the 

mid/late '80s-and never stopped. A true cross-cultural 

mix, it threw together everything from the machine soul 

of '70s Kraftwerk-arguably one of the most influential 

bands ever-to the heart and soul of James Brown. 

So is EDM a quaint relic of the days when rave was 

king, and copious quantities of ecstasy-powered 

clubs reigned across Europe? Hardly. Go to 

Shoutcast.com and check out what the non-“main-

stream media” people are listening to today: Techno 

and trance consistently make the top 20 stations, 

and often, the top five. Then dig deeper, and listen 

to the Caribbean and African stations. They, too, 

have absorbed the electronic dance world into 

Soca, Zouk, and Afro-pop-as have Korean and 

Vietnamese pop. Even Sirius’s “alternative” station 

plays dance rock on Saturday nights. 

Far from fading, the dance-music scene is Dar¬ 

winism at its best. It mutates and survives, creating 

strains and sub-genres that carry the message to 

the next generation. Sure, techno hit its heyday in 

the ’90s-but it never died; it just went underground, 

which is probably its rightful home anyway. And now 

it's coming back into the mainstream, as are genres 

like trance, I DM, tribal, and others. This time around, 

though, they’ve shed some of the rigid conventions 

of the past, and expanded into a new world where 

vocals matter, and you may even hear-yesl-guitars, 

while a thoroughly 201 0 artist quotes Ultravox 

songs from the '80s. 

Music is about possibilities, not limitations. Need 

a shot of energy? Listen to the house music from 

Paris, the electronic experimental beats of Berlin, the 

DJ mixes from Moscow, and the lyrical dance music 

of Brazil. If that doesn’t twist your head around in 

some new directions, I don't know what will! 

I built my own studio because it was always 

a lifelong dream to have a place where I 

could do whatever I wanted, whenever I 

wanted, without restraint—the freedom to be 

creative. I also wanted the thrill of 

bringing other people's songs to life and 

working with them on their creative vision. 

In the process, I learned a lot about stu¬ 

dio construction, e.g. the difference between 

acoustic treatment and soundproofing, the 

value of dead-air space, etc. I also reminded 

myself how much fun it is to buy gear! 

I'm currently working on a fascinating 

album project of world music that's a hybrid 

of Egyptian, Israeli, and Eastern belly-dance 

music blended with a hip-hop influence. I'm 

also working on an old-school country song 

for a client who sounds eerily like Johnny 

Cash. The ongoing project I produce here is 

my podcast: ProjectStudioNetwork.com. 

Big Al Wagner. BiqToeStutlio.com 

Big Toe Studio key gear: Avid/Digidesign Pro Tools, Roland A-70 master con¬ 

troller keyboard, Yamaha NS-10M monitors, PreSonus Central Station monitor 

controller, acoustic room treatment 
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1. Do tow in your near-field monitors to a 

30-degree angle. 

2. Do space your near-field monitors far enough apart 

so that the apex of your equilateral triangle is 18 

inches behind your head. (I recommend 67.5 inches 

from tweeter to tweeter.) 

3. Do use speaker stands. 

4. Do adjust the height of the acoustic center of the 

speaker (usually midway between the tweeter 

and midrange). 

5. Do experiment by moving the monitor/engineer 

position back and forth along the length of the room 

to avoid axial mode nulls. If you're lacking bass 

response, your best bet will be to close to the front 

wall. (Contact me at carl@carltatzdesign.com for an 

axial mode room calculator.) 

6. Do attenuate first reflections once you have chosen 

your positioning by sitting in the listening position 

and having someone walk along the right side wall 

with a mirror until you see the left speaker. Repeat 

for the left wall and ceiling. Place absorptive panels 

at the wall and ceiling positions that you have 

identified, as well as the rear wall. 

7. Don’t assume that your speakers are going to be 

truly accurate in your room, no matter how much 

you paid for them or how well your room is 

acoustically designed. 

8. Don't use any other angle other than 30 degrees for 

stereophonic monitoring. The laws of physics 

determined that 50 years ago. 

9. Don’t mount your monitors on the console. Unless 

your console has a lot of mass, the console resonance 

will greatly affect the frequency response. 

10. Don't use consoles with high backs that prevent 

proper speaker height positioning. 

Carl Tatz, Carltatzdesiqn.com 

STUDIO SOLUTIONS 
I tracked a record over a series of very late nights, and 

during one of the sessions, we were looking for really 

simple backbeat but had no snare on hand. Being that it 

was about 4 a.m. by that point, no one was picking up 

their phone, and there really wasn't anywhere we could 

go to get one. After about an hour of trying different 

sounds, we were sitting around, discouraged, until the 

artist found a filing cabinet out in the office, filled the top 

drawer with keys, and smacked the top with his fist. I 

threw up a Blue Woodpecker mic about a foot away, 

and it ended up being exactly what we needed. Combine 

that with a Blue Mouse on an empty accordion box as a 

kick, and to date it's still my favorite percussion sound I've 

ever gotten. Jack Zoephel, Aderra.net 
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II 

EQ POLL 
How much do you blend old and 
new recording techniques? 

1 Just tape and outboard for me. 

2 I edit with a DAW but mostly use 
outboard gear. 

3 I mostly work in the box but use some 
analog gear. 

4 It’s all in the box for me. 

EQ'S FACEBOOK JURY 
How do you avoid losing perspective while working 
and reworking a song in the studio? 

“Usually when I'm spending 

a lot of time, it means I’ve 

put too much into a song 

and something needs to go." 

Thomas Hirschler 

Live’s 8-band EQ, which is inserted in the master bus, 
is cutting -1dB at 425Hz and boosting 1dB at 4kHz. 

“Sometimes you have to 

walk away for a day or two. 

More than a few hours of 

headphones or speakers will 

fatigue most people, so 

going over the same song 

My mixes sound kind of “muddy.” I’ve tried 

rolling off the bass, but that doesn’t really 

seem to help; it just ends up sounding 

“thin.” I’d love to use a pro mastering engi¬ 

neer, but these are just recordings to sell 

at gigs, and I need to watch the budget. 

How do you guys get rid of “mud”? 

£Q: It's hard to give specific recommendations 

without listening to your music, but check what's 

going on around 300-500Hz. Most instruments 

have some energy in that range, which tends to 

build up. That’s not low enough to hit the 

bass range, but it's low enough to give a bit 

of a “muddy” sound. 

Try using EQ (the processor, not the magazine!) 

to add a broad, shallow cut around 400Hz. Don’t 

take away too much, or you'll lose some warmth 

and power. This should help reduce the mud. 

If you also need some more “definition,” try 

adding a broad boost around 3-4kHz. This 

should be only a db or so, as the ears are very 

sensitive in that frequency range. This will 

impart a certain amount of “crispness.” 

As with all EQ, before deciding you need to 

make radical changes, do subtle changes and 

let your ears get acclimated to the difference. 

Often, you don't need as much EQ as you 

might think at first. 

Ask EQ a technical audio-related question, and EQ 

will answer it. Send it to eqeditor@musicplayer.com. 

all day/night might not be a 

good idea. P.S. Keep previ¬ 

ous mixes, always.” 

Ron Bergeron 

“When I get into studio 

mode for my own solo proj¬ 

ect, I turn into a zombie. Not 

only do I play everything on 

the record, but I engineer 

and produce it as well. So 

sometimes I’m spending 

about 60 hours on a track 

just to make it sound the 

way I want it, but as you can 

probably tell, there are so 

many problems with that.” 

Taylor Hominda 
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The Right Gear • Helpful Advice • Personalized Service 

Helps You Take Your Sound 
to the Next Level! 

You believe in your music, and you've got goals. Sweetwater is here to make sure nothing holds you back. Our pro-caliber staff 
has years of real-world recording, mixing, and live sound experience, and we're just one phone call away from helping you kick¬ 
start your sound — and your creativity. Whether it's sharing a tip on getting the most out of your compressor, helping you choose 
the right set of plug-ins to sculpt your sound, or designing a new studio rig with you from the ground up, Sweetwater's 
knowledgeable Sales Engineers will handle all your music and pro audio needs. Factor in our FREE Shipping, FREE 2-year 
Warranty, and FREE Tech Support, and you've got all the support, value, and expertise you need to take your music all the way. 

(800) 222-4700 • www.sweetwater.com 

FREE 
Professional 
Advice 

We're here to help 

FREE 
SHIPPING 

FREE Shipping 

answer your questions. 
Almost everything ships 

to you for free. 

SweetCare iiii 
www.sweetwater.com/support 

FREE Technical Support 
Knowledgeable pros are here 

to back you up. 

LOWEST=
Possible a 

Prices^ 

FREE Warranty 
You won’t find free 2-year coverage 

like this anywhere else. 

LOWEST Possible Prices 
Get the gear you want, 

at the right price. 



SCHOOLOF SEVEN BELLS 
on Ethereal Vocal Layering 
The Cocteau Twin-esque dream pop of School of 

Seven Bells contains a particular mix of weighty and 

weightless vocals from identical twin singers Clau¬ 

dia and Alejandra Deheza. Their shimmering 

melodies and intricate harmonies may conjure up 

visions of endless effects pedals, but the band relies 

on precise layering and a vocals-first approach. 

“There's so much going on with a voice that's 

not happening with a guitar," says Benjamin Curtis, 

the band's guitarist and producer. “It's the most 

unique organic sound that you can manipulate.” 

While recording their sophomore disc Discon¬ 

nect From Desire [Vagrant/Ghostly International] 

at their home studio in New York City, Curtis set 

up a Neumann U 87 with a high-pass filter and 

hung it upside-down. Overdubbing and rarely 

singing simultaneously, the singers have similar 

voices but different styles. Alejandra comes on 

stronger and dives into extended explorations of 

scales, singing about a foot off the mic. And 

Claudia, who weaves in intricate harmonies, is 

more premeditated and sings right next to the mic, 

often barely above a whisper. The contrast is clear 

on “The Wait." Alejandra glides through strong 

harmonies during subdued verses, while 

Claudia's pinpoint flourishes energize the chorus. 

Curtis runs tracking vocals through a Universal 

Audio SOLO/61 0 pre directly to Logic, without 

compression. “I replaced the stock tubes in the 

UA 61 0 with older tubes, which opened up the 

sound,” he says. “We tried the Empirical Labs 

Mike-E, which we use live, but it wasn't sounding 

right. We thought recording with compression 

was going to enhance the sound, but they don’t 

need it. We compress the hell out of everything in 

the mix, but I hated making that decision early on.” 

Occasional vocal effects crop up, such as the 

delay and reverb that gave “Joviann” extra bite, or 

the chorus of “Babelonia," sung a step up then 

pitched down for more personality. But Curtis 

and mixing engineer Jack Joseph Puig focused on 

blending and placing vocal tracks (up to 20 a 

song) in the fore. 

“I like printing the vocals in mono to make sure 

the frequencies are fighting,” says Curtis. “Putting 

vocals last is a problem. It's the same frequency 

range as guitars. Get the vocals down and know 

where they're going to live and don't be married to 

the guitar. It’s a beautiful thing when frequencies 

are rubbing. Your brain always picks out the cen¬ 

ter note and the weird interactions in the speaker. 

It's beautiful.” Patrick Sisson 

More Online 

Hear School of Seven 
Bells' "Babelonia." 
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SO PERCUSSION 
and MATMOS 

«■w 
and Matmos (left to right)-Drew 

Daniel, M.C. Schmidt, Adam Silwinski, Lawson 
White, Josh Quillen, and Jason Treuting. 

on the Poetics of Processing 
A collaborative project by electronic pop duo Mat¬ 

mos and New York's avant-classical ensemble So 

Percussion, Treasure State [Cantaloupe] is so jam-

packed with compositional and engineering 

processes that even Matmos’ M.C. Schmidt and 

Drew Daniel scratch their heads about the method¬ 

ology of its creation. 

Matmos joined So Percussion at producer Brett 

Allen's SnowGhost Studios in Whitefish, Montana, for 

a series of studies focusing on the musical potentials 

of elementary materials such as ceramic planters, 

pails of water, and aluminum beer cans. The tracks 

generated at SnowGhost were subsequently diced 

and spliced by San Francisco plunderphonic-ist Wob¬ 

bly, and Schmidt and So Percussion's Lawson White 

overdubbed other instruments and sounds, then 

processed and mixed the results. 

The tantalizingly trippy end product came about 

through the interface of odd sound samples and even 

odder post-production choices. The glitchy funk of 

“Cross" has some surprising sources. “I took a bunch 

of distorted recordings of swing and big-band drum¬ 

ming," Daniel says, “and then I viciously EQ'd and 

exaggerated all the pops and dropouts that the vinyl 

transferred, hence there’s barely any of the swing left." 

Daniel used Cycling '74 Max/MSP software to draw 

out previously unheard sonorities from the vinyl tracks. 

Much of the Matmos portion of the material was 

generated live with Daniel's E-mu e6400 sampler, 

with live- and post-processing via Ableton Live and 

MOTU Digital Performer. On “Needles,” So Percus¬ 

sion played a cactus, amplified with a Barcus Berry 

transducer contact mic. As the group hit the cactus 

needles, the signal was sent to Brett Allen, who 

processed the output with a harmonizer. Daniel then 

took the harmonized signal, chopped it up, created 

samples, sequenced them into MIDI, and sent the 

parts to different sounds. 

The dense sonics of “Cross” derive from real kit 

drums, handclaps, multiple guitar layers, and the 

cries of a hunting call that Schmidt bought at a 

sporting goods shop in Montana. “It's supposed to 

imitate two female elks in estrus, fighting for the 

attention of the male,” he says with a laugh. “It's a 

double-reed thing where you can't play the same 

pitch on the two reeds simultaneously, so they're 

constantly doing these sort of frequency modulation 

bends back and forth.” 

After Wobbly built the assembled birdcalls into 

a solo, says Daniel, “it sounded like Rahsaan 

Roland Kirk records being playing backwards in a 

blender.” John Payne 

More Online 

■ 
So Percussion (leflto 
right)-Adam Silwinski, 

Jason Treuting, Josh 
Quillen, and Eric Beach. 

Watch So Percussion 
and Matmos live. 

L Get All The Links at eqmag.com/august20 10 
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BOOKA SHADED 
Plug-In Experiments 

Booka Shade-Arno Kammermeier 
(left) and Walter Merziger. 

TIM D
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Electronic artists tend to evolve in circles. They 

start with club-friendly numbers, shift to song¬ 

based compositions, then return to their dance¬ 

track roots. Berlin, Germany-based duo Booka 

Shade is guilty of such an evolution, as is 

witnessed on their fourth album, More! The duo's 

intention was to create an album-oriented collec¬ 

tion of dance cuts. To this end, the twosome of 

Arno Kammermeier (whose specialty is drums) 

and Walter Merziger (the synthesizer expert) 

employed both what they know about writing 

songs and creating dancefloor smashers. 

To keep the dancefloor element as the founda¬ 

tion, they concentrated on bass and the bass 

drum-with particular focus on the tuning of the lat¬ 

ter. Case in point, “Teenage Spaceman” and “The 

Door” bounce along hollow, booming beat loops. 

“That was hard work,” Merziger admits. “We 

produced 10 different versions of ‘Teenage 

Spaceman.’ The Rob Papen plug-in for Sub Boom 

Bass sounds like a low, electronic tom and gives 

the main riff a lot of space, and a horn is doubling 

the main riff, giving the tune a heroic feel." 

For “The Door," they used a Roland TR-808 for 

the low end and a Roland TB-303 sound from an 

old sampling CD. “We wanted to create a retro 

sound with Kraftwerk elements, but still in the 

Booka Shade sound world," Merziger says. 

In contrast, “No Difference" has an intense and 

“We wanted to 

create a retro 

sound with 

Kraftwerk 

elements.” 

—Walter 

Merziger 

chunky string-synth sound, which Merziger attrib¬ 

utes to an edited Klaus Schulze patch from the 

Arturia Moog Modular V plug-in combined with 

the string sound from G Force String Machine and 

a Smart Electronix SupaPhaser. 

But part of what makes Booka Shade's 

sound identifiable and unique is the intentional 

“mistakes” the two force their computer to make. 

For example, they take all the MIDI tracks and 

apply them to other virtual instrument patches, so 

the hi-hat sequence plays a synth line, or a bass 

line is played by a percussion instrument. 

Then there are their reverb experiments. “[We] 

really like playing with backward reverbs,” Merziger 

says. “Have a reverb on an instrument or vocal, 

reverse the reverb signal, bounce it, reverse it 

again, and combine it with the dry signal. This is a 

very interesting effect on almost every instrument. 

