OW TO RECORD THE PERFECT VOCAL!

Defining
the Future
of Recording
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laxiconpro.cow

You don t follow the crowd you play to them.
You don’'t dream of being in a recording studio,
you travel with one. Our Alpha, Lambda and
Omega Desktop Recording Studio™s are complete
computer recording solutions with multi-input
USB I/0O mixers, Steinberg® Cubase® LE 32-track
recording software and our own Pantheon™ reverb
plug-in. They make it easy to turn your musical ideas
into polished productions.

Visit www.lexiconpro to find out how YOU CAN.

LIUF FELORDIWG STUDIO DESKTOP RECORDING STUDIO

H A Harman Interational Company




DM-3200 32-channel digital mixer/controller and the
X-48 48-track digital multitrack recorder.
Fortunately, they use their powers for good, not evil.

Y sy

AR i es
DM-3200 wtll S )

32 channels plus 16 returns at 96kHz/24-bit give §5534355 Sieaeies o- ] e

you 48 total inputs for your biggest mixes —

16 busses and 8 aux sends provide flexibility

live or in the studio

16 analog mic/line inputs with new

hybrid/discrete mic pres for rich, _#'¢

detailed sound quality -

Dedicated 16-fader o

control

surface

modes

for Pro Tools,

Logic, SONAR, Cubase,

Nuendo and DP are a button-press away

from any mixer screen

Optional 24-channel FireWire expansion card turns the DM-3200

into the ultimate audio interface for your computer

Two built-in effects processors with TC Electronics reverb processing

NEW! X-48
48 track recording at 96kHz/
24-bit or 24-track recording at : A
192kHZ/24-bit N Y I 5o e -,:-rr,,n ‘
60-channel digital mixing e
engine with automation, ey s
processing and VST plug-in
support makes the X-48 a self- — - ‘ —
contained workstation by itself "._ Qopas =
Built-in 80GB hard drive plus -
FireWire drive support for audio recording, with a DVD+RW drive for backup
Simple session import and export to DAWs like Pro Tools means you can take the X-48
on the road and leave your computer rig in the studio
Plug in a mouse, keyboard & VGA monitor for complete DAW editing & mixing control el

:

Together, the DM-3200 & X-48 make a high-value dynamic studio duo...
To learn more, go here: www.tascam.com/dm3200 or www.tascam.com/x48

www.tascam.com TASCAM




MAKING VOCAL MAGIC

THE RED, THE HOT, THE CHILI PEPPERS

THE MIC MINI-MARATHON

IN SEARCH OFTHE PERFECT PITCH
MILLENIA, NOW

THE RIGHTTOOLS FORTHE JOB

HOWTO EDIT DRUMS & NOT SUCK

s
/

DEPHRTMENTS 80 Room With A VU: Groove Tunes 59 Mackie Onyx 400F + Custom
Talk Box Studios, Alpharetta, GA Mod Onyx 1640
Session File: MATTHEW HERBERT 60 Yamaha AW1600 16-Track
on recording SCALE GEHRHEHD Hard Disc Recorder
Tech Bench: Group Vocal Trickery 48  Brent Averill Enterprises 61 TASCAM HD-P2 Portable Flash
Punch In: MAX BACCHIN, MASSIVE 312A Mic Pre Recorder
ATTACK, MARK KILLIAN and 51 Groove Tubes GT-30 + GT-60 64 Peak Pro XT 5 Xtended
PAUL HEPKER on TSOTS!/, TERRI §2 TC-Helicon VoicePro Technology Edition
WINSTON, JOHN JASZCZ on vocal 54 AKG C419 + D409 65 Big Fish Audio Rush
recording in NASHVILLE, LETTERS, 55 Millenia Media STT-1 Origin 69 MXLvV76T
TIPS, REVIEWS, + MUCH MORE §6 Heil PR 40s 74  IK Multimedia Amplitube 2
Tool Box §8 SE Z5600A + CAD E350

Tip Top Vocal Tips + Tricks
lllustration: Michael Manning/thespidergarden.net
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professional. creative. affordable. Powered by PRO TOOLS

When inspiration strikes, you've got to
be ready. You also need the right tools
to translate your sonic vision into a
top-notch production. The Digidesign®
Mbox?® 2 includes everything you need
to easily create professional-sounding
music. And at just $495, you can afford
to be creative.
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» professional hardware design
industry-standard pro tools software
« over 50 effects & instrument plug-ins
e unmatched reliability

» expansion options available

« windows & mac compatible

V4

8/

Includes the

Pro Tool:

S
N
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Learn more at digidesign.com

s
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Supercharge your Mbox 2 system with the Music Production Toolkit—just $495.
Over $2,000 in plug-ins . 48 mono or stereo tracks . Multi-track Beat Detective . MP3 import/export
DV Toolkit™ 2 option also available, featuring a collection of powerful post production tools,
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THE MYSTERY OF ULTRAVOXING

It was one of those legendarily inscribed, oxymoronically genius
moments of extreme inebriated clarity and in full-blown Li‘l
Rascals fashion we, that is me and a bunch of other singers,
had decided to do the heretofore unimaginable: we were going
to start a magazine for vocalists. It'd be greatand all of the gath-
ered vocalists in attendance nodded sagely at the overdue-ness
of a magazine that focused on the unsung singer, the poor
beleaguered near-musician, oft-ridiculed (“first to start talking,
last to stop talking, and never around to carry equipment” —
Ron Isa), underappreciated SINGER.

000 . . . this was a good one and we stood around congratu-
lating ourselves for great insight until one oddly perceptive
young wag spoke up and, with a nod to the God of Buzz Kill,
said “There are no magazines specifically for vocalists because
doing vocals doesn‘t require much outside of a willingness to
forego the social restraints connected to public exhibitions and
shame. Moreover, have you ever seen a singer open his wallet
for anything?“

Cue the wah-wah-wah sound effect and flash forward to
now where, with the benefit of hindsight and better quality
booze, we can see that while the original idea might have been
befouled, the instinct was dead on because while we can't do
anything for vocalists that Rolling Stone, Spin, and Vibe have
not already done, we CAN talk about how some of the most
important recording you're ever going to do will be vocals.

Inarguably so, since vocals and the lyrics they live through
articulate the emotional center of any recorded effort that includes
them. So doing it right, doing it well, and doing it better than —
and your consistent desire for the same — are all the exact rea-
sons why you're holding this, our July Vocal issue, in your hands.

So whether we're launching our mic shootout marathon that
will eventually corral over 240+ mics (but here includes a vocal
mics’ rogue’s gallery of some of the best), or are listening raptly
to CHUCK AINLAY, PAUL OROFINO, JOHN HOLBROOK, PETE
MOSHAY, and BRIAN MACKEWICH talking about making vocal
magic, we are in the friggin' mix of the best VOCAL issue ever.
Add to that a sneak engineering peek into the RED HOT CHILI
PEPPERS' new Stadium Arcadium and our MOST HUGE
Gearhead ever and you got yourself a cure for the summer dol-
drums, baby.

Now, did | ever tell you about that time | was singing with
Exene Cervenka? Right before | got knocked unconscious?
Well, you see. . . .

Cheers,

EQ JULY 2006 www.egmag.com
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SPUTNIK

Hand-Assembied Condenser Tube Microphone

-
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Like you, we've been inspired by classic vintage tube mics such as the C12 and the U47. But
while every microphone lends different qualities to a recording, some are ideal for vocals and
others for instruments. So we consulted with top studio engineers to create a fresh take on
venerable design principles and bridge that gap. The new Sputnik large diaphragm tube
condenser boasts a unique voice delivering both air and full body in a single microphone,
making it perfect for recording both vocals and instruments. Some say its signature sound
comes from the combination of a 3-micron evaporated gold diaphragm, solid brass
construction, and hand-picked military-spec 6205M pentode vacuum tube. Others say it
owes to boutique sensibilities like a custom-designed capsule and hand assembly in a
limited production run. We prefer to think of it simply as the place where science meets

magic. Hear the unique qualities of the Sputnik for yourself at your M-Audio dealer.
vintage tube design
> coveted classic transparent sound

3-micron evaporated-gold Mylar diaphragm
> extremely sensitive

selectable cardioid, figure-8, and omni polar patterns
> total studio flexibility

low-current/high-voltage 6205M vacuum tube
> linear behavior with graceful overload characteristics

hand-assembled limited production run
> houtique quality

dedicated power supply, shock mount
and custom carry case included

@ GET M-POWERED M - A_U D I D

recording interfaces | USB keyboards | studio monitors | microphones | preamps | sound libraries | music software www.m-audio.com

World Radio History




by Matthew Herbert

SCHLING

PROJECT:  Scaleis all about the
Matthew Herbert's Scalg 3¢t There were more
than 140 hours of origi-
OATES DF RECORDING: nal recordings made
F]Ug 2005- Jan 20086 specifically for it to sift
. through, though | have a
STUDIO(S): Rbbey Road. rule of not reusing any
Country Witness  sounds, therefore | had
LOCATIDN(S): to be very aware that in
just one minute of any
London. Kent UK given recording | do,
OFFICIAL ALBUM TITLE:  there would often be

Scale enough new noise to
make three albums. It

PRODUCER: ¢ important that |
Matthew Herbert  relax about it. Accidents
ENGINEER(S): will happen but, after

. all, sound isn't a perma-
Chris BDISter- nent or consumable
Rlexis Smith  force. Itis infinite. If the

integrity of the recording is right, any example, my sampler takes a feed from the master out

moment will sometimes do.

