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MADE FOR THE STAGE. 
READY FOR ANYWHERE. 
SHURE SOUND ISOLATING “ EARPHONES 
The best just got better. The new Shure Sound Isolating™ Earphones deliver unmatched performance in a low 

profile design optimized for personal monitoring or simply high performance listening. Detachable cables allow for 
easy replacement and provide a long lifetime of use, while the wireform fit guarantees secure placement. 

Find your perfect fit at www.shure.com/americas. 

www.shure.com/americas 
©2011 Shure Incorporated 

SHUW 
LEGEN DARY 

PERFORMANCE™ 



FOCAL 

À 

“It was a WOW 
moment from 
the beginning.” 

“Nothing short of 

MIRACULOUS 

CMS 40 - $450/ea 

Focal Professional CMS 40 
Joining the critically (and real-world user] acclaimed CMS 65 and CMS 50, is the ultra new, ultra 

compact CMS 40 Active Monitor. And when we say compact, we really mean it. Measuring no more 

than 9" high and featuring front porting, it can be placed almost anywhere ■ even flat against a wall. 

Yet don’t let its diminutive size fool you, this baby packs a mighty big punch with a market leading 

25 watts Class AB power. 

visit www.focalprofessional.com to find a focal specialist near you. 

>ional is distributed by Audio Plus Services www.audioplusservices.com • 800.663.9352 
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"A-T has raised the bar once again, this time with the 
new M50 headphones, and this time they've raised 
it quite a bit. Already these phones are by far the 
favorite in our studio." 
George Massenburg 
Grammy -winning engineer & producer 

EXPERIENCE MORE TRUTH 

'.'..it's the most exciting thing to come along in years. 
These are fantastic-sounding headphones, period. 
There just isn't anything better you can do for your artist 
than to give them a pair of these." 
Frank Filipetti 
Grammy'-winning mixer and producer 

"I tried these phones on a few major artists and they all 
said, 'WOW these are great.' We use these phones on 
all our vocalists." 
Al Schmitt 
Grammy -winning recording engineer and producer 

"Since I got my ATH-M50 headphones, I have actually 
enjoyed mixing and referencing with headphones. 
My M50 headphones are now an integral part of 
my process. ..they absolutely translate with my 
speakers, but most importantly, they translate to the 
outside world." 
Ed Cherney 
Grammy andTEC award-winning producer/engineer 

METAlliancg-
[CERTIFIED! 

"The M50's seem to be winning hands-down. Everyone 
that's heard them won't give them back." 
Tom Schlum 
Chief Engineer | Capitol Studios 

Believe everything you hear. Audio-Technica's ATH-M50 studio monitor headphones deliver natural response 

throughout the entire frequency range, without hyping or diminishing sounds along the way. Wherever your 

music leads you, experience more, audio-technica.com 

I FEATURES 1 

• Natural response ideal for professional monitoring 
and mixing 

• Collapsible design for easy portability 
and convenient storage 

• Proprietary 45 mm large-aperture drivers 
with neodymium magnet systems 

• Closed-back cushioned earcups for isolation 
• Adjustable padded headband for comfort during 
long mixing/recording sessions 

• Single-sided coiled (ATH-M50) or straight (ATH-M50s) 
cable terminates to gold-plated mini-plug with 
screw-on ’A" adapter 

audio-technica 
always listening 
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The all new Meteor Mic takes you to the other side. 
Make an impact with our most advanced USB studio mic. 
Hitting stores everywhere April 15th. 

©2011 Samson | samsontech tom SAMSON 
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TALKBOX 
GIVE IT AWAY! 
I'm not talking about music or possessions, but 
knowledge. Over the years, I’ve met engineers and 
producers who have “secret" techniques that they 
won’t share with anyone else, and others who are 
more than happy to answer any question you might 
have. And I've noticed something interesting: The 
ones who are quick to share their knowledge tend to 
be the most successful, and the highest up on the 
recording “food chain.” 

Coincidence? I don’t think so. Whether you sub¬ 
scribe to the concept of karma, believe that “as ye 
sow, so shall ye reap,"or just think that Newton got it 
right when he said that every action has an equal and 
opposite reaction, being generous with your knowl¬ 
edge tends to give back far more than you give up. 

When you help someone else, it’s a natural, 
human reaction for them to want to do something for 

you in return. Most people seem to have some kind 
of internal moral gyroscope that creates a desire to 
“even the score." On the negative side, this mani¬ 
fests as revenge, and the “eye for an eye" mentality. 
But on the positive side, it starts a feedback loop 
that's sort of like turning knowledge into open-
source code, where everyone can contribute. 

You may not always get an immediate, personal 
benefit from sharing your knowledge; maybe the 
person you helped will now be able to help some¬ 
one else because of what you told them. And that’s 
fine, too, because it’s making the world a more 
open, helpful place-which will ultimately benefit 
you anyway. 

Go ahead-give it away! You won't regret it. 

Craig Anderton, EQ Executive Editor 

LETTER OF THE MONTH 
My Favorite Kick-Drum Miking Technique 
I like capturing not only the impact of a kick drum, 
but also its tone and character. I noticed that 
recording engineers often go about positioning the 
snare and tom mies differently, rarely placing the 
mies inside, so I thought I'd try applying this tech¬ 
nique on a kick drum. I place a large-diaphragm 
cardioid condenser in front of the kick drum, but 
instead of placing it directly in front and perpendi¬ 
cular to the kick drum, I place it close to the outer 
rim, with the microphone aiming across the front, 
much like the way someone might position a floor¬ 
tom mic. I'll aim the mic closer or farther from the 
side of the kick to try and balance out the woodi¬ 
ness of the kick and the skin tone. If the bleed from 
the cymbals and other drums is too much, I will 
sometimes take my wooden dining room chairs 
and wrap acoustic foam around them to form a 
sort of tunnel, placing them over the kick mic, and 
use sound treatment panels to surround the mic to 
minimize the bleed. This microphone technique 
tends to work for quieter sorts of music, such as 

ballads, jazz, or 
simply times when 
the drummer is 
not wailing on the 
kit. It's not always 
right for the song; 
there are times 
when using a 
dynamic mic 
inside the kick 
drum is indeed the best answer. But when it 
works, it brings a smile to the drummer's face. 
Drummers rarely hear the musical note of their kick 
drum on recordings, so if you can capture this, the 
note, the woodiness, and the fundamental charac¬ 
ter of the kick drum, you'll have made a friend for 
life. And a pretty good recording as a bonus. 

Ken Lee 
Blueberry Buddha Recording Studios 

Los Angeles, CA 

Correction: In the February 201 1 feature “Big Bottom,” the screenshot referred to as Line 6’s 
POD Farm 2 is actually the original POD Farm. However, the text is correct and refers to POD Farm 2. EQ 
regrets any confusion. 
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ASK EQ 
In the November 2010 “Ask EQ” 
column, you mentioned that there 
are some “rookie errors” in a 
recording that mastering can’t fix. 
Could you elaborate? 

Shaun McArthur 
London, Ontario, Canada 

via email A waveform that looks like this indicates a “slammed" 

Sure thing, Shaun. Here are the biggest ones. For more, 
see next month’s in-depth mastering feature, with advice 
from top pros in the field. Stay tuned! -The Editors 

mix, which doesn’t give a mastering engineer much 
room to maneuver. It’s also already faded out, which 
might create a problem when assembling an album. 

Mixing so “hot” that clipping occurs. It’s difficult at 
best to undo the results of clipped waveforms. It's not 
good enough to make sure that a red clip indicator 
doesn't light, because it usually doesn't take inter-sam¬ 
ple distortion into account. Which brings us to ... 
Not leaving some headroom in the mix. Give the 
mastering engineer room to breathe-treat -6dB as 0. 
This should also ensure that clipping doesn't occur. 
Strapping processors across the stereo bus and 
mixing with those processors in place. Processors 
such as maximizers, exciters, Eds, etc. may make your 
mix sound better-but so will a mastering engineer, who 
will likely have better tools to accomplish these func¬ 
tions, as well as the ears and experience to use them 
optimally. Go ahead and leave those processors on and 
run a mix for reference, then bypass all stereo bus 
processors and make a mix (with headroom!) for the 
mastering engineer. Send the reference along with the 
real file, and include a note that says, “Please make it 
sound like the reference, but better.” 
Not soloing and listening to each track, from 

beginning to end, prior to mixing. Many times, a 
mastering engineer will pick up on clicks, pops, distor¬ 
tion, etc. that were overlooked during the mixing 
process. Listening to each track individually before 
mixing can spotlight those errors before they get 
“baked” into the mix. 
Mixing in a room with bad acoustics. This guaran¬ 
tees that your mix won’t be accurate. For example, if you 
don't have some kind of bass treatment, then there will 
usually be nulls at bass frequencies, causing you to mix 
the bass louder than it should be. Mastering can com¬ 
pensate for this to some extent, but not always. (See 
our back page for tips on optimizing your room.) 
Forgetting that mastering is not mixing. Mastering 
affects all sounds at once. If the vocal is weak in the mix 
and mastering uses EQ to help bring it out, those changes 
will affect all other instruments in the same frequency 
range. Get the mix right before it goes off for mastering! 

Ask EQ a technical audio-related question, and EQ will 
answer it. Send it to EQeditor@musicplayer.com. 

EQ POLL 
How green 
is your 
recording 
studio? 

We use green power 

Both of the above 47% 
None of the above 

Send EQ Your Stories, Win Gear! 
Talk to us! Share your studio stories with EQ, and we'll print our favorites in an upcoming issue. And if we choose you 
as the “letter of the month," you'll win sweet gear! This month, we're giving away a Zoom Q3 handheld video recorder 
with built-in X/Y mies, a 2GB SD card, and a long list of audio features, including resolution up to 24-bit/96 kHz. 

Question: How do you get the best take out of a vocalist? 
Send your answers to EQeditor@musicplayer.com. 

MARCH 2011 EQMAG.COM 
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Channeling Creativity Through 
Studio Chaos 
Kentucky quintet Cage the Elephant was either 
named after a Hindu symbol of strength and honesty 
or based on the exclamations of a frenzied drifter, 
depending on whom and when you ask. But listen¬ 
ing to producer Jay Joyce describe the manic ses¬ 
sions for the band's sophomore album, Thank You 
Happy Birthday, the group's name acts just as 
appropriately to represent its lighting-in-a-bottle 
recording aesthetic. 

“The biggest thing with Cage is you never know 
when it's going to all come together, but then you 
turn the chaos into something amazing," reflects 
Joyce, owner of West Nashville, TN, house-turned-
studio Tragedy/Tragedy, where he also manned his 
SSL Duality console for the band's 2008 debut. 

“The first album was more getting settings and 
going, with very subtle changes to the songs we’d writ¬ 
ten prior? recalls singer Matt Schultz. “This time, it turned 
into more of the spontaneous recording we’d wanted." 

Reuniting in spurts with Joyce, Cage the Elephant 
took brackets of time between touring to capture 
intentionally “trashy," loud-soft-loud dynamics stud¬ 
ded with analog details. While living in London and 
amassing a European fan base, the band assembled 
dozens of songs, but then they scrapped these ideas 
upon returning to Kentucky and entered the studio 
with three new weeks of immersive songwriting 
inspired by the taut and scrappy interplay of Gang of 

EQMAG.COM MARCH 2011 

Leam more about the 

odd origins of the 

band’s name. 

eqmag.com/march2011 

Four and the Clash with the needly spasms of Mud¬ 
honey, the Butthole Surfers, and the Pixies. It was 
then a matter of digging in until it was banging out. 

Tracking primarily to tape, switching to Pro Tools 
HD for certain vocals and overdubs, Cage and Joyce 
manually dialed modulation till things clicked. This 
live-take foundation trickled down to fingers on the 
reel and Varispeeding tape machines as pitch tools. 
“Some things were done in the mix, but mostly, if we 
wanted fuzz bass or a distorted drum kit, we’d com¬ 
mit to what we were hearing," says Joyce. 

Pedals were shuffled-including Electro-Harmonix 
Memory Man, Boomerang Looper, Z.Vex Effects 
Fuzz Factory, and Korg AX3000G tremolo-and 
these tones were cranked through many different 
amps, from Marshall stacks to eight-inch 
Magnatones. For drums, the crunch came from mix¬ 
ing vintage mies such as Altec 639As and Neumann 
U47s with converted Dictaphones, which contain 
their own limiters. 

Even vocals were fed through pedals, with Joyce 
triggering live warble and feedback on certain 
phrases. Having varied, roomier vocal tones was a 
goal, so Schultz was placed in stairwells and wood-
lined living rooms, several feet from the mic. Spring 
reverbs such as AKG BX1 0 and a ’65 Fender added 
to natural ambiance (augmented by a Universal Audio 
EMT 140 Classic Plate Reverberator, the Cooper 
Time Cube Mk II Delay, SPL Transient Designer, and 
dbx 117 Dynamic Range Enhancer). 

Jettisoning the pre-planning, Cage the Elephant 
indulged in its musical ADD and subsequently laid 
down the most honest representation of the band’s 
ability to translate energy into new forms. Tony Ware 



CHARLES BRADLEY 
Stripped-Down Soul 
Tucked away in the three-room warehouse studio 
known as Dunham Sound in the South Williams¬ 
burg section of Brooklyn, 62-year-old singer 
Charles Bradley and youngblood producer/guitarist 
Tommy Brenneck are playing back their cover ver¬ 
sion, still in progress, of Neil Young’s “Heart Of 
Gold." This one sounds funkier, darker, and some¬ 
how older than the original, and one glance at the 
half-inch reels rotating silently on the vintage Otari 
MX5050 8-track tape machine-the studio's 
recording hub, along with an MCI JH 400B mixing 
desk-tells part of the story. 