A backward element in the groove can give it a 

very modern and unique feel.” Lily Moayeri 

More Online 

Hear Booka Shade's 
"Teenage Spaceman." 

L Get All The Links at eqmag.com/august2010 
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TECH TIP OF THE MONTH 

Setting Up an 
Eventide Stompbox 
as MIDI Tempo Master 

Eventide Factor-series stompboxes have the 

ability to generate MIDI Clock. That means 

that you can use your Eventide stompbox as 

a Master Tempo source for anything in your 

MIDI chain, including drum machines, 

sequencers, and other Eventide stompboxes. 

To enable MIDI Clock Transmit: 

1. Enter System Mode by pressing and 

holding both the Right Footswitch and 

the Encoder Knob. 

2. Turn the Encoder Knob until you 

see "MIDI." 

3. Press the Encoder Button to enter the 

MIDI Menu. 

4. Turn the Encoder Knob until you see 

"CLK OUT." 

5. Press the Encoder Button and turn the 

Encoder Knob so the display says "ON." 

6. Exit System Mode by Pressing and holding 

the Right Footswitch and Encoder Button. 

Now when you Tap Tempo or load a preset 

with a different Tempo, the Eventide stomp¬ 

box will send the updated Tempo as MIDI 

Clock to its MIDI Out Port, and you can set 

the receiving device connected to lock to 

that incoming Tempo. 

Thanks to Ray Maxwell at Eventide for send¬ 

ing in this month’s tip. For another tip 

(emibling MIDI Clock Sync to slave an 

Eventide stompbox to an incoming MIDI 

clock), go to eqmaq. com . 

L Get All The Links at eqmag.com/august20 10 

MUSIC IS YOUR PASSION. MAKE IT YOUR CAREER. 

CONSERVATORY 
OF RECORDING ARTE * SCIENCES 

WHEN IT COMES TO AUDIO, WE ARE THE EXPERTS IN MAKING IT YOUR CAREER. 

If you're serious about a career in audio recording, you need to attend a recording school that is as 

committed to your success as you are. The Conservatory of Recording Arts and Sciences teaches you 

on state of the art recording equipment in eight world-class studios, six labs, and a 6,000 square 
(888) 604-4075 

foot live sound room. Study under seasoned Gold and Platinum award winning 

instructors who know what it takes to succeed. 

Earn certifications on industry-standard software like Pro Tools, Logic Pro, 

Rational Accoustics Smaart, Waves, and more. Receive a laptop pack¬ 

age loaded with software and our CRAS Connect curriculum delivery 

system that gives you 24 hour access to the educational tools you'll 

need to make your CRAS experience a success. And before you graduate, 

you'll complete an internship at an industry location you help choose. 

www.AudioRecordingSchool.com/eq.html 
2300 E Broadway Road 

Tempe, AZ 85282 

1205 N Fiesta Boulevard 

Gilbert, AZ 85233 

(satellite facility) 

Studio In-A-Bag 
laptop package. 
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on Maintaining Sonic Subtleties 
Sometimes sparse and quiet, sometimes 

dramatic, Villagers' debut album, Becoming a 

Jackal [Domino] is fragile and sweet, as if it’s on 

the verge of breaking. It's the kind of emotion 

evocative of UK bands such as The Beautiful 

South and Belle & Sebastian. And it's emotion 

borne from solitude. 

After the breakup of his former band, Dublin, 

Ireland's Conor J. O’Brien shied away from collab¬ 

oration. While O'Brien does play with a live band, 

he wrote and recorded the majority of the instru¬ 

ments on Becoming a Jackal [Domino] himself 

(aside from strings and French horn arranged by 

pianist Cormac Curran). 

He recorded the album with engineer/co-pro-

ducer (and Villagers live guitarist) Tommy 

McLaughlin, whose parents’ attic also serves as 

his home studio. The recording process was sim¬ 

ple and stripped back. “We were always careful to 

not overdo the instrumentation because it can 

take away from the directness of the songs,” 

McLaughlin says. “Everything is there for a rea¬ 

son, and sometimes less is definitely more." 

Admittedly, McLaughlin says he can't afford 

much of the gear he loves, but he captures many 

of the album's organic sounds with his Universal 

Audio 610 preamp. And for O'Brien, it's all about 

his Akai DPS1 6 16-track recorder, which he used 

to demo the album’s tracks. 

O'Brien wrote “The Pact (I'll Be Your Fever)" 

on acoustic guitar in his bedroom using his strict 

“Everything is 

there for a 

reason, and 

sometimes 

less is definitely 

more.” 

—Tommy 

McLaughlin 

“no television ever” rule to staying creative. “I 

wanted the words to sound like they were almost 

spoken over the top of an upbeat snappy rhythm 

section,” O’Brien says. “To attain this, I used 

hotrods on the hi-hat and a towel on the snare. I 

also gave myself a rule: no crash or ride cymbals.” 

Mixing was key to ensure that the song didn’t 

end up sounding slick. “Ben Hillier, who mixed the 

album, and I made the drums mono and panned 

them to the left, approximately 10 o’clock,” O’Brien 

says. “We mixed the acoustic guitar very high in 

the mix as I had planned; I played it quietly and 

without a plectrum, so that the semi-random 

dynamic peaks could be heard. I wanted the gui¬ 

tar to be slightly uneven and delicate, in contrast 

with the straightness of the hi-hats. The same idea 

was applied to the vocals. I sang them quietly so 

that we could put them high in the mix and 

emphasize those nice little idiosyncrasies of the 

voice, which can so often be lost in an upbeat 

number.” Kylee Swenson 

Watch Villagers' "Becoming See Villagers' Conor 
a Jackal" video. O'Brien perform "The Pact." 

— Get All The Links at eqmag.com/august2010 

16 EQMAG.COM AUGUST 201 0 



"I use the J48 everyday. The 

signal path is clear, punchy, 

honest and faithful to the 

sound of the individual 

player's instrument." 

- Joe Chiccarelli 
(Bon Jovi Tori Amos,Chicaga 
Annie Lennox. The White Stripes 
Frank Zappa) 

"Whether we are playing 

live or recording in the 

studio, Radial Dis are the 

only ones we use. They're 

built like tanks and 

eliminate noise without 

killing tone. I love them. " 

-John Rzeznik 
(Goo Go Dolls) 

"Radial direct boxes make 

everything I put through 

them warm, punchy and 

clear. They are great DTs!" 

-Chick Corea 
(Elec trik Band. Miles Davis, 
Return to Forever) 

; "With the Radial JDI, my 

bass comes through 

extremely clean, very quiet, 

and with a smooth 

transparent low end. I use 

my JDI for everything. ” 

-Tony Levin 
(Peter Gabriel, King Crimson, 
Paul Simon, John Lennon) 

'1 use Radial gear in my 

studio on a daily basis and 

I'm here to say, it performs 

flawlessly!" 

-Jim Messina 
(Loggins & Messina, Poco, 
Buffalo Springfield) 

"The Radial SGI is amazing! 

It improves your signal 

over a straight cable. I can 

run my Vox AC30 into outer 

space, record from Earth 

and it doesn't suck." 

-Butch Walker 
( Weezer, Avril Lavigne, Pink. 
NevefShoutNever. All Time Low, 
Saosin, Fall Out Boy) 

"The JDV is the DI I’ve been 

looking for - clean, round, 

pure bass tone, exquisite 

build quality yet highly 

portable - probably the 

only high-end DI that fits in 

my gig bags. Nice job, Radial!" 

~ Justin Meldal-Johnsen 
(NiN, Beck, Garbage. Ton Amos. 
Black Eyed Peas. Macy Gray) 

"It is nice to find great 

sounding industrial 

grade equipment still 

being made today!" 

- Daniel Lanois 
(U2. Robbie Robertson, 
Bob Dylan, Peter Gabriel) 

Power Tools 
for Recording! 
J48™ active phantom DI 
"The go anywhere DI" 
The Radial J48 outper¬ 

forms all other phantom 

powered direct boxes 

with lower harmonic 

distortion, greater phase 

accuracy and warm even 

order harmonics. Perfect 

for bass, electric and 

acoustic guitar. 

JDV™ class-A direct box 
“All the tone, no hype" 

The Radial JDV's unique feed-forward 

class-A circuit design delivers purity 

beyond compare.The ultimate DI box for 

acoustics, upright, electric bass and more. 

JDI passive Jensen™ DI X. / 

"Vintage vibe personified" 
Hit it hard and the Radial JDI 

smoothes out the digital edge 

to deliver a natural smooth tone 

reminiscent of the glory days. Ideal for 

active bass, samplers and digital piano. 

SGI ” studio guitar interface 

"Instant gratification" 

Sit in the control room, play guitar and 

hear the results as you move the mies 

or change amps.The Radial SGI drives 

your guitar signal hundreds of feet 

without loss or coloration and puts 

you in total control of your sound. 

JDX™ amp and cabinet DI 

"Maximum tone right now” 

The Radial JDX Reactor captures the 

signal from the head and the back 

impulse from the cabinet for a more 

realistic guitar amp tone. Half-stack 

emulation delivers perfect tone 

every time. 

X-Amp™ active re-amper 
"Record, re-amplify, rejoice' 

Re-amping is easy with the 

Radial X-Amp. Drive it from 

your recorder to pedals, 

amps and effects to create 

stunning new landscapes. 

With X-Amp you finally can 

fix it in the mix! 

Radial 
engineering 

www.radialeng.com 
1588 Kebet Way, Port Coquitlam BCV3C5M5 tel:604-942-1001 email: info@radialeng.com 



Roland Octapad 
SPD-30 
What Digital percussion pad 

Why Trigger technology from Roland's V-Drums, the pads feature an 

extremely natural and responsive playing feel. 

How Includes 50 kits and hundreds of cutting-edge drum and 

percussion sounds. Onboard effects include 30 types of 

multi-effects that can be used on individual kits, and Ambience with an Equalizer and Limiter that 

can be applied to the overall Octapad SPD-30 sound. The Phrase Loop recording feature allows 

the player to loop recorded sounds in real time, and then overdub additional parts or sounds. With 

the ability to record three parts per phrase, Phrase Loop is a powerful creative tool for live perform¬ 

ance and recording. 

Price $799 

Web www.roland.com 

V-Plugs 
Uranium Compressors 
What Compressor plug-in 

Why Applies compression by increasing the quiet parts and attenuating the louder ones. This innovative 

technology enables you to achieve radical dynamic manipulations with a smooth, warm sound. 

How Features that make this possible include a modern compression sound based on V-Plugs SDC technol¬ 

ogy, content dependant compression, radical compression effects, smart gate for the compressed signal, MS 

compression for mastering and stereo sources, standard and parallel compression, advanced monitoring, and 

stereo link in percentage. 

Price $96 

Web www.v-plug.com 

Native Instruments DEEP FREQ 
O KORE PLAYER Able The feble 

18 

DEEP FREQ 
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What Effects processing suite 

Why Focuses on frequency manipulation to transform audio material in innovative and 

inspiring ways. 

How Created by sound designer and producer Denis Gökdag, DEEP FREQ provides 150 

multi-effect combinations based on the sound processing engines of Absynth, Guitar Rig, 

and Reaktor integrated in KORE. Through complex combinations of filters, resonators, fre¬ 

quency shifting, resynthesis, granular synthesis, and other advanced algorithms, DEEP FREQ 

can alter and reshape the tonality of beats, melody lines, vocals, and any other audio material. 

Price $79 

Web www.native-instruments.com 



1«
 

1 year subscription to 
EQ for $15.00* 

* 1 year (12 issues) of EQ Magazine $15.00 ($30 Canada/Mexico & $40 International). All non¬ 

U.S. orders must be paid in U.S. funds by Visa, MC, AMEX or International Money Order ONLY! 

7OHNS1-EQ 

E
Q
M
A
G
.
C
O
M
 



NO POSTAGE 
NECESSARY 
IF MAILED 

IN THE 
UNITED STATES 

BUSINESS REPLY MAIL 
FIRST-CLASS MAIL PERMIT NO 220 LOWELL MA 

POSTAGE WILL BE PAID BY ADDRESSEE 

EQ MAGAZINE 
PO BOX 232 
LOWELL MA 01853-9869 

III. III..I..I.I...II.I.I..I..I..II..I.I. Ill 



Propellerhead ReBirth 
What Techno micro composer for iPhone 

Why The software application that started a sea change in the '90s, ReBirth 

is a true reproduction of Propellerhead's acclaimed music-making software 

from 1997 for the iPhone. 

How 2 X TB-303 Bassline Synthesizer with pattern sequencer, the original 

Acid House and Techno bass synth. TR-808 drum machine: Roland's sub¬ 

heavy 1980 beat computer. TR-909 drum machine: the go-to beatbox for 

everything House and Techno. A number of great-sounding effects and audio 

shapers including tempo-synced digital delay, distortion, compression, and 

special pattern-controlled filter. 

Price $6.99 

Web www.rebirthaDD.com 

IK Multimedia 
AmpliTube iRig Zoom H1 

What Portable handheld recorder 

What Mobile guitar amp and 

effects rig system for 

iPhone/iTouch/i Pad 

Why You can plug your guitar 

into your iPhone and jam any¬ 

where. You'll have at your finger¬ 

tips the sound and control of 

three simultaneous stompbox 

effects, plus amplifier, cabinet, 

and microphone, just like a tradi¬ 

tional guitar or bass stage rig. 

How Add amps and effects as 

you need them, expand your rig 

with up to 10 stomps, five amps, five cabinets, and 

two microphones in the AmpliTube iRig app custom 

shop. iRig Plug Interface Adapter is the easiest way to 

get your instrument's signal into your ¡Phone/iPod 

Touch/iPad mobile device. Simply plug ¡Rig into your 

mobile device, plug your instrument into the iRig, plug 

your headphones or amplifier to the output, and you 

are ready to rock. 

Price AmpliTube iRig $39 plus Amplitube FULL $1 9 

Web www.amplitube.com/iriq 

Why Two onboard microphones are configured in an 

X/Y pattern, for stunning stereo imaging depth and 

clarity. The pocket-sized H1 delivers crystal clear 24-

bit/96kHz stereo recordings perfect for music, inter¬ 

views, lectures, recitals, band practice, and more. 

How Can accommodate up to 32GB micro SDHC 

memory cards, providing over 50 hours of recording 

time. The new pocket-sized recorder is powered by a 

single AA size battery, which provides up to 10 hours 

of continuous operation. H1 users can purchase an 

H1 accessory kit for just $24.99 that includes a 

windscreen, AC adapter (USB type), USB cable, 

adjustable tripod stand, soft carrying pouch, and mic 

clip adapter. 

Price $99 

Web www.samsontech.com 

PreSonus StudioLive 24.4.2 
What Digital mixer 

Why Like the 16-channel StudioLive 16.4.2, the 24-channel StudioLive 

24.4.2 is designed for both studio recording and live sound. 

How The new mixer provides 24 input channels, rather than 16. As with the 16.4.2, each input features a trim 

pot, XLR mic input with XMAX mic preamp, 1 /4-inch TRS balanced line inputs, and unbalanced insert points. 

Where the 16-channel model offers six aux buses, the 24.4.2 provides 10 aux buses. Fat Channel provides exten¬ 

sive metering and the programming interface for the new fully parametric EQ, dynamics processing, high-pass 

filter, and signal routing. In addition to on/off switches for each band, the entire EQ can be switched on and off. 

Also the gate/expander adds Key Filter and Key Listen features, and the limiter adds a variable threshold. 

Price $3,299 street 

Web www.presonus.com 
by Mike Rozkin 
All prices are MSRP unless 

stated otherwise 
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TAX TO 
USOLE 

6H ALS 
Sheryl Crow returns to the funky soul music of her 
youth (and her collection of classic analog gear) 
to inform 100 Miles from Memphis 

“I have always been a gear head,” Sheryl Crow says 
from a Manhattan hotel, “because of Bill Bottrell, 
who recorded my first album [Tuesday Night Music 
Club] and my last album [Detours], I learned a lot 
from Bill about what gear does what, and the impor¬ 
tance of the old outboard gear that was so crucial to 
making some of the greatest records that ever were. 
I’ve always been kind of an elitist about making sure 
that the sounds on my records are authentic to the 
great record making of the '60s and ’70s.” 

by Ken Micallef 

More Online 

Watch a sneak peek of 

"Our Love Is Fading." 

See a live performance 

of “Stop." 