I am usually very explicit about my sources, but this
time | wanted to retain more of the mystery — though |
will release a few: 12 coffins recorded closing from the
inside, 12 meteorites, 12 golf tee shots. | recorded onto
a Nagra V, which | also use to master to. These sounds
were all recorded at 48k/24-bit then transferred directly to

| consider jail, pneumonia,

of the desk, so no matter what comes out, | can always
capture it, with effects, EQ, pan, and so on already in
place. The Harrison desk has a habit of creating random
feedback loops, but rather than seeing it as an annoy-
ance, | just record 10" of it and make a synth patch out of
it. My Fairchild spring reverb used to pick up foreign
radio stations — on a big band album | did, you could
hear bits of Chinese and French radio coming through,
and | loved it. It's the difference, the humanity, the flaws;
| don't want to make music that sounds like it could have

electrocution . . . drowning, and
death as more stimulating to the
musical process than a monitor

been made anywhere.

| think digital will be seen as a foolhardy diversion in
studios. It's so colorless, so uniform — and all built on a lie.
I love the ability to transfer huge amounts of audio back

screen and a mouse.

the computer. | then played them back, through the desk
(Harrison Series 10) and EQ'd them as | went; sampling
the interesting bits in to an E-MU e6400 whilst editing
and choosing decent sections to loop. All objects record-
ed/sampled in the studio rather than in the field were
recorded in to a LOMO 19a19, an API preamp, through
the desk and in to the computer. By using a quality signal
path at every stage, | found | had more control in the
end, and it also makes the EQ much more dramatic. For
the longer sampling, | used Native Instrument’s Kontakt
and the CAD24 in Logic. Abbey Road met my demands
easily, as well as an in-house engineer, Chris Bolster,
who obviously knew the room, and crucially knew my
previous sessions there. Extra recording, mixing and
mastering, however, was done in the temporary studio
we built around the Harrison desk in our living room.

I've learned to always be prepared for an accident, to
always be ready to listen when the machines join in. For

EQ JULY 2008 www.eqmag.com

and forth, but the idea that digital is a perfect copy each
time is a myth. After A/Bing my recordings to LaCie hard
drives, | found the FireWire 800s had much more high-end
definition than the 400 drives — more clarity and a wider
stereo image. This is supposed to be impossible. . . .

I'm not a big fan of drums or drum machines. Why,
when you can use anything in the world to make percus-
sion noises, would you use the same thing as everybody
else? There were occasional times however, when |
wanted to use those sounds, but they had to be recorded
differently. So we took the drums underground, up in a
hot air balloon, into the sea to record under water, and
at 100 mph in the back of my car. | was interested in
hearing Leo Taylor, the drummer, playing this familiar feel
in a situation where he was breaking the law and at
some personal danger. If music in general is to emerge
out of this bland funk, we need to start taking a few
more risks. | consider jail, pneumonia, electrocution (as
the balloon came down), drowning, and death as more
stimulating to the musical process than a monitor screen
and a mouse.



I YOUR MIX SOUNDS GOOD ON THEASLG,
IT'LL SOUND GOOD ON ANYTHING
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HS8OM
HS50M

HS50M

- 5  white polypropylene cone

+ 3/4" dome tweeter

- 70-watt biamplified power

- XLR and /4" connectors

+ Room Control and Frequency Response Switches

HS80M

+ 8° white polypropylene cone

- 1" dome tweeter

- 120-watt biamplified power

- XLR and /4" connectors

+ Room Control and Frequency Response Switches

HS10W
» 8" long stroke 120-watt woofer
- Dual XLR and Va' inputs
- 3 balanced XLR outputs (Mix, L&ER)
» Phase switch
+ Low/High cutoff

——
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HS SCERICS POWVWERCD MONITORS

The new HS Series powered monitors were designed to be true studio
reference monitors in the tradition of the famous NS10MS. That means,
mixes that sound good on Yamaha HS speakers wili sound good on anything.
In fact, that's the ultimate test of a reference monitor. Even better than

that, HS series speakers not only sound good, they look great, too.

The HS10W powered subwoofer comptements the HS speakers and easily

handles today’s bass-enhanced music or the most dramatic surround effects.

The HS 10W subwoofer uses a bass reflex design cablnet that maintains high
efficiency and low distortion. You can combine HS50Ms or HS80Ms with the
HS 10W subwoofer to create different 2: | (stereo) and 5:| surround sound
systems, So check out the new standard in near-field reference monitors at

a Yamaha dealer near you,

wwW yamaha.com

-

© 2006 Yamaha Corporation of America. All rights reserved.
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Quite a few years a back, | was
approached to produce and record a jingle
package for a minor league baseball team.
1 got an old time Dixie band to perform the
piece, with a great lead voice, but | needed
backing vocal tracks to simulate a large
crowd cheering the team’s name from the
stands, to give the effect that the record-
ing was of a baseball game. Being way
over budget (and pressed for time), | had
no idea how the hell | was going to effec-
tively gather an entire crowd to generate
the sounds | needed, and getting profes-
sional vocalists to stand behind the lead
voice in the room simply wasn't in the
realm of financial possibility.

| was, however, slated to give a tour of my studio to a
local girl scout troop later on in the day, and | figured if |
could elicit some free help from this band of cookie-
slingers then my troubles would be officially over. So
with a little smooth talking, | ended up with an extremely
energetic group of young girls that were more than
happy to have their voices put to tape.

But there was a problem. | didn't have 23 sets of
headphones readily available, so | had to improvise. | had

| had to find a way of monitoring that
would not, of course, be heard on the final
track. So | decided to pull off the old phase
cancellation trick, as well as try out a few
tricks that have since proved invaluable.

to find a way of monitoring that would not, of course, be
heard on the final track. So | decided to pull off the old
phase cancellation trick, as well as try out a few tricks
that have since proved invaluable.

A lot of artists have employed the phase cancellation
tactic in their sessions throughout the past, as it is a
great way to cut vocals without having the burden of
using headphones. To start off, you place your monitors
in an exact equilateral triangle with a microphone set to a
cardioid pattern. It's important that you make sure that all
three objects are on the same plane, or level with the
others. Then, throw one of the monitors out of phase
and position them so that the two monitors cancel each
other out at the exact point of the rear of the micro-
phone. Sure, some monitors have a phase reversal
switch on them, however most do not — so know that
you can make a cable that is out of phase simply by
switching the hot and cold wires. In setting up this way,

EQ JULY 2008 www.egmag.com

Jeff Anderson

you have two things that are ultimately working in your

favor. The cardioid mic is not going to be picking up any

sound from behind it, and if your speakers are set in the
correct position — directly out of phase — there will be
no sound to pick up in the first place.

This procedure ended up working quite well. We
emptied out the live room as much as we could so that
there was a natural, aimost slap-back, room reverb. We
placed the girls at one end of the room, and the mic and
speakers at the other. Since we had used the aforemen-
tioned technique, the mic was not picking up the play-
back, so we were ready to cut the track. The first track
really just sounded like a bunch of girl scouts screaming
"St. Joe Saints,” so we decided to stack the tracks by
recording a bunch of additional takes. To achieve sonic
disparity {so it didn't sound like the same voices merely
layered) we moved the group around the room for each
track and set them up in different positions and then pro-
ceeded to record 10 extra tracks.

But when it came time to mix, | still just had 10 tracks
of girls screaming — and | needed to make it sound like
an entire crowd. So | decided to take an Eventide
Harmonizer and pitch four of the 10 tracks down various
degrees. 1t was pretty scary how well this worked. Using
my digital audio workstation (Pro Tools), | then physically
moved (or "offset”} each of the tracks by 3-15 millisec-
onds so that they each started at different spots, which
really made the sound thicker (this is a great tactic even
if you only have one track that you want to “beef up”). A
large room with a long decay time served as the perfect
reverb for a project like this, and after adding a few
banked sound effects of a bat cracking and some cheer-
ing in the background, | had accomplished my goal of
effectively recreating a large crowd sound with a small
group of people. And you can too — with a little smart
placement of your mics and monitors, a little multi-track-
ing, a little reverb, a little harmonization, and a little help
from your friends.
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When Usher and his team set about designing their new studio last year, eRcn a-e-= - )
the ane thing they knew from the start was that their console would be PIVSTITNAIR, Bosdsabanaes
the new Digital X Bus from Mackie. 22253 SRRRA R ARRARAEAAAAIRE

=

“We're all about perfection. We won't accept second-best anything,”
says Usher."The Digital X Bus is the newest addition to the collection of
Mackie gear we've been relying on for many years.”

400

e e

With dual 15“touch screens, an upgradeable 192kHz mix engine,
built-in VST plug-in support, FireWire streaming, and 72 channels of
1/0—as well as control capabilities for all major audio software—
the Digital X Bus gives Usher everything he needs, now and in the
future.Visit www.mackie.com/digitalxbus to learn more.
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DIGITAL X BUS: DUAL TOUCH SCREENS, VST PLUG-INS, FIREWIRE STREAMING AND MORE.

@ www.mackie.com = 425 487 4333 (Outside U.S.) = 800 898 3211 (Toll free within US.) MMK. E.




TUNE IN. TURN ON, PUNCH OUT BY
THE £0Q STAFF

|
Here, There
and Everywhere

My 1 ife Recording the Music
§ t

Geoff Emerick

Among the most easily neglected aspects of life in pop music is the value of remembering
The ephemeral nature of a form, which all too often is overwhelmed by the inexorable forces
of fashion orientation, the search for the Next Big Thing, and what lan MacDonald called
"pose and noise,” may mean we miss learning how we got from point A to point B. Thus, the
singular importance of memory — no, not digital storage capacity, but the synthesis of expe-
rience, judgment, and soul by those who were present at
the creation.
] Geoff Emerick was indeed present as engineer on
«ﬁ ’ * innunerable groundbreaking recordings by The Beatles
;’ 3 during the era of their mast creative output He draws on
( a (¢ NQ\ 5 this unique opportunity for Here, There and Everywhere:
\ £ My Life Recording the Music of The Beatles — a mem
) oir from the perspective of audio and an indispensable
-.'; 4 primer for aspiring professionals. Cmerick, along with
| Howard Massey, tells a great story of a young man'’s pas
sion for music and sound, combined with a willingness to
break stultifying rules, which helped revolutionize the very
concept of the modern recording studio through innova
tiens from phasing to close-mic techniques and the gener
al application of unbridled curlosity
Ever the humanist, often kind but not uncritical,
FErierick repealedly emphasizes hat collaborative ellort
and good psychology are as vital as technical skills in the
successful conduct of studio work, insisting that “the music comes first”

This book should not be turned to as a source of profound inquiry into personal or social
history. There are plenty of other volumes available for that. It does, however, belong on the
very small shelf reserved for those works that elegantly reveal how the music was made, by
someone in a position to know.