“I'm heavy into that late-'60s, early-'70s soul 
sound,” Brenneck says, citing influences ranging 
from Curtis Mayfield to Sly Stone to Ethiopian jazz 
legend Mulatu Astatqé, “but there isn't a lot of stu¬ 
dio trickery going on here. We spend so much 
more energy on the songwriting, arranging, and 
getting the performance right that I really don't 
believe in the gear helping too much. As long as 
there’s a tape machine, it's cool.” 

High-octane performances are at the heart of 
Bradley's long-overdue debut album, No Time For 
Dreaming (Dunham, 201 1 ). Started in 2005 in Bren-
neck’s former bedroom studio, the album is a reverent 
throwback to the days of Muscle Shoals, Stax, and 
Studio One, when entire bands would cram into a 
room with just a couple of microphones-in this case, 
Brenneck's own six-piece Menahan Street Band, with 
only a Shure SM54 and an SM57 going into a TAS-
CAM 12-channel mixer-and lay down a barrage of 
rhythm tracks that were bounced, squeezed, and 
compressed to make room on the tape for the wailing 
lead and background vocals. 

And Bradley does indeed wail, his gruff shouts on 
the title track conjuring a certain Godfather. “I always 
loved James Brown, Diana Ross, Aretha Franklin, 

Sam Cooke,” he notes, his sandpapery voice redolent 
of a tough life tempered with faith and resilience. 
“When I'm not doing Charles Bradley, I normally end 
up doing James Brown, but thanks to Tommy, he 
pulled me away from that. He ain't stopping me, but 
he wants me to be me, and I respect that.” 

Smoldering embers like “The World (Is Going 
Up In Flames),” the rump-shaking “Golden Rule,” 
and the after-hours serenade “Lovin' You Baby" 
make No Time a pithy slab of introspective soul 
that promises to be this year’s sleeper hit from the 
Daptone camp. (Brenneck is a longtime member of 
the Dap-Kings and the Budos Band, and mixed the 
album with Daptone co-founder Gabriel Roth.) 
More importantly, it’s evidence of how solid musi¬ 
cianship and the spontaneity of first and second 
takes can transcend the limitations of studio gear. 

“Some of these tracks have the crunchiest organ 
and Rhodes sounds," Brenneck explains, “because 
they were getting bounced with the guitar [a '66 
Harmony H74 through a '68 Ampeg Gemini amp], 
and of course every time you bounce, you get 
another generation of tape compression. You don't 
really need outboard gear when you do that, and 
you can end up with some really tough-sounding 
shit. Then you’ve got Bradley and the horn players 
just pinning the needles with tape distortion; there’s 
no way I'm gonna record it again if what they just did 
is magic. It's all about commitment and hard work 
beforehand, and I think the sound just comes natu¬ 
rally as a result of that.” Bill Murphy 

Interview outtakes 4 . 

with Charles Bradley * V r” Get a free download 

and Tommy Brenneck —  of “The World." 

More Online! eqmag.com/march2011 
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Warehouse Drum Circles Raise Rhythmic 
Intensity of Zonoscope 
A desire for low-key experimentation led Cut Copy 
to rent a Melbourne warehouse to record their new 
album, Zonoscope. But as the Australian electro¬ 
pop group started tracking and recording, the cav¬ 
ernous floor itself became a sonic element. Beyond 
the idle ladder used as an occasional percussion 
instrument, space became a key factor in capturing 
the interlacing and often tribal rhythms coming from 
drum kits, bongos, drum machines, and more. 

“We really wanted to employ different percussion 
to make it more hypnotic and rhythmic,” says Cut 
Copy frontman Dan Whiteford. “The whole idea was 
to create this separate world on the record." 

The group felt that comfort led to better perform¬ 
ances; Whitford recorded vocals with a hand-held 
condenser at home so he’d be more relaxed. The 
warehouse was divided into clusters of recording 
stations, including a drum room and a kit set in the 
corner to achieve a more open, roomy, Jesus and 
Mary Chain sound, exemplified on the booming 
beats of “This Is All We've Got.” Like everything else, 
the rhythm tracks were recorded through an RME 

Download a free copy 

of “Where I'm Going.” 

Leam about the mys-

terious Zonoscope and 

other influences. 

More Online! eqmag.com/march2011 

Fireface 800 into an iMac 17 running Cubase, but 
mies and mic placement were constantly altered, 
sometimes capturing the space's natural reverb. 

To record the main kit, they used an AKG D1 12 
into JLM NV500 mic pre for the kick, and an E-V 
RE20 into a JLM NV500 for the rack and the floor, 
though they subbed in a Sennheiser MD 421 for 
more bottom end. A Rode NT4 was set overhead, 
and the snare was double-miked, with either a Shure 
SM57 or RE20 on top or a Neuman KM1 84 on the 
bottom (all run through a JLM NV500). For some of 
the more open sounds, an M/S pair (Rode NTK and 
a modded SM Pro MC03 going into a JLM 99v) 
was set a few meters in front of the drums, and 
Nady RSM-2s and Studio Projects condensers 
were used as room mies. 

Layering gave live percussion tracks more pres¬ 
ence amid the synth melodies, especially the 
Yamaha CS-80 bass lines. Drum samples as well as 
the kick and snare from a 909 were layered over live 
recordings on “Sun God,” adding emphasis to the 
already-strong rhythm section. 

“The final recording isn't that obvious,” says Whit¬ 
ford, “but there's something about adding the kick 
and snare from the drum machine that creates a real 
mechanical sound. We also moved it around on the 
grid so it was quantized without sounding 
quantized." Patrick Sisson 
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Has the HOTTEST Tools for Mixing, Plus FREE Shipping, 
a FREE Warranty, and FREE Tech Support! 

Antares 
Mie Modeler EFX 
Change the 
Mic Selection — 
During the Mix! 
Not satisfied with a mic choice 
during tracking? Don’t sweat 
it. Use this affordable plug-in 
to make the switch! Just tell 
it the mic that was used, and 
Antares will work some magic 
to get the vibe of the classic 
mic you want. 

Focal 
S0I06 Be 
These Monitors Get 
Rave Reviews! 
Find out why legions of 
top mix engineers are 
bringing these Focáis into 
their studios! You’ll hear 
music with a purity and 
a neutrality you’ve never 
known before. 

$50 Cash Back Rebate! 
Get it at Sweetwater before February 28, 2011, and save $50! 

Slate Pro Audio 
Dragon 
Fire-breathing Compressor — $50 Cash Back Rebate! 
This FET compressor sports three character settings to give you maximum 
flexibility, from vintage flavor to all-out modern squash. Get it at Sweetwater 
before February 28, 201 1, and save $50! 

Euphonix 
MC Control 
Now Compatible with Pro Tools 9! 
Use this premium control surface to instantly speed 
up your workflow. It's decked out with a touchscreen, 
motorized faders, loads of customizable controls, and 
now full-on compatibility with Pro Tools 9! 

Mies to mixers, computers to compressors — 
Sweetwater always has the HOTTEST music gear in stock and ready to go! 

Call (800) 222-4700 or order now at Sweetwater.com. 

FREE 
tT Professional 

Advice 

We’re here to help 
answer your questions. 

FREE Shipping 
Almost everything ships 

to you for free. 

SweetCare • 
www.sweetwater.com/support 

FREE Technical Support 
Knowledgeable pros are here 

to back you up. 

LOWEST-
Possible 
^Prices^ 

FREE Warranty LOWEST Possible Prices 
You won't find free 2-year coverage Get the gear you want, 

like this anywhere else. at the right price. 
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2CAudio Breeze Reverb Plug-In 
What Efficient, simple, inexpensive reverb plug-in (AU/VST/RTAS; 32/64-bit for Windows VST) 
Why You want a fine-sounding reverb, but don’t want to pay a lot-or spend hours tweaking it. 
How Breeze, the little brother to 2CAudio’s award-winning Aether plug-in, offers a simplified, minimal 
interface that makes it easy to dial up and adjust sounds. Macros adjust multiple “background” parame¬ 
ters with individual controls. 
Price $149.95 
Web www.2caudio.com 

Switchcraft 900 
Series Instrument 
Direct Boxes 
What Direct box for stage or studio 
Why The ground lift switch can be controlled remotely 
using +48V phantom power from your console. 
How There are two operating modes: Manual, for toggle-switch ground lift, and Phantom, for 
remote ground-lift control. The SC900 features a Jensen transformer, while the SC900CT 
offers a custom transformer. 
Price SC900CT, $230 
Web www.switchcraft.com 

TASCAM Portastudio 
for Apple iPad 
What TASCAM's legendary Portastudio is now an iPad app. 
Why For portable recording, the ¡Pad/Portastudio combination 
is compelling. 
How Based on the TASCAM Porta One introduced in 1984, 
the virtual version records four tracks, one at a time, with VU 
meters and a cassette transport contributing a vintage vibe. 
When done, mix your recording to a stereo track that appears 
in iTunes. 
Price $9.99 
Web www.tascam.com 

by David Albin 
All prices are MSRP unless stated otherwise 
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Best Service 
Production 
Tools Vol. 4 

Universal Audio 
Studer A800 
Tape Recorder Plug-In 
What Tape-sound emulation plug-in for the UAD-2 platform 
Why You want the sound of analog tape, but not the hassles. 
How The A800 plug-in, which is endorsed by Studer, models the 
entire tape path and hardware electronics-while offering the 
sounds of four different tape formulas. Sonic options range from 
clean to saturated to clipped. 
Price $349 (not including UAD2 card) 
Web www.uaudio.com 

50UNOCRCÆK 

Antares Mie Mod EFX 
What Plug-in (AU/VST/RTAS) that models 125 classic and 
vintage mies 

What 35 electro/tech/progressive house music toolkits 
Why Put together modern-sounding, house-oriented dance 

Why Because you want more mic characteristics than you 
could ever afford. 

floor tracks and soundtracks. 
How Each toolkit contains individual samples, drum and 
instrument loops, Kontakt instrument presets, synth presets 
formatted for various instruments, MIDI files, and arranged 
song ideas-3.5GB total of content. All WAV files are avail-
able as Apple Loops and REX files for convenient stretching. 
Price $99 
Web www.bestservice.de 

How Specify the mic you used for recording the track (along 
with its pickup pattern and low-cut filter settings, if applicable), 
then specify the mic you want to emulate, as well as the amount 
of proximity effect, low-cut filtering, and pickup pattern (for vari¬ 
able-pattern mies). You can even add a taste of tube saturation. 
Price $159 
Web www.antarestech.com 

Rycote Custom Shock Mounts 
for Milab Mies 
What Their first collaborative product is a custom version of the Rycote InVision USM 
suspension for the Milab SRND 360 surround microphone. 
Why Rycote has an exceptional reputation for shock mounts, which are now adapted to 
Milab mies. 
How The mic mounting ring is acoustically decoupled from the rest of the suspension 
by Rycote’s vibration-resistant Lyre clips-they're virtually indestructible, don’t sag over 
time, and don't need re-threading. The system also provides greater isolation from 
vibrations compared to traditional mic suspension systems. 
Price TBA 
Web www.milabmic.com , www.rycote.com 
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“Lucinda Williams is as great an artist as I've ever 
worked with,” says Don Was. Having produced the 
Rolling Stones, Bob Dylan, Brian Wilson, and Willie 
Nelson, for starters, Was knows the score. “History 
will record Lucinda as one of the all-time greats. I 
really feel that. She's got such a presence; she 
leaps out of the speakers. If you listen to her per¬ 
formances, she doesn’t waste a syllable. Her phras¬ 
ing is impeccable. And it's not because she's 
studied it; she's a natural. She just sings, and she's 
for real and she's writing about real stuff.” 

Following years of frustrating recording experi¬ 
ences, along with the accolades, multiple Grammy 
Awards, and SRO shows, Lucinda Williams 
triumphs on Blessed (Lost Highway). Co-produced 
by Don Was, Williams' husband/manager Tom 
Overby, and longtime engineer Eric Liljestrand, 
Blessed is the culmination of Williams' 32-year 
career. An incredibly transparent recording (tracked 
at Capitol Records’ famed Studios A and B in Los 
Angeles), Blessed documents 12 of Williams’ best-
ever songs, cut with her established band (Butch 
Norton, drums; David Sutton, bass; Vai McCallum, 
guitars; Rami Jaffee, keyboards) with guest spots 
from Elvis Costello, Greg Leisz (guitars) and 
Matthew Sweet (vocals). While this may sound like 
PR ballyhoo, Williams is the first one to say she's 
risen to a new plateau on Blessed; further confirm¬ 
ing the mastery exhibited on her recent albums 
West and Little Honey and her 1998 breakthrough, 
Car Wheels on a Gravel Road. 

kitchen table where she writes songs from her Stu¬ 
dio City, California home. “I'm wiser and more com¬ 
fortable with my craft. I'm more confident about 
what I do and less afraid to take chances. And I've 
stretched out to absorb other kinds of stories and 
material to write about. I can't write about 
unrequited love forever. It's forced me to look else¬ 
where for material and it’s coming more easily than I 
thought it would.” 

But even with this new-found confidence and 
artistic mastery, evident on such Blessed tracks as 
the gritty “Buttercup,” lonesome moaner “Sweet 
Love,” rock-and-roller “Seeing Black,” and the cele¬ 
bratory title track, Williams' past still dogs her. 

“You can be comfortable and still be in pain,” 
Williams says. “I have a lot of pain, still. That's not 
going to go away. There’s different kinds of pain. 
Just because you meet somebody and marry and 
love them doesn't mean you’re not going to feel 
pain. I'm like a sponge walking through life. I soak 
everything up. I've got memories hanging around 
that I think about a lot. Maybe that’s why I am writing 
more these days. But I am more confident as a 
writer. I’m not as insecure about it.” 

Capturing Spontaneity 
Williams’ kitchen table figured prominently into 
Blessed's creativity. It’s where she would place her 
beloved Zoom H2 Handy Recorder while writing 
new songs, producing the best-sounding demos of 
her career. 