Get All The Links at eqmag.com/august2010 

100 Miles from Memphis [A&M], Crow’s latest 
release, is a throwback to the classic soul records of 
those eras recorded at Memphis' Stax studios and 
Alabama's Muscle Shoals Sound Studio. Assisted 
by Doyle Bramhall II (producer, guitarist) and Justin 
Stanley (producer, engineer), Crow recorded at 
L.A.’s Henson Recording Studios (studios A and D), 
New York City's Electric Lady Studios, and at her 
Nashville home studio, Cross Creek. Boasting such 
original gear as a Neve broadcast console and 
BCM- 10 Sidecar, Telefunken ELA M 251 
microphone, Urei 1176 Limiting Amplifier, Teletronix 
LA-2A Leveling Amplifier, two Fairchild 670 Limiter 
Compressors, and a Studer A80 tape deck, Crow's 
Cross Creek studio was used primarily to cut vocals 
and acoustic guitars. Band tracking went down at 
Henson and Electric Lady. But with six albums to 
her credit (and millions of copies sold), regardless of 
the studio, Crow's recording philosophy has 
remained consistent. Continued 
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SOUNDS OF SHERYL 
“Having done it now several ways,” she reports, “I 
really do love to hit tape. I don't know if it's a psycho¬ 
logical thing for me. It’s like Starbucks. It's holding 
that cup. It doesn't mean it's a great cup of coffee, 
but there's something psychological about it for me, 
hitting tape. Tape creates a sonic atmosphere that is 
undeniable, and I love the warmth of it.” 

Stanley ran Pro Tools and tape simultaneously 
for all sessions, printing analog then running it back 
into digital, then choosing the best takes with very 
few, if any, punch-ins allowed or needed. Stanley 
also mixed to tape on Henson’s Studer A800 Mkll. 
100 Miles from Memphis' material is a joint collabo¬ 
ration between Crow, Bramhall, and Stanley; Crow 
also penned a handful of solo originals, covered Ter¬ 
ence Trent D'Arby’s “Sign Your Name” (background 
vocals by Justin Timberlake), Citizen Cope's “Side¬ 
ways," and reportedly cut a version of “Come and 
Get Your Love” by Lolly Vegas (Redbone). Collabo¬ 
rating as a trio, Bramhall often created the melody, 
Stanley scored the music for the band, and Crow 
contributed lyrics. They’d cut a maximum of four 
takes with the band (Tommy Simms, bass; Chris 
Bruce, guitar; Victor Indrizzo and Homer Steinweiss, 
drums; and Jeff Babko, keyboards), then move on. 

“We had to spend time together going back and 
forth until we clicked,” Bramhall recalls. “Once we 
did, we began writing, and it took off. It was pretty 
intense. We had two rooms going at Henson; we 
couldn't create it fast enough. I would have a room 

set up just for writing and putting up vocal arrange¬ 
ments, while Justin would be recording the band in 
the other room. I would come in on the floor and 
play guitar, then leave and do another vocal arrange¬ 
ment on another song, or we'd have one room 
recording horns and strings, and I'd be doing vocals 
with Sheryl in another room. We were writing so 
fast, we had to get it down.” 

When tracking vocals, Crow typically prefers to 
sing while playing an instrument, which for 100 
Miles from Memphis was either guitar or Wurlitzer. 
But on past records, from 1998’s The Globe Ses¬ 
sions to 2008's C’mon C’mon, Crow recorded 
vocals while playing her own Fender Precision bass, 
which usually made it to the final mix along with the 
original scratch vocal. 

“Almost without exception I play bass on my 
records," Crow insists. “Up onto this record I've writ¬ 
ten a lot of songs on bass. Keyboard is my main 
instrument, then guitar, but if you get into the harmon¬ 
ics and voicings of chords, sometimes you get lazy 
about melodies. So on my last four records I've writ¬ 
ten on bass because it makes me put melody first. 

“When you’re tracking, feel is paramount. It 
implies so much. You sort of get locked into a feel 
even if it’s not perfect. And it's hard to get away 
from that. A song like ‘My Favorite Mistake' could 
have definitely benefitted from a better bass player, 
but we got locked into a feel and wound up keeping 
the imperfections of the performance just because it 
is a performance. When bass players come in, I 

K
E
I
T
H
 M
E
G
N
A
 

Left to right-Victor Indrizzo, Doyle 
Bramhall II, Tommy Simms, Sheryl 
Crow, and Justin Stanley at Electric 
Lady Studios in New York. 
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Model shown: ST69 (pop filter sold separately) 

A Sterling microphone captures more than simply the detail and nuance 
of your vocals. It’s engineered to capture the feelings and depth of your 
soul. Because, the way we look at it, that’s what you’re really recording. sterlingaudio.net 
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want them to do what they do, but hook-wise 
there are certain things they would take from my 
original part as far as the melodic sense." 

Old school to the bone, Sheryl Crow believes 
in her own low-end bass theory, live tracking, vin¬ 
tage gear, and maintaining a certain rawness. 

“My recording philosophy in the studio is to get 
the best take and work from that,” she says. “For me, 
it’s still about musicianship. It’s about capturing the 
best performance and then working from that. It's 
not about splicing takes together; it's really about 
capturing nuances and working from there.” 

SWEET AND SOUR 
Sheryl Crow's vocal signature is nearly as recog¬ 
nizable a brand as Coke, Toyota, and Cheehos. 
Her trademark is twin traits of cream and grit, 
sweet and sour. But far from being precious about 
her voice, she practically treats it as an 
afterthought. Though she loves to sing through 
her ELA M 251 and Fairchild 670 at Cross Creek, 
she can’t be bothered to perfect vocals in the tra¬ 
ditional sense. 

“I always say I am going to go back and do the 
vocals proper,” she says, “but by the time I get 
around to it, I am so married to the scratch vocal that 
I never change them. I can’t beat the scratch vocal." 

Far from being the perfectionist we might 
assume given her slick-sounding pop rock singles, 
Crow prefers her vocals au natural as possible. And 
she insists on singing with the band in the live room. 

“There is something about the spirit of singing 
with the band; it's hard to go back and to recreate 

. I am so 

married to the 

scratch vocal 

that I never 

change them. 

I can’t beat the 

scratch vocal.” 

—Sheryl Crow 

that for me,” Crow says. “It's really about the 
performance and feeding off the musicians. Even 
on the records of mine that I've produced, my 
method has been to play bass with the guitarist 
and a drummer and that is when I track my vocal. 
There is something about the feel of singing and 
playing at the same time. On this record I played 
Wurlitzer and sang. When you try to recreate that 
and you're just singing, it’s a completely different 
feel if you're not playing. For whatever reason, 
playing and singing gives me a better feel than 
just singing. I really feed off the band and sing in 
conjunction with playing, and that lends itself to 
the feel and it inspires and also informs the feel.” 

Crow insists on cutting no more than four 
takes per song, is not fond of punching in or 
splicing takes, and absolutely resists any sort of 
Auto-Tune, even though she doesn’t like the sound 
of her singing voice. 

“I don't enjoy listening to myself sing,” 
Crow says. “'My Favorite Mistake’ is one of the 
only songs of mine that I can listen to on the 
radio. The other songs I only hear the imperfections, 
things I wish I would have gone back and redone. 
But I would never EQ things differently. Hell no. As 
a live performer, you know the freedom of what your 
voice can do when you’re singing live, and it's never 
quite like that in the studio because you're more 
conscious of it being a take that's being recorded 
for posterity. It's never quite as free. When I sing 
live, I always think, ‘I wish I could go back and re¬ 
record my vocals now the way I am singing it live.’ 
But it doesn't really work like that.” 
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As Many Tracks 
As You Want. 

unLimiTeo TracK Recoroer 

Never run out of tracks - ever! With Korg's 
remarkable Sound On Sound, every take, 
every overdub is recorded as a separate 

time-stamped WAV file. Capture each idea. 
Explore new riffs. Improvise. With unlimited 

tracks the sky's the limit. Later, empty the 
microSD card into your computer and work 
with the tracks to your heart's delight. More 
than just a recorder, the hand-held Sound 
On Sound is a battery-powered, on-the-go 
studio, complete with a built-in stereo mic, 
monitor speaker, superb effects, dozens of 

rhythms - even a chromatic tuner. 

Follow your creativity. Anytime. Anyplace. 

WB 
OOP 

KORG 
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SOUND on SOUND 
UNLIMITED TRACK RECORDER 

UNDO/ 
REDO 

RHYTHM 

TEMPO/ 
SPEED 

Anytime. Anyplace 
www.korg.com/sos 
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Justin 
Stanley 

Uh.« 

"My Royers 
play a major 
role in every 
session I do. 
From the guitar 
cabs and drums 
to the strings, 
piano, B3, 
brass... they 
sound right on 
almost any¬ 
thing." 

Justin Stanley 

Regarding her choice of mic preamps, Crow likes the API Lunchbox for its clarity and 
the Neve preamps of her BCM Sidecar for their “murkiness that can be beautifully mas¬ 
tered; it has a lot of bottom end.” 

And then there's her prized ’60s Telefunken ELA M 251 from the original A&M Stu¬ 
dios (before it became Henson). “I have a pretty brash upper register, and the ELA M 
doesn't clamp down on it like some other mies do. It still maintains a warmth and an 
evenness, at least the particular 251 that I have. When I used to do jingles, I always 
preferred that mic because it is warmer.” 

STANLEY ON CROW 
Justin Stanley (who recently engineered Eric Clapton's upcoming release and has also 
worked with Nikka Costa, Explosions in the Sky, and Jamie Lidell) added reverb to 
Crow's vocals after the fact, using Orban Spring reverb, Briscasti M7, and Henson's 
plate reverbs and custom echo chambers. 

“When Herb Alpert designed A&M Studios, he wanted to recreate the echo cham¬ 
bers that Phil Spector used at Gold Star Studios in Hollywood," Stanley says. “He had 
the freedom to experiment with chambers. That is why they have seven or eight cham¬ 
bers here at Henson of all different sizes and textures. Some have plaster walls, some 
have shellac, some have rubber, and they all have a different kind of flavor. That gives it 
a great character." 

Stanley used a combination of Neve 33609, Vintagedesign CL1 MKII, and Retro 
Sta-Level compressors on Crow's vocal, balancing old with new. 

“I'm a big fan of Neve mic pres and the Sta-Level compressor for vocals, and also 
the Vintagedesign CL1 " Stanley explains. “I go to one of those when tracking, and as 
far as mies, when we're tracking Sheryl's vocals live with the band, I had a Shure SM7 
up. A lot of the live vocals with the band were kept. When she wanted to perform the 
vocal in her own space at Cross Creek, we'd use her ELA M 251 . She’s really com¬ 
fortable and familiar with the sound of that mic." 

But the Vintagedesign and Retro Sta-Level (a recreation of the 1956 Gates Sta-Level, 
which dominated the sound of '60s AM radio playlist) gear are staples of Stanley's setup. 

“I love the Vintagedesign because it doesn't kill the transients," he says. “But it brings 
the body of a drum or vocal signal; it glues it all together. It gives you a warmth in the 
tonality if there is any kind of color there to begin with. It's on the darker side of things. The 
Sta-Level is just a great tube compressor built in a one-man shop; he makes beautiful 
recreations of the original Sta-Level design. It's got eight tubes and huge transformers; it 
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ECHO ... ECHO ... ECHO CHAMBERS 
Producer/engineer Justin Stanley on the echo chambers at 
Henson Recording Studios in Los Angeles: "An echo chamber 
works like an effects return. A signal, whether it's a vocal 
or a drum or a guitar, is sent out via the send on the desk, 
and that goes down the line to a speaker inside the chamber. 
Inside the chamber, you can experiment with different mies, 
different speakers or amplifiers driving the sound. That sound 
is dispersed in the room, and you get this natural reverb, 
which is picked up by the mies and sent back to the effects 
return. Some of the chambers are the size of a garage, some 
are the size of a closet, some are the size of a small room, 
and they all give a different picture to the signal." 

just holds the sound in such a beautiful way. You don’t hear any pumping or squashing of 
the sound; it just holds it all together.” 

In addition to engineering, Stanley helped Bramhall maintain a relaxed attitude in 
the studio. Though Crow always aims for the most relaxed atmosphere possible, Stan¬ 
ley focused on it. 

“We made a conscious effort to get Sheryl even looser in the approach to her 
vocals,” Stanley says. “The more people can forget about singing and just let out their 
emotions the better. As soon as they start thinking about playing or singing, that’s 
when it gets stiff. You want the artist to get lost in their space, so at the end of the 
take they wake up from that moment. You can see some people when they play or sing 
at the end of the song, they come out of the trance. That’s when you know someone 
has gone to that special place.” 

LETTING IT BLEED 
After recording vocals, the most important part of Stanley's job was miking the various 
instruments. But before mic placement, Stanley scopes out the room and the instruments. 

“With every instrument, I always go into the room and listen first,” he says. “And it 
always starts with the instrument. If you have a good instrument, you can use any mic, 
really. There is always a lot of time and thought put into what instrument we are going 
to use. What snare drum? Are the cymbals too bright or too dark? Which amp are we 
using? You find the combination then you get the players to go in and feel out the live 
recording room, and then you can hear where everything sounds best in the room as a 
collective unit. It’s not just a matter of setting up anywhere, you make sure the musi¬ 
cians are comfortable and can hear themselves. The last thing to happen is setting up 
mies. Once everyone is comfortable, I begin miking. 

“And I don’t worry about bleed. All the doors are open. There’s always amp sounds in 
the drum kit, drum sounds in the piano; there's always bleed. But that's part of the glue 
that holds it all together. I love the sound of different instruments bleeding into each other. 
I don’t think you need to control it. You just let it flow and be what it is. People spend 
hours finding the right reverb to glue things together or to give it some space. But when 
you are live in a room, it speaks its own sense of place, its own environment sonically. If 
you listen to any old Stax or Beatles or Stones recordings, you hear a lot of bleeding.” 

Along with Crow's Fender P bass, the musicians played Gibson ES-335, Fender 
Telecaster, and Fender Stratocaster guitars, running through an assortment of amps: 
Gibson GA-40 Les Paul, '69 Fender Pro, Silvertone, and DeArmond amps, and a new 
product, the Lazy J 20 amp. 

“Usually I put a mic five to six inches away from the cabinet," Stanley explains, 
“maybe a couple of feet away depending on the sound of it. Usually with the ribbons if 
I am using an RCA 44-BX or one of the Royers [R- 1 22V or SF-24], I can get a bit 
more distance away from the cabinet because they're usually a little darker sounding. 
So the farther away from the cabinet, the more top end you are going to explore. 
Some of the other tracks I just used a Shure SM57 or a Beyerdynamic M 160, which 
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is also an older ribbon mic. With the Royers, they've developed the ribbons to handle 
a lot of SPL, so you can have them quite close to the cabinet and they won't die. The 
old RCA 44-BX you have to keep a good distance away from the cabinet. The air 
pressure from the speaker will screw up the 44 if it's too close.” 

Stanley miked the Leslie cab for keyboards with two Neumann U 87s or U 67s, 
allowing a bit of space from the cab to “let it breathe and get some room sound in 
there.” He ran the Wurly through a guitar amp and miked accordingly, and for piano, 
used two U 67s or a U 49 as a mono mic, “just outside the piano, for a warmer sound 
that you can compress a bit." 

When miking the Ampeg Portaflex B-1 5 bass amp, Stanley took a page from that 
heavyweight tome on the Fab Four, Recording the Beatles. 

“I'd read in Brian Kehew's Recording the Beatles that Geoff Emerick would use an 
AKG C 12 about eight to ten feet away from the bass cabinet. So we tried that in Stu¬ 
dio A. You'd think the sound would be reverberating everywhere and there'd be no 
way to get a decent tone on a bass guitar from that distance. But I put the bass amp 
in the middle of the room with a bit of carpet and put the mic eight to ten feet away, 
and it was the punchiest, upfront sound that I've heard for bass. It was an incredible 
realization. I think part of it is because bass waveforms are a lot slower to develop, so 
it probably takes that distance for them to really come to their fullest potential. That’s 
the sound you're hearing when it hits that point.” 

Given his penchant for old-school everything, it's no surprise that Stanley follows a 
minimalist approach to drum miking. Comprised of '60s and early '70s Ludwig and 
Gretsch drums and Istanbul cymbals, the drum set was recorded with Quad 8 and 
Neve 1073 mic pres, and various vintage mies. 