When Emerick had finally accomplished the now-legendary joining of two different versions
n two different keys, of “Strawberry Fields Forever” into one coherent masterpiece, John
ennon kept repeating three words, “Brilliant. Just brilliant.” To which we may add but two
Hear, hear. —David Flitner

Max “Cipeua” Bacchin

If pleasing anyone else wasn‘t an issue, do you have some whacky effect you use behind
closed doors?

Max Bacchin: [l use this whacky effect | found outside the studio: an abandoned toilet
seat. Send a signal to a small speaker placed over the seat, placing a SM-57 just at the end of the
hole. Then the signal runs from the mic into a Roland distortion pedat for a kind of whacky,
low-fi reverb.

Do you remember any particular effect on a recording you've heard that changed your life?
MB: The sound of the reverb passing through a phaser in an old movie of Jenna Jameson. The
sound of the moaning was outstanding. It freaked me out.

What's your favorite hangout after a mix?

MB: Drive through the Liberty Bridge to a decent “baccaro” in Venice for some wine with my
friends. —Cookie Marenco

EQ JULY 2006 www eqmag com
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SONIC YOUTH
S/T (Geffen)
Produced/Mastered by:
Sonic Youth, John Golden

SONICYOQUTH| Sonic

- Youth's first
release,
their semi-

¥ D B! nal, self-

titled offer-
ng, has
been re-
mastered by John Golden (of
Golden Mastering fame) and repre-
sented wilh the addition of seven
live tracks from their Music for
Millions live performance in 1981
&3 well a5 a studio outtake of
Wheie the Fern Grows, making this
a mandatory addition to any Sonic
Youth, or any early "alternative”
music fan’s callection. Screeching
feedback-laden indie rock from way
before indie rock was the hip thing
Lo listen to. Beautiful.
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THE DISCO BISCUITS

The Wind at Four to Fly
{Scifidelity)

Ah, jam
bands.
Nature's
own
Ambien
alternative.
White many
like to fool themselves into think-
ing that mindless meandering
somehow translates to the right to
put “jazz’ on their résumés, we
have never been one to be fooled
into thinking style overrides sub-
stance. Given this predilection, we
were actually surprised by this
double-live album — as it wasn't
quite as pointless as expected. The
Disco Biscuits actually manage to
grab our attention with their
unigue take on the genre. In addi-
tion, the sound is pretty good for a
live release, if not a bit vocal
heavy. This passes the class, while
every other band of this ilk tends
to fail miserably.



BIGGER THAN BIG

port city of Bristol. Thumping beats mixed with shivering bass

It was reggae. It was dub. It was hip-hop. It was rock. It was punk.
s unlike anything previously heard. It was Massive Attack.

e years — from David Bowie to Madonna, Tricky to Mos Def —

hat is wide-spanning but incredibly focused, always recognizably
assembled in the career retrospect Collected; a part “greatest hits,”

n both performance and production.

with what amounted to just a series of MIDI controlied “boxes”

ase Audio on the Macintosh, everything was separate and an Akai

e, tweaking was just done on the fly — an invitingly problematic

st frustrating and, at worst, impossible. With the onset of technological
v hardware-based to somewhat software-laden, with their cuiffent set-up
revolving around Pro Tools TDM and an Apple PowerM : though they are quick to assure that the live room still gets a good work
out. “There is a lot to be said for the way we used to do t s,” says longtime producer/collaborator Neil Davidge. “It was tedious, but
it took more time to mess around with a sound, its source, rather than just getting something in there, treating and effecting it. To
some degree we're trying to get back to that way of working, but without losing flexibility, because we're always changing our minds.”

According to the band, every plug-in availéﬂ!e is part of their Pro Tools rig, including TASCAM’s GigaSampler (the springboard for
their more “traditional” samples), which has Mf their trusty MPC 3000. “We're mixing up a lot between the real stuff
and the technology-driven sounds and virtualin s Davidge, “You get an unusual clash from using the tw: ere is
inevitable difficulty mixing acoustic with electronic, analdg, and digital. It's a case of experimentation in the studio —
tools in terms of the arrangement and how they interact.”

Davidge uses “Live With Me,” a new track found on Collected as an example: “[It's] a programmed drum pattern, ple and
rooted. That is the mainstay of the track. But the live drum is this military snare drum, which builds through the tra
tracked that so it diffuses the sound of the live stuff. It works better with the metronomic, electronic part because you
quality to the live stuff, so it doesn’t really matter that they are slightly out of time with each other”

Whether it’s via the old tactics and techniques or the new technology, there are definitely certain easily identifiable cha ristics
of the “Massive Attack sound.” The spine chilling bass, the unpredictably syncopated beats, and their unique interpretation of any num-
ber of vocals are among their more notable trademarks. Davidge assures, “We don’t necessarily set out to do Massive Attack ‘things.’
Whenever we're working a track, we try to treat it as something fresh — not necessarily follow the same rules we played by in the past.
For ‘Angel,’ it was just two notes being played, but on one of the inputs on the back we were laying a drum loop into a VCF so you were
getting this weird rhythm pattern coming through, like the semi-tone for the bassline . . . but then you have the pulse of the bassline.
We put that into the Roland S-750, found the bit we liked, put that into the MPC and ran it live with the beats, and then recorded it.”

Another example of this kind of unorthodox tracking ethos is the distorted bassline halfway through on “Risingson.” “This started
as a sample of a tamparaua — a droning stringed instrument played live by a multi-instrumentalist Indian musician. Sampled onto a
keyboard, performed, then put through loads of effect — the Mutronics Mutator for filtering and then through various delays and dis-
tortion boxes. The end result is but a convoluted version of what the original sounds started as.”

Davidge continues, “There’s a bass sound on ‘Butterfly Caught’ that’s actually a manipulation of Del Naja's voice. The original sound
sources can come from absolutely anywhere. It's fewer of these devices that are used and more about the attitude of how you approach
a sound and how you take a lateral view to a sound. That's what creates these ‘trademark’ Massive Attack sounds.” —Lily Moayeri

Over 20 years ago, an inimitable sound came pourin
glazed with vocals that were as seductive as they wi
It was a conglomerate of everything, produced in a

Collaborating with a pantheon of musical persol
Massive Attack have created a virtual aggregate of r
“"Massive Attack.” These experiments in music have
part rarities package that reflects years of technologi

In the olden days, Massive Attack, like all theirpee
chained together. Starting with an Atari ST and s
MPC 3000 drove all the beats. With all the elemen
process; with retracing steps to recapture lost vibe
advancements, Massive Attack’s studio has shifted f
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We left our L.A. studios
for about six months and
recorded the score in
Johannesburg, South
Africa. It wasn't an easy
thing to do logistically,
but it was so much easier
to be where they were
editing the picture — not
to mention that we really
wanted to work with
local musicians.

The main compo-
nents of the score are
vocals (lead and choir),
strings, percussion, and
pad-like ambience tex-
tures. We felt the score
called for a warm vocal
approach to make the
trajectory of the main
character’s story arc
believable. The human
voice is also the main
component of South
African music, so it made sense. Because of a limited budget, we
decided to hire the best vocalists we could find and an 8-piece choir
in lieu of real strings, programming the strings using East West's
string sample library.

We decided from the onset that we would make all our own
sounds, with the exception of the vocals and strings of course. We
raided my dad's garage and used everything from engine plates to
hubcaps and metal sheets to create the textures and much of the
percussion. We hired a percussionist and recorded some ourselves
and made a fairly eclectic but extensive loop library, which we used
as a starting point in many of the compositions.

Terri Winston, Women’s Audio Mission

If pleasing anyone else wasn't an issue, do you have some whacky effect you use behind

closed doors?

Terri Winston: | ike weird acoustic chamber environments as an effect, instead of using
outboard FX — the problem is that it is time consuming — | am assuming not pleasing anyone
else means budget, too? If that's not the case, re-amping vocals/drums, old Boss analog delay
pedals, Frankenstein pedals/amps, and mic it all up with my modified telephone handset microphone.
Do you remember any particular effect on a recording you've heard that changed your life?
TW: Tony Visconti and the harmonizer on Bowie's Low was the first riddle for me. | was also
really influenced by Visconti’s ambient space manipulations on "Heroes!” Then there was that

multi-tap on “Julie Ocean” by the Undertones. .
What's your favorite hangout after a mix?

TW: Somewhere pretty quiet with human distraction and a lot of good food. —Cookie Marenco

EQ JULY 2006 www.egmag.com

by Mark Kilian and Paul Hepker

We also made pads with multi-layered recordings of our voices
and pitched them down a couple of octaves and added some EQ
and compression. Same with recordings of whirley tubes (like pool
pipes that you swing above your head to create a sound) and guitars
with a low string tuned down to its lowest workable pitch. All these
pads have an inherent motion and sound organic. We also made a
wineglass choir and used that for some rhythmic patterns.

Getting Vusi Mahlasela to contribute his highly original and lyrical
voice was an absolute scoop. He was brought into the project at a
point where we had scored the majority of the scenes — minus
vocals — and so wo wero ablo to put him in the booth and se¢ what
he came up with over various takes. Most of the time, the first take
captured beautifully the lyricism and emotion required to elevate
the scene. We created an EXS24 library of various phrases that wo
were then able to work into the score.