18 

“Honestly, the older I've gotten, the more prolific 
I've become," Williams says, sitting at the well-worn 

“I love this thing," she says. “It's brought every¬ 
thing to a whole new level. I'd record a song on the 
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"It simply sounds simply stunning, refined, glowing and always useful. " George Shilling, Resolution 

"Apart from the dual-engine H8000FW, the H7600 is by far the best-sounding and most versatile 
professional multi-effects unit now available." Barry Rudolph, Mix 

"If I had the choice of just one processor unit to have with me in the studio, at this point, the Eventide 
H7600 would have to be that choice." Simon Tillbrook, Audio Media 

"Ifyou haven't been out-of-the-box for a while, do yourself a favor and find your inspiration with a great 
outboard processor like the H7600...it will long outlast your next several digital workstations." 

Adam Kagan, Tape OP 

Eventide 
For more information call (201) 641 -1200, email audio@eventide.com or visit www.eventide.com 

Eventide and Harmonizer are registered trademarks of Eventide Inc. ©2007 Eventide Inc. 
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Zoom, then take it to Tom's office and burn a CD. Then 
later we’d listen to it—instant gratification! It sounds 
great! That in itself boosted my confidence. It's like hav¬ 
ing your own studio. I was able to get feedback while I 
was writing that I was never able to get before. We're 
releasing a bonus disc, The Kitchen Tapes, which are 
the demos I made on the Zoom. I would give the band 
copies of the CD made from the Zoom and by the time 
we got to Capitol everyone knew the songs.” 

Williams also directed her musicians as never 
before. Tracking vocals live with her 1979 Martin 
D28 (or Gibson LGO) in Capitol Studio B's vocal 
booth (really a treated air lock between A and B), 
she'd cut three or four takes, max. 

“I do everything live with the band,” she says. “I'm 
in the booth, so it’s controlled, which makes me feel 
more comfortable. I like to feel that spontaneity of 
everybody playing live. I used to overdub my vocals 
all the time, now I can go in and just knock it out. 
Before, I would end up punching in or redoing it. I 
just don’t make those mistakes anymore. Maybe I've 
learned to use my voice better and be more relaxed. 
So the album is entirely live.” 

Williams fell in love with Capitol Studios, where 
she sang through the same mic that Frank Sinatra 
used to cut his American Songbook masterpieces 
(through the studio's Neve 8068 onboard preamps). 

“I actually sang through the Neumann U48 mic 
that Sinatra used,” Williams marvels. “It was still in 
its original case with his name on it: 'Frank.' The 
Neumann U48 takes that sharpness off; it gives my 
voice so much more depth. I can hear all these cool, 
grainy textures. I love the sound in my headphones 
with the Neumann, and if I sound good, I am going 
to sing better.” 

Overby and Liljestrand co-produced Williams' last 
two albums, and were preparing to produce what 
would become Blessed, when Overby decided to 
pull in Don Was, literally days before tracking began. 
Overby witnessed the fast friendship between 
Williams and Was during a MusiCares benefit, and 
knew the seasoned producer would provide a great 
sounding board. Overby also knew the value of sur¬ 
rounding Lucinda with a supportive cast. 

“She used to not enjoy the studio very much,” 
Overby explains. “On Happy Woman Blues, without 
Lucinda knowing it, Folkways added a band over 
what she had done. Then Car Wheels ... got made 
once, then remade; it took six years to finish. 
Lucinda made the first version with Gurf Morlix and 
her band producing, but it wasn’t going right. Then 
she got Steve Earle to co-produce, that’s when the 
falling out with Gurf happened. That experience was 
crazy for her. Then Steve Earle pushed her buttons. 
But it was a great record. She never liked being in 
the studio after that.” 

The Meaning of Was 
Given that history, Don Was was the perfect choice 
for producer-his dreads, flip flops, and smiles-for-
miles putting everyone at ease. 

“The whole idea was to clear a path for Lucinda,” 
Was recalls from his LA home studio. “Like clearing 
a path with a machete ahead of the queen! We 
wanted to keep everything out of the way of Lu’s 
performance so she'd have room to sing. We made 
sure we could hear every breath of her voice. In Lu's 
singing, the way she ends a line, where she 
breathes, that’s as important as the most emphatic 
syllable. You have to get the full dynamic range of 
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what she’s doing to fully appreciate it. That required 
leaving a lot of space." 

With the danger of too many cooks in the kitchen 
lurking, Was stepped lightly during the Blessed ses¬ 
sions, but he ultimately added just what Williams 
needed and what Overby envisioned: an ear for 
detail both macro and micro. 

“I always listen to the singer,” Was says, defin¬ 
ing his role. “You try to leave a little demilitarized 
zone around the singer's note. Don’t play her note, 
man! If you play it, and you’re hitting the note in a 
different spot, now you're messing with her phras¬ 
ing. If the listener hears that, they think the 
singer's phrasing is off. Willie Nelson suffered for 
years in Nashville because everyone thought he 
didn’t have any timing in his singing. He has 
genius phrasing, but everyone else played into 
this rigid grid while he was singing over the bar 
line. There is never a good reason to play the 
singer’s note, unless that is an effect you want, 
like to double the melody." 

Unlike most producers, Was sits in the live room 
with the musicians, not in the hermetically sealed con¬ 
trol room. Does he micro-manage the musicians' parts? 

“Someone like [multi-instrumentalist] Greg 
Liesz is not hurting for ideas,” he laughs. “A lot of it 
has to do with feel. What is the rhythm? Is the 
groove giving the singer something to float on top 
of? Or is it restricting the song? What did Lucinda 
have in mind when she wrote the song? And what 
is the groove of that, and are we fighting it? Where 
does the song lay? You can tell that if she isn’t 
singing it well or it doesn't sound good, we are 
doing something wrong. These songs are Lu’s 
babies. It's more helping everyone else to find 
where she's putting it.” 

Beyond production assistance and good vibes, 
Was hipped Williams and Overby to his favorite 
Grado headphones, which he carries with him 
wherever he goes. 

“I use the Grado SR325s everywhere; I am on 
my fourth pair," he says. “It's the one headphone that 
doesn’t have that boxy sound; it's very open. If I had 
to, I could mix with these. When I am jumping 
between studios, they are always consistent. At 
home, I listen on Yamaha NS1 Os, some JBLs that 
you can tune, KRKs. And I always have the Apogee 
Duet. If you use that with your MacBook, everything 
sounds great. The headphone jack on the MacBook 
is the weak link. “ 

Tracking From the 
Player’s Perspective 
In addition to his longtime association with Lucinda 
Williams, veteran engineer/producer/musician Eric 
Liljestrand has worked with Hal Willner, Ringo Starr, 

Diamanda Galas, and Pharrell Williams, among others. 
Liljestrand has very clear philosophies about sound, 
recording, and the space in between the instruments. 

“I come at it partially from a player's perspective," 
he says. “I thought about it: What am I trying to 
achieve with a track? If I am doing an acoustic guitar 
overdub, why am I aiming the mic slightly below the 
12th fret? Why is it a cardioid? Because that's the 
way I've always done it. That's when I bought a 
matching pair of Schoeps omnis [CMC6/MK2]. The 
Schoeps for guitars and horns are clean and have 
virtually no coloration; you’re getting the sound of 
the whole instrument. [Realize] that the sound does¬ 
n’t come from one spot, it comes from the whole 
guitar, from the reflection off the floor, from how the 
player is holding the guitar: Is he muting the back, or 
is the back angled and open? There is a lot to it, and 
you don't get that if you mike that quarter-sized spot 
on the upper strings.” 

Liljestrand used a wide array of hardware from 
Capitols’ plentiful goodie bag (Urei 1176s, Pultec 
EQP-1s, UA LA-2As, GML EQ, Alan Smart Com¬ 
pressor), and made use of Capitol’s famed concrete 
echo chambers, but he's not against plug-ins. 

“I have the Waves Mercury Bundle and I use the 
API emulations and the VEQ a lot,” he explains. “So I 
am not against plug-ins. I do like the sound of the 
8068 pres, but I will use external pres. I have a pair 
of Amek 9098s, the only ones I've ever seen. I’ve 
used those with a Manley Vari-Mu, as opposed to a 
Neve pre and an LA-2A. These are four-band para¬ 
metric and a preamp, so it's a little tweakier. The 
knobs don't have fixed frequencies and they're 
sweepable. The cut and boost you can knock in half, 
so it's +18 normally, but you can knock it down to 
+9 so you can do very fine adjustments. It’s got an 
extremely ballsy top end, so you can get a big boost 
way up high.” 
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When tracking vocals, Liljestrand found the U48 
to be the perfect mic for Williams’ wild and rangy 
approach. “The U48 has a big, really fat, warm 
midrange,” he says. “It feels like the top end is airy 
but it really rolls off and eliminates a lot of harshness. 
It seems to have a little dip around 4k, then a 
little rise, then it slowly rolls off. It is obviously 
colored, but it feels very open. It emphasizes the 
lips, and all the ‘P's are present, but not poppy. Lu is 
in control of all of it—the grit, the shape of her throat, 
and how much she throws her voice up into her 
nose and her forehead. 

“I go U48, Neve 1072 preamp, LA-2A, into tape 
or Pro Tools, then on the way back out I go through 
the LA-2A, and generally some form of Neve EQ,” he 
says. “I boost a little around the 1 k area for Lu. That 
pulls the voice more out in front of the mix. I some¬ 
times do a little cut around the 4 or 6k area, but 
really, that combination I described makes that cut 
for me. Lucinda is a very dynamic singer so she can 
sing very quietly, then one syllable will be very loud 
because she wants to nail it in a certain way. So 
using two stages of compression-compression in, 
compression out-with the same compressor really 
helps me control that.” 

Tracking Williams' guitar simultaneously with her 
vocals, Liljestrand switched between an AKG 451 and 

a Sennheiser MD-504 He placed the mies “pretty 
close on her guitar, 12th to 14th fret. Sometimes I 
would place the mic behind the bridge, 16 inches 
away and angled in from the butt end of the guitar. You 
get a similar sound but without so much string noise. I 
used a Simon Systems DI on her guitar as well." 

For Leisz and McCallum's guitar amps (vintage 
Fenders for Leisz, and either a Divided by 13 or a 
65 Amp borrowed from Rick Benson and Dan Boul 
for McCallum), Liljestrand started with a Sennheiser 
409 or a Shure SM57, one on each amp off-center 
on the cone. He used Neumann U67s or a Brauner 
Valvet as distant mies, ideally placed six feet away. 

“I was never a fan of Neumann U67s, but Capitol 
has a boatload of beautiful 67s, so I set two on omni 
and got a nice, big picture of the room,” he explains. “I 
want the drum kit to sound like one instrument. I set 
the Brauner and an RCA 44DX right in front of the 
drum set. I like to use AKG C1 2As as drum 
overheads, 'cause they sound great. I put them in the 
middle, over the drummer's head, with the tops of the 
mies almost touching each other. I aim the one on the 
drummer's left forward, away from the hi-hat, and the 
other one slightly backward, to the floor tom, to get 
spread and de-emphasize the hat. I use a Shure 
SM81 on the hi-hat, aimed at where the stick strikes, 
so I don't get too much air. I used the Neumann U87 

Make It Your Career - BE CRAS 

Music and sound are with us every minute of 

every day, at the airport, the mall, everywhere. 

We’re moved by music in our cars and on 

stage. We’re absorbed into other worids by the 

sounds in video games and movies. Where 

does all this music and sound come from 

Who makes it’ CRAS PEOPLE MAKE IT! 

Patricia is CRAS 
“My CRAS education is a blend of 

affordability, hands on opportunities 

and the availability of great gear. It's an 

intensg skill-set oriented education 

Mtira required internship." 

1-888.694.3526 1 CRAS.edu 
ARTS & SCIENCES 2300 E^pt Broadway Road, Tempe. Arizona 85282 

BECRAS 
CRAS - The Conservatory of 
Recording Arts & Sciences 

Be creative, have the skills, and be exposed 
to the multitude of career opportunities 
in recording, live sound, and gaming. 

Be certified in the critical technologies 
and protocols of audio production. 

Explore and master important classic 
technologies such as multi-track tape, 
tube signal processing and microphones. 

11 months of total hands-on immersion. .. 
without a mountain of debt. 

280 hours of working studio internship. 

Be thoroughly prepared to enter 
the world of audio production, certified 
and confident in your skills. 

Wanna BE CRAS? Contact us to learn 
how you can become skilled in: studio 
recording, live sound engineering, 
production/post production for film 
and television, and video game sound. 
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on the toms; it lets them sing. I place them near the 
rim, aimed at that stick-hit area. For the snare, a Shure 
SM57, maybe six inches away, and a 451 as a bottom 
mic. It's a safety net; I really want the top sound. I lean 
toward a Motown approach, where there isn’t much 
difference in EQ from the hi-hat to the bass drum-a 
difference in pitch, but not EQ. For the bass drum, I 
like an RE-20 inside and a Neumann FET 47 outside. 
I use Primacoustic Kickstands on the bass drum 
mies, and for pretty much anything loud on the floor¬ 
bass amps, guitar amps-they completely open the 
sound. I borrowed [legendary engineer] Al Schmitt’s, 
so I could have two!” 

Bass duties were handled by a Manley DI or an 
Ampeg B1 5, miked with a FET 47. “Later on, we re¬ 
amped the bass as well, with an Ampeg SVT and the 
RCA 44 in the room," says Liljestrand. “Upright bass 
was miked with an AKG 451 , and a DI went through 
a Fairchild 670 compressor. For piano, I used 
another pair of U67s aimed at the hammers inside 

Read interview extras 

with Williams and the 

recording team. 

Check out the echo 

chambers at Capitol 

Studios. 

More Online! @eqmag.com/march2011 

the piano, or in an XY pattern outside the piano, right 
at the curve on the body of the instrument.” 