“Out in front of the kit I used the RCA 44, and then a mono overhead, either a Neu¬ 
mann U 47 or an old Coles 4048 sitting right overhead in the middle between the 
snare and the rack tom. Then there's a 47 fet on the kick, and that is the main sound of 
the kit. If I need more detail, I might add closer mies, but I can usually get a great 
sound with just those four mies.” 

Inspired by her love of southern soul, Stax, and Muscle Shoals, Sheryl Crow’s 100 
Miles from Memphis is a loose and funky affair, recorded sans click to keep it real and 
utilizing old school gear and techniques. Like Mick Jagger once said, “It's only rock 
and roll. .. That laid-back attitude informed the entire proceeding, including the deci¬ 
sion to not overplay the music. Let it flow. Let it roll. Keep it in the moment. 

“Sometimes people try to play this kind of music too good,” Bramhall confirms. “On a 
lot of those old Muscle Shoals records, it seems like it wasn’t hundreds and hundreds of 
takes. It's just a theory, of course, but it's really about keeping it spontaneous." CQ 
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Midnight Juggernauts on Creating the 
Jam-Inspired, Processed Layers Inside 
The Crystal Axis' Wall of Sound by Kylee Swenson 

Melbourne, Australia's Midnight Juggernauts are 
used to the DIY way: They write separately, self¬ 
produce their albums, and release their music on 
their own label, Siberia. But for their second 
album, The Crystal Axis, the prog-rock leaning, 
electro-pop trio changed up their methodology. 

“With this one, we spent a lot more time 
together in a room," says multi-instrumentalist 
Andrew Szekeres. “When we first started the 
demos for the album, we set up a whole lot of 
equipment down at this remote house on the 
beach in eastern Australia on the coast, and we 
just started jamming. The more prog-y kind of 
psych tendencies that come out with some of the 
songs is just from the way we were jamming and 
messing around with loop pedals.” 

After the demo stage, Szekeres recorded core 
tracks live with singer/synth-ist Vincent Vendetta 
and drummer Daniel Stricker at Melbourne's Sing 
Sing Studios, with help from engineer Chris Moore 
(TV on the Radio, Yeah Yeah Yeahs). The goal was 
to achieve a looser feel than their previous album 
and EPs. “When we recorded the first one, it was 
very rigid, sequenced, and even recording all the 
live stuff, it was desperately tied to this metronome," 
Szekeres admits. “With this one, we tried to keep it 
a bit looser and have parts of songs where it gets 
kind of sloppy and weird. There are lots of mistakes 
on the album-happy accidents-which give the 
album character." 

Once basic tracks were recorded, the band 
began the long process of layering, stripping 
back, and layering some more. In the end, some 
tracks were jam packed, as with the epic and 
catchy second single, “Vital Signs,” which boasts 
a whopping 130 tracks. “This whole album is very 
much like a wall of sound, which makes it quite 
difficult when you’re going through it and trying to 
find space in different parts,” Szekeres says. 

The guys experimented with a bunch of differ¬ 
ent synths, string synthesizers, and organs, includ¬ 
ing a Yamaha YC-20 combo organ and SS-30 
string synth, ARP Solina String Synthesizer and 
2600 synth, Moog Minimoog and Modular synths, 
Dave Smith and Casio synths, Roland RS-202 
string/brass synth and VP-330 vocoder, and a 
Hammond B3 organ. 

But some ideas originated on soft synths. “I 

“There are 

lots of 

mistakes 

on the 

album-

happy 

accidents” 

—Andrew 

Szekeres 

either had Andy replay them or sent the original 
MIDI data to the synths via a Kenton MIDI to CV 
converter,” Moore explains. “Most of the work get¬ 
ting these sounds was done on the synthesizer 
itself; modular synths have a lot of sound-shaping 
possibilities, and I spent a lot of time getting 
unique sounds for every part. Recording-wise, it 
was just a matter of recording them through a DI 
into Pro Tools, although we did send a few string¬ 
synth sounds through the Leslie cabinet of the 
studio’s B3 organ.” 

Meanwhile, lots of sounds went through a 
Roland Space Echo, including a Suzuki Omnichord 
“going crazy all over the place,” says Szekeres, at 
the end of “Vital Signs," and on the Minimoog dur¬ 
ing “The Great Beyond." “And the sound at the 
beginning of 'Lemuria' is Dan feeding the echo 
back on itself and tweaking the delay time for some 
classic dub sounds," Moore says. 

The guys also fed a Z.Vex Super Duper pedal 
through guitars (either a '70s Fender Telecaster or 
a Gibson SG played through a late-'60s Fender 
Twin) and synths. “The Z.Vex pedal was used as a 
boost to overdrive the amp for crunchier sounds, 
and it was also used for distortion on the synth 
bass on a couple of the songs,” Moore says. 

Like many of the album's tracks, “The Great 
Beyond,” which features a late-’70s/early-'80s 
pop-influenced chorus of vocals (sung through a 
Neumann U 67), morphed midway through 
recording. “Vin wasn't happy with the chorus that 
he'd sung, so he redid it at another studio in 
Melbourne called Hothouse,” Szekeres says of 
Vendetta, whose deep voice hints at David Bowie, 
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but on “The Great Beyond" reaches a 
higher register reminiscent of Alan 
Parsons. “He was constantly changing 
vocal melodies." 

Toward the end of the song, it takes a 
drastic turn into a jam-inspired freak-out 
of guitar, synths, and Stricker triggering 
bass from a Yamaha CS-1 5 from his kick 
drum, with later overdubs of smashing 
metallic lids. 

“There are a couple of different guitar 
sounds at the end of ‘The Great Beyond,' 

both involving the Roland Space Echo," 
Moore says. “One was more traditionally 
recorded, with Andy playing his guitar 
through the Space Echo and a [Musitronics] 
Mu-Tron III envelope filter pedal into a Vox 
AC30 reissue. The other was recorded nor¬ 
mally through the amp, but during the mix I 
ran it through the Space Echo, so that you 
can only hear the Echo and none of the orig¬ 
inal guitar signal. That created a lo-fi sort of 
sound where the guitar is constantly fluctu¬ 
ating in pitch and volume, which you can 

hear by itself at the very end of the song.” 
Drum-wise, Midnight Juggernauts 

and Moore aimed for a tight, dead sound. 
“We actually recorded the drums in quite a 
big room, so we used a lot of partitioning 
and made this little box for the drums in a 
corner, so we'd get a really dead sound,” 
Szekeres says. “We only used 1 /20th of 
the room because we wanted such a tight 
sound. And if we didn't like the sound of 
snares or the way the drums were sound¬ 
ing, we'd try different mies." 

“The drums were miked in a traditional 
'70s fashion,” Moore adds, “using Neumann 
mics-U 67s for overheads, KM 84 for snare, 
and U 47 fet for kick. We also used Beyer 
M88s for close mies on the toms. And the 
album was recorded on a vintage Neve con¬ 
sole using 1073 mic pres on every drum and 
instrument sound." 

As for drum experiments, on the super¬ 
rhythmic “Lara Versus the Savage Pack,” the 
group got a ringing, percussive sound for 
the choruses. “We brought a metal table 
from the control room out and had Dan hit 
it in time with the snare in the choruses,” 
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Moore says. “You can barely hear it in the 
final mix, though.” 

And on “Cannibal Freeway," it sounds 
as though the hi-hat is panned to one side, 

memories of hearing the vocal on its own 
a thousand times without any music. I 
think it is difficult for pretty much all musi¬ 
cians to continue to go over a song when 

you just want to move on to writing new 
music without having to painstakingly 
comb through all these details. That part 
of it isn't much fun." ca 

but it's a sleight of hand created by the 
Roland VP-330 vocoder. “When we were 
first doing mixing, we ran the drum track 
back through that and then re-recorded it 
through its audio input,” Szekeres says. 
“From the second half of the song, there's 
this layer of tinny-sounding drums under¬ 
neath, which are the drums going through 
the vocoder. The VP is being pushed to 
one side heavily, and because it's tinny 
and doesn't have any bottom-end, the hi-
hat is coming through stronger.” 

With such a long push and pull of the 
songs on The Crystal Axis-layers upon 
layers subtracted, added, and multiplied—it 
wasn't easy for the band to stay engaged 
all the way through the process. “I think 
that there’s no greater feeling than that 
initial excitement and when you feel like 
you've either written something that you 
think is really working, or you first do some 
kind of production thing and come across 
some sound. It’s really hard to keep that 
feeling,” Szekeres laments. “You just lose 
perspective, and the longer you work on it, 
the harder it becomes. This album was a 
lot more difficult in that sense because it 
was a lot bigger production and a lot more 
tracked and layers and recording sessions 
over a long period of time, you don’t even 
know if it's sounding good anymore or 
what the hell you’re listening to.” 

At that point, Szekeres and Moore 
agree, it's time to take a breather. “If a 
band is getting stuck or bummed out on a 
particular song, I recommend taking a 
break, getting some fresh air, and then 
returning to work on a different song," 
Moore says. “Coming back to a song 
with fresh ears after a break, or the next 
day, can often re-generate everyone’s 
excitement about the song.” 

But when you’re too close to some¬ 
thing, sometimes space in between lis¬ 
tens doesn't help retain the excitement. 
“Eventually you just get tired of it, and you 
realize, ‘Okay, I'm pretty sure this is work¬ 
ing,"' Szekeres says. “But you're never 
sure, not as sure as you are when you 
first do it. I don’t think I'm really that inter¬ 
ested in listening to the album right now 
because of months of dissecting and 
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Erasure's Andy Bell and producer 

Pascal Gabriel distort reality for Non-Stop 
by Bill Murphy 

“It's true I found myself having to pull back and come 
up with a different sound on this record," says singer 
and Erasure frontman Andy Bell, explaining how 
Mute label founder Daniel Miller urged him to switch 
gears from the soaring vocal lines and giddy synth 
melodies that have defined Erasure throughout the 
dance-pop duo's 25-year history. “If I was going to 
take the time off from Erasure, I was determined to 
try something else altogether. So the vague idea was 
inspired a little by Daft Punk and Miss Kittin, crossed 
with a bit of Ladytron and M’s ‘Pop Muzik.' It was quite 
strange to go into making an album that doesn't 
sound like me, but it was big fun in the studio." 

Starting about two years ago, Bell began fleshing 
out demos with Stephen Hague and then Jon Collyer, 
both of whom had worked with Erasure in the past. The 
sessions were fruitful, but it wasn't until Bell re-con-
nected with Belgium-born (and London-based) pro¬ 
ducer Pascal Gabriel-known for his groundbreaking 
acid/breakbeat collaborations with S’Express and Tim 

Simenon’s Bomb the 
Bass, as well as more 
recent projects with 
Kylie Minogue, Bebel 
Gilberto, Miss Kittin, 
and Ladyhawke-that 
the ball really got rolling. 

“I did a remix for 
Erasure back in the 
late ’80s," Gabriel 
notes, “but we hadn’t 
got together since 
then, so I knew this 
would be a great 

Pascal Gabriel in his 
London-based studio. 

opportunity. Andy wanted to make a real hard dance 
record, very contemporary and very modern. Every¬ 
thing you hear now on the radio, from Lady Gaga to 
whatever, it's really crunched and cranked up-l mean, 
you look at the waveform and you can't see 
anything. So we deliberately went for that, with a 
variety of crunchy distortions in our sound palette, 

because I think Andy was very conscious of not 
being polite with this album." 

Indeed, Non-Stop is anything but cordial. The 
album's first single “Call on Me” opens with a simple 
three-chord ditty played on a cheap Yamaha PC-1 00 
Portasound, then crashes into a double-helixed Korg 
700/Moog Voyager bass line and a bit-crushed mid-
tempo club beat (programmed with Sonic Charge's 
pTonic software, which Gabriel used to build at least 
six different “kits” for the album). Bell himself sings in 
more of a throaty midrange, with his layered vocals in 
the song's chorus immersed in psychedelic stereo 
flanges and a lo-fi shimmer of distortion. At times the 
vocals sound as though they were tracked hot, as 
close to a OdB ceiling as possible with requisite clip¬ 
ping and compression, but Gabriel makes it clear he 
has subtler methods at his disposal. 

“I always record vocals as clean as possible to 
keep all options open,” he says. “I compressed just 
enough to give Andy's voice some presence, with¬ 
out peaking too high-nothing fancy really.” Bell's 
mies of choice were either a vintage Neumann 
Gefell UM 57 (through a Neve 33115 mic pre and 
EAR 660 compressor to an Apogee Ensemble inter¬ 
face, and from there into Logic Pro) or a Sennheiser 
Blackfire 541 (through a Universal Audio LA-610). 

After committing a few clean passes to Logic, 
the effects processing would begin. “We used a 
variation of things on the album," Gabriel says. 
“Mainly, it was Logic's Guitar Amp and Pedalboard 
plug-ins, but I also used a modified megaphone 
[see Melophobia.com/studio] that has a 1/4-inch 
input so I can send whatever I want to it and then 
mic it up. I also have a range of small amplifiers 
that I send stuff to-just so the track can get out of 
the box and take some air, and then I blend it in 
with the clean source.” 

For the liquid flanging and phasing that cycles 
through “Call on Me” and, most notably, the dark¬ 
sounding “Running Out" and the brilliantly catchy “Say 
What You Want,” the vocals were blended in a similar 
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fashion. “In the verse on ‘Say What You Want,’ Andy 
sang an octave below the main vocal, and then we put 
that through [Celemony] Melodyne and squarified it to 
make it sound more robotic. There's a Korg 700 line 
following him very quietly as well—it ends up sounding 
almost like a Peter Frampton-style talkbox. I remember 
spending hours just moving things about until each 
syllable would match up with the synth.” 

Gabriel would also turn to Logic's Sample Delay 
plug-in, as well as Universal Audio's emulation of the 
Roland Dimension D (usually at the highest of four 
possible “mode" settings), for more effects options 
throughout Non-Stop. “I usually have three tracks 
for the lead vocal,” he says. “I'll mix the clean one in 
the middle, with the effected tracks in stereo so you 
get this kind of otherworldly left-and-right swimming 
thing going on in your head.” 

Bell himself took immediately to Gabriel's experi¬ 
mental touch. “One thing I quite like is de-tuning the 
vocals a bit," he explains, “so you have a sharp one just 
above you and a flat one underneath, and then mixing 
those together. Pascal would show me amazing things 
like that, and more often than not I'd go with his first 
idea because it would work so well with the track." 

Logic's Pitch Correction function, softened with 
low-level doses of the Chorus and Ensemble plug¬ 
ins, does the trick, as heard in the Bowie-esque 
“Subject/Object” (replete with the cascading 
sounds of a vintage Roland G-707 guitar synth). 
Then there's the epic electro-punk chorus of 
“Touch," which opens with an arpeggio mined from 
Spectrasonics Omnisphere, and also benefits from 
a sampled-and-reversed scream courtesy of the 
classic horror comedy Carry on Screaming. 

Mixed largely as it was recorded, and mastered 
for added low-end depth by German producer Pole 
(né Stefan Betke), Non-Stop marks a resurgent 
moment for Bell. Whatever happens, he's sanguine 
about the future, which includes an upcoming new 
album from Erasure and some guest DJ 
appearances in the U.S. “I'm always blown away by 
the finished sound of anything I work on,” he says, 
“and with this record I feel like we did something 
amazing. It's difficult to break out, especially now, 
because music is treated so much like fast food, but 
I'm thankful that Erasure came through in an era 
when that meant something, you know?" CO 



36 

BY KENT CARMICAL 

4 Classic 
Snare Sounds 
Ringo's Dry Thump 
For me, the quintessential Ringo snare sound is all 
over the “White Album.” Who would think a muffled 
snare could sound so cool? The problem we face 
here is that Ringo's sound is pretty much impossible 
to achieve after the fact, so you have to record the 
snare already muffled. The hot setup at Abbey Road 
for the Ringo sound was a snare tuned loose, 
with tea towels draped on the top head. Not muffled 
enough? No problem-o. Ringo would just throw 
someone’s wallet on top of the tea towels for even 
more ambience-killing thunk. Back then, the Abbey 
Road crew probably brought back some of the snap 
and grit by ruthlessly squashing the signal with a 
tube limiter. You can start experimenting with a 10:1 
ratio, and just keep cranking it until you achieve the 
proper mash. To boost-or cut-some sizzle, manipu¬ 
late 10kHz with a late '60s sense of freedom and 
abandonment. If all this sounds like too much work, 
stick an extra top head on the snare-as I once did by 
mistake-and marvel at how much the whole thing 
sounds like a muffled snare slammed by a Fairchild 
670 tube compressor. 