We enlisted an instrument dosignor in Johannesburg, who found
us some interesting local instruments that we used in the 3core.
We recorded using a umakhweyana (zulu bow, similar to a Brazilan
berimbau) and a small resonating marimba, as well as some odd
shakers and things.

Everything was recorded in a rented studio space in
Johannesburg. We each had a separate setup in adjacent rooms. We
used a Neumann TLM 103 for all the vocals and close percussion
stuff, and a pair of AKG 414s for the room mics and for the choir.
These all went through a Buzz Audio mic pre and an Avalon stereo
compressor. We both used MOTU 828 audio interfaces running
Logic and Live, along with Phatmatik and the Waves plug-ins.

The score was mixed at Gravy Street Studios, by Casey Stone.
We employed a Lexicon 9600 to sweeten the sound of the sampled
strings, and to bind the score in a transparent and definite space
The splits were then sent to the final mix at Chris Fellowes Studios
in Johannesburg, and ported to 5:1 during that process.

As uncredited music supervisors (and music editors) on the film —
and having had the opportunity to work on it during its conceptual
stage — we found ourselves in the fortunate position of being able
to design and pace the musical arc in the film from the intense and
upbeat kwaito (South African hip-hop)
that dominates the first act — right
through to the spiritual (almost religious)
choral music that brings the journey to
completion.

In general, the musical landscape we
tried to define was all about small. Take
one sound and give it place to breathe.
This is how the movie develops and it
mimics, in a way, the photographic con-
cept of the movie, which is all about
somewhat static, but large, framing that
captures the emotion of the characters
without the camera bobbing up and
down & /a MTV. The sophisticated and
mature style of editing needed a score
that played to the subtlety of the story
telling, letting it unfold in an unhurried
and organic fashion.
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LOVE LETTERé FEZDM FIGHT FANS
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HOB NOBBING WITH BOB

I've got to hand it to you. Great article! Bob
[Heil) is probably one of the most underappreciated
members of the music world. Not only for his
inventions and innovations, but for the role he
played in the Southern lllinois region supporting
local musicians. | remember my first trip to Bob's
Ye Olde Music Shoppe in Marissa. The guys in my
high school rock band and | had just seen The Guild
at a local parking lot dance in Mt. Vernon, IL,
and we marveled at their clean, clear sound. It was
a first for us, because, as Bob described in your
article, everyone was using column PAs. We
were using four Shure columns, each with 6
eight-inch speakers. You can imagine how those
sounded. Especially at an outdoor gig. The Guild
was using Altec "Voice of the Theater” modular
PA cabinets. At their first break, we rushed up to
the stage and asked these guys, "Where did
you get that PA gear?” The rest was history for
us. We made many trips to see Bob over those
years. |'m guessing 1967-1973. Bob was great
to us, as he was to the rest of his local bands. We
could call Bob, desperate that we had blown a 15
in one of our cabinets, or because one of our Macs
was overheating, and Bob would do a quick
exchange, and tell us, “Don't
worry, I'll put it on your bill
and you can pay when you
get a chance.” Not many
people would do that for a
bunch of hippie musi-
cians back then, and I'm
pretty sure they wouldn't
now. About 1970, Bob
introduced us to Sunn
amplifiers. They were
light years ahead of
what everyone was
using then. My senior
year | traded in my
weenie Fender Showman on a
Sunn Orion with two 15-inch JBLs in it, and | was
happening. Heavy metal here | come! Yup, Bob was
like a big brother to us and | probably never got
a chance to tell him how much we appreciated
him. My only regret is that | never bought one of
his albums. Yup. He had an album of organ greats,
displayed, for sale, right there in the store. I'm not
sure how many (if any) he sold, and | doubt
that any of us appreciated the fact that Bob
was an accomplished musician. But we sure
appreciated his support. | could think of a thou-
sand stories to tell about Bob and our experiences
at Ye Olde Music Shoppe, but then you guys
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already realize the obvious. Bob Heil is one hell
of a guy! Thanks Bob, wherever you are!

Dave Davenport

The MENTOR ABI Group

THE HATE J.J. CLUB
A friend of mine told me about the February
2006 £Q magazine with the 200 plus tips, so |
bought it. I think the tips were great and most were
very helpful. But | have a small problem with
tips number 174 to 182 by J.J. Blair. Could you
tell me why he has to use profanity and
take God’s name in vain? This does not
only make J.J. Blair look unprofessional
but £Q magazine as well for printing this lan-
guage. Please tell me why | should subscribe
to your magazine? If EQ magazine is a professional
publication, then its contents should be as such.
Sincerely,
Richard Smith

EDDIE KRAMER
VS. SAM PURA
| hope I’'m not the only one sick of reading and
hearing Eddie Kramer speak about recording
Hendrix over 30 years ago [EQ, January 2006].
Eddie recently came to my school in the SF Bay
Area and bad mouthed all current engi-
neers stating, " There isn’t a good
sounding record to come out
recently, because it's all over-com-
pressed.” He then went on to state
"it's impossible to get great drum and
guitar tones, because Bonham and
Hendrix are dead.” Reading your inter-
view with Eddie stating the same crap
about over-compression, and how it's
killing our recordings and music today,
blah blah blah. | listen to plenty of records
today and hear some amazing mixes,
and some amazing drum and guitar tones.
Tell that guy to quit tooting his horn. Sure
his work was solid in the past. However, |
have yet to hear a recent Eddie Kramer record that
is jaw dropping. Actually, listen to a current CD
of Eddie’s . . . it's overcompressed.
Sam Pura

OH, YEAH?
Here's our comment about a recent article: Mic
preamp comparisons (April ‘06) are a lot like
wine-with-food pairings (we do both).

One thing that didn’t come across in the arti-
cle was that they were really comparing different
flavors of mic amps — not unlike comparing a

Cabernet to a Riesling. Yes they are all mic pre-
amps, but very different flavors. Just as you
might love a particular wine-food pairing, there's
probably no single one that works perfectly with
everything. And when producing pop music,
sometimes the deepest coloration is desired.
Millennia takes pride in making products
that let the sound come through with minimal
coloration. Often we get the comment that "It
sounds like me.” Of course that might not be
what the engineer is looking for
with that particular sound at that
particular time. Since there is
no undo on a mic pre, our
approach allows for more
flexibility down the road
when the opinions
change.
Now what's for
dessert?
Regards,
Joel Silverman
Millennia

KILL...

... For your fine magazine. . . . MORE DAVE PEN-
SADO! MORE DAVE PENSADQ! MORE DAVE
PENSADO! MORE DAVE PENSADO! MORE
DAVE PENSADO! MORE DAVE PENSADO!
MORE DAVE PENSADOQ!

He's funny, educational, and the best mixer
in the world IMO. If anyone deserves to be on the
cover of a magazine called EQ, it's him! MORE
DAVE PENSADO!

Sincerely,
BT [buck toofus)

PS.: I love the fact that you guys show good
photos in your reviews. | like the reviews in
TapeOp, but I'm always asking myself, “huh?
What's that function look like on the unit?”

Editor's Note: Well technically to have MORE of
DAVE PCNSADQO, we'd have to have SOME
DAVE PENSADQ and we have had NO DAVE
PENSADQ. But fear not, next month is our HOW
THE HELL THEY DID IT ISSUE. That's right.
PROFESSOR IRWIN COREY. Oh, um, we mean
Dave Pensado.

DID YOU KNOW._..?
| read your back-of-book piece about Pro Tools with
interest (EQ, May '06). You realize, of course,
that all those features have been part of Nuendo
for a long time. .. ?
Jay Rose
DV magazine columnist

Scott Colburn replies: Of course.



YOU KNOW YOU LOVE IT

I normally just read the mag and move on, but the
article "END NOTES: A FEWTHINGS | DONT LIKE
ABOUT PRO TOOLS"” by Scott Colburn (May
'06) prompted me to write.

Scott . . . amen brother. I'm a longtime user
of Cakewalk products (from Cakewalk DOS to
Sonar 5 Producer Edition). | recently felt the
need to (ahem, "had to”) purchase Pro Tools
since everyone on the planet asks, "Do you have
ProTools?” My engineer warmed up to Pro Tools
pretty quick, but | am still a bit frustrated. We do
everything from bands to corpo-
rate voiceover projects.

Sometimes the VO projects’
recording times can go over
an hour. It would be nice to

bounce these projects in
computer time since
they need to be
split into regions in

Sound Forge for out-

put. | realize it's bill-

able, but ¢'mon. And
how about an option to mix multiple interface out-
puts to multiple files if need be or to a stereo file
from multiple outputs?

And how about "smart” monitoring from
the computer. We don't ALWAYS want to hear the
signal from the interface output and get the
echo effect it produces due to latency. We mon-
itor the mic from the board in real time, period.
Just give me the hard disk output (or maybe I'm
missing something). Sonar has a little switch on
the channel strip. Hmm. Easy, peazy.

Then there's track height. Why can't | just
grab the bottom of the track and resize it to
whatever height | want (with any tool enabled)?
And/or resize all tracks at once? Track folders
would be a nice feature, too.

$495.00??? Stalag 13 is violating the Geneva
Convention. Or they just screwed up on licens-
ing the technology to other vendors.

MIDI sysex is a pain too. Why do | have to cre-
ate a whole session file to move system exclu-
sive to and from any piece of equipment in my
studio? How about a simple screen that just
dumps it back and forth right in the session I'm
working on? Then everything is in one place.
Makes sense to me. Especially if you do your mix
automation on your hardware.

And it seems as though being the "industry
standard” affords Pro Tools/Avid to shirk their
tech support responsibilities. Some of the plug-
ins purchased with the system are STILL not
showing up in Pro Tools. This after sitting on the
phone for an hour waiting for a rep to pick up. |
got frustrated, gave up and left it to my engineer

to figure out. Still missing some. Also, why no
DirectX support capability? | feel so trapped.