Better Than Ever 
What ultimately strikes you when listening to Blessed, 
beyond its rich transparency and its focus on Williams 
voice, is the sound of a great American artist at work 
(or is that at play?). Often regarded, and often criti¬ 
cized, as a perfectionist, Lucinda Williams moves in 
that rarefied air where few exist. She’s firing on all 
cylinders. She owns it. She knows the score. 

“You gotta get great musicians and a great engi¬ 
neer,” Williams says, offering sonic advice. “I think it's 
just getting people around you who have good ears 
and who know how to get a certain sound. And my 
confidence? For me, it comes from experience. I am 
certainly at a better place creatively than I've ever been. 
Now, everyone is making CDs and putting them online, 
but they're not playing live. That’s how I got my confi¬ 
dence. I had to learn how to win over an audience. 
When I first went out, I didn't have a lot of my own 
songs. I was so shy. But rather than quit, something in 
me said, ‘Okay, I need to work on my craft so that the 
audience will pay attention.' I decided I was going to 
get really good at writing songs. At the time, I didn't 
think of myself as a singer. Then over the years, that got 
better too. I'm better now than I used to be.” co 

NEW ADC16 

Benchmark A/D converters are used by some of the top mastering 
facilities in the world. With the new 16-channel ADC16, Benchmark 
converters are the obvious choice for the serious recording facility. 

• 16 channels of mastering-quality analog-to-digital conversion 

• Compatible with Pro Tools 9 and other native DAWS 

• Four sets of digital outputs (balanced AES, coax, optical, computer interface 
(optional]) 

• Total jitter-immunity with Benchmark's new, phase-accurate 
UltraLockDDS™ technology 

• Benchmark's 9-segment dual-range digital LED meters with peak-hold’ 

• Conversion at 44.1, 48, 88.2, 96, 176.4, and 192 kHz and any non¬ 
standard rates between 28 kHz and 200 kHz 

Benchmarkmedia.com 
800-262-4675 
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"I can't remember a single 
session over the last 5 gears on 
which I haven't used an SE mic" 
“I've found the 4400a to be a hugely versatile mic 
- it's great for acoustic instruments, and I 
especially like it on drums and percussion. Its 
hyper-cardioid pattern is extremely useful on 
toms and snare as it controls cymbal spillage 
really well and delivers great punch and tone" 

sE4400a 
■ 4 polar patterns 

■ 10 and 20dB pad 

■ 60. 120 Bass cut 

■ Hand crafted capsule specialist neutral tuning for multiple 

instrument and vocal applications 

■ Multi function shock mount (patent pending)" 

■ Available as a stereo pair 

The 4400a is specially tuned to get the most from a wide range 

of recording applications, including vocals, drums, guitars, piano, 

strings and wind. This makes it the ideal choice for project 

studios and professionals alike, a mic that engineers in the 

know can call on in any situation to get the best results, and fast! 

Ä FINGERPRINT 
AUDIO 

Contact: 512 847 5696 
www.fingerprintaudio.com 
sales@fingerprintaudio.com Sound Engineering 

www.seelectronlcs.com 
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Bright Eyes Mess With the 
Recipe on The People’s Key 

by Bud Scoppa 

At the tail end of 2008, Conor Oberst started talking with the other 
two core members of Bright Eyes, guitarist/P-E -M Mike Mogis and 
keyboardist/arranger Nate Wolcott, about a direction for the band's 
sixth album. “All Conor said was what he didn't want to do-he didn't 
want to make another alt-country, neo-folk record, or whatever they're 
calling them these days,” Mogis recalls, sitting at the 48-channel 
Neve 8048 in Control Room A of his righteously old-school ARC 
Studios (that’s short for Another Recording Company), situated 
behind his house in Omaha. “And he didn't want to play acoustic 
guitar, so we gave him other things to play. We decided to make 
more of a rock record this time, but we also wanted to take a more 
experimental approach-to have some fun with it.” 

The album, which would eventually take the title The People's 
Key, would be the first Bright Eyes project to play out at ARC, 
which Mogis and his brother had painstakingly constructed after 
moving the facility from its original location in Lincoln. Owning the 
studio took the pressure off, enabling a more leisurely and 

thought-out process. “The project felt very homey," says Mogis. 
“Conor lives in close proximity, and Nate lived in the guest house 
attached to the studio while we worked. It felt like we were wood¬ 
shedding, but it was also the most collaborative we've ever been, 
so it was the best of both worlds, in that regard. It allowed us the 
time to step back, come up with diferent ideas, and reshape parts 
and tones to tie the songs together.” 

The album was made in three tracking sessions, beginning in 
January 2009, when they cut three key songs in “Shell Game” 
(surely the catchiest Bright Eyes track ever), “A Machine Spiritual (In 
the People’s Key),” and “Beginner's Mind.” Says Mogis, “We spent a 
fair amount of time thinking about stuff before we recorded it. 
Because it’s our own studio, we had the luxury of rehearsing and 
doing pre-production while we were tracking. Typically, we'd record 
our practice and then record for real later that afternoon. Then, 
after we got the basic tracks done, Nate and I would spend a few 
hours refining our parts." 

Continued 



Mogis had begun collect¬ 
ing vintage analog synths for 
the recording of Bright Eyes' 
electronic lark Digital Ash in 
a Digital Urn back in'05, 
while Wolcott (not then a full 
member) was snapping up 
polyphonic synths. They 
eagerly combined their col¬ 
lections for the project. “Nate 
got an orchestral sound out 
of his polyphonic syhths,” 
says Mogis, “and that set the 
tone for the record. Nate and 
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I collaborated on working my guitar parts 
into his synth parts. I adopted this Police-
meets-Cars rhythm style, very tight, muted 
stuff that lent itself to the thicker keyboard 
sounds and pads so that the parts didn't 
muddle each other up.” 

Surprisingly, given the intricacy of the 
finished album, the bulk of The People's 
Key was tracked like a conventional rock 
record. Mogis was on lead guitar and Wol¬ 
cott was surrounded by a bank of synths 
and a Rhodes Suitcase, while Oberst sang 
guide vocals and led the band through the 
chord changes, usually on an electric bari¬ 
tone guitar. They were joined by a rhythm 
section-primarily bassist Matt Maginn of 
Cursive and drummer Clark Baechle of 
the Faint (both bands label-mates with 
Bright Eyes on Omaha's Saddle Creek 
Records). The five players cut the basics 
live off the floor in the tracking room of A, 
though a lot of the guitar and keyboard 
parts would be further developed in over¬ 
dubbing, recording to two-inch tape in 
order to get the maximum punch out of 
the rhythm section. 

One of the most striking aspects of 
the finished album is its huge, torqued-up 
bottom, as Mogis discovered, to his 
delight, just how much oomph he could 
get out of the natural acoustics of the track¬ 
ing room. I use a U47 about eight feet off the 
kick,” he says, “and the room is so balanced 
that it sounds almost like a pre-mixed drum 
kit." It didn't take him long to figure out the 
rest of the mic setup: a Sennheiser 421 
on the kick, an AKG C535EB handheld 
condenser mic on the snare, and a 
Josephson e22 on the tom, with a Neu¬ 
mann SM69 overhead and a Beyer M1 60 
rhythm mic placed in the sound-lock room 
with the door cracked open for a “distant” 
sound, which he then tucked underneath 
in the mix. The resulting spatial scale and 
impact is downright Bonham-like. 

During the overdubbing, Wolcott spent 
countless hours in the B room-which is 
outfitted with a ’70s-vintage, 24-channel 
API 2488-moving between an ARP 2600, 
Arp Odyssey, EML Electrocomp 101, Korg 
MS-20, and Roland Juno 106 and Jupiter 
8, all of which Mogis Dl’d and split into an 
amplifier. “Nate didn’t drastically change 
his original parts,” says the producer. “The 
main thing he dwelled on was getting 
tones, because a lot of these synths were 
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new to him. He'd record the same part like 
five times with different synths.” 

The most radical aspect of this uncon¬ 
ventional album is the doubled, treated 
sound of Oberst's vocals, most of which 
were printed through a Moog Voyager 
and run into a variety of guitar pedals, 
including a Roland RE 201 Space Echo, 

Electro-Harmonix Holy Grail E-H Polycho¬ 
rus and Moog MURF, with E MT plate 
reverb. “That was something he wanted 
to do,” Mogis points out, “and I was 
resistant at first, because if there's one 
thing that's sacred about Bright Eyes 
from a fan’s perspective, it’s Conor's 
vocals. When we started, he told me how 

More Online! eqmag.com/march2011 
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effect-heavy he wanted it to be, and I was 
like, ‘Are you serious?' But as the songs 
developed, we dialed in some sounds 
that we liked and just went for it, although 
I sometimes dialed it back in the mix.” 

When the album was completely 
recorded, Oberst called Denny Brewer 
from Austin's Refried Ice Cream, who 
made records for Conor’s Team Love 
label, to come up and just talk off the top 
of his head while Mogis recorded him, 
and snippets of the resulting monologue 
open and close the album, as well as 
popping up here and there through its 
course, for a suitably out-there finishing 
touch. “He said a bunch of things that 
actually tied into the record," says Mogis. 
“We hit the jackpot with Denny.” 

Now that he has some distance from 
the project, Mogis can reflect on both the 
record and his facility. “The studio goes 
beyond my expectations, which is a relief, 
because we spent all our money on it,” he 
says with a laugh. “I also feel like I learned 
a lot making this record. It doesn't matter 
how long I've been producing or playing 
guitar in a band; every time I do a ses¬ 
sion, I take something away from it-new 
knowledge or a new appreciation of 
something. I feel that way with any ses¬ 
sion, honestly, with any band." CO 
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Trail of Dead (L-R): Conrad Keely, Jason Reece 
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Simplifying to Craft an Epic 
by Jack Britton 

...And You Will Know Us By the Trail of Dead got its start in Austin in the mid-’90s 

as a duo: Conrad Keely and Jason Reece both played guitar and drums and 

would switch back and forth as they unveiled their idiosyncratic original songs, 

which ranged from post-punk personal tunes to more abstract ramblings. Remem¬ 

bers Chris “Frenchie" Smith, who wound up co-producing both Trail of Dead’s 

1998 eponymous debut album and their newest, Tao of the Dead, “I was playing 

full-time in a local band called Sixteen Deluxe, and my main competition of cool in 

town was this little upstart band; these two guys. I loved them! Their psychoses 
were audible,” he laughs. 

By the time Smith went into Chris Cline’s Stardog Studios in Austin to record Trail 

of Dead for Trance Syndicate (a local label founded by Butthole Surfers drummer 

King Coffey), they’d become a quartet and developed a slightly more conventional 

approach to their music. That album earned the group a substantial underground fol¬ 

lowing, and beginning with their next outing, Madonna, they established a long 

working relationship with producer/engineer Mike McCarthy (who had also helped 
out on the first disc). 

Continued 
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Over the course of several ambitious albums, Trail 
of Dead became purveyors of a dense, layered, 
eclectic brand of rock 'n' roll that had punk, hard 
rock and even British prog-rock antecedents. They 
did not shy away from complex, even theatrical, pro¬ 
duction ideas involving walls of guitars and vocals, 
deep reverbs, and anything that suited the song, 
from horns to strings. Trail of Dead was never really 
a “hit” band, but they accrued a fanatical following in 
parts of the U.S. and Europe for their sophisticated, 
but still rockin’ sound, and lyrics that encompassed 
social and personal issues in fascinating ways. 
Some of Tao of the Dead is also tied loosely into a 
comic book created by Keely (who also designs the 
group's album covers). 

During the making of 2009's The Century of 
Self, the group split from McCarthy, whose style of 
provoking the band and, in Reece's words, “push¬ 
ing our buttons” had grown wearying after so many 
years together, and they finished the album with 
Chris Coaty (TV on the Radio) and their old Austin 
buddy Frenchie Smith, who hadn't worked with the 
band in about ten years. When it came time to 
make Tao of the Dead, Keely, Reece, and relatively 
recent additions Aaron Ford (drums, mostly) and 
Autry Fulbright (bass) started out by recording an 
epic, multi-part composition called “The Ship 

Impossible" with Coaty at a rural studio near 
Woodstock, NY. Then they went back to Austin 
with a plan for the rest of the album, in which all 
the songs would connect with short musical inter¬ 
ludes in the manner of Pink Floyd’s Dark Side of 
the Moon, or works by the likes of Genesis, Yes, 
and King Crimson. They spent a week rehearsing 
in Frenchie Smith's Austin studio, known as The 
Bubble, then ten days recording most of the album 
at a studio outside of El Paso called Sonic Ranch. 
“That's one of the best studios I've worked at,” 
Smith says. “It's a giant recording space with a 
mega Neve 8078 console and everything you 
could want in terms of outboard and other equip¬ 
ment." More guitar and vocal overdubs came later 
back at The Bubble. At both studios, Jason Buntz 
was the primary engineer. 

“We don't usually work up demos, but this time 
we did," says Keely from Brooklyn, where he's lived 
for the past four years. “It was actually the first time 
we made a pretty clear roadmap, and it helped 
because we knew the time was limited. What we 
were trying to go for with this album was to be more 
stripped-down than our previous records. We 
weren't going to do as much layering. We wanted 
the songs to have what they needed to get the idea 
across, but to not go overboard.” 
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This isn't to say this is a simple album, by any 
means. There are still stacks of acoustic and elec¬ 
tric guitars, vocals, and interesting sonic touches 
throughout, including the transitional material, 
much of which is dominated by old and new 
synths, particularly a Moog Voyager and Alesis 
Andromeda A6. Keely used just a few guitars, such 
as a Fender Jazzmaster, a Gretsch Country Clas¬ 
sic, and what Smith calls “a kick-ass Mexican 
Fender Jaguar,” usually through an Orange Tiny 
Terror amp head and a Fender Twin. Reece, who 
played more lead guitar on this album than previ¬ 
ously, admits he was enthralled by multiple guitars, 
amps, and pedals-“Oh, I tried a lot of them," he 
says with a chuckle. “I was experimenting with this 
crazy Italian amp from the late '50s or early '60s; I 
don't even know what it was. But it sounded amaz¬ 
ing until it would get too hot and shut down!” 
Reece also used a Marshall Bluesbreaker and a 
Vox AC30, in keeping with Smith’s and the band’s 
preference for British sonics. 