Crazy Thonk 
Who says you can't have crack and wood from a 
snare drum? The Fine Young Cannibals 1989 hit, 
“She Drives Me Crazy,” has a snare sound so dis¬ 
tinct, it lodges in the darker recesses of the mind 
to the point you could name that tune after a sin¬ 
gle snare hit. While the original version was cre¬ 
ated using a combination of a real snare and a 
sample, a bit of EQ tweaking will get you darn 
close. Boosting 100Hz to 300Hz should give you 
some major wood, while boosting 2kHz-3kHz will 
provide crack for days. Compress with a 2:1 
ratio, and apply a light dose of a large room 
reverb algorithm. 
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Bonham Bedlam 
The massive success of Led Zeppelin afforded Jimmy 
Page the ability to drag the band all over the English 
countryside to record in various castles and stately 
manors in an effort to further enhance his spooky cred. 
Word has it the somnambulist sounds of doom from 
the classic track “When the Levee Breaks" were 
achieved by placing Bonham's kit in a stairwell, and 
miking it from several stories above. Of course, this 
type of excess is unavailable to mere mortals, so if the 
Bonham snare sound is the action you crave, a work¬ 
able understanding of reverb parameters is necessary 
to recreate the vibe. First, you will need a room. Pick 
something big-like a large hall or a cathedral. Dial up a 
reverb time of one second for starters. Predelay set¬ 
tings mimic the time it takes for the original sound to 
reflect back as reverb, so for our Bonham Fest, 5ms to 
25ms should put you in three-story stairwell territory. 

Chad's Meaty Thwack 
Another distinctive snare sound can be heard on 
“Give It Away” by the Red Hot Chili Peppers. Drum¬ 
mer Chad Smith whacks his snare so hard, it sounds 
as if it may come apart on the molecular level, so this 
treatment will work best with snare tracks played with 
similar ferocity. First, gate the track using a very fast 
attack time of 40ms to 100ms. Release times will 
require some tweaking, but start with fairly fast times 
in the 150ms range. The reverb on the track 
enhances the tightness of the overall sound, so go 
with a small, reflective room or plate algorithm. There 
is a certain grittiness to the quality of reverb on the 
track, so if you can dig up an old 12-bit Alesis Midi¬ 
Verb from the days of yore-or if your reverb plug-in of 
choice has a bit-reduction function-give it a try. Keep 
the attack fast, and adjust the decay parameter so 
that the reverb trail doesn’t step on the subsequent 
snare hits. Tube socks optional. CQ 
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SESSION NOTES 

8 Questions That Can 
Save Your Session 
If more artists had post mortems as to why a record¬ 
ing session tanked, they might discover the winds of 
defeat can sometimes be blowing before anyone 
even steps into the studio. Musical pre-production is 
often discussed as a necessity when making records, 
but it seems as if administrative and strategic plans 
are often given little consideration. Well, guess what? 
If you don't address some of the “whys and hows" 
before you start tracking, the musical parts and pro¬ 
duction plans may be insignificant, because the proj¬ 
ect might die before it's even born. 

What Is the Goal? 

This is an oft-forgotten, but very deadly question. 
Too many artists enter the studio without a clue as to 
why they are really there. Are you making a demo? If 
so, what is the demo for-managers, booking agents, 
label executives, or publishers? Are you making a 
master recording? If so, are you releasing the project 
on your own, having it distributed through a label, or 
handing the master to a bona fide record company? 
For example, C. Tricky Stewart defines his production 
role as “the liaison between a great song, the artist, 
and what the label needs? You need to know where 
your project is meant to go. 

Does Everyone Know His or Her Job? 

Sometimes, democracies can be inefficient in the 
studio work. In order to maximize productivity-as well 
as to steer a project towards completion without 
spending funds indiscriminately-it helps to have a 
clearly defined chain of command. Be very clear 
about the roles of the producer, engineer, and various 
band members. Collaboration should still happen, of 
course, but it's often best when all opinions and ideas 
are delivered in an arena of “managed collaboration.” 

Are You Working with a Good Engineer? 

You don't have to be an accomplished engineer or 
producer to make a good record, but, if you’re not, 
then you need to work with one who can capture 
what you hear. This means that the engineer with the 
best hourly rate-or the one provided by the studio¬ 
may not be the best partner to realize your creative 
vision. Never be afraid to spend the time to get to 
know the person who will be twisting the knobs for 
you-and make sure that person understands what 
you are trying to do. 
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Are You Aware of What You're Competing 
Against? 

Learn what a “finished recording" sounds like for 
an acceptable demo, a rock record, a pop record, 
and so on. Compare your song to professional 
recordings and/or hits, and note all the differences. 

Are You Building a Strong and Appropriate 
Foundation? 

Depending on the genre, there are many ways to 
start a recording. In hip-hop and dance, the rhythm 
track rules. But for songwriters such as Jason Mraz 
and John Mayer, the recording may start from the 
foundation of a basic guitar and vocal track. Of 
course, songs can start all kinds of ways, but certain 
styles do tend to put more importance on one ele¬ 
ment or another, so make sure your work hits the 
style's sweet spot. 

Will You Allow for Spontaneity? 

Let go of preconceived ideas and assumptions, 
and let pure creativity guide the process. You can 
always assess and edit the ideas later, but if you set 
rules at the beginning of the process, you may pre¬ 
vent something glorious from happening. 

Do You Know When to Surrender? 

“Learn when to let it go when it's too hard to get," 
suggests producer/songwriter Robert Ellis Orrall. For 
example, if a vocalist is trying over and over to get 
something you'd like to hear, but they can't or won't 
get it, then move on. Your choice is to have them 
practice the part and try again later, or just let it go. 
Sometimes, doing what is attainable is preferable to 
getting a less-than-great performance on a part you 
desire. 

Will You Commit to Being a Solution—Not a 
Problem? 

If something goes wrong in the studio-and it will— 
be professional. Things can sometimes get heated 
with the studio clock ticking and musicians or clients 
getting anxious. Keep your cool. If it's your studio and 
you're the producer, the solution will likely be your 
call, but calmly detail your plan for getting back on 
track. Don't be too pushy or defensive or visibly con¬ 
fused or angry. If the person who should be in control 
seems out-of-control, then the whole session can 
spin into the abyss, co 
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BY SCOTT MATHEWS 

Do You Really 
Want a Producer? 
Are you are truly stoked to hand over the reigns, and 
let someone else steer your recording project? Are 
you fully capable of trusting and following the advice 
of an outside influence on your precious work? 

Please circle back to the title of this article to make 
sure you understand the key word is “want" as 
opposed to “need.” Some artists need production help 
(whether or not they know it), but resist it for various 
reasons. It can be an ego issue, a control situation, 
lack of funds, insecurity, fear, or just plain ignorance of 
what production roles and responsibilities are. Indeed, 
many artists may need a producer in the most desper¬ 
ate of ways, but still feel they don’t want one! 

Over the years I have been producing, I have 
worked with artists that fit every range of what you 
can imagine. There are those who seemingly want 
production assistance more than anything in their 
lives, all the way to those who are only putting up with 
the idea because the record label won't let them into 
a studio without a producer. I am happy to report that 
most artists fall closer to the former than the latter, as 
there is nothing more frustrating and futile than trying 
to collaborate with a non-collaborator. 

In my quest to help you come up with the right 
answer to this question, I'll say that you are likely to 
be an artist who wants a producer if you find yourself 
agreeing with the following statements. 

(1 ] You believe the theory that two heads are bet¬ 
ter than one, and that your strong suit is mainly one of 
a performer, whereas the producer is a director, pur¬ 
suing all things that inspire, shape, structure, and 
finalize the collective vision to equal much more than 
the sum of the parts. 

[2] You have a history of struggling to express 
yourself with great demos or finished projects that 
showcase the best performances imaginable, 
while maintaining a sonic value that matches the 
music perfectly. 

[3] You have come to realize that the “one person 
does it all” style of multitasking is overwhelming, and 
actually brings less reward to the overall artistic pursuit. 

[4] You feel that the input, energy, and focus of 
another creative force dedicated to getting the best 
out of you pushes you to higher levels of excellence, 
and does not threaten you simply because the ideas 
are coming from someone besides yourself. 

[5] You admit to having “demoitis"-a tragic state 
of mental blockage that makes one believe a song 
cannot change from the original demo-and you can't 
shake it alone. Demos can be a blessing or a curse, 
so you've got to be honest about whether or not 
recording them helps or hinders the process of creat¬ 
ing your final master recordings. 

So now, you may be thinking that bringing on a 
producer is a good idea. But how do you know the 
chemistry will be there to make greatness together? If 
you want to test the waters by doing a single track or 
so before committing to a whole project, that should 
be acceptable to most producers, as long as it is a 
fair arrangement for both parties. Frankly, you test¬ 
drive the car before you buy it, right? Also consider 
that co-production can be a good approach for those 
who have great production chops, but who want to 
share the creative load with another producer. 

The bottom line in any and all producer/artist rela¬ 
tions is mutual respect, and the trust that both can 
bring the best out of each other. So do yourself-and 
everyone else-a favor, and don’t hire a producer you 
don't have 100-percent faith in. In order for them to 
do their job, you have to let them do it. 

I'll leave you with this well-worn joke among pro¬ 
ducers: If the recording goes multi-platinum, the artist 
is a genius and gets all the credit. Conversely, if the 
project tanks and sinks into the great unknown, it is 
clearly 100-percent the producer's fault! 

So, do you really want a producer? CO 
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BY CRAIG ANDERTON 

Mix Headroom vs. 
the Mastering Engineer 

Fig. 2. The peaks circled in red are clipped. 

Fig. 1. Mixes like this are no fun to 
master, and they can't be mastered 
to reach their full potential. 

Fig. 3. The peaks circled in red have been severely compressed, 
but still sound better than being clipped. 

If there’s one thing a mastering engineer doesn’t want 
to see, it's a mix that looks more like a sausage than 
audio (Figure 1 ). This is usually due to someone who 
straps a maximizer-type dynamics processor across 
the master mix bus for a “loud" sound, without realiz¬ 
ing that it ties the mastering engineer’s hands (who 
likely has better tools for making audio loud anyway). 
However, lately I’ve been getting something more dis¬ 
turbing: mixes that look a lot like Figure 1, but upon 
closer examination, have clipping issues. 

Referring to Figure 2, you can see the waveforms 
are “flat-topped," which causes clipping distortion. One 
reason this happens is because the mix engineer doesn’t 
realize that with digital, “going into the red” almost 
invariably generates clipping, so they don't get too 
bothered when the overload light goes on. But another 
is personal taste: Some people like the sound of digital 
distortion, and figure a little clipping won’t hurt. But 
when this file goes to the mastering engineer, remem¬ 
ber that mastering puts a sort of magnifying glass up to 
the audio. Once digital distortion is part of a mix, 
there's almost nothing the mastering engineer can do 
to remove it. The end result is a sort of fuzzy, harsh 
quality that robs definition and causes ear fatigue. 

Now consider Figure 3. This also shows a mix that 
has virtually no headroom, but it's due to excessive 
amounts of compression and limiting, not clipping. The 
waveform peaks aren’t flat-topped, but simply reduced 
in level. Although this file is still far from ideal from a 
mastering standpoint, and won’t let mastering reach 
its full potential, it's better than clipping distortion. 

Let the Mastering Engineer 
Master! 
The solution is simple: Don't use any processors 
across the stereo bus (like maximizers), and set levels 
so there's plenty of headroom when mixing-l gener¬ 
ally don't let peaks go much above -1 0 to -6dB in 
my mixes. Mastering can always make it loud. 

Some engineers balk at this, saying they like to 
push the output because it's part of their sound, and 
they like a squashed effect. In that case, sure, throw a 
maximizer across the stereo out, and mix away-faut 
bypass it before exporting the final mix. Then include 
a note to the mastering engineer saying you want a 
really loud, squashed mix; they’ll do their best to give 
you what you want. 

As a mix engineer, get the mix and the balance 
right— but don't mix too hot and introduce distor¬ 
tion, or you’ll just end up with a frustrated master¬ 
ing engineer, and a recording that won’t sound 
anywhere near as good as it possibly could when 
it's mastered, co 
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TRACKING BY BUDDY SALEMAN 

Home Brew ADR, 
Part Three 
The situation recap: The studio is set up and ready to 
go. The talent is in the booth and aching to get this done 
so they can go to their Hollywood premiere. The direc¬ 
tor is sitting beside you in the control room wondering 
when you're going to put this magazine down and start 
working. Well, it’s almost time to deliver the project, but 
we have just a couple of more things to cover. ... 

Dialog and Ambience 
Make sure the actors mimic as much of the expan¬ 
siveness or closeness of the scene as possible. For 
example, if the filmed scene shows the actor far away, 
using a close mic to record the dialog will probably 
sound odd. On the other hand, you have to stretch 
the aural truth a bit, because even though the actor is 
far away onscreen, the audience still needs to hear 
them. You may have to record the lines just a bit off 
mic-being careful to retain as much clarity and articu¬ 
lation as possible-and then add in some reverb to 
“fool” the ear into “hearing" the dialog a few feet 
back. The goal is always to be believable and trans¬ 
parent. Remember, great ADR does not exist to the 
audience. They should never notice how amazing 
your work is-they should just hear the lines naturally. 

Getting the Lines Down 
The process of the actual dialog recording can be 
torturously slow. It takes way longer to get fewer lines 
then anyone would ever expect, so be prepared. Also, 
there is no way to rush the talent. Sometimes, they 
are great at it, but the process can drive even the 
calmest individual to frustration. 

The talent will watch the film clip over and over 
again, and try to recapture the feeling he or she had 
during the moment they actually acted out the scene-
all the time trying to stay in sync with the picture so 
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that their lip movements match the rerecorded dialog. 
It's a battlel Usually, if the actor's performance is 
close, you can often move the audio until it lines right 
up with the picture. The usual size of movement could 
be as small as sub frames. Subtlety is the key. There 
is no secret to doing this part— it’s all trial and error-
but with practice and patience, you will get good at it. 

A Little Help ... 
There are some tools that will make your life a bit eas¬ 
ier. For example, there are Synchro Arts VocALign 
and Voice Q ADR that match a single audio part to 
another by using time compression/expansion. I like 
to mainly trust my ears and eyes more than 
automated items when matching ADR to the filmed 
scene, but sometimes it's nice to have a machine to 
tell you what time of day it is. 

Final Touches 
Once I am done with the talent, I examine the environ¬ 
ments he or she is in, and set up what I like to call the 
“re-re-recording" of the dialog. I set up a speaker 
somewhere in my studio that will represent the room 
where the scene takes place. I make sure I have the 
correct surfaces and space necessary for a good fit 
with the ambience shown in the film. Then, I put a mic 
similar to the one used on the set, and in about the 
same place the boom was positioned in relation to the 
actors. I feed the newly recorded ADR track into this 
speaker, and re-record the audio onto a new track. 
While this is an extra step, it gives me the correct ambi¬ 
ence that I need for the voice without having to use 
reverb and/or delay to create an artificial room. I mix the 
“re-re-recorded” dialog track in with the new ADR 
track, and-voz/a-l have a great piece of dialog that the 
audience will never know was done off set. ca 
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PRESONUS STUDIO ONE PRO 
I _ BY CRA 

Assemble and burn an audio CD 
OBJECTIVE: Arrange tracks in the desired order, add processors if desired, then create a CD. 
BACKGROUND: Studio One Pro combines DAW-based song creation and mastering/assembly in one program. 
You can assemble songs created in Studio One Pro (or other programs) in a dedicated Project window, then burn 

this playlist of songs to a standard audio CD. 

Stert Sono 

J, New Pio|ect 

Project Title Library Music, 

C:iDocumentsandSctfinqs'Adminis..ect8 ■ 

On the Start 
screen, click on 
Project. Enter the 
project info, then 
click on OK. 

Sample Raie 44.1 kHz 

Click on Browse, then Files. Drag the songs 
you want on the CD from the browser to the 
Project workspace. They will snap to a 
2-second pause between cuts. 

3 To change the order, drag and drop 
songs in the Track column. The 
workspace adjusts automatically. 

4 
To insert a processor for a song, click 
on the upper + sign and choose an 
effect, or the down arrow to choose 
a preset combination of effects. Sim¬ 
ilarly, in the Master section you can 
insert Master processors that affect 

After placing the songs in the right order and applying the 
desired processors, insert a blank CD into your drive and click 
on Burn. In the Burn Audio CD dialog box, enter the various 
parameter values, then click on the Burn button. 