It's too bad so many people are indoctrinated
into believing Pro Tools is the end-all, be-all audio
software program. Maybe if Pro Tools saw a
little market share decline, they would sharpen
these (and other) aspects of their product, and
support other hardware interfaces than just their
own,

Kudos to £Q and their writers for exposing
more and more people to other software programs
out there. Now if we could just educate the
masses that a studio without ProTools IS NOT a
day without sunshine.

Walter W. Treppler
Above the Dogs Recording
St. Louis, MO

THE CHINESE CONNECTION
CONNECTS
| read your article "The Chinese Connection”
(March '06) with both interest and dismay. While
| guess it's good at some level to
have any publicity for affordable rib-
bon mics, even in this form, as it
helps educate more potential users
of their availability, | was neverthe-
less very unhappy about the bad
light it has cast on our personal
offorts to make ribben mics afford-
able for anyone. You may not be
aware that almost three years ago |
approached a Chinese supplier, who
had manufactured several of our
studio condenser mics, with the
idea of producing a low-cost ribbon mic capitalizing
on China’s manufacturing savings. This seemed like
a good niche since Royer, AEA, Beyer, and others
only offered ribbon mics at more than $1,000.

| sent them the circuit technology and hous-
ing information necessary and was instrumental
in their producing the first model, our RSM-2. |
thought my efforts were protected from poten-
tial predatory marketing on their end because |
had an exclusivity agreement with them under a
written contract with jurisdiction under California
law. In spite of that, our supplier secretly sold these
units to other Chinese traders, as well as several
U.S. and European distributors. He also apparently
started selling to end users such as yourself, as
described in your article. Whereas we have a
lawsuit against Yorkville currently for interfering
with our exclusivity contract with their distribu-
tion of our mic, we cannot realistically hope to stop
everyone who has been offered these units from
buying them.

It is no secret that more and more Chinese
suppliers are becoming unscrupulous and greedy
in this way, and we have been pirated before, as

World Radio Histol
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have numerous other U.S. name brands. For
example, you could just as easily have written an
article about available fake Shure SM-58s that are
virtually identical in every way to the real thing.
However, I'm sure you wouldn't as it would be con-
sciously promoting and helping dishonest suppliers.
While your article seemed almost to revel in
the exposé humor of the situation, it is no laugh-
ing matter to my company, as it has already cost
us the loss of thousands of sales. Although I'm
sure not consciously intended to further such activ-
ity, I'm afraid your article will result in even more
losses for us. | guess my main gripe is that you
did not really present the whole story, or research
fully what you were writing about. You easily
dismiss our efforts indirectly as those of "badgers,’
which is not only not true in this case, but per-
sonally insulting to me considering the efforts |
made in developing and pioneering affordable
ribbon mic production in China. You could easily
have contacted us, since we advertise our ribbon
mics every month in EQ, to get our side of the
story. Perhaps then you would
not even have written it. | fully
realize the back door sales had
already been happening before
your article, in fact prompting
your writing it. Now, however, |
can only hope your story will
not help complete the full under-
mining of our efforts.
Sincerely,
John Nady
President
Nady Systems, Inc.

Lynn Fuston responds: My intention was not to
hurt your company. Far from it. My intention
was to see just how much was involved in nego-
tiating deals like this and what, if any, the true sav-
ings were. If you read all the way to the end of
my article, you realize that | personally decided
it was not worth the time or energy for the mea-
ger savings. That's why [ clearly summarized "If
you want an adventure, buy from China. If you
want a mic, call a dealer.” For the investment in
time and energy it's just not worth the $50 some-
one might save.

There are some other points that | think you
should consider as well.
1) You took the article as a personal or corporate
affront, but Nady's name is not mentioned any-
where in the article. Not once did | refer to you
or your company. It seems from your letter that
you are insulted by my including a corporate
model for re-branding mics. You are not the
first one to do this. It's been done for years, most
successfully by Telefunken, who rebranded AKG
mics and sold them as ELAs, the M251 being the
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most historically significant and valuable.

2) | did not mention the name of my Chinese con-
tact, nor the company, nor the company's region
in China, nor any info about them at all. That
was intentional because | specifically did not
want to provide a road map for those who might
decide to try the same thing.

3) | did not mention by name any of your com-
petitors or any company that is rebranding the
same mics that you sell.

4) | think my story will likely increase sales and
awareness of your Chinese ribbons because of
the conclusions | drew and the details of how time
consuming it was. If | had read an article like that
before | started, | never would have attempted it.
5) | wrote the story because of the phenomenal
growth of Chinese imports and the trend to
rebrand and resel, just like you are doing. The only
reason | targeted ribbon mics was because of my
personal interest in them. If | had written an arti-
cle about imitation SM-57s and never mentioned
Nady, would you have been offended or felt like
| was targeting your company?

6) I'm not a pioneer in importing Chinese mics.
Since the article was first conceived last May
(2005), I've heard from several people who have
organized "group buys " associated with different
Internet forums. It's been going on for some

LOOK SEE

time now. | was just the one who put the story
into print about how it's done. Those same
details are already out there on the Web. And
sources are not hard to find, as | pointed out
in my article.

7) | think you offer a valuable product. That's
why | ordered 12 mics from your company,
because Nady offered to do stereo matching,
something | couldn’t get from China. So | actu-
ally am not just a writer, but a customer as well.
And I've sent many people to your site and sug-
gested that the Nady ribbons serve as a great intro-
duction to ribbon mics. You can read the "Ribbon
Roundup” article that | wrote for EQ in September
2005 to see my opinions there. | don't know
how many mics you sold because of that referral.
1 do know that | hear from people frequently who
bought RSM-2s based on my recommendation.
Here's the story in full: http:./www.eqmag.
comy/story.asplstorycode=10585.

Here is my summary statement from that article:

Nady RSM-2

Frequently referred to as “the Chinese ribbon,” this
mic is the least expensive of the group by a long
shot, by more than half. Borrowing from previous
designs, it's establishing a niche for itself by

DEEP PURPL.E LIVE IN CALIFORNIA 1934

California Jam, 1974. Can you smell the dirt weed, muscle
cars, the freshly disgraced hippie “movement”? This was a
good time to be alive if you were a rockstar, and if you don’t
believe me, just take a look at the outfits worn by these guys:
white, open-chested shirts with 12" platform shoes and black
silk pajama pants. [ think we all need to come to terms with
how much cocaine has influenced fashion in our time from
the not-so-innocent days just after “free love” and 25 years
before crack brought it all full circle.

At first glance, | was immediately disappointed that lan
Gillian and Roger Glover weren’t with the band at this point
in their career. However, the most important thing about
Deep Purple is their unbelievable power and wall of sound,
and that is all here. Jon Lord is in his full glory raging on his
Hammond stacks, Glenn Hughes and lan Paice are locked in
their bottom groove, and Ritchie Blackmore is at the peak of
his destructive mountain.

This is a great concert: 275,000 people at Ontario Motor Speedway. Purple is supporting

Emerson, Lake, and Palmer (who could not have been too happy to follow this set with the finale of
} and awesome, full-blown rock violence complete with pyro, guitar smashing, and
apparently an arrest warrant for Blackmore from a cameraman who was in the wrong (right) place at

'

" Space Truckin

the wrong (right) time.

Although in the wake of ”"Smoke on the Water,” these guys had huge commercial success (they

were the Number One selling band in the States at the time), they have been overlooked for their
influence on heavy metal and power music in general, this live document puts it all in perspective.
Deep Purple had a sound and energy that shook the earth. —Scott Kelly, founding member of

Neurosis and combatmusicradio.com
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introducing the ribbon sound to engineers who
have been curious about ribbons but wouldn't
spend $1000+ to satisfy their curiosity. Think of
it as a "ribbon primer” for the uninitiated. Ribbon
zealots, like myself, who seem to always run out
of ribbon mics before they run out of instru-
ments to put them on, will be thankful to have an
extra ribbon or two, even if it sees less action than
the standards. The RSM-2 has very low output,
second only to the R92, and is one of the dark-
est mics in this lineup. So make sure you have a
high-gain preamp and EQ ready. Still, it does
have those characteristics of a ribbon mic that are
so endearing — warmth, bi-directionality, proximity
effect. Some have likened it to the R84, but it is
very different sonically. | found the Nady sound-
ed good on electric guitar, with a woolly, gnarly
tone. On sax, it felt restricted. For voice, it sound-
ed too dark. On drums, | might find it useful but
more like an effect. | think it has a place in the mar-
ket. For the engineer who is just getting started,
there are mics like SM-57s that will be used
more and cost less. But for someone who has a
decent mic collection, but no ribbons yet, this is
a good starting point.

! look forward to hearing the other ribbon
mics that you have added to your lineup, the
RSM-3, 4, and 5.

LISTEN HERR

| ALAN PARSONS

A Valid Path (immergent)

Produced/Engineered by: Alan Parsons

and PJ Olsson
Having worked
as an engineer
on both Abbey
Road and Dark
Side of the
Moon, Alan
Parsons is a
name that's
only too at home in the pages of this
magazine. Moving away from the stu-
dio, to a degree, and into various other
corners of the music world, Parsons
has since collaborated with a wide
range of prolific individuals, and this is
best evidenced on A Valid Path which,
for the neophytes, was released in 2004
to much critical acclaim and is now
being re-issued as a DualDisc in 5.1
surround in both DTS and Dolby Digital,
the results of which are quite literally
“music to our ears.” Part-electronic,
part-visceral, A Valid Path spans the
musical spectrum; and with everyone
from David Gilmour to John Cleese pro-
viding their talents on this record, you
can rest assured that this is worthy of
your time and attention.

|
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by Jeff Anderson

John Jaszcz. The man whose mixing abilities
graced no less than four nominated songs at
this past year's Grammy Awards. The man
behind Kirk Franklin's critically acclaimed
Hero. John Jaszcz: He who is graceful enough
to grant EQ a candid interview wherein he
speaks of cutting vocal tracks, confesses
to a preoccupation with plug-ins, and much,
much more.