Check out album art 

and acoustic tracks 

from Tao of the Dead. 

More Online! eqmag.com/march2011 

Keely credits Smith with making the album such 
a pleasure to make. “We were used to taking up to 
nine months to make an album, but we went in and 
banged this one out and it was also painless,” he 
says. “Frenchie was such a positive force. When¬ 
ever things got difficult, he was always there to be 
our life coach and get the mood back up.” 

For his part, Smith calls Trail of the Dead “the 
greatest band in the world” and he couldn't be 
more delighted to be back working with the band: 
“I hope I get to work with them on every album 
they ever make!" 

Tao of the Dead was mixed in Pro Tools at The 
Bubble, utilizing Neve 881 6 summing mixers. Smith 
notes, “I had a few of those upstairs with my 
RADAR rig and we were tracking to stereo sums of 
whatever the most updated rough mix of the Pro 
Tools sessions we had were." Adds Reece, “The 
Bubble turned into this crazy dual-studio situation, 
where someone might be working on guitar and 
vocal overdubs upstairs while Jason [Buntz] was 
mixing a song downstairs.” 

“It’s amazing how well it all fell together,” Keely 
concludes. “We wanted to make something that 
was different for us but still showed our roots in 
classic rock and also really sounded like a band. 
And this way of working let us do that.” CQ 
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DRUMS BY GINO ROBAIR 

Prepping Your Kit 
for Recording 
Whether you use one mic or many to track drums, 
make sure that the kit sounds good before you hit 
Record: You don't want extraneous sounds ruining 
an otherwise killer take. Often it's the little noises 
that you don't notice in rehearsal or onstage that can 
spoil a recording, and it's important to mitigate them 
before the band starts tracking. In this article, I'll 
point out some common problems and offer tips on 
how to deal with them. 

Shake, Rattle, and Roll 
As soon as the drums are set up, check the various 
parts for any noisy connections. You'd be surprised 
how often the source of a rattle is a single loose lug 
nut on a tom or the kick, usually on a bottom head. 
Tension rods can loosen themselves after a few gigs 
or while the drum is being transported. Fortunately, 
this is easy to fix by tightening them up with a drum 
key. Typically, before I begin setting up mies, I'll go 
around the kit and check each lug by hand so there 
are no surprises later. It’s also a good time to make 
sure that the bass-drum spurs and floor-tom legs, as 
well as the wing nuts on the snare and cymbal 
stands, are tight and that nothing rattles. 

Next, grab the tom mount above the bass drum 
and give the kit a shake. If the tom mounts rattle, find 
a way to mechanically secure them. If they can’t be 
silenced on their own by tightening all of the nuts, try 
wrapping the noisy part in a towel or foam and taping 
it up with duct tape. 

While you're still in the room, ask the drummer to 
play a simple beat, with occasional fills and cymbal 
crashes. Listen for any conspicuous noises that 
appear while the drummer is playing. Distracting 
squeaks, creaks, and rattles very often come from the 
hardware. If you hear unwanted sounds emanating 
from the kick pedal or hi-hat stand, treat the moving 
parts with a lubricant such as WD-40. The drum 
throne can also squeak as the drummer turns from 
side to side, and adding lubricant spray or powered 
graphite where the stand attaches to the seat will 
minimize the noise. 

What’s the Buzz? 
Sometimes the snare drum is the source of 
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unwanted noise. Mechanically speaking, it's the 
most complex instrument in the kit because of the 
snare apparatus. If any part of it isn't set up prop¬ 
erly, you’ll have a difficult time getting the drum to 
sound good. 

The metal snares are connected at either end of 
the drum by cables or a strip, depending on the 
model of the drum. When the snare strainer is 
engaged and the snares are brought up against the 
bottom head, they should lie flat and be equidistant 
between the edges of the drum shell. If the snares 
are too far to one side, you can even them out by 
adjusting the strainer tension. If that doesn’t work, 
you'll need to balance their position by reconnecting 
the cable or strip on each side of the snare assem¬ 
bly. Be sure to cut off any snares that have broken 
or come loose and are hanging down. 

Your Drum Shop 
Many drummers don't know how to properly set up a 
snare drum, so it's a good idea to have a decent one 
waiting in the wings-well-tuned and with relatively 
new heads-just in case the drummer's instrument is 
a lost cause. Of course, you can always use a drum¬ 
replacement plug-in later and swap out the bad 
sounding snare with a sample, but why not try to get 
the right sound up front? A quality instrument will 
inspire the drummer to give a better performance. 

Every studio should, at the very least, have a 
few of the basics handy in case of an emergency: 
a snare drum and stand, a bass drum pedal, a cou¬ 
ple of cymbal stands, a hi-hat stand, and extra 
pairs of sticks, mallets, and brushes-core items 
that can bring a song to a halt if they break. It's 
also a good idea to have a selection of well-made 
cymbals in common sizes-a ride, a crash or two, 
and hi-hats. 

Remarkably, the most important things to have 
around are inexpensive accessories such as cymbal 
felts and sleeves, a drum key, an extra hi-hat clutch, 
and snare cord-small items that can be damaged or 
lost because players rarely pay attention to them. It's 
also useful to know how to tune a set of drums. Get¬ 
ting a lesson in tuning from a professional drummer 
will be money well-spent. CO 
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PRODUCTION BY BUDDY SALEMAN 

Fig. 1. Try reversing a waveform to 
change up your groove. (Note green 
reverse-kick waveform here.) 

Breathe New Life Into 
Your Old Drum Loops 
It can sometimes be frustrating to work with the 
same old drum loops over and over again. They have 
served you well in the past, but sometimes you wish 
you could just find a way to milk some more life out 
of them. The following tricks will help you revitalize 
older drum loops in your mix and discover new 
sounds without a major overhaul of the groove. 

Re-lmagine a Part’s Potential 
Try flipping the kick and snare. Reverse the actual 
waveform and see how it affects the groove. A kick 
drum with a soft attack will have a much different fla¬ 
vor and “groove sense" then one with a sharp attack. 
(See Figure 1.) 

Vary Your “Acoustic” Space 
There are times when I like to place the drums in a 
different acoustic space from the rest of the instru¬ 
ments; sometimes this can sound disconcerting, and 
sometimes this can be a stroke of brilliance. Try run¬ 
ning a very large reverb on the drums-maybe a large 
concert hall with a short attack and no predelay. 
Bring it back on a separate aux track, then move the 
drums back and forth in space by simply changing 
the wet/dry relationship until you can get the perfect 
blend between the two. 

Change the reverb to a chorus or a flange and 
see what the blend of the two tracks does for your mix. 
You can achieve a very industrial tone in this manner. 
Other ideas: Distort the drums, run them through a 
guitar amplifier, over-compress them, limit them to 
the point of distortion, and then beat them up with a 
compressor! (We're talking 5:1 at -1 5dB after dis¬ 
tortion-go big!) Drums can be dirty, nasty, busy, any¬ 
thing they need to be, as long as you retain the groove. 

Remix Loops “Live” 
I get sick of loops quickly; to me, they become 
devoid of soul, spontaneity, and band-groove feel. My 
cure for that is to mix the loops “live,” aka on the fly. 
Here's how I set it up: 

First, I record the main drum loop-a loop contain¬ 
ing a whole kit, or whatever is being used for a kit-
and record all of the instruments over it. All the while, 
I explore the groove by combining loops to see how 
they sound in the mix. This is an ongoing process 
throughout the tracking of the song. When I have, 
say, six or seven loops that I think sound good, I add 
a separate kick and snare that work with the individ¬ 
ual loops as well as the cluster. This assures that I 
will have predominant back beat without extraneous 
instruments or noise artifacts. 

When my mix is basically set up, before any 
automation takes place, I bring up all of my loops up 
on my faders and begin to play them live in the mix 
via the Mute button. I am always in Write (automa¬ 
tion) mode, so if I like something, I can remember 
what I have done. 

I love this technique because it makes the 
drums feel like they’re alive. You can create unex¬ 
pected combinations and subtle mistakes that 
don't alter the groove, yet give the mix a human 
feel. If I'm really good, I'll create passes that are 
never repeated exactly the same way, which gives 
the mix a sense of urgency that a band has but a 
machine lacks. 

It all comes down to breaking down barriers in 
your mind about how drums are “supposed” to 
sound. With a bit of resourcefulness and time, you 
will be able to milk brand-new drum-loop sounds for 
CDs to come, cq 
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BY MICHAEL COOPER 

Use Psychoacoustics to 
Craft a Huge-Sounding Mix 

Psychoacoustics is all in your head-it's the branch of 
psychology concerning the perception of sound and 
its physiological effects. Using the principles of psy¬ 
choacoustics, you can trick your listeners into thinking 
a mix sounds louder, wider, and deeper than it really 
is. Use these mind-bending tips to create an enor¬ 
mous-sounding mix. 

Detonate The Chorus 
Psychoacoustics dictates that abrupt sounds seem 
louder than those that build slowly to the same 
level. It is the sharpness in contrast between silence 
and peak level-and how quickly that transition 
occurs-that creates the impression that something 
is really loud. 

If you want your mix to explode into the chorus-
or “hook”-of your song, hold your fire during the 
verse and subchorus. Don't introduce additional 
instruments gradually as the song approaches the 
chorus. Wait until the downbeat of the hook to pile 
on extra tracks. Try introducing some percussive 
tracks when the first chorus begins. You might even 
consider muting all the drums until then. And if the 
song allows, consider having a half or full bar of 
silence (a musical rest) right before the downbeat of 
the chorus. The abrupt onslaught of additional tracks 
right after the peaceful calm will make your song's 
hook erupt with shock and awe. 
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Fig. 1. ¡Zotope Nectar 
adds pleasing harmonic 
distortion to vocal tracks 
to make them sound 
louder and bigger. 

Distort One or More Tracks 
Play back-at the same level on your meters-two 
pre-recorded electric guitar tracks, one clean and 
the other overdriven with distortion. Which sounds 
louder? Unless the clean track is significantly 
brighter than the distorted one, your brain will 
always tell you the distorted one is the loudest. Dis¬ 
tortion tricks the brain into thinking something is 
very loud, even when it's not. 

Electric guitars aren’t the only tracks that benefit 
from this sleight of hand. If you can't make your vocal 
track loud enough to command your mix without clip¬ 
ping, try adding a dash of distortion. The goal isn't to 
make the vocal sound noticeably fuzzy or dirty but to 
add just enough harmonics to make it sound louder. 
The SPL TwinTube, Soundtoys Decapitator, Softube 
Focusing Equalizer (part of the company’s Passive-
Active Pack bundle), and iZotope Nectar plug-ins 
are all outstanding for this purpose. (See Figure 1.) 
Add a little bit of plug-in processing to the vocal, 
and it will sound louder and bigger than the dry 
vocal at the same output level. 

Put It Off Until Later 
In last month’s Techniques article “Learn How to Space 
Out," I discussed how adding pre-delay to a reverb 
patch makes the resulting virtual acoustic space sound 
farther away. The longer it takes for a sound to arrive in 



your ears, the farther away the brain interprets that sound's 
origination to be. But to complete the mental picture, you 
must also account for a real-world phenomenon called 
high-frequency transmission loss. This acoustic effect dic¬ 
tates that the farther a sound travels through air, the more 
its high frequencies will be attenuated. 

The longer the pre-delay you program into your reverb 
patch, the more highs you should roll off the reverb return 
using either a low-pass filter (LPF) or high-shelving cut. 
That is, as the pre-delay's time in milliseconds increases, 
progressively lower the corner frequency for your LPF or 
shelving EQ. Doing so will add natural and convincing 
depth to your mix and trick your brain into thinking the 
sound is coming from behind your speakers! To fool your 
brain most effectively, make sure some other elements of 
your mix are mostly or completely dry. It's the contrast 
between dry and delayed sounds that tricks the brain into 
thinking one thing (the dry track) is very close to you and 
another (the pre-delayed reverb) is farther away. You 
can't create a sense of depth if everything is far away. 

Make It Wide Using the Haas Effect 
Just as delay can make something sound deeper, it can 
also be used to make a track sound wider. Hard-pan a 
mono keyboard comp part or rhythm guitar track to the 
left and bus the track to an aux channel via a send in your 
DAW's mixer. Insert a delay-modulation plug-in on the aux 

Fig. 2. Some delay-modulation plug-ins, such as MOTU 
Chorus, allow sufficient parameter controls for you to 
create the Haas effect. 

channel. Hard-pan the aux to the right, set the plug-in's 
output to 100% wet, and set the delay time to around 7 
milliseconds. Now program a very slow and shallow mod¬ 
ulation of the delayed signal: Set the plug-in’s speed or 
rate control to around 0.8Hz and its depth or width con¬ 
trol to roughly 17%. Modulating (cyclically varying) the 
delay time in this manner makes the track's delayed com¬ 
ponent sound alternately closer to and farther away from 
its dry sound in the opposite speaker, tricking the brain 
into constantly shifting the stereo image. The resulting 
Haas effect will make your mono track sound stereo and 
add subtly shimmering movement between left and right 
speakers. MOTU's Chorus plug-in (for Digital Performer) 
can easily create the Haas effect, and it sounds terrific. 
(See Figure 2.) CO 
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TRACKING BY KENT CARMICAL 

Recording Indian Music 

Recording is a global scene these days, so it’s a 
good idea to learn to record all types of genres of 
music. Indian music sessions are not very different 
than any other gig where the musicians sit on the 
floor in close proximity and leakage is at epic propor¬ 
tions. As a matter of fact, all those instruments are 
supposed to bleed together for the proper effect. 
Here, I'll go over ways to record the most common 
traditional Indian instruments, and share some killer 
miking tips that I learned from Wayne Newett, who 
engineered Ravi Shankar's Music Circle. 