Tips_ 
• Step 2: You can also drag files in from the desktop. If you drag in a Studio One Pro song file, the song will 
be mixed automatically based on current automation parameters, and inserted into the workspace. 

• This Power App presents only basic CD assembly options. You can also add fades and crossfades to 
individual songs, use metering and other test tools, play through the playlist of songs in the workspace 

before burning, and more. 
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ABLETON LIVE/CAKEWALK VS-20 
BY CRAIG ANDERTON 

Give Live a guitar-centric audio interface 
OBJECTIVE: Make Ableton Live more “guitar-friendly” by adding hardware effects that cut latency, as well as 
a control surface. 

BACKGROUND: Ableton Live 8 added some great plug-ins for guitarists, like distortion and a looper. The VS-20 
gives Live a suite of BOSS COSM effects, as well as an audio interface that's optimized for guitar. 

Go Options > Preferences > Audio Tab. 
Select ASIO as Driver Type, and VS-20 
as Audio Device. 
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Click on the MIDI Sync tab. Under Control 
Surface, select Mackie Control (not any 
Mackie Control variations). 

3 
While on the MIDI Sync tab, 
select VS-20 DAW Control f< 
the Input and Output fields. 

MIDI Ports 
> Input E-DSP MIDI Port [3000] 

> Input Aufc'«—; 

Mack>eControl Input (VS-20 DAW Ce | 

Track Sync Remote 

roiriroinrari 

Stay 

Also while on the MIDI Sync tab, for the 
Mackie Control Input MIDI port, assign 
Remote to On. 

IDIO SO 

The faders (red outline) map to eight consecutive 
channel level controls in Live. Track Group buttons 
(blue) choose groups of eight channels-1-8, 9-16, 
17-24, eta Track Select buttons (orange) select tracks. 
DAW Output (green) maps to Live’s Master level con¬ 
trol. Transport (yellow) maps to the transport. 

For zero-latency guitar monitoring 
with effects, open the VS-20 Editor 
and choose your effect. Monitor the 
processed guitar with the VS-20 
Direct Monitor control, and listen to 
Live with the DAW Output control. 
Set up your guitar input in Live for 
Ext. In, 1/2, and turn Monitor off so 
you don’t hear the guitar going 
through Live. 

Tips 
• Step 5: Just about any VS-20 controls can be mapped as desired using Live's MIDI Map option, including 

the Patch Select and MIDI Backing knob (both outlined in violet), and the Track Select buttons 
(orange outline). 
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RealTraps 
High-Performance 
Acoustic Treatment 

The room is so much flatter. 
Mixing there now is a real 
pleasure. RealTraps eliminated 
the guess work in getting my 
control room acoustically 
correct." —Tony Maserati, mixer 
for Black Eyed Peas, John 
Legend. Mariah Carey, Destiny's 
Child, R. Kelly. J-Lo. Tupac. 

"After adding 7 MondoTraps the 
bass response in my mastering 
room was smoothed out 
measurably and audibly, and 
not a bass note is out of place. 
Plus, the sweet spot has 
grown I” —Bob Katz, Digital 
Domain 

"Our control room needed 
serious help. After installing 
MiniTraps the room sounds 
better than we believed 
possible, with clear, round 
bottom and vastly improved 
imaging. Fantastic product, 
great company." —Nile Rodgers 

Please visit our web site for a wealth of 
product information, demo videos, and 
some of the clearest explanations of room 
acoustics you’ll find anywhere. 

866-RealTraps (866-732-5872) 
WWW. REALTRAPS.com 
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THE BEATS 
GENERATION 
BY CRAIG ANDERTON 

You want beats. Your listeners want beats. And apparently the entire world wants beats, if this interna¬ 
tional roundup of beats software is any indication: You'll find programs from the United Kingdom, 
France, Finland, Sweden, and Germany. (But let’s also give a tip of the hat to Americans John Simonton 
and Roger Linn for putting this whole programmable drum thing on the map in the first place.) 

It used to be you had to hire a drummer to play drums. Well, that’s generally still the best strategy, 
even if said drummer is hitting MIDI pads and triggering electronic drums. In fact, one group whose 
album I mastered recently recorded drums with a wonderful drummer in a less-than-wonderful acoustic 
space. So they used a combination of drum replacement software and MIDI pads, and the drums 
sounded fabulous. Granted, 95% of that was because of the drummer, but at least he wasn't 
sabotaged by the sounds. 

These days, though, software drum modules are so good that non-drummers can achieve if not great 
drum parts, great drum sounds with little effort. And if the parts thing is a major issue, then scratch the 
surface of many programs, and you'll find some pretty cool MIDI grooves, too. 

Ready to join the beats generation? Let's start. 
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Fig. 1. Beatstation displaying its outer space skin, and some weird kit I created. 

TOONTRACK BEATSTATION 
($129 street, www.beatstation.com) 

Fig. 2. Dig deeper into a pad, and you’ll find a 
lot of variable parameters. The smaller box 
lets you specify the pad size and color. And do 
you like effects? Apparently Toontrack does, too. 

Beatstation is Toontrack's “unified field theory" of 
VST/AU/standalone beat creation: It brings together drum, 
bass, and lead sounds into a single virtual instrument that has 

the vibe of being designed by people who had a great time 
doing so. The company’s slogan for Beatstation is “It's what 
you want it to be,” so let’s see if it lives up to that claim. 

User interface: The look is re-skinnable, with pads you can 
arrange in various ways-show different numbers of pads, 

arrange them in a square à la MPC or as a series of floating 
drum pads, change pad shapes and sizes, do color-coding 

(e.g., all percussion as blue), show/hide particular pads, and 

even drag them around to different locations-see Figure 1. 

When you come up with a pad or kit layout you like, you can 
save either one individually. The little Bass and Lead keyboards 

are “special" pads that respond to MIDI note below and above 
the drum notes, respectively. And, all this is really easy to figure 

out-l didn't even need a manual. 
Browsing: You don't show/hide the browser; it's a perma¬ 

nent part of the interface with four main categories for access¬ 
ing the included core library: Instruments, REX files, MIDI 

grooves, and sounds. You can filter to each category, or view all 

content. Beatstation is very drag-and-drop oriented-drag up to 
five sounds on to a pad (including the Bass and Lead pads), 

which makes it easy to layer sounds. You can drag MIDI 

Grooves from Beatstation into your host, and vice-versa; even 

drop REX files into hosts that support REX file import, and drag 
REX files into Beatstation from your desktop or host. If you drag 

a REX file to a pad you can set it to play in different modes: 
standard (from beginning to end), sequential (plays one slice at 

a time each time you trigger the pad), and Random (same as 
sequential, but randomly chooses REX file slices). 

But, it doesn’t stop there: You can drag individual REX slices 
onto pads. So if there's a REX file with a really worthy isolated kick 

sound, add it to the Kick pad. Or the hi-hat pad, for that matter! 
The only disadvantage with dragging in REX or MIDI files from 

outside Beatstation's folder structure is you can’t take advantage 
of the feature where if you click on a little magnifying glass in the 
file window, you can see the filenames highlighted in the browser. 

Pad properties: Here's where you can really dig into editing 
the pad (Figure 2). Drag additional sounds in, set a separate enve¬ 
lope for each layer (as well as adjust pitch, pan, and level sepa¬ 

rately for each layer), do solo/mute including mutes for individual 

layers, make a drum part of a mute group, edit an ADSR amplitude 

envelope, loop a sound, reverse, offset, insert effects, and more. 
Effects: Beatstation doesn’t skimp on the effects, Not only are 

there lots of them-for example, 13 compressors-but there are 

effects slots within individual pads, another slot at the master out, 
and two aux effects (fed by the FX1 and FX2 sends in the pad 
properties page). What's more, there’s a major surprise: sidechain¬ 
ing. Yes, you can gate the bass with the kick, but that's one of only 
many options; sidechainable effects are compression, gate, and 

“mastering” effects. This ups the ante for getting cool sounds, and 

it’s something you don’t find all that often. 
Plays nice with others: Beatstation is compatible with all the 

various Toontrack expansion packs; if installed, they’ll show up in 

the browser. But, you can also import MP3, WAV, and Al F files, and 

there's a new format (BTX) for complete Beatstation programs. 

The Sample Recorder: In stand-alone mode, you can open 
a 10-second sample recorder (Figure 3). This listens to your 

default audio input, and its main purpose is to let you grab sounds 
that you can-you guessed it—drag into a pad layer. It's rather 
good at what it does, as you can trim a sample easily (e.g., cut off 
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“air" at the beginning), apply a fade in and fade out, normalize the 

signal, zoom in and out on the waveform, and change the level. 
Considering how many software samplers can't actually sample, 
finding this capability in a low-cost program is welcome. 

Conclusions: While Beatstation definitely isn't a toy, you 
won't find some “pro” features like multiple outputs for each 
drum sound, MIDI learn mode for tying parameters to hardware 

control, and direct audio export (it's limited to either bouncing 
within the host then exporting, or dragging MIDI as audio to the 

host or desktop). But that's sort of like complaining that a cute 
little sports car can’t carry a drum set in the trunk; a Maschine-

like feature set is not what Beatstation is all about. The accent is 
on speed, fun, and efficiency-including the ability to bring in 
your own samples, and create unique sounds by layering, pro¬ 
cessing, or generally mutilating sounds. 

Beatstation has a very high fun factor, and it invites you to play. 
It’s the opposite of “intimidating,” and Toontrack has done a good 
job of making it intuitive (if you get stuck, just remember two 

things: drag and drop, and if that doesn’t work, hold down Shift, 

Ctrl, etc. as you mouse around. You’ll find the answer). Even the 
sidechaining aspect is easy to figure out. 

The bottom line is that Beatstation presents a different take 
on the subject of beats-but one that's fun, valid, and at this 
price, cost-effective. 

FXPANSION BFD ECO 
($199 list, $149 street, $99 with 
limited time $50 instant rebate, 
www.bfd-eco.com) 

BFD Eco is a lighter version of BFD, which set the standard 
for a huge drum library of multisampled hits. But, considering 
how heavyweight BFD is, it's not surprising that by “light,” 

they mean a smaller Sumo wrestler-you still get multiple kits 

(all acoustic drums), a drum mixer, grooves, and processing. 

Installation/authorization: The program is 58MB and 
the content 793MB, which install separately. You can install 
one of three 16-bit libraries: Full (1 ,978MB, kits with up to 24 
velocity layers), Medium (1 ,357MB/1 6 velocity layers), and 

Small (600MB/1 2 velocity layers). Given sufficient RAM and 
hard drive space, go for full. 

Authorization is done online. As to licensing, you can install 
BFD Eco in up to three computers as long as only one is run¬ 
ning at a time, and you cannot use the sounds in a sound or 
loop library without permission. 

BFD Eco runs on an Intel Mac with OS X 10.5.7 or higher, or 
32-bit Windows XP SP3/Vista/7 (it should also run as a 32-bit 

app in 64-bit systems, but is not officially supported). Options are 

VST/AU/RTAS plug-in, or standalone. Drum sounds don't stream 
from your hard drive, so you'll need at least 1GB of RAM. 

User interface: The window's lower half is static, and con¬ 
tains the 16-channel mixer (1 2 for drums, 2 for aux effects, 1 aux 
for overhead mic sound, and 1 aux for room mic sound) along with 
a global controls strip-FX bypass, MIDI learn, bleed amount, mas-
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Fig. 3. The Sample Recorder app is available in stand-alone 
mode, and is perfect for grabbing samples. 
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Fig. 4. The main screen, showing the Mixer and global control strip 
in the lower half, and the Kit page in the upper half. 

ter tuning, etc. The mixer includes faders, pans, solos, mutes, out¬ 
put assign, etc.-all the expected features-and individual channel 

outputs, although I found the instrument mixer itself more than suf¬ 
ficient. The mixer faders and some drum controls are VST-automat-
able, but not FX parameters or sends; however, almost all 

parameters can tie to MIDI control through a “Learn” function. 

Meanwhile, the interface's top half shows one of three pages 
at any given time (Figure 4). 

Kit page: Select from 61 individual kits, 61 mixes, or 86 
presets that contain a specific kit, mix, and set of grooves (more 
on this later). It also has a spiffy drum set graphic; clicking on a 

drum triggers the corresponding sound (no mouse velocity, 
though-you need a real controller for that). The drum sounds 



Fig. 6. The Grooves page is filled with MIDI grooves; you can search 
based on multiple criteria. 

come from BFD2: 5 kicks, 6 snares, 12 toms, 3 hi-hats, and 11 
cymbals, with percussion instruments from the BFD Percussion 
expansion pack. You can’t load your own samples, nor can you 
load drums not associated with a particular drum slot type (e.g., 
you can't load a kick into a tom slot). However, you can load 
individual drum sounds-though not presets or kits, due to the 
difference in basic architecture-from BFD expansion packs. 

Channel page: Here you can warp each drum sound subtly, 
or beyond all recognition (Figure 5). Select a drum, and it shows 
controls for dynamics, damping, tuning, two aux send levels, and 

send to the overhead and room channels (some drums have an 

additional control, like blend, tighten, etc.). Next up: four-band 
EQ, with two parametric mids and shelf/bell options for high and 
low frequencies. Two additional effects slots offer 15 options, 

including fun weirdo stuff like ring modulation and lo-fi. 
Did I say “acoustic drums only"? Play with the channel FX, 

and you can change them into extremely electronic sounds-

Get All The Links at eqmag.com/august2010 

check out the audio example at www.eqmag.com. 
The Grooves page: There are plenty of MIDI grooves to 

kick-start your creativity (Figure 6). Filter them by genre (1 3 dif¬ 

ferent types), BPM range, library, author, and type (fill or 
groove). Play individual loops if you want something hipper than 
a metronome, drop grooves into the host MIDI track that drives 
BFD Eco, or drag-and-drop multiple loops serially into BFD 
Eco's “drum track,” which syncs to the host. You can set loop 

points, start time, quantization, swing, and humanization. Also 

useful: a “simplify" algorithm for making parts more basic, and if 

you come up with a really good loop you'd like to add to your 
personal loop library, export the track as an audio file. 

Conclusions: You can treat BFD Eco as pure plug-and-play: 
Call up a kit, if needed call up a groove, and go. Done. Or, you 
can tweak a kit within an inch of its life, and completely change 
the sound. There are three loops at www.eqmag.com-one with 
straight ahead rock drums and some BFD grooves, another with 

an acoustic set that has a ton of dynamics, and the 

other with a custom drum kit and groove I did to create 
a totally electronic drum sound-which give just a taste 

of what Eco can do (note that FXpansion has given per¬ 

mission for us to post these loops as examples of BFD 

Eco, and you’re free to use them in your own music). 

Yes, the resolution is limited to 16 bits, but I didn't find 
that a deal-breaker; and despite being “light,” the full ver¬ 
sion does require some computer resources. But at this 

MONKEY MACHINE 
(free, http://rinki.net/pekka/monkey/) 
Yeah, well I didn't quite believe it myself, either ... but if you 

have Internet access, you have a drum machine you can play 

with. Seriously. 
Installation/authorization: Go to the URL above, click 

on Launch, and Pekka Kauppila's Monkey Machine will start 

playing (Figure 7). As to authorization, apparently anyone capa¬ 

ble of finding the Internet is authorized to use it. 
User interface: Each slot has three velocity levels-click 

once for medium, once more for high, and once more for off. 
Fig. 7. Here’s Monkey Machine doing its thing, with the website 
in the background. 
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Aside from that, pretty much anything you need will be in the 
File, Edit, or Help menu. 

Kits: There are a variety of kits to choose from, and 
wouldn’t you know it, they sound really good. There were a 

couple times I came up with beats, and was disappointed I 
couldn't just click and export them as audio. As of 

this writing there are 17 kits, including vintage 
sounds like the TR-808 (Figure 8). 

Patterns: You can have 1 to 32 steps per pat¬ 

tern, so that's typically two measures with 16th note 
resolution. But you can also change the number of 

steps to accommodate different time signatures, like 
14 steps for 7/4, as well as add more empty pat¬ 
terns to create an entire song, drum-machine style. 

You can copy, cut, and paste patterns too. So for 
example, you could create 16 patterns, have the first 

three be all the same, create a different fourth pat¬ 
tern, then paste these patterns as desired and edit 
the pasted patterns as well. 