This month we're focusing on vocal record-
ing. So, if you don’t mind me asking,
what’s your signal chain when you're
tracking vocals?

John Jaszcz: | usually use a Martech
through a Summit. You can color the sound
by using a Neve, or a Telefunken, or some-
thing like that, but with a Martech . . . you can
put up four different microphones to do a
shoot out and you can really hear the dif-
ference. You hear exactly what you're getting
on each microphone. If you're going through
aV72 or something, you hear the coloration
of the Telefunken before you hear the sound
of the microphone. So that's why | usually use
the Martech. | discovered it in '97 or ‘98, and
I've been with it ever since then.

So on the mix end of things, are you
using the board compressors, or out-
board gear, or. . . .

JI: I'lluse . . . it's funny, depending on how
baditis... I'll use a combination of plug-ins
with, say, a Tube Tech compressor or a
Summit going back into the console.
That's interesting. Which plug-ins do you
tend to use?

Yosh, Man!
Making A Joyful Noise: A Primer

JJ: I'll use the UADs, Fairchild
sometimes, and the LA2A. If you
really have to squeeze something
hard I'll even use those Waves
R-compressors, but I'll try any-
thing to make it all work.

It surprises me that you use so many
plug-ins on your recordings...

JJ: | think anything can be your friend; you
just have to find out how to use it. Having
started in the "70s, there are things that we're
doing today that we were only dreaming
about then. The things | said about P-pops
and de-essers were issues that we were
going totally insane about. Now when you're
in the middle of a mix, and the producer
didn’t notice that the drums are out of time
in the second verse, you can fix it. The only
problem that | have is when producers leave
everything to the mix, and they've missed 90
percent of it. Then it becomes a problem —
when they expect you to fix everything.
Do you end up automating the vocals
much in the mix?

JJ: Oh yeah. When | use compression, | try to
use it so you can't hear it — and I'll ride vocals
constantly, to get it right. So it feels right. But
since you mentioned vocals during mixing,
one of the things that I'll use a lot is Audio Suite
EQs on lead vocals when there are such
extreme differences between choruses and
verses. Or maybe the producer didn't pick the
best line; maybe the emotion wasn't there? It
might have been dull in the verse; you know just
one line that doesn’t match up? I'll EQ to match

the next line. | usually
use a filter bank for
that. That's also a way
for me to get rid of P-
pops: I'll shelf so much
on my mix EQ, but when there’s a serious P-
pop | always make it a habit to go through the
song and listen for bad Ps and filter them out
with an Audio Suite plug-in.

So you do most of the editing yourself?
JJ: | have an assistant, but sometimes it's
just faster for me as I'm working, and it
also enables me to get used to the vocal per-
formance when I’'m working it. Most of the
times with Ss, you can get away by using a
good de-esser. But if someone really has a
problem with Ss, or it wasn't recorded prop-
erly, I'll go and do the same thing with Audio
Suite and just reduce the Ss. If it's a 3-4
minute song, it only takes about 20 or 25 min-
utes to do that.

How much editing do you end up doing on
a common vocal track?

Jd: It's different for every session; with
gospel music, the artists usually know their
parts and can nail it in three or four takes.
While recently working on a Kirk Franklin
record, there was a song that Stevie Wonder
was featured on. Just pushing up the fader
and hearing Stevie's voice was a treat. We did-
n't really have to do a lot to his vocals. It just
goes to show you that when you have a
great vocalist, it's really not that hard.
What comes in goes out . . . with polish.
JJ: That is so true.

N\

LOOK SEE N
CASH TRFICKS o —

Given the tumultuous tides we modern-day

"recordophiliacs” must swim through on
the journey to the evercoveted position of
"making a living from all this nonsense” it's
perhaps wise to step away from our ideal
{being the next Eddie Kramer or Ken Scott)
and construct a back-up plan that would still
keep us behind the console, doing all
those things that we, for reasons probably
unbeknownst to ourselves, love to do. To
exist in spite of the wonderfu! technolog-
ical advancements of our field — which
make being a monetarily successful studio cat as unlikely as being a mon-
etarily successful studiorat . . . err musician — may appear to be increas-
ingly difficult; the fact of the matter remains that, while "Johnny and the
Johnsons” down the street may opt for recording on their lap-top instead
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of in your project studio so as to save more money for cheap booze and hard
women, the area of “commercial” commercial recording is still wholly ours.

Perhaps Jeffrey Fisher is attempting to unearth our covenant; or maybe
he's trying to offer some practical advice as to how to keep us dinosaurs
out of the proverbial tar pits. With Cash Tracks, Fisher offers a "how-to” guide
that is, potentially, of great utility to any/all of us that wish to carve out our
niche in the recording business without resorting to the company of
A&R puppeteers and the fickleness of the popular music busincss —
and he manages to do it in both a useful and entertaining manner; pre-
senting the information in an easily digestible format and riddling the
chapters with personal stories and anecdotes that effectively display
exactly why you would benefit from employing Mr. Fisher as your tactical,
and technical, consultant.

The ins and the outs of nearly all aspects of commercial recording are
laid out for all to see, with particular emphasis being placed on composing
soundtracks and jingles; but information regarding building and equipping
your project studio is also offered — making this book an indispensable
resource for anybody that wishes to participate in, or even just gain a basic
understanding of, the business at hand.

Highly recommended.
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With today's gear choices, finding the perfect setup 5“,&

can be overwhelming. Analog or digital, hardware or

software, Sweetwater will launch your creativity by
finding the gear that’s right for you.

THE BEST PRICES and FAST, FREE SHIPPING

Shop around you’l find the best prices are at
Sweetwater. On top of that, we give you the best FREE
shipping deal you'll ever find — and nobody ships

faster than we do! After all, it's easier to make music
when you're not waiting for a delivery truck.

UNPARALLELED TECH SUPPORT

-
Sweetwater
music technology i“ |i|i
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1-800-222-4700
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($995)
Packing three micron capsules
Jensen audio transformers, and
military-grade JAN 5840 tubes,
the, until recently, scarcely avail
able MA-200 has now been prop-
erly unleashed on the public. Using
a one-inch gold sputtered capsule
in conjunction with the 5840 and the
Jensen transformer, and a compet-
itive price, the MA-200 is a great
addition to the upper/mid-level stu-
dio mic locker, And with its cardioid
polar pattern it's perfect, for every-
thing from spot-miking to piano.
mojaveaudio.com
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BY MATT HRRPER

($269)

As an ideal front to your home
workstation, the Helix Board 18
has a 24-bit/96kHz FireWire
interface that allows up to 16
independent channels of audio to
computer with near-zero latency
and two return monitor tracks
Eight low noise mic pres, a 10-
band graphic EQ, and 16 hi-def
effects round out the package
Comes with Cubase LE too, so
you can get right into the thick of it.

phonic.com
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($1,695)
Keeping in step with the 5.1
surround revolution, Holophone
drops the H3-D, boasting the
ability to eliminate pesky muilti-
mic setups. With a 20Hz-20kHz
frequency response on five
penmeter channels and a discrete
LFE mic nestled inside — as well
as being phantom powered (with
an LED indicator) — the H3-D is
truly a work of art; and is at home
everywhere from the project stu-
dio to the Superbowl and any-
where in-between.

holophone.com

($1,499)
This power conditioner, courtesy
of the fine folks at American
Power Conversion, offers 12 surge
protected outlets, six of which are
adorned with EMI/RFI noise filter-
ing, ultimately preventing audio
signal distortion. The S15 also fea-
tures Automatic Voltage
Regulation and a battery back-up,
which means that it essentially
Saves your ass.
apcav.com
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Tempo Random
Sync

($3.999)
With over 1000 pre-set algo-
rithms, 230 stereo effects mod-
ules, and a 174-sec. sampler, the
H7600 is probably one of the
most comprehensive stereo

effects processors on the market.

The evercelebrated Building
Block Architecture even allows
you to construct your own preset
algorithms. Tight like that
eventide.com
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($199)

An audio multi-effect plug-in for
both Mac and Windows, the SFX
Machine Pro is pimped out with
over 300 effects — 50 of which
are brand new. In addition, this
plug-in has a modular preset edi-
tor that allows you the ability to
create your own effects from
scratch; which means you can
stop making all those airplane
noises with your mouth, and pos-
sibly even get rid of that racecar

waterbed of yours. Or maybe not.

sfxmachine.com

($299)
Lexicon drops a new USB desk
top station for hobbyists and non-
hobbyists alike. This hardware
interface has 1/4" and phantom-
powered XLR inputs crafted by
dbx, balanced TRS outs, and touts
zero latency in direct/playback
monitoring. And as a freebie, it
comes bundled with the
Pantheon plug-in. Sweetness
lexicon.com

www egmag.com

($699)
An excellent match for any of your
nearfield monitors, this small yet
mighty subwoofer holds an 8
with a large 50mm voice coil, dri-
ven by a 160W ICE power amp
Two motorized knobs on the front
baffle allow tailoring of input level
and cross-over frequency set-
tings; both of which are control-
lable via wireless remote — which
1s perfect for those who don’t
want to feave their listening posi-
tion or are just too damn lazy to
get up out of their seats.
adam-audio.com
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Capturing great vocals is arguably one of the mast difficult parts in the making of a
record. When that magic take is finally down on tape, it can literally be the difference
between a hit and a dog. So with all that pressure on the moment, how do great

engineer/producers do it?

We wanted them to span multiple gen-
res of music and post production. We
wanted the straight dope. We got it. And
with the following crew, some might even
say, we got it good.

Multiple Grammy-winner JOHN HOL-
BROOK started his career in London as an
apprentice at |.B.C. Studios, where he was
responsible for the disc mastering of sev-
eral classic albums of
the period including
Tommy {The Who) and
Electric Ladyland (Jimi
Hendrix). He then
moved to the States
and worked out of
Bearsville Studios,
recording such acts as
. Todd Rundgren and
. the Isley Brothers.
More recently, he has continued engi-
neering/producing on a freelance basis —
notably several platinum albums with Natalie
Merchant, Brian Setzer, and Elton John.