Sitar 
Made from a gourd (or two), the sitar has one main 
melody string, three drone strings, two “chikari” 
strings (tuned in unison for rhythmic purposes), and 
up to 11 “sympathetic” strings. There are two “jiwari" 
bridges, usually made of ivory. Since the instrument is 
hollow, there's beaucoups harmonic and sympathetic 
energy going on with this sucker. 

Most engineers would reach for a large-diaphragm 
condenser, but this can sound a little too crispy, 
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Anoushka Shankar 
with a sitar. 

according to Newett. He recommends a Sennheiser 
MD441 large-diaphragm dynamic mic, saying, “It's 
big and ugly, but sounds incredible.'' Aim the mic 
perpendicular to the front of the instrument, six or 
seven inches from the spot where the player is pick¬ 
ing with his “mizrab” (sitar pick that fits on the index 
finger). Make sure the mic doesn't get in the way of 
the player. 

Depending on the quality of the sitar, placing 
another dynamic mic behind the neck, aimed into the 
resonant gourd, can beef up the sound and offer 
stereo effects. Avoid compression or limiting; even 
small amounts can suck the life out of the sitar's natu¬ 
ral sound. 

Tabla 
A tabla comprises two drums, a large metal drum 
called the “baya" or “bayan,” and the smaller, 
wooden drum called a tabla. (The correct term for 
both drums is “tabla,” not “tablas") Usually, the 
player will place his or her left hand on the baya 
and right hand on the tabla, and perform several 



styles of finger and hand strokes to 
produce a multitude of tones on both 
drums. 

Again, a large-diaphragm condenser 
is the way to go: Try centering a 
Sennheiser MD421 between the 
drums, about six inches away at a 45-
degree angle, to make room for the 
player. This delivers a perfectly 
balanced sound, especially with an 
experienced player. 

If you want to stereo-mike a tabla, try 
placing a MD421 on the baya and an 
AKG 414 large-diaphragm condenser on 
the tabla. The tabla has a “crackle” to it 
that the 414 really accentuates. (You can 
get similar results with other large-
diaphragm condensers.) Aim the mies 
toward the center of each drum, about 
seven inches away at a 45-degree angle. 
As with sitar, compression seems to 
squash the tone here; tablas are quite 
dynamic instruments and impart extreme 
subtleties that can get squashed to 
death. They can get loud, so you'll just 
have to ride the faders. 

Sa rod 
A sarod is like a banjo with a goatskin on 
the front. It is hollow, with a metal, fretless 
''fingerboard” and a resonant brass 
“gourd” on its back. The bridge is on the 
end of the instrument, and with ten sym¬ 
pathetic strings, seven drone strings, and 
one melody string, there is no lack of 
twang on hand. 

Small-diaphragm condensers pointed 
as close to the middle of the goatskin 
“head” work best; that's where the most 
resonance emanates from. My reason¬ 
ably-priced Audio-Technica AT2021 
sounded just fine, but Mr. Newett got all 
pro on me, saying, “I would only use an 
AKG C451 or C452 on sarod.” 

Tamboura 
Tamboura is a four-stringed instrument 
that is tuned to the tonic chord and 
strummed slowly throughout the piece, 
providing a “hypnotic,” mood-building bed. 

Mere mortals may be getting low on 
quality condenser mies at this point, but 
luckily, a modest Shure SM57 pointed 
five inches or so above the bridge-
enough to clear the hand-captures the 
qualities of the tamboura very well. 

Harmonium 
Chances are, someone may show up 
with a harmonium, especially if the 
musicians lean toward Middle-Eastern 
music. This little pump organ plays a 
drone chord while the player improvises 
melodies with the right hand, while pump¬ 
ing with the left. 

Use your cheapest condenser and 
aim the capsule about 10 to 12 inches 
from the side where the sound comes 
out. You want to pay close attention to 
the harmonium player and give that 
fader a small nudge up when melody is 

being played. Harmonium can stand a 
light compression ratio of 2:1 , with a 
medium attack. 

One Universal Tip 
A raga is a fundamental melodic form in 
Indian classical music; it usually begins 
with a long sitar solo intro called an 
“alap," and then the tabla comes in, fol¬ 
lowed by the other instruments. When 
recording a raga, gate all instruments 
except sitar with a very low threshold 
so they don't feedback or buzz during 
the alap. CO 

SHOW YOUR LOVE 
www.cafepress.com/musicplayernet 
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PROPELLERHEAD REASON 5 I M-AUDIO AXIOM I 
BY CRAIG ANDERTON 

Use M-Audio's 2nd Gen Axiom keyboard controllers 
as a control surface for Reason 
OBJECTIVE: Provide hands-on, tactile control for Reason's instruments and global functions. 
BACKGROUND: 2nd Gen Axiom keyboards provide DirectLink support for Pro Tools, Cubase, Reason, Record, 
Garageband, Logic, and Ableton Live. DirectLink automatically maps keyboard faders, encoders, and buttons to 
program parameters, and shows assignments in its display. The following assumes the Axiom keyboard is 
connected via USB. 

Go to www.m-audio.com/index.php?do=support&tab=driver and 
enter your specific keyboard and computer OS in the 
Drivers/Updates section. Drivers and software appear in the 
Results pane. Download and install the appropriate software. 

2 
Launch Reason, go to Edit 
> Preferences, select the 
“Keyboards and Control 
Surfaces” page, then click 
on “Auto-Detect keyboard.” 

3 
Your keyboard will 
show up as an 
attached surface. 
Make sure “Use with 
Reason” is checked, 
and “Standard” is 
selected for Master 
Keyboard Input, then 
close the window. 

If a device like a mixer 
or effect doesn’t have an 
associated sequencer 
track, right-click within 
the device’s GUI, then 
select “Create Track for 
[device name].” 

The Axiom’s controls will affect the selected Rea¬ 
son instrument track. Use the Track O  buttons 
to step through tracks; the Axiom display shows 
an abbreviation of the track’s associated device 
(in this picture, it’s SubTractor). 

6 
Appendix A in the downloadable manual 
gives a complete listing of parameter 
control assignments. 

• Mac: DirectLink drivers are not yet available for 64-bit versions of Snow Leopard; Reason DirectLink is 
not yet supported with OS X 10.6.5. 

• Step 1 : While on this page, click on the Manuals tab and using a procedure similar to locating software 
updates, download the DirectLink for Reason manual. 

• Steps 2, 3: Once you've assigned the Axiom keyboard in Reason, you won’t have to assign it again. 
• Step 4: Step through the selected instrument's presets with the Axiom’s Patch up/down buttons. 
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STEINBERG CUBASE 5 BY CRAIG ANDERTON 

Use sidechaining to trigger effects in novel ways 
OBJECTIVE: Use the audio characteristics of one track to trigger effects in a different track. 
BACKGROUND: VST 3.0 effects with sidechaining capabilities can process one track while accepting a 
control/trigger signal from another track. In this example, we'll control a wah’s filter frequency (that’s processing 
guitar) from a drum part's dynamics. 

□ 0 OOE® 133 

Open the guitar track’s Inspector, then click 
on “Inserts.” In the Select Effect Type field, 
insert Cubase 5’s VST 3.0 WahWah plug-in. 

Powerchord 
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2 
Click on the Wah Wah 
insert’s “e” (edit) button. 
When the WahWah 
interface appears, click 
on the “Activate Side-
Chain” button. 

4 
Open the drum track’s 
Sends Inspector. 

Drums 
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rara Poweichoid 

oo 
ÖDE3E3 

s No Bus 

Click in a Select Send 
Destination field for the 
drums, then select the 
sidechain destination-in 
this case, WahWah. 

Click on the Send’s “power” button to 
activate it, then adjust the Send Level 
for the desired amount of interaction 
with the WahWah. 

Step 1 : Cubase 5 effects with sidechaining capabilities include Delay, Dynamics, Modulation, and Filter. 
Step 4: If other sidechain-friendly effects are inserted, they'll also show up as available send destinations. 
Step 5: The orange button next to the power button indicates a pre-fader send, so the drum track's 
control signal will be constant regardless of its fader setting. Clicking on the orange button changes the 
mode to post-fader, where pulling down the fader also reduces the send level. 
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THE CASE 
FOR MIDI 
IN THE 
21 ST 
CENTURY 
FROM AUTOMATION TO SONGWRITING, THIS 
DECADES-OLD PROTOCOL STILL ROCKS 

“MIDI-hey, wasn't that the thing that happened, 
like, more than 25 years ago where a bunch of 
manufacturers thought that maybe computers 
were going to be the Next Big Thing in music? 
Wasn 't it kind of slow and stupid, but people got 
behind it because it was cheap? Yeah, something 
like that. Well, now we have digital audio, so we'll 
just file MIDI under ‘interesting historical foot¬ 
notes, ’ and. ...” 

Hold on there. MIDI is alive, well, and a vital 
part of what we do with recording-whether you 
know it or not. Sure, the 5-pin DIN connector isn't 
king of the MIDI hill any more; the data is more 
likely to fly over USB, and inside your computer. 
But it's controlling your virtual instruments, big 
chunks of your automation, and letting your control 
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BY CRAIG ANDERTON 

surfaces talk to your computer-and that's not all 
MIDI can do by a long shot. Here are some tips 
and techniques you'll find essential for deep dives 
into the ever-evolving world of MIDI. 

MIDI VS. DIGITAL AUDIO 
MIDI isn't sound; MIDI is a computer language 
that consists of commands and data. For example, 
a command that emanates from a MIDI keyboard 
might be “play a note,” with data that specifies the 
note pitch and the dynamics with which you 
played the note. Or the command might be, 
“change a mixer channel's level," with data that 
expresses the level of a control surface fader. Or 
the command might even be, “notify the guy hold¬ 
ing this smart phone that someone's trying to call 
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Fig. 1, The MIDI Devices tab has been selected 
in Apple’s Audio MIDI Setup utility. Line 6’s 
KB37 and M-Audio’s Axiom 49 have been set 
up as MIDI devices, and their “properties” win¬ 
dows have been opened. Here, you can further 
edit the devices’ functionality. 

him," at which point MIDI triggers a ring tone. There 
are even MIDI commands for stage lighting, 
machine control, and my personal favorite-pyrotech¬ 
nics. Why play a recording of the cannon in the 
181 2 Overture when you can trigger the real thing 
from a MIDI footswitch? 

But seriously, being data gives MIDI unique 
characteristics, so let’s discuss a few potential 
applications. However, first we need to set up our 
MIDI devices. 

GETTING MIDI AND DAWS TO “PLAY NICE” 
Here's the general setup procedure for getting MIDI 
devices like keyboard controllers and control 
surfaces to work with your DAW. The process is dif¬ 
ferent for Windows and Mac systems; on a Mac, you 
can open the Audio MIDI Setup application (found in 
Applications > Utilities—see Figure 1 ) and add, edit, 
and set up inter-application communications among 
various devices. In Windows, you take care of your 
MIDI housekeeping within individual programs. 

If needed, install a MIDI driver. With an audio 
interface that has MIDI capability, if a driver is 
needed, it will be installed as part of the installation 
process. For gear that communicates over USB, in 
many cases you won’t need a specific driver 
because the MIDI device will be class-compliant, 
which means that it provides basic MIDI communi¬ 
cations. However, you may need a specialized, 
sophisticated driver like those from Yamaha and 
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Korg, which allow their keyboards to communicate 
MIDI data with your computer over USB for parame¬ 
ter editing-or even for using the keyboard as a 
physical “plug-in” in the virtual world. 

Tell your DAW where to find your MIDI 
device. Your interface may have a hardware MIDI 
input, where you plug in a hardware keyboard con¬ 
troller’s MIDI out. Your DAW will have some kind of 
Preferences file that lets you tell it what you're using 
for a MIDI interface; in this case, you’d specify that 
particular port (Figure 2). Alternatively, your MIDI 
device might send/receive data over USB. In this 
case, the USB MIDI connection itself will be listed 
as one of the available MIDI devices. 

Tell your DAW the specific MIDI device 
you’re using. This feature won’t be available in all 
programs, but many DAWs have a list of “supported” 
devices and if the device you're using is supported, 
you may be able to take advantage of special features 
like mapping keyboard faders to mixer channels and 
the like (Figure 3). If you're using a device that's not 
supported, don't worry-there will generally be an 
option for “generic” controllers, and you can describe 
the features of your particular controller to your DAW. 
This setup may not offer as many functions as an offi¬ 
cially-supported device, but ultimately, all that matters 
is being able to get data into (and out of) your DAW. 

USING MIDI WITHIN YOUR DAW 
Now that everything’s configured, you won't have 
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to think about setup again unless you change con¬ 
trollers or need to set up another program. At this 
point, you can get into using MIDI within your DAW. 
These days, it’s really quite simple. 

Create a MIDI track. You need a track that can 
record and playback MIDI data. This may be distinct 
from an audio track, or there may be no obvious differ¬ 
entiation other than how these two types of data are 
handled “under the hood." Note that you may not need 
to create a specific MIDI track with virtual instruments-
some programs create “instrument tracks” that auto¬ 
matically create a MIDI track for receiving notes, while 
providing an audio output for the instrument. 

Page: I Keyboards and Control Surfaces 

Use this page to add and set up Control Surfaces, including MIDI 
keyboards One of your MIDI keyboards will automatically be made 
the Master Keyboard • this is the keyboard you use for playing 
devices in Reason. 

Attached Suffaces: Auto-detec 

Fig. 2. In Presonus Studio One Pro, 
the Options menu has a tab for Exter¬ 
nal Devices, where you can select 
your main MIDI ports from a drop¬ 
down list that shows all available 
MIDI devices. 