Other features: The up/down buttons didn’t 
work for tempo, but I could type in just about any¬ 

thing and Monkey Machine could handle it-the 
textures you get at 10OOBPM are not to be 
believed (and may be illegal in some states, so 
check first). The timing is solid, too. You can even 

Classic 
Classic 
Classic 
Classic 
Classic 

have access to the Internet? As a bonus, if you check out his 
site, you’ll find a Black Metal Name Generator (mine is 

Inferum Craigat), get a chance to hear some twisted music, 

and much more. It's things like this that make me love the 
Internet. And drum machines. 

File Edit Help 

Drum kit NS Kit 7 Free 
Download beat... 
Upload beat... 

Export MIDI file 
Import from text... 

Si Export to text... 
8 Exit 

Classic-808 Med Tom 
Classic-808 Hi Tom 
Classic-808 Closed H 
Classic-808 Open Hat 
Classic-808 Cymbal 
Classic-808 Low Cone 
Classic-808 Med Con< 
Classic-808 Hi Conga 
Classic-808 Clave 
Classic- 808 Cowbell 
Classic-808 Maracas 

Classic-808. h2drumkit 
Classic-626.h2drumkit 
TR808909.h2drumkit 
Boss_DR-110.h2drumkit 
HipHop-l.h2drumkit 
HipHop-2.h2drumkit 
Millo.MultiLayered3.h2drumkit 
TD-7kit.h2drumkit 
VariBreaks.h2drumkit 
3355606kit.h2drumkit 
ElectricEmpireKit.h2drumkit 
ErnysPercussion.h2drumkit 
Synthie-l.h2drumkit 
Techno-1.h2drumkit 
ColomboAcousticDrumkit.h2drumkit 
EasternHop-l.h2drumkit 

Fig. 8. You say you want different kits? Sure. Here they are. 

tap tempo, add shuffle, and adjust the output level. 
What's more, there's an online database of drum 
patterns just in case you want something for getting 
started. 

Conclusions: How can you not like something 
that's free, comes from Finland, is part of the 

designer's “Useless Crap” site, actually works, sounds 
cool, and gives you a drum machine anywhere you 

More Online 

Monkey Machine is only 

about online. 

You'll need the latest 

version of Java installed. 
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NATIVE INSTRUMENTS MASCHINE 1.5 
($669 list, www.native-instruments.com) 
We reviewed Maschine 1.0 in the 06/09 issue, but 
the 1.5 update is a significant feature upgrade, and 
well worth covering. Although we won’t dwell on the 
basics, Maschine is a hardware/software combination 

that streamlines the beat creation/groove process. It 
follows the usual drum machine paradigm (you string 

patterns into songs), but also borrows Ableton Live's 
“scene” concept for triggering multiple patterns 

simultaneously. Furthermore, it's a sampler and re¬ 
sampler that can slice files. The hardware is particu¬ 

larly classy (and responsive); overall, the entire 

package is a strong one-but version 1.5 kicks it up a 
notch (Figure 9). 

More vintage: Given the hardware’s MPC-friendly 
layout, it’s not surprising that 1.5 allows importing 

MPC banks and programs. But you can also choose a Fig. 9. The overall Maschine interface; check out the selection of effects. 
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Yamaha DTX550K— Express Your Passion 
The DTX550K features the new 10" DTX-PAD with a Textured Cellular Silicone (TCS) head 

on the snare, real hi-hat trigger and stand, plus chokable three-zone cymbals—all at an affordable 

price. DTX500 Drum Trigger Module has been updated with new sounds and compatibility with the 

DTX-PAD. For quiet practice, playing live or as a controller for VST instruments, the revolutionary new 

TCS head's playability and feel combined with Yamaha’s acclaimed digital sound technology, 

make the Yamaha DTX550K Electronic Drum Kit the one to beat. 

www.dtxperience.com ©2010 Yamaha Corporation of America. All rights reserved. 
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Fig. 10. There are far more sample editing options in 
version 1.5. 

“Vintage" sampling engine instead of the standard one, 
with sound options for MPC and SP1 200 (E-mu’s famous 
drum machine); the latter includes five different filter types. 
Many have claimed to duplicate the SP1 200 sound, but 
having written the manual for it, I can vouch for the accu-
racy-which is most obvious when altering pitch on a high-
hat or cymbal, and you hear artifacts like those generated 

by E-mu’s “sample skipping” transposition technology. 
16 velocity pads: For precise velocity programming, 

you can assign a single sound to all 16 pads, each with its 
own velocity level. This is more useful than it sounds when 

you're building drum tracks one at a time, as predictable 

8 

I* 

▼ Group B 

Q ClosedHH 808 

Q OpenHH 808 

□ Kick 909X 1 

Fig. 11. When you import a REX file, you can see the familiar 
stepped pitches that trigger the REX slices sequentially. 

velocity control can lead to more expressiveness. And 

speaking of expressiveness, Maschine finally responds to 
MIDI pitch bend and mod wheel messages. 

Sample editing. Maschine now allows deeper 
onboard destructive sample editing (truncate, normalize, 
reverse, DC offset, cut/copy/paste, fades, etc.), which 
as with so many Maschine functions, can happen in either 

the software or hardware user interface-and all com¬ 
munication is bi-directional (Figure 10). To go along 
with this, there's better scrolling and zooming. All in all, 
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Maschine feels much more like a “real" sampler now. 

Slice and dice: Version 1.5 imports REX files, but can 
also slice existing files based on dynamics, grid, or rhythmic 

value (e.g., every 16th note)-and yes, slice points are 
editable, with a great deal of detail. The improved zooming 

and scrolling comes in handy here too, as you can 
tweak the slice start and end with precision. After 

you’re done tweaking, as with REX files, you can see 
the different notes triggering the slices (Figure 11), 

and adjust velocity and position for each slice, as well 

as cut, paste, copy, and overlap slices. 
Plays nice with others: Maschine integrates much 

more fully with hosts, as well as your overall studio 

setup. Drag and drop works for both MIDI and audio 

both the software and hardware to the max. The payoff, though, 
is that you will have mastered an instrument that allows a huge 

array of options for creating, editing, processing, and exporting 

beats. 

More Online 

Check out the Hardware 

Quick Reference Guide. 

Get Maschine-related 

video tutorials. 

Get All The Links at eqmag.com/august2010 

from Maschine to a host (but not from host 
to Maschine), so any pattern you create can 
become a part of your DAW project. This 
has several implications. For one, you can 
develop patterns with Maschine in stand¬ 
alone mode, then bring it into a project as a 
plug-in and bring all the files into your host. 

These can then drive Maschine, or some 
other sound generator. Maschine can also 

drive external MIDI devices, either from its 

controller, or the built-in sequencer; this 

makes it more of a “brain” for a MIDI setup, 

particularly as you can record notes directly 

into a DAW from Maschine. This is helpful if 
you want to use Maschine’s controller, but a 
different virtual instrument within your DAW. 

Furthermore, you can export MIDI files from 
Maschine, and when it's time to save a proj¬ 
ect, samples can now be included with the 
project in a self-contained folder (major 
thumbs up for that one). 

Workflow: You can assign the eight 
knobs to Macro functions, for example, 

bringing out several kick drum parameters 

to the knobs so you can tweak the sound 

in real time without having to go to spe¬ 

cific menus. In addition to some new 
shortcuts for quick adjustments (e.g., 

change level and pitch for entire kits or 
individual sounds), you can load kits with¬ 
out patterns-great for auditioning different 

kits. And for live use, you can select a 
sound without necessarily hearing it. 

Content: What would an update be 
without more content? There's an extra 
gigabyte of new sounds and kits, bringing 

the total to 6.2 GB. 
Conclusions: Maschine is not a simple 

program; although Nl makes it surprisingly 
easy to use, it's very deep (with lots of key¬ 

board shortcuts), so you'll need to spend 
some quality time learning how to exploit 

StroboSoft ) VST/AU 

• The highest accuracy in the industry (0.1 Cent) 
• Loaded with over 30 exclusive Sweetened Tunings™ that 
compensate for certain instruments' design flaws and optimize 
their sound 

• More than 50 on-board, preset alternate tunings that cover a wide 
range of playing styles 

• Quickly dial in the tuning you need or compile play lists for studio 
sessions or your live shows with unlimited user-presets 

peterson 
■ STROBE TUNERS 

wwn .strobosoft .com 
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ARTURIA HIP-HOP 
(list $129, street $99, 
www.arturia.com) 
People talk about how Moore’s Law relates to hardware, but 
consider this: Ten years ago, how much would a software bun¬ 
dle with a DAW, a pair of virtual instruments, and several hun¬ 

dred megabytes of content cost? Well, it wouldn't have been 
under $1 00, which is what we have here. 

French virtual instrument maker Arturia has bundled a version 
of their Analog Factory software with 250 patches optimized for 

hip-hop, the “session" version of Applied Analog Systems' 

Lounge Lizard with four different electric pianos, Ableton Live 

Lite 8 Arturia Edition, and 1,200 samples and music loops from 
ModernBeats. The cross-platform package works with Windows 

XP/Vista/7 and Mac OS X 10.4 (Universal Binary). Let's look at 
the individual components. 

Analog Factory: This VST/AU/RTAS (Pro Tools 6 and 
up)/standalone virtual instrument has two main sections, the 

Preset Manager View (where you browse and choose presets) 
and the Keyboard View-see Figure 12. 

The Preset Manager offers a browser where you can filter 

based on various attributes, such as Instrument, Type of sound, 
and Characteristics. If you find a preset you particularly like, you 

can check it as a “favorite." Then, when you click the Favorites 
button in the upper left, you'll see a list of all the presets you 

checked. The only other significant elements are a Reset button, 

Fig. 12. The Analog Factory Hip-Hop Edition uses the same 
engine as Analog Factory, but includes hip-hop specific 
patches. 

which clears all the browser fields, and a User Presets button. 

The Keyboard View contains the various editing controls, as well 
as a “virtual keyboard" for playing notes if you don't have a controller 

handy. The controls are basic: mod wheel and pitch bend, transpose 

buttons, level, filter cutoff, filter resonance, LFO rate, LFO amount, 

chorus/FX mix, delay, and amplitude envelope ADSR parameters. 
But there are also three cool aspects to the editing, starting with the 

four “key parameter” controls that control strategic parameters in 

Make Music Your Life; 
The challenge of audio for music, film, 

video game production and live performances 
is hard work, but you love it! 
Welcome to the world of... 

Audio Recording Technology! 

V OMEN’S 
UDIO 

Mission 
Changing The Face Of Sound 

Attend a four-year college that takes music as seriously as you do. 
Earn a degree in Business or Music with a concentration in 

AUDIO RECORDING TECHNOLOGY. 

JOIN TODAY! 
RECORDING CLASSES 

GEAR DISCOUNTS 
CAREER COUNSEUNG 
JOB PLACEMENT 

LOW-COST STUDIO SERVICES 
IT'S NOT TOO LATE TO APPLY, SCHOLARSHIPS AVAILABLE! 

Go to www.ftc.edu for more information. 

^.S 10 F ive T owns College 
Dix Hills, NY 11746 U hen you’re serious about music and the performing arts! 

www.womensaudiomission.org 
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alone by itself, but the big issue here is value-you're getting a lot 
for your money. Granted, you’re going to have a hard time taking it 
out of its hip-hop comfort zone; but then again, the package was 
never intended to be anything else, and does what it's supposed 

to do very well. CO 

More Online 
Fig. 13. Lounge Lizard Session has that iconic electric piano 
sound In modeled form. Note Ableton Live 8 in the background, 
and the ModernBeats samples and loops in the browser to the left 

different presets. There are also eight snapshots that store a preset’s 
settings for later recall; you could store up to eight favorite presets, 
eight variations on a single preset, and the like. Furthermore, all rotary 

Get All The Links at eqmag.com/august2010 

controls, the four sliders, and the eight snap¬ 
shots can be controlled via MIDI controller 
messages, thanks to a Learn function. 

Analog Factory has had a good reputa¬ 
tion for sound quality, and the hip-hop ver¬ 

sion is no different. While 250 patches may 
seem a little on the light side, remember 

that other elements of the bundle take care 

of drums, percussion, and electric pianos. 
Lounge Lizard Session: Lounge 

Lizard was one of the first modeling-based 
virtual instruments that made jaws drop, 
because the electric piano emulation was 
so spot on. It still is, and although this “l¡te" 

version (Figure 13) is limited to three 
Rhodes-type sounds, a Wurlitzer, tremolo, 
drive, effect (delay, flanger, chorus, wah, 

vibrato, auto-wah, etc.), and three reverb 

options, the sound quality and effectiveness 

of the modeling remains at a high level. 
ModernBeats content: In a way the 

package hinges on this, because hip-hop 

without drums doesn't make a lot of sense. 

But ModernBeats comes through, with 
human beat box samples, claps, scratches, 

three drum types (Dre-type drums, addi¬ 
tional samples that sound more like the 
Neptunes, along with Acetone FR1 and 
Roland TR-808 vintage drum machines), 
100 files of drum loops, and 100 files of 
more “ethnic” loops (all loops run at 
97BPM). There’s over about 325MB of 

content, and the samples are optimized to 

complement Ableton's drum rack option. 
Ableton Live 8: Of all the DAWs to 

put in this bundle, Live makes a lot of 

sense because of its loop-friendly 
demeanor and how it handles samples. If 

you're one of the 14 people who doesn’t 
know what Ableton Live is, go to the web 

site and download their demo. 
Conclusions: Each element can stand 

What separates a world class EQ from an average EQ? 

You know when you hear it. 

The Oxford EQ has over the years become a standard in digital mixing. You'll hear it on 
your favourite album, you'll hear it at the movies, you'll hear it on the radio, you'll hear it 
at a live concert. It's used by professionals in all these fields - why? Sonic excellence. 

"..it's my total go-to EQ" - Jason Goldstein (Beyonce, Mary J Blige ) 

"It's very smooth sounding"- Mick Guzauski (Michael Jackson, Madonna) 

The Oxford EQ is contained in the following bundles: 

Sonnox ELITE 

Sonnox ELITE includes 
Oxford EQ Dynamics Inflator Transient 
Modulator. Reverb. Limiter SuprEsser 

www.sonnoxplugins.com 

Sonnox Essential 

Sonnox Essential includes: 
Oxford EQ. Dynamics. Reverb, 
and SuprEsser 

„Oxford: 
Plugins 
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The most powerful MOTU mobile studio ever 

Driven by Apple's all-new dual-core processors, Digital Performer achieves 

unprecedented blazing speed on Apple's latest MacBook Pros. Add exciting 

new third-party software and hardware to create your ultimate mobile studio. 

Digital Performer 7 

The new MacBook Pro family 
Faster processors. Faster graphics. Faster everything. 

With faster processors and faster graphics, the new MacBook Pro does everything in nothing flat. 

On the new 15- and 17-inch models, new Intel Core ¡5 and Core ¡7 processors boost performance up 

to 50 percent over the previous generation, with advanced features like Turbo Boost and hyper-threading 

across four virtual cores. Even the 13-inch model's Intel Core 2 Duo processors now reach speeds up 

to 2.66GHz, with a 1,066MHz frontside bus and 3MB of shared L2 cache. 

Euphonix Artist Series 
High-end console technology 

Together, MC Transport, MC Mix, and the new 

MC Control v2 give you access to almost every facet 

of your Digital Performer 7 project for an unprecedented 

"hands-on" editing and mixing experience. In-depth, 

custom-programmed support for the EuCon protocol 

brings Euphonix' high-end console technology to your 

MOTU desktop studio in a compact design that fits 

perfectly in front of your MacBook. 

MOTU UltraLite-mk3 Hybrid 
The world's first hybrid FireWire*USB2 I/O 

Connect to any current Mac or PC via either FireWire 400 or 

hi-speed USB2 and enjoy the same pristine audio quality and zero¬ 

latency on-board mixing performance either way. Includes classic reverb, 

modeled analog EQ, vintage compression, and advanced signal analysis 

tools including a full-screen real-time FFT display, a spectrogram 

"waterfall," an oscilloscope, an X-Y plot, and phase analysis. 

www.sweetwater.com MOTUMM 



McDSP Retro Pack 
Vintage-styled plug-in bundle 

Legendary McDSP processing is now AU and Digital Performer 

compatible! The Retro Pack plug-in bundle delivers vintage 

vibe and flavor with three plug-ins: the 4020 Retro EQ, the 

4030 Retro Compressor, and the 4040 Retro Limiter — all with 

a new output stage topology designed to eliminate digital 

clipping and deliver a smoother distortion characteristic. 