Producer/engineer CHUCK AINLAY has
also picked up several Grammies, most
recently for his 5.1 work on Dire Straits’
classic album Brothers in Arms. A long-time
Nashville resident and
owner of BackStage
Studios, his extensive
list of recordings
includes work with the
likes of George Strait,
Vince Gill, Trisha
Yearwood, Waylon
Jennings, and The
D|x1e Chicks. And speaking of records, he
held the Tennessee State Men’s Ilf slalom
water skiing record from 1998 to 2002.

BRIAN MACKEWICH is a2 25-year vet-
eran picture and sound editor in the highly
competitive New York post-production
industry. He's co-owner of Gizmo
Enterprises, Inc., a totally digital, hi-def
production facility. From his work on fea-
ture films such as Chasing Amy to count-
less long-form television programs for the
likes of VH-1, TNT, HBO, and ESPN, he's
pretty much seen it all.
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PAUL OROFINO is the owner of Millbrook
Studios, a gear-packed, multi-room facility
in Millbrook, NY. A veteran of countless
recordings — starting with demos for
¢ bands such as
Anthrax and Kiss —
he has since worked
with the likes of
Cradle Of Filth, Blue
Oyster Cult, Zakk
Wylde, and Golden
Earring. 1t also helps
that he's got a fuily
stocked, private bar
in the place.

Producer/engineer/mixer PETE MOSHAY
began his early career touring the world
with acts such as Journey and The Cars.
After moving to the East Coast, he seftled
in at A-Pawling Studios in Upstate New
York, and spent the next 19 years record-
ing and hmmg the road with Hall & Oates.
Many platinum and
Grammy-nominated
records later, he's also
recently worked on
projects such as
Barbra Streisand,
Average White Band,
and the upcoming lan
Hunter release.

On the last session you did, what vocal
mic did you use and is it normally what
you might put up?

John Holbrook: M49. If possible | would
try a shootout between three or four dif-
ferent mics, but a good U47 wins a lot.
Chuck Ainlay: A couple of weeks ago we
tracked down in Key West at Jimmy Buffet's
studio, Shrimp Boat Sound, for George
Strait's new record. I've been making
records with George for about 20 years and
I've always used a U47 on him. | guess
you can't argue with over 50 Number One
singles and that many albums, all selling
platinum or better. For other artists, I'd
generally have a mic shootout prior to
tracking and pick the one that best suited
the artist and style of music. The worst thing
is when a singer looks at a mic and says,
"what's that” They need to be totally con-

vinced they aren’t wasting a performance.
Brian Mackewich: | generally put up an
U87 We have several models, new and
old. | find that some female voices are
not best represented by the 87 so my
next choice is a Sennheiser 414UL. | love
its character. Sometimes | will break out my
vintage AKG tube for a real big female
vocal sound.

Paul Orofino: Since the last thing | did
was & hardcore band . . . | opted for a
Shure SM-7 Obviously it depends what
I'm doing (the kind of singer, music, etc.)
But my current favorites are the Neumann
U-87, Soundelux U-99, and Gefell Um-170.
Pete Moshay: | ended up using a C12VR,
but | always put up a few to try, i.e. M149,
KSM32, SM7, Audix VX10, and U87 lan
Hunter wanted to hotd the C12VR and
wouldn't use a windscreen or pop filter. |
tried to talk him out of it, but he insisted
it would be OK, and he was 85% right.
There were quite a few blasts and pops that
had to be dealt with later.

What preamp was inline?

JH: Neve 1073.

CA: For this record and generally my first
choice for vocals is my Martech MSS 10 pre-
amp, serial #002 for vocals, although I'll
try some of my other favorites, like a Neve
1073 module, a GML 8300, JMK JM 130, or
the new Presonus ADL 600. I've also got
these killer prototype preamps that ought
to be available later this year made by
Upstate Audio that blow just about everything
else away, definitely be looking for them.

BM: It was the Aphex 1100A stereo pre,
which is a real unsung hero. We also used
the Amek 9098, as well, which has great
filters.

PO: While using the SM-7, | went to a
Geoff Daking 52270 mic pre without using
any EQ. | also happen to love DW Fearn, TL
Audio, and my Manley Vox Box for some
things.

PM: Either the ADL600, Avalon 737sp,
Focusrite ISA115 or Liquid Channel. |
changed with each song as needed.

Do cables matter?
JH: | think they can make a difference,
but sometimes not in the way you'd



MHAEGIC

expect — when | was working on Tigerlily
with Natalie Merchant, when we started on
vocals the assistant set up the U47 with a
boutique mic cable and | was going, "Why
does it sound so screechy and edgy?” |
said, "Let’s try a regular mic cable on it.” We
did and it came out sounding normal again!
CA: Cables do matter and particularly at mic
level so I'll use just a short run to the mic
pre, out in the studio and then run line
level to the control room. | don't go nuts
with the esoteric cables, Mogami will do.
BM: Definitely — we happen to use only
Canare Star Quad. New York City may be
the hardest environment in which to record.
Building construction, earthborn noises,
and RF is everywhere. Cheap or less
shielded cables can cause problems.

PO: I've tried most of the exotics (trust me),
but still go back to just the standard
Mogami, Belden, or Redco, and so on.
PM: Yes, and | especially do not like patchbays
and avoid them if possible. | have individual
Canare Star Quad cables that | ran directly
from the mic to the pre and directly connect
a cable to the ADL1000 compressor, then to
tape or an Apogee converter. | have used
patchbays at studios that sounded so bad that
| had to run wires across the control room
directly to a tape machine to avoid them. Just
because it's aTT patchbay does not mean it
will sound good.

Do you typically use a popscreen?

JH: Yes. | have a Popless Voice Screen that
| take with me. At least | know where it's
been! | haven't tried one of those groovy
metal ones yet — I'm curious about those.
We used to make our own back in the day —
| found that a piece of thin air filter foam
worked fairly well. The thick foam things they
gave you with the mics changed the sound
too much. If you look at photos of the
Beatles doing vocals in Abbey Road, you can
see the curved screens on the U47s and
U48s — I'm assuming they were custom
made by the EMI boffins — pretty slick!
CA: | always use the knitting hoop type
stretched with nylon, either one layer or
two. The foam type supplied with the mics
suck up too much highs.

BM: For close mic work, yes. Each room has
new dual-screen pop filters, as some voices
overpowser a gingle screen. | like the small 3"
screens since they keep the sight lines open
for seeing scripts and/or video monitors.
PO: ALWAYS! | never record vocals with-
out it. You take a chance of ruining a great
take and/or your microphona. I've tried all

the major brands but really love the metal-
screened version that is now sold by
Royer. It works great, lasts forever, and is
easy to clean!

PM: I've been using one of the metal
screen popper stoppers with good results.
My SM-7 sounds better without one and so
do handheld mics as they are designed
with air blasts in mind.

Do you use compression to “tape’, dur-
ing the mix, or both?

JH: Both, usually. | often like an LA2A
with moderate GR going to tape, then an
1176 or Distressor in the mix. Female
singers may need a different approach.
Some female voices can make a mic pre
or compressor sound strained. If you want
a natural sound, |'ve found the GML com-
pressor can work wonders, allowing a
hefty amount of gain reduction without
sounding strained. (Thanks, George!)
Sometimes I'll daisy-chain two compres-
sors on the way in, so that each one doesn't
have to work so hard. And don't forget to
try the RNC in SuperNice mode! I've
found that some singers respond better to
more compression in the cans, so 'l
patch something into the monitor path
(or use a plug-in) so they can hear them-
selves well-compressed, while the record-
ed signal is less extreme. | like to leave a
bit of leeway for whoever's going to mix
it. However, if the supercompressed sound
is creating a vibe | would go ahead and print
it on another track — you never know. . . .
CA: | generally use my Vintech CL 1a for
tracking on a soft setting just to contain the
dynamics a bit and then mix with a GML
8900, where | can work the vocal into the
mix in more detail. | may mult the vocal
track and do some even more extreme
compression with a Urei 1176 and mix that
back in with the other track. | also use
the Waves Linear Phase Multiband plug-in
for problematic vocals.

BM: Yes, but just enough to tape to control
the transient peaks. The Aphex 1100A has
a wonderful “mic lim” feature that keeps
spikes under control before the preamp
stage and does not distort, even with high
SPLs. For post mixing, | will compress
the vocal a fair amount, since it has to cut
through the broadcast Many shows are
being aired from servers and captured into
Mpeg2 and Mpeg4 formats for distribution.
| need to make sure that the elements of
my mix stay in place.

PO: | always hit the vacal with a bit of

compression to tape, usually very lightly.
Typically, to help smooth it out a little, it
would be an LA2A/3A, Manley Vox Box,
Daking 91579, and just recently, Anthony
DeMaria’'s ADL 670. Upon mixdown, it
gets compressed again, although the set-
ting here totally depends on the kind of
music that the voice has to sit in. In this
mode, | usually go for a UA1176, Distressor,
or the Chandler TG-1 Limiter, which | hap-
pen to love.

PM: Both, but if | use the ADL600, |
don’t seem to need much at all. There's
something about the way it sounds that
makes me not want to use any when
tracking (or very little). If | use the Avalon
737sp, the fastest attack and release at
2:1 or 3:1 is very transparent even when
in gain reduction. A very important thing
for me is to have a smooth gain control
knob to ride levels. | always like to look
at the first take's waveform and anticipate
any loud peaks by riding the level a bit as
it goes down to tape. Humans are excel-
lent at gain reduction. For a tracking
compressor, | use the ADL1000. For mix-
ing, | love my Urei LA-22s. | will use
two on a LV on a mix and maybe even a
UA plug-in compressor.