Specify the MIDI track’s input. The MIDI 
track will have some kind of input field that lets you 
choose the MIDI device you told your DAW about 
during setup. If you have several MIDI devices, you'll 
see a list where you choose which one you're using 
to provide input data. You may also have the option 
to specify a certain MIDI channel. This is because 
MIDI can “channelize” data so the MIDI input will 
accept data coming in over, for example, channel 1. 
Another option, “omni,” means that the MIDI track 
will accept any incoming data. In most cases this is 
what you'll use, because it’s convenient and there 
are better ways to channelize data. Namely ... 

Fig. 3. Reason supports the various control aspects 
of M-Audio’s Axiom keyboard series, and even 
presents the helpful hint that you should use 
Axiom preset 10 with Reason. 
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Fig. 4. Xpand for Pro Tools can play back four instrument sounds at 
once-it’s an instant rhythm section for your songwriting endeavors. 

Specify the MIDI track’s output. This could be 
a virtual instrument, a physical MIDI output port on 
your audio interface that feeds a hardware synthesizer, 
a signal processor plug-in that accepts MIDI input for 
control, etc. This is also where you'll likely be able to 
specify an output channel. We'll see why this is impor¬ 
tant when we get into using MIDI for songwriting. 

GOTCHAS! 
Here are a few potential MIDI issues to watch for 
when you’re working in your DAW: 

Record filters. Some DAWs include record 
filters that let you record or exclude certain types 
of MIDI data. This feature is partly a holdover from 
the early days of MIDI, when computers weren't 
fast enough to handle large amounts of incoming 
data. MIDI parameters such as aftertouch (which 
indicates how much pressure you've applied to a 
key while holding it down-useful for adding vibrato 
and the like to sustaining notes) generated quite a 
bit of data, and could “clog" the MIDI stream. The 
ability to filter this out improved computer 
efficiency. While filtering MIDI data isn't as impor¬ 
tant today as it once was, there's no need to 
record data you don’t need, especially if it clutters 
up your GUI and makes it harder to see the data 
that does matter. 

Unintended note doubling. An issue arises 
when you use a hardware synthesizer as both a con¬ 
troller and a tone generator being driven by your 
DAW. Typically, the notes you play will trigger the 
sound generator, but your DAW will also pass your 
performance along to the MIDI out, which will also 
trigger the notes-giving an unintended “doubling” 

effect. There may be a MIDI track “input echo” feature 
that you can turn off at the DAW (thus preventing 
the input data from making it to the output), but if 
not, your keyboard will likely have a feature called 
“local control on/off." This simply means that you can 
prevent the keyboard from feeding the internal tone 
generator; in this case, the only notes it receives 
come from your keyboard going into the DAW, and 
exiting via the MIDI out. 

One instance at a time for hardware synths. 
When using a hardware synth as a plug-in within a 
DAW (not all synths can do this, but many can), you 
can only insert one instance because the hardware 
is generating the sound, and there's only one piece 
of hardware. With virtual instruments, the computer 
generates sound based on instructions it receives, 
so it can create instrument sounds until it runs out of 
CPU power. 

SONGWRITING: THE MIDI ADVANTAGE 
Songwriting can be a very fluid process, as ideas 
come fast and furious-and part of that fluidity may 
involve changing key, tempo, or even instruments. 
With digital audio, all these types of changes are 
possible, but they’re not always easy. However, 
MIDI, being data, doesn’t care whether it spits out 
data at 85 or 175 bpm, or in the key of C or E. 

For keyboard players, one of the best aspects of 
MIDI and songwriting involves multi-timbral instru¬ 
ments (Figure 4), which took off in the virtual world with 
instruments such as IK Multimedia’s SampleTank, 
Native Instruments’ Kontakt, and arguably the ultimate 
“MIDI studio," Propellerheads’ Reason. With these, you 
can load up a collection of instruments-drums, bass, 
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Fig. 5. This shows three Cubase MIDI FX-StepDesigner, Context Gate, and Arpache 5-and a 
fourth is about to be selected. Note how Cakewalk’s MIDI FX show up in the menu, because a 
wrapper has been added to Cubase that lets it recognize MIDI FX from other manufacturers. 

piano, effects, whatever-and basically lay down parts 
as fast as you can assign your keyboard controller to 
a particular sound. Each instrument responds to data 
over a specific MIDI channel, so all you need to do to 
trigger a specific instrument is to change a MIDI 
track’s output channel assignment. 

With today's DAWs, it's easy to route your key¬ 
board controller to a particular instrument. Your 
DAW will often “know" which MIDI instruments are 
available, so when you select a track output, you 
may not have to think about a MIDI channel-you'll 
see a list of instruments. This even happens if, for 
example, you ReWire Reason into another DAW: 
When assigning an output to a Reason instrument, 
you can specify it by name rather than MIDI channel. 

When songwriting, multi-timbral instruments let 
you lay down tracks easily. However, another advan¬ 
tage of MIDI is that it’s so easy to replace instru¬ 
ment sounds. If you're playing a bass part, you can 
choose any bass sound as a placemarker, then con¬ 
centrate on choosing the perfect option later. 

MIDI EFFECTS 
MIDI data lends itself to data processing, and some 
programs support MIDI plug-ins that process MIDI 
data in a way similar to how audio plug-ins process 
audio signals, while others include their own propri¬ 
etary types of MIDI processors. Either way, MIDI 
processing allows for a variety of effects-some are 

utilitarian functions, like compressing the dynamics 
of MIDI data or quantizing non-destructively in real 
time, while others can work like mini-drum machines 
or sophisticated step sequencers. 

As with plug-in formats, unfortunately there are 
multiple MIDI effects formats and of course, they're 
incompatible-although the good news is that some 
“wrappers" allow programs to use the formats that 
they don’t natively support. 

The Windows-only MFX format is the 
granddaddy of MIDI effects. It's supported by 
Steinberg DAWs (Cubase and Nuendo; see Figure 
5) as well as all Cakewalk DAWs (Sonar, Home Stu¬ 
dio, Guitar Tracks, etc.-see Figure 6). With a suit¬ 
able “wrapper," you can use Cakewalk's MFX (and 
MFX from other manufacturers) in Cubase without 
any problems-they show up on the MFX menu 
along with all of the other Steinberg MIDI FX. 

Download the MFX wrapper from www.sound 
trek.com/catalog/product_info.phD?cPath=6& 
products_id=35 . or just go to Steinberg's Knowl¬ 
edge Base and do a keyword search on MFX. Then 
drop the mfxwrapper.dll file into the Cubase “compo¬ 
nents" folder (C:\Program Files\Steinberg\Cubase 
5\components), and you're good to go. 

This doesn't work the other way around, though; 
you can't use Cubase/Nuendo’s MIDI FX in Sonar 
because they're compiled into the executable program 
file, not separate DLLs as is the case with Sonar. Most 

EQMAG.C0M MARCH 20 11 



BUY THE Zf! 
SOFTWARE VJ 
YOU USE Q 

-

DorPt bite the hand that feeds you. Respect yourself ■< your 

craft and the work of others. The software community made it 

possible to record an album on your laptop. If you want to 

make sure there is a future version of the software you are 

usingi buy the software you use. Ifs the smart thing to do. 

_ 

www . imsta . org 
BUY THE 
SOFTWARE 
YOU USE 

INTERNATIONAL HUSK SOFTWARE 

New York • Toronto • Berlin 

TRADE ASSOCIATION 

■ Tokyo 
Tel: Mlb TaS-biNS ■ Fax: Mil, 7at-lLb? 

Email: info3imsta.org 

BUY THE SOFTWARE YOU USE 

International Music Software Trade Association is a non-profi; organization that represents 
the. 'Sts of musicsoftware and soundware pul .-re One of our most Important functions 
is to au . vate for the legal use of software in the music production and creation landscape. We 

» do WBtnmarily throuÿ>public education campaigns. We are supported by our members who 
are software and soundware developers, distribut^feetailers and publications. We aye fighting 
piracy on moral grounds appealing to the good in alTof us. We are trying to change behavior 



Fig. 6. Three Cakewalk MFX have been inserted as effects into a Sonar X1 
MIDI track: Quantize, Velocity, and Echo. Note that an arpeggiator is included 
in every MIDI track, as shown in the track Inspector on the left. 
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Cakewalk-compatible MFX files have an installer that takes care of getting them into 
your system, although if all you have is the DLL, you can drop it into Cakewalk’s Shared 
MIDI Plugins folder (C:\Program Files\Cakewalk\Shared MIDI Plugins) and use 
Windows' regsvr32.exe routine to register them. To register, use the Windows “run’’ com¬ 
mand line interface and type regsvr32 [filepath]\[name of dll]. Hit Return, and the plug-in 
will be registered. 

Cubase is arguably the king of MIDI effects; the program includes 18 MIDI effects, 
and some of them are remarkably sophisticated-almost like mini-sequencers in them¬ 
selves. Cakewalk's array of MFX processors is impressive as well, but Sonar also 
includes an arpeggiator that is built in to every MIDI track, and it can run Cakewalk 
Application Language (CAL) files-created with a LISP-like scripting language that 
provides MIDI functions like splitting notes, “strumming” chords, and the like. Cake¬ 
walk has de-emphasized CAL files over the years; however, there are many CAL files 
in existence, and a quick web search will unearth them. 

In addition to MFX, there are also two types of VST MIDI plug-ins: “standard,” and 
the less-used VST Module Architecture. These require a host where VST plug-ins can 
receive MIDI data, and the plug-in then outputs MIDI data. Compatible hosts include 
Cubase/Nuendo, Ableton Live, energyXT (Figure 7), FL Studio, and Tracktion. 

Several programs offer their own ways of handling MIDI effects, which may or may 
not involve plug-ins. For example, Reaper has its own format, JS MIDI plug-ins, and 
comes with a JS plug-in scripting engine (very much like writing in C) so you can write 
your own scripts. Kontakt foregoes the MIDI plug-in concept but includes extensive 
scripting options, also similar to C, for processing incoming MIDI data. These aren’t 
the only two programs that take this approach, but they're representative of the power 
of scripting. Ableton Live includes a wide variety of useful MIDI processing effects 
(Figure 8), but MAX for Live lets you take that whole concept even further by design¬ 
ing your own data processors. And while Reason doesn't offer MIDI plug-ins, per se, 
the RPG-8 arpeggiator is extremely full-featured as a note processor. 

Logic Pro takes yet another approach by letting you construct MIDI processing 
within Logic’s Environment. The possibilities are pretty much unlimited, including 
the ability to control channel strips, but casual users will probably find it intimidat¬ 
ing. Fortunately, you don't have to get into creating MIDI effects, because Logic 
includes MIDI processors in the Track Inspector-you can even think of the Transform 
window as a MIDI effect. 

MOTU's Digital Performer includes destructive MIDI effects (echo, transpose, 



energy XT 2.5 - Craig Anderton 
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Fig. 7. Tobybear's 
“Humanisator” MIDI 
effect has been 
inserted between 
the Sequencer and 
Synthesizer mod¬ 
ules in energyXT’s 
Modular page. 
When the sequencer 
plays back, its notes 
are processed 
before feeding the 
synthesizer. 

arpeggiator, re-assign controller data, etc.) in the Regions menu, but you can also 
insert MIDI effects into mixer MIDI tracks. These process data non-destructively, in 
real time, and include effects such as humanize, invert pitch, deflam, arpeggiator, 
quantize, transpose, etc. 

Adobe Audition was a latecomer to the world of MIDI, but still manages to include 
limited MIDI processors: humanize, quantize, randomize velocity, and transpose. 

Here's one example of why MIDI effects are cool. When songwriting, you can 
quantize your parts non-destructively using plug-ins just to make sure all your rhythms 
are lining up, then take out the plug-ins to regain the “feel" of your original parts, and 
edit only those notes that are in real need of quantization. Another useful MIDI effect 
applies dynamics compression to MIDI notes. You can usually accomplish this sort of 
thing without plug-ins by editing, but it’s a much more tedious process-for example 
with compression you have to divide all MIDI velocities by a particular amount (e.g., 

Fig. 8. You can drag-and-drop MIDI 
effects (in this case, Arpeggiator 
and Random) from Live’s browser 
into MIDI tracks, just as you 
would drag audio effects into 
audio tracks. 
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A suite of program shells from http://xlutop.com/buzz/zip/dxshell-v1 .0. 2b.zip 
allows, among other things, using MFX within Reaper and other programs 
that can work with VST shells—for example, some Reaper users have 
reported success running EastWest's Symphonic Choirs WordBuilder in 
Reaper using the mfxshell.dll (32-bits only). Bear in mind, though, that wrap¬ 
pers and shells are not always 100% foolproof. 

www.tencrazy.com/gadgets/mfx/ is a great source for 23 nifty MFX plug¬ 
ins, and they're all free. Some of these are of particular interest to users of 
Garritan’s G PO library. 

For VST MIDI plug-ins, check out www.tobybear.de/p_midibag.html . 
There are 13 “donationware’' plug-ins, and they're pretty cool. 

www.MIDIplugins.com is an extensive listing of plug-ins. While not updated 
in a while, many of the links are still active and the site offers a ton of content. 

Cuckos has a JS programming reference document/SDK at 
http://reaper.fm/sdk/js/js.php. 

www.jasminemusic.com has a very interesting MFX, J MT Orchestrator 
2.1 ($49, additional style sets are $29, with 10 style sets for $1 74). Down¬ 
load a free, time-limited trial and check it out for yourself. 

www.soundtrek.com/drummer/ offers an MFX that creates drum parts, 
and reminds me a bit of Cakewalk's original MIDI-oriented Session Drum¬ 
mer. A free trial is available. 

MidiFo’s effects used to be available commercially, but now they’re open 
source and will work with Cubase or Sonar. There are six effects, including a 
MIDI LFO; download them from www.musophile.com/MidiFo/. 