McDSP processing is the new must-have for your DP studio. 

BIAS Peak Pro 6 
Evolution of an award-winning standard 
Whether you're a musician, a sound designer, an audio editor, 

a multimedia producer, or a mastering engineer, Peak Pro 6 offers more 

creative potential than ever before. Used side-by-side or launched 

directly from within DP7, Peak Pro 6 streamlines your workflow with 

industry-renowned sonic quality and precision. For additional mastering, 

restoration, and DDP 2.0 delivery power, step up to Peak Pro XT 6. 
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Miktek CV4 
Large-diaphragm tube condenser microphone 

The heart of the Miktek CV4's sound comes from its AMI BT4 transformer and 

original NOS Telefunken EF800 tube — producing a classic sound you'd expect 

from the earliest vintage tube microphones. The CV4 delivers that artist-pleasing, 

producer-pleasing "big sound." The bottom end is warm, tight, and big, 

complete with present and even mids. And the highs? Sweet and airy, 

indistinguishable from the most expensive mies in its class. 

Genelec 8040A 
Active bi-amplified studio monitor 

With performance comparable to much larger systems, but in 

a compact package, the bi-amplified Genelec 8040A is ideal for 

use in many MOTU studio situations where wide frequency 

response is needed but space is limited. Use the 8040A for 

nearfield monitoring in project/home studios, edit bays, 

broadcast and TV control rooms, and mobile production vehicles. 

Authorized Reseller 

GENCLL 

Gt Nil EC 

Music Instruments & Pro Audio (800) 222-4700 



BOUNCE, ROCK, HARDCORE 
BY CRAIG ANDERTON 

Prime Loops: Da Sound of Bounce 
Part house, part electro, and part hip-hop, this isn't just about loops but also samples and programs for Reason NN-XT, 
Steinberg HALion, Logic EXS, Cakewalk SFZ, and Nl Kontakt formats. 

Loop-wise, you get 22 bass, 57 drums, and 37 synth. One-shots are 39 FX, 91 synth, 54 vocal (hey, oh yeah, etc.), 
and 14 kits of drum hits. All one-shots include associated sampler programs. 

The well-Acidized clips load perfectly in Acid, but in Sonar 8.5 you need to double-click on the loop, turn off “Beats in 
Clip," then turn it back on again. Saving the file preserves these changes. As to the programs, with most samplers you’ll 

need to browse for the folder containing the samples; however, using the samples with SFZ instruments requires editing 
the SFZ definition files in a text editor. 

The sounds are fun and very electronic-check out the online audio example. The sampler programs are very helpful, as 
there aren't that many variations on particular loop styles-augmenting them with your own playing helps bring the music alive. 

Bottom line: If you want pure bounce, or loops to bring into electro or related types of dance music, Da Sound of 
Bounce provides value and variety. 

Contact: Prime Loops, www.primeloops.com 
Format: Downloadable; 524 files (over 500MB) of 44.1 kHz/24-bit loops, hits, and sampler programs 
Price: $39 

Big Fish Audio: Crank'd—Urban Rock 
Imagine a TV producer's brainstorm for a 21 st-century sitcom: “We’ll have these roommates-a synth-playing rap guy, an indus¬ 
trial dude who worships NIN, a rock drummer raised on hip-hop and Zep, and a guitarist who likes Kraftwerk-and get them into 
all kinds of crazy situations!" Then imagine that the TV show flops, but the guys all get along and decide to make a sample library. 

Welcome to Crank'd. 

This library has the Acidizing/Apple Loops thing down, so mixing and matching works well. Each kit also has some 
deconstructed drum loops-just kick and snare, high-hats only, etc.-making it even easier to mix things up. 

Put away your bit-crushing plug-ins for this library; that industrial/lo-fi sound is baked into the tracks. The vibe is a tad 
scary (24 of the 30 construction kits are minor key), but not too menacing. Of course you can stay within the confines of 
the kits, but many loops work with a variety of musical genres. 

I haven't heard anything quite like this library, and I always appreciate originality. While a niche product, if you want to 
go urban while maintaining a rock base with a bit of electronics, Crank’d fills that niche superbly. 

Contact: Big Fish Audio, www.bigfishaudio.com 
Format: DVD-ROM with 1,43GB (626 loops and one-shots) of unique 24-bit/44.1 kHz Acidized WAV loops (duplicated 
for Apple Loops/REX2/Stylus RMX). 
Price: $99.95 

Sony: X-Core Hardcore Techno Construction Kit 
As in, HARDCORE-. Think mid-'90s Belgian raves, using sounds set on stun and drenched with distortion and attitude. If 
that's not a familiar frame of reference, think of a Kenny G album-then flip everything about it 180 degrees out of phase. 

The loops are generally short, so you need to take a more granular approach to composition. Also, there are no real 

folders of mixed drum loops, as you instead have individual folders with claps, crashes, hi-hats, kicks, rides, snares, and 
the like from which you can assemble complete drums tracks. 

The shortness of the loops is not a problem, as there’s plenty of raw material to work with-429 files, in 24 folders. Further¬ 

more, much of the material within folders is compatible; for example, you can often slide from one kick loop to another, then 
back again, without any sense of discontinuity. The Acidization, editing, and organization are up to Sony's usual high standards. 

So can you use these loops in other genres? I doubt it, as they all have “hardcore techno" tattooed into their very souls. 

But if you want hardcore so tough it can’t be measured by the Rockwell Hardness scale, you’ve come to the right place. 

Contact: Sony Creative Software, www.sonycreativesoftware.com 
Format: CD-ROMs with 555MB of Acidized WAV files; 16-bit, 44.1 kHz 
Price: $39.95 
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SPECIAL ADVERTISING SECTION PRODUCT SPOTLIGHT 

The S7 Family of Mies 
ADK Microphones 
Now Available 
The S-7, S-7B and S-7C are the only mies that you need to 
make pro-quality recordings. From screaming guitars to 
whispered vocals, each S-7 mic has a specific character that 
will give you the ultimate flexibility and the best results. 
SRP: S-7 = $479; S-7B = $479; S-7C = $479 
www.adkmic.com 
805-644-6621 

Radial J+4 Stereo -10dB to +4dB Line Driver 
By Radial Engineering 
Now available 
Converts consumer level unbalanced high-impedance signals to +4dB for 
broadcast, recording or live applications. Transformer isolated active 
buffered circuit delivers >95dB signal-to-noise and eliminates hum and buzz 
from ground loops. 
SRP $220 USD 
www.radialeng.com 
604-942-1001 

INSTALLED 

DIFFUSION ABSORPTION 

PROSCREEN XL Metal pop filter 
Stedman Corporation 
Now Available 
The original Stedman Proscreen XL patented metal pop 
filter has undergone refinements to its proprietary metal 
Proscreen. These refinements keep the Proscreen at the 
top of the list of products designed to eliminate bursts in the 
studio while retaining high frequency detail. This USA made 
product is washable and has a lifetime warranty. 
SRP: $79.00 
www.stedmancorp.com 
888-629-5960 

ASC-COOLTRAP Absorption/Diffusion 
Modular Sound Panels 
ASC-TubeTrap 
Now Available 
Convert any room or space into a professional sounding studio. 
Diffuse/Absorb reflections; take the room out of the mic and mix. Great 
for ADR, VO, foley, narration work and vocal booths. 
Develop ambiance out of slap-back in control and live rooms. 
SRP: $31 each, sets of 16, (fabric finish, wood extra) 
www.acousticsciences.com 
800-ASC-TUBE (272-8823) 

To advertise in this section contact; Will Sheng at 650-238-0325 wsheng@musicplayer.com 
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CLASSIFIEDS 

CATEGORIES ACOUSTIC PRODUCTS & SERVICES 

STUDIO FURNISHINGS 

EDUCRTION/TUTORIALS 

ACOUSTIC PRODUCTS AND SERVICES 

ACCESSORIES 

DUPLICATION 

MIXING/MASTERING 

WHAT HAPPENS 
IN YOUR VOCALBOOTH 
STAYS IN YOUR VOCALBOOTH 

Buying or selling instruments through our Classified 

Ads offers you convenience, a big marketplace, and 

a wide range of instruments and prices However, 

buying mail-order does have its drawbacks, too. EQ 

Magazine suggests the following guidelines to help 

the buyer and the seller in these transactions: 1) 

Get a written description of the instrumentshould 

include the serial number. 2) Get front and back 

photos of the instrument. 3) Get a written purchase 

agreement, with a 24-hour approval clause allowing 

the buyer to return the instrument for a full refund 

if it does not meet his/her reasonable expectations. 

STUDIO FURNISHINGS 

www.argosyconsole.com 
800.315.0878 

furniture 
Studio Transformation 

•••••ARGOSY' 

cafepress.com/musicplayernet 

EDUCATION/TUTDRIALS 

RECORDING ENGINEER 
COURSE 
BRAND NEW online 
practical training In 
MulU-track Recording. 
Join our successful 
working graduates or FREE INFO; 

Registered School 

CA 94121 www.Audiolnstltute.com 
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CALL REGGIE SINGHAT: 650-238 0296 

OR WILL SHENG AT: 650-238 0325 
HAcousticsFirst 

^888-765-2900 
Full product line for sound control 
and noise elimination. 
Web: http://www.acousticsfirst.com 

ACCESSORIES 

JustStrings.com 
World's Largest Selection of Guitar & Bass Strings! 

www.juststrings.com (800) 822-3953 

DUPLICATION 



DUPLICATION MIXING I MASTERING 

PROFESSIONAL AUDIO MASTERING 
EXCEPTIONAL SERVICE 

$299 full album 

EQ ENTHUSIASTS! 
Check out the latest 
t-shirts, hats & other 

merchandise from EQ’s 
online store. 

VISIT: 
cafepress.com/musicplayernet 

i 

MIXING / MASTERING 

On Air Mastering 
Brooklyn, NY 

www.onairmastering.com 
347 5233714 

Free full song sample! 

NEED HELP MAKING YOUR 
AD STAND OUT? 

You need a 
professional designer 

FREE SAMPLE, CONTACT US TODAY 
www.crazymastering.com 

541-517-1458 

Crazy ̂ aisy Productions 
bring your sound into full bloom 

HANS DEKLINE Á7Z 
MASTERING ENGINEER 
310.621.1896 
SOUNDBITESDOG.COM 

Winer EARS. GEAR & EXPERIENCED^ 
AT INDIE RATES 

SMALL ADS WORK TOO! 

MUSIC 
NETWORK 

MASTERING 
“BIG LABEL” Sound...Guaranteed! 
Located in New York yá Complete 

$4/3. Album Deal! 
E 1-800-692-1210 ® 
www.musichousemastering.com 

Your gateway to artist news, 
gear reviews, lessons, 

and more... 
www.musicplayer.com 

AD ORDER FORM 
An ad in EQ's Classifieds reaches more than 34,500* serious musicians for only $2.40 per word 

plus $7.00 for an address. Minimum charge: $25.00. Please underline words to appear in bold 

type and add $0.50 per every bold word. Please indicate clearly any words to appear in all caps 

and add $0.25 per every cap word. Each phone number, e-mail address or website address counts 

as one word. Call for display rates. 3 months minimum schedule required. Deadlines are the 8th 

of the month, 2 months prior to cover date (for example, April 8th for the June issue, on sale in 

early June. Businesses must list business name in ad. All ads must be received in writing, paid 

in full in advance. All ads must be music-related. Retail advertisers may not list discounted prices 

or percentages on specific models, unless items are used or discontinued. Advertisers must provide 

us with complete name, street address, and phone number, whether or not included in the ad 

copy (you may list a PO Box address in your ad, however). Mail ads to: EQ Classifieds, Attn: Will 

Sheng, 1111 Bayhill Dr., Suite 125, San Bruno, CA 94066. FAX (if paying by MasterCard, or Visa): 

(650) 238-0263. For more information, call Will Sheng at (650) 238-0325; E-mail: 

wsheng@musicplayer.com. ('Audited circulation; does not include pass-along rate.) 

Company Harrie Contact Name 

Address_ City_ State _ Zip _ 

Telephone_ E-mail_ 

Please print your ad clearly. Use a separate sheet of paper if you need more room. 

TO COMPUTE COST OF AD 

#_ words X $2.40 =_ 
#_ bold words x $ .50 =_ 
#_ ALL CAPS wdsx$ .25 =_ 

Address $7.00 =_ 
Total cost per issue =_ 

(minimum $25.00> 

x number of issues to run x_ 

Total payment =_ 
□ Payment enclosed, or Charge my 
□ Visa □ MasterCard 

(do not include address when counting words) Card # __ 

Category □ Marketplace □ Duplication □ Talent and Employment □ Sounds/Sequences/Software □ Mixing/Mastering 
□ Instruments □ Accessories □ Gear for Sale □ Acoustic Products & Svc’s □ Studio Furnishings □ Other 

Expiration date:_ 

Signed: 
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ENGINEERING EARS BY SHELLY YAKUS 
Working closely with the pro¬ 
ducer allows me to make the 

right choices in mies, tonalities, 
power, etc. 

Sometimes when the pro¬ 
ducer hears the outcome, he 
realizes it’s not working. Then 
my job is to be “Columbo” and 

figure out what changes I can 
make so he says, “That's it! 

We've got it.” Very early in my 
career, I had a major 

artist/producer say to me, 
“What I’m hearing sounds 

miles away from what we're 

looking for.” I had to figure out 
how to get what they were 

hearing-because if I couldn't 
figure it out, they weren't 
going to ask for me again. 

As an assistant engineer, 
make sure the food order is 
right before you leave the 

restaurant. Don’t get discour¬ 
aged; perseverance is the key. 

66 

I worked for my dad’s studio in Boston, and I learned 
to hear doing tape copies. That ear training stayed with me 
for life. Getting a job in New York at A&R Recording and 

assisting Roy Cicala and other great engineers was the 

beginning of me learning to make competitive records. 
I learned that I am not the group, the producer, record 

label, or the A&R guy. I am a recording engineer and mixer, 

and my job is to get what's in the producer’s head to come 
out of the speakers. From my early days of assisting many 

different engineers, I experienced some of them trying to 
make what I call an “engineers record.” They ignore the pro¬ 
ducer and make it sound great to them. It doesn’t work. 

As an engineer, know your place. Keep a friendly business 

relationship with the people you work with in the studio. If 

it's too friendly, they won't be comfortable expressing their 

needs when they differ from yours. And if you're offered a 

joint, don't take it. Because in about 30 seconds, someone 
in the group will realize that no one is flying this kite. CO 

Shelly “Golden Ears" Yakus is the Vice President of Audio 
Engineering at MyStudio Audio Labs mastering facility in 
Hollywood. He has engineered and mixed recordings for 
John Lennon, Stevie Nicks, Alice Cooper, Tom Petty, Dire 
Straits, U2, and Madonna. 

YAKUS' EAR-TRAINING TIP 
Watch music videos and close your eyes for 30 seconds, and the audio will change sound to you. Open your 

eyes and the audio will change again. Then, listen to just the hi-hat and focus on that hi-hat until it becomes louder 
than anything. Then do that with other instruments. Finally, zoom out and listen to the whole piece of music, then 

zoom back in and listen to one instrument again. Keep doing these exercises, and it will improve how you listen. 
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THE CHRIS LORD-ALGE 
ARTIST SIGNATURE COLLECTION 

6 application-specific audio plugins, 
created in collaboration with Grammy®-winning 
mixing engineer Chris Lord-Alge 
(Green Day, U2, Nickel back) 

CLA Unplugged 

CLA Drums 

• .. . 

CLA Guitars 

MAKE IT ROCK 

JJP Strings S Keys JJP Guitars 

JJP Drums 

JJP Bass 

JJP Cymbals S Percussion 

JJP Vocals 

the JACK JOSEPH PUIG 
ARTIST SIGNATURE COLLECTION 
6 application-specific audio plugins, created in 
collaboration with iconic Grammy -winning 
producer/engineer Jack Joseph Puig 
(John Mayer, Goo Goo Dolls, Lady Gaga) 

Available separately and in Waves Mercury, waves.com WAVES 



From the coffeehouse to the concert hall, the classroom to a street corner, The Alesis PalmTrack puts crystal clear 
recording technology in the palm of your hand. Record stereo or four-capsule omni 24-bit audio directly to an SD 
card, no external mies or cables required! All for just $149. 

Pick up a PalmTrack today and start recording anywhere. 

PALMTRACK 
HANDHELD SD RECORDER 

Alesis 
alesis.com 