How about EQ?

JH: | try not to use EQ on the way in. | will
use an HPF though, if it needs it. My the-
ory is if you've found the right mic for the
singer, it shouldn’t need a whole lot of
EQ. Having said that, Walter Sear has this
cool old tube EQ from the film industry that
was specifically designed to lift dialog out
of a track — | want one!

CA: | rarely ever use EQ while tracking. If
the mic doesn’t sound right, then change
it. For me, all the other tracks are built
around the vocal sound so you got to get
that part right to begin with. | may add a
touch of EQ when mixing. | like either
my Avalon 2055 or Millennia NSEQ for
this. They both have a very different char-
acter and the Millennia can be switched to
either tube or FET. |'ve changed the tubes
in it as | thought it was a bit too neutral
when originally shipped.

BM: Just a touch. | like to print a vocal that
sounds natural. Each voice is a little different
and needs some ¢ontouring. Most of the
time | EQ the voice so it stands out, but it
very much depends on the type of content
that we are working on. An HBO comedy
special is different than a live concert for
DVD in 8.1, which is different from a promo
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for the Food Network. Long form and short
form are worlds apart.

PO: I've never EQ'd a vocal channel on the
way into the recorder, EVER! During mix-
down it depends on what |’'m doing musi-
cally, and how the vocal has to sit within the
mix. |'m a big fan of subtractive EQing. If
I've chosen the right mic during tracking,
| usually have to use less EQ during the mix
stage.

PM: If you find the right mic, EQ is usually
not necessary, but there are always times
when a touch will help it sit right. The
GML is my first go to EQ for vocals, also
my SPL Qure.

Do you have a favorite vocal reverb?
JH: We seem to be using reverb less these
days. EMT plate still works for me. | also
like Lexicon units. Lately it seems like
there’s some renewed interest in live cham-
bers, which I'm all for. The sonic character
of so many classic records came directly
from the chamber. It was pretty much the
only effect they had, so they used it a lot!
Generally, delays seem to work better on
vocals in denser modern tracks. My beat-
up, old Echoplex still works great on vocals.
| figured out a while ago that if you use the
footswitch jack as the output you get a
wet-only signal, so | can use it in a send-
return mode.

CA: Nope, I'll craft something for each
song. It may be just short delays, a
Harmonizer, a combination of ‘verbs, a
long delay, man, whatever.

BM: The Waves IR-1. Hands down for a
post-production, plug-in reverb.

PO: Once again it depends on what style of
music I'm doing at that moment, although
lately I've been using hardly anything on
vocals. | love when the vocal is in your face,
and it sounds like the vocalist is singing
right next to you. But if | had to, I've become
a big fan of the Kurzweil KSP-8 digital reverb,
which is very natural sounding. | could
always go to one of my standbys, the
EMT 140 stereo tube plate with some-
thing as a pre delay, and | absolutely love
my old MicMix Masteroom XL-305 Spring
Reverb. | find that the plate and the spring
need much less level to be audible. For
some reason, they just sit very nicely in
a mix.

PM: My old favorite is my Lexicon 300 Plates
or TC M6000. My new favorite is the TL Space
plug-in “Ecoplate” convolution — an old
piece of gear (sampled) that has an instant
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vibe. Also Revibe is nice and blends well. For
delays it's definitely a PCM-42 or Echoboy!

Any tips or tricks you use to get a great
vocal sound?

JH: Start with a great singer! Then do a
shootout to find out which mic works best
for that individual. Try to keep an optimum
working distance, the popscreen will help
with that. Remember to put gobos, foam
and so on behind the singer if you want to
minimize the room sound. Recently I've
noticed that some records seem to have
“nasal”-sounding vocals (like the singer
has a cold or something). | think that comes
from letting the vocalist get too close to a
large-capsule condenser — the mic is lit-
erally picking up sound through the nasal
passages. If you look at old photos of
Sinatra or whoever in the studio, the mic is
slightly up and away from the mouth, and
angled down a bit — something to think
about (and nobody complains too much
about the vocal sound they got back then).
Another trick is to put up two mics — one
that's close for the quieter sections, and one
that's farther away for the screaming — you
can optimize the preamp gain for each. | like
that story about Bowie recording Heroes,
where they set up a whole series of mics
at increasing distances and gated them so
that as he sang louder more and more of the
distant mics opened up. In a similar vein,
I made myself a high quality mic splitter box
from a Sowter transformer, which can feed
up to three mic pres from the same mic. |
can then use different preamps and pro-
cessing for different sections of the tune.
For rock ‘n’ roll screamers who push a lot
of air, often the best mic choice is a good
dynamic, like an SM-7 or RE20.

CA: Some singers just have it. They step
right up and deliver the magic. You could put
the mic anywhere and it would be amazing.
Great song, great singer, job done but just
so we can feel we were part of it, there are
a few tricks that do make a difference.
Begin with a good acoustic space — prefer-
ably with no walls closer than six feet
from the mic. Use the directionality of the
mic to dampen unfavorable situations like
windows. If the room is too ambient, then
surround the vocal position with large baf-
fles. Carpet is a must so you don't pick up
feet movement. Music stands can be
dampened with a piece of carpet. Use the
wind screen to keep the singer from chomp-
ing down on the mic and moisture off the

capsule. Warm a tube mic up at least two
hours prior to recording. Try moving the mic
slightly up from the mouth to help the
singer open up but comfort is most impor-
tant, particularly if they are reading lyrics.

The headphone mix cannot be stressed
enough. I've seen where small changes in
the mix have made huge differences in per-
formance. | always set up a separate, pre
send mix so we can scrutinize the vocal in
the control room. If the singer is singing
sharp, they may be listening too loud. Keep
slippery-pitched instruments low in the mix.
BM: You have to match the mic to the
voice. Post voice recording is a little different
than for music. Most voice talents have
great mic technigues, which is key. If they
hit the sweet spot, you are off to a good
start. We also have to plan on revising
shows right up until it airs. So we keep the
record set-up simple — nothing fancy. if we
need to get back in days later to do a quick
patch, it has to match.

One of the most important elements in

getting a great voice recording is the headphone
mix. Not too loud, so the talent performs too
softly. Not too soft and you wear them out by
making them work too hard to hear it how they
want it. But just right — so they can hear sub-
tleties, mic placement, other track elements,
and vibe. It is a very psychological thing. Try
it sometime. If you want a vocalist to “push it,”
bring down the voice in the cans just before a
take. They will naturally either move closer,
or bring the volume up themselves. But it
can also backfire big time, so tread lightly.
PO: Praying is always good!
PM: First, get your singer a great headphone
mix. If your singer isn't inspired, their perfor-
mance won't be either. Make sure that you have
the same headphone setup in the control
room so that you can listen to what they are
hearing. If you like the mix, they probably
will too. Don't let singers eat a large diaphragm
condenser mic. Keep them 6°-16" from the mic
and if a singer wants the “in your face”
sound, just put a limiter on the insert AFTER
tape. Generally if a singer is singing flat, turn
them up . . . if they are singing sharp, tum them
down. Usually before cutting a vocal, | like to
listen to other incredible singers/songs in the
same vein as the song we are doing, to help
set a bar of where we want to go. There's noth-
ing like a little inspiration to help you get the
blood flowing. Also, nobody said you have to
use the same mic for the whole song, try a
handheld for the chorus and a condenser for
the verses, and so on.
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Ryan Hewitt and Andrew Scheps on ‘
engineering the Red Hot Chili Peppers’
Stadium Arcadium

World Radio History




GIVE IT AWAYNOW

It’'s been four years. A lot can happen in four years. You can grad-
uate from any decent university in four years. You can get ready for
the Olympics or run for president. Or you can write an ambitious,
new double-CD set called Stadium Arcadium, the first in four
years — which is what engineers Ryan Hewitt and Andrew
Scheps got the nod to mix when they were called in to cook up
the new Rick Rubin-helmed Red Hot Chili Peppers record at his
Hollywood Hills mansion. So £Q caught up with Hewitt and
Scheps at The Pass studio in Burbank to discuss Anthony Kiedis’
vocal trickery, the saddest note, and their work on Stadium.

Ryan, your father David is a recording engineer, right?

RH: Yeah, my father does live recording and TV shows. He ran the
Remote Recording Services truck, and he was at the Record Plant
in New York. I've been working with him since | was 13 years old,
more than half my life now, and I've been around studios since |
was born. Going to work with Dad was like going to the studio and
seeing John Lennon and Elton John hanging out, Blue Oyster
Cult, all these legends.

Were you actually getting hands-on training at 13?

RH: | was a runner when | was 13, but | was always watching, and
he was showing me stuff. | started recording when | was in high
school; | had this studio in my back yard. | could do records with
my buddy from school. Then | went to college for electrical engi-
neering and did a bunch of recording there, and played in bands,
and that's when | really started to know the studio for real. Then
| went to work at Sony Studios in New York, worked with Elliot
Scheiner, Michael Brauer, and Jim Scott; did a bunch of freelanc-
ing [Blink-182, John Frusciante, Alkaline Trio)

How about you, Andy?

AS: | got interested in live sound when | realized | wasn't gonna
be in a band playing trumpet. | grew up on Long Island, and always
wanted to be in bands. My buddies had bands, so | was doing live
sound for them, and then somewhere | saw a copy of a recording mag-
azine or something, and said, "That's what | want to do instead,”
and went to the University of Miami. Then after college | worked
for New England Digital, in the last heyday of the Synclavier

What were you studying in Miami?
AS: It was a recording program, so it's a major in music and a minor
in electrical engineering. And like Ryan, I'd spend all my time in the
school's studio; they have an MCI board in a 3,000-seat concert hall
with about a 12-second [delay) time, and a freight elevator you could
lower the Marshalls down into and stuff. So we did a lot of crazy
experimental recording, did demos, which of course we weren't
supposed to do with this equipment. The