For information on how to write CAL applications, www.cakewalk. 
com/DevXchange/Article.aspx?aid=1 10 is the official Cakewalk resource, 
although there are lots of other CAL files on the web. 
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ENERGYXT BY CRAIG ANDERTON 

Cheat Sheet delivers concise, explicit 
information on how to perform specific 
audio-production tasks. This installment 
describes tips and techniques for the 
energyXT DAW. 

TIME-STRETCH AUDIO 
Click on the audio file that you want to 
stretch. Show the Object bar by typing 
O. Under Resample, choose Stretch. 
Click-and-drag the file's beginning or 
end until it fits the desired number of 
measures (or beats). Hint: Enable Snap 
so the beginning or end lands exactly on 
a measure boundary. 

PITCH-SHIFT AUDIO WITHOUT 
CHANGING DURATION 
Click on the audio file you want to trans¬ 
pose. Type O to show the Object bar. 
Under Resample, choose Stretch. Edit 
the Coarse parameter to transpose in 
semitones, Fine to transpose in cents. 

USE REX FILES 
Drag into the track view or an existing 
audio track. REX files sync to tempo 
automatically. 

SLICE AUDIO 
For best results, temporarily set the pro¬ 
ject tempo to that of the audio, or stretch 
the audio to fit the tempo. Right-click on 
the audio you want to slice, then select 
Process > Beatslice. This slices the file 
based on the current Snap value. When 
you change tempo, the slices remain 
synced to tempo. (Choosing Process > 
Autoslice “guesses" where to add slices 
based on transients.) 

GLUE SLICES 
Beatslice slices arbitrarily at the Snap 
value, so it might slice in the middle of a 
sustained note (e.g., cymbal crash). 
Shift-click on adjacent slice name bars 
to select slices you want to glue back 
together, then right-click in any selected 
slice name bar and choose Glue. Do 
this while the project tempo is still set to 
the same value as the file that was 
sliced (as recommended above). 

“PERCUSSIVATE” AUDIO 
Slice audio as described previously, 
then use the Object bar’s Fade In and 
Fade Out parameters to vary the per¬ 
cussive nature of the slices. Short Fade 
In and Fade Out times can also minimize 
clicks at slice boundaries. 

SEE CONTROLLERS IN 
SEPARATE LANES 
Click on the track and type E to open 
the in-track editor. Click on the + sign in 
the lower left to add a controller (for 
MIDI tracks) or automation (for audio 
tracks) lane. The button to the right of 
the + button shows/hides controller 
lanes. If you prefer showing automation 
superimposed on the waveform, click on 
the Stack/Overlay Controllers button to 
the show/hide button’s right. Select the 
controller you want visible from the 
drop-down menu under the track name. 

ADD VST MIDI FX TO 
THE SYNTHESIZER 
Click on the Modular tab. Right-click on 
the green “MIDI cable” connecting the 
sequencer to the synthesizer, then 
select Undo Connection (or right-click 
on the “cable” beginning or end to 
delete the connection). Drag the MIDI 
VST FX {e.g., EnergyXT includes an 
Arpeggiator) into the Modular view. 
Click on the Sequencer's green MIDI 
cable output box and drag to the MIDI 
FX's green MIDI input box. Click on the 
MIDI FX's green MIDI cable output box 
and drag to the synthesizer's green 
MIDI input box. Double-click on the FX 
to open up its GUI for editing. 

MOVE TRACKS TO A TRACK FOLDER 
Right-click on the track name and 
select Move to Folder. If folders exist, 
they will show up as possible destina¬ 
tions. Or, choose New Folder to create 
a folder. Right-click on the Folder 
name and select Rename to change 
the name. 

CHANGE THE LOOK 
Go File > Setup > Looks. Choose 
between Light and Dark, customize 
individual elements, and save your 
particular skin. 

CUSTOMIZE THE BROWSER 
Go File > Setup > Browser. Choose 
the folders you want to include for Pro¬ 
jects, Plugins, Presets, Clips, and Sam¬ 
ples by selecting the category name, 
clicking on Add, then navigating to the 
folder(s) you want to add. 

SAVE AN XTC FILE 
An XTC file contains a MIDI clip and an 
associated instrument with its settings. 
After creating a MIDI clip with an 

instrument, right-click on the MIDI clip 
and select Save As. Navigate to the 
location where you want to save the file 
(or click New to create a new folder), 
name the file, then click OK. 

EDIT DRUM SAMPLE 
START AND END POINTS 
In the drum track, click on the name of 
the drum sound you want to modify. The 
drum matrix opens, with the drum 
sound already selected. Click on the 
Waveform button (right-most button on 
the toolbar above the matrix). The sam¬ 
ple editor opens. Drag the Start and 
End “flags" as desired. 

SAMPLE EDITOR OPTIONS 
In addition to changing Start and End 
points, you can change filter type/fre-
quency/Q, modify pitch, alter EQ, and 
add insert or send effects for only that 
particular sound. 

FADE IN/OUT AN AUDIO CLIP 
Double-click on the audio clip to open 
the clip editor. Drag across the region 
where you want the fade to occur, 
then go Part > Process and choose 
fade in or out. You can also delete 
(removes the audio, leaving silence), 
cut (the section to the right of the cut 
moves left to close up the hole 
caused by cutting), trim (deletes any¬ 
thing that's not selected), and reverse 
(reverses the region). 

EDIT THE SYNTHESIZER PATCH 
Click on the Instrument track's Synthe¬ 
sizer label. The synth editor opens, with 
tabs for choosing the patch, assigning 
MIDI control to parameters, specifying 
zones, editing synth parameters, etc. 

GLOBAL SOLO OR MUTE OFF 
The Mute and Solo buttons at the top of 
the tracks (below the main toolbar, or 
Object bar if open) will be filled in if any 
tracks are muted or soloed. Clicking on 
one of these buttons will turn off all 
mutes or solos on all tracks. 

Visit EnergyXT’s YouTube 

channel to see 13 

instructional videos. 

More Online! 
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Create your all-in-one MOTU studio 
Run DP7 on the latest updated 

multicore iMacs, add a MicroBook 

for studio-grade audio I/O, then 

customize your system with the 

latest desktop studio technology. 

Apple iMac 
The ultimate all-in-one. Turbocharged. 
With new Dual-core Intel Core ¡3 and Core ¡5, and quad¬ 

core Core ¡5 and Core ¡7 processors, plus advanced graphics, 

the new iMac is the fastest, most powerful iMac yet. New 

Turbo Boost technology dynamically increases the speed 

of available cores for processor-intensive applications 

like Digital Performer, virtual instruments, and effects 

plug-ins for extra performance on demand — in an 

all-in-one computer that's as beautiful as it is powerful. 
Digital Performer 7 

'Plasma' theme 

XLR mic cable adapter 
is included. 

MOTU MicroBook 
Studio-grade I/O that fits in your pocket 
Welcome to studio-grade personal recording that fits in 

your pocket. Plug in your iMac, mic, guitar, keyboard, 

speakers, and iPod, and enjoy pristine audio performance 

that rivals expensive interfaces costing hundreds more. 

You get all the I/O you need for a complete personal studio. 

Shure KSM44A 
Large-diaphragm, multi-pattern condenser mic 
The flagship of the KSM line — and the new must-have mic for any MOTU studio. 

The KSM44A is a go-to mic you can count on for great results in just about 

any DP project, with extended frequency response specially tailored for critical 

studio vocal tracking. The dual-diaphragm design lets you select among 

cardioid, omnidirectional, or figure-8 pickup patterns. 

MOTU 



McDSP Emerald Pack v5 
Premium plug-in processing for DP7 
McDSP's world-renowned emulations of vintage equalizers, 

compressors, tape machines, and channel amplifiers, combined 

with custom console modeling, and the latest technology in 

convolution reverb and mastering limiters, are now available for 

Digital Performer 7 in the AU-compatible Emerald Pack v5. 

Winner of a 2009 Electronic Musician magazine Editors' Choice! 

BIAS Peak Pro 6 
Mastering, restoration, and delivery for DP7 

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 

offers comprehensive restoration, mastering, and delivery tools to streamline your 

workflow with industry-renowned sonic quality and precision. Peak LE and Peak 

Pro XT are also available — call your Sweetwater Sales Engineer today! 

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. 
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Expert advice 
Call your Sweetwater Sales Engineer today 

for expert, up-to-the-minute advice regarding 

every aspect of your MOTU desktop studio. 

No one knows MOTU better that Sweetwater! (800) 222-4700 
www.sweetwater.com 

«Value Added 
Reseller 
Professional Audio ¿FREE* 

SHIPPING 
NO MINIMUM PURCHASE 
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by RYAN HOYLE of 
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MASTERING 
“BIG LABEL” Sound...Guaranteed! 
Located in New York A Complete 5. Album Deal! 
E 1-800-692-1210 R 
www.musichousemastering.com 

DUPLICATION 

EDUCATION/TUTDRIALS 

RECORDING ENGINEER 
BRAND NEW online 
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working graduates or FREE 
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SPECIAL ADVERTISING SECTION PRODUCT SPOTLIGHT 

INSTALLED 

DIFFUSION ABSORPTION 

Taiko Edition 
Nine Volt Audio 
Now Available 
Taiko Edition bring the power and thunder of 
Japanese drums to the REX, Stylus RMX, ACID 
and Apple Loop formats. Perfect for scoring an 
epic clash, chase scene, or conqueror's anthem! 
$ 10 off with coupon code " EQ ". 
SRP: $99.99 
www.ninevoltaudio.com 

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) 

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 

The Control 2P Compact 
Powered Reference Monitor 
System 
JBL Professional 
Now Available 
Delivers accurate performance in a compact form-factor. 
Internal 35 watt/ch. amplification, and professional 
feature-set make the Control 2P ideal for desk-top 
production, A/V and broadcast applications, and 
monitoring of electronic musical instruments. 
SRP: $249.00 
www.jblpro.com 
818-894-8850 
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BOB HODAS BY SARAH JONES 

Studio Acoustics Fix-It Man 

Acoustician Bob Hodas has tuned more than 1,000 

recording facilities around the world, including such leg¬ 
endary studios as Abbey Road Mastering, The Record 
Plant, and Lucasfilm; his clients have included Stevie 
Wonder and super-producer Rob Cavallo. Here, he 
shares a few DIY tips for optimizing your home studio. 

What do you do when you tune a room? 
I would say 75 to 80 percent of what I do is finding that 
one spot where the speakers and the listener get the 
best response out of the speaker system in the room. 
Once you've got these positions, you can easily find 
where the first-order reflections are and get those 

treated, and figure out where you want to put bass traps 
and what kind of bass traps to use. For icing on the 

cake, equalization would be the last thing. 

What are the most common problems 
encountered in home studios? 
As far as the room goes, lack of symmetry can be the 

number-one issue; controlling the space is primary. Also, 
in a home, sometimes the door is not in an ideal position 

for where you might want the speakers or some equip¬ 
ment to go. Or the windows. And you're typically working 
with low ceilings, which can create some issues. 

Read interview 

outtakes with 
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Can you share any tips for identifying and elimi¬ 
nating issues without spending money? 
The number-one thing is finding the correct speaker 
position. It’s all about translation to the outside world: If 
you are sitting in your home studio mixing a record and 
you have a big hole at 100Hz, and you fill that hole in 
with EQ on the kick drum, when you take it out to the 

outside world, you're going to find that the kick drum is 
completely out of line with the rest of the mix. 

Without analysis gear, finding correct speaker place¬ 

ment can be time-consuming and difficult—but here's one 

simple way to improve your imaging and frequency 
response: Above 400Hz, sound and light act very much 
alike; it's simple geometry. I carry a plastic mirror around 

with me, and have somebody hold the mirror flat against 
the wall and the ceilings and move it around, and I sit in the 
listener position. And if I see the front of the speaker, the 
actual speaker cone, in the mirror, then I know that that's a 
point of first-order reflection that I'm going to want to treat. 

There are a lot of myths out there concerning 
acoustic treatment What are some home-studio 
don’ts? 
I’d say the biggest misconception that I see is that corners 

are bad things and should always be treated. Every room 
is unique, and you need to figure out whether you need 
corner treatments or not. I've walked into a lot of rooms 
that had corner treatments, and there would be complaints 
about a big hole at 100Hz or 125Hz, and I tore the treat¬ 
ments out of the corner and all of the sudden, the hole 
went away. I'm not saying that corner treatments are bad; 
I’m saying that just applying a treatment isn't necessarily 

going to solve a problem. You may have a problem that's 
not happening in a corner; it might be a reflection from a 

back wall, so the treatment needs to go on the back wall. 
The important thing to remember is, there isn't one blanket 

solution that will work for all rooms. 

Soundproofing is a big problem for home 
studios. Do you have any tips for keeping the 
neighbors happy? 
Windows are a huge problem. You’ve got to either 

cover them up, or buy triple-paned glass, or add an 
extra layer of Plexiglas. Anything that passes air is 
going to pass sound-cracks under the doors, open 

windows. Mass is what stops sound; maybe add 
another layer or two of sheetrock if you can afford to do 
that. And you could put sound-isolating pucks under your 

subwoofers to minimize transmission through the floors 

and the walls. The hardest part of any home studio is 
keeping the neighbors happy. CO 
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Turn your iPhone into a full blown synth 

AKAI 

SYNTH STATION 25 
Keyboard Controller for iPhone and iPod Touch 

SynthStation25 turns your iPhone or iPod touch into a full-fledged musical instrument when 

combined with the SynthStation app or other music apps’ (sold separately). The SynthStation 

app gives you three fully editable multi-oscillator virtual analog synthesizers and an onboard 

drum kit. Perform live using real synth-action keys or compose on the go with the onboard 

step sequencer and upload the files to your computer for further tweaking. You can even plug 

SynthStation 25 into your computer via USB and turn your iPhone or iPod touch into a 

MIDI-controllable sound module. 
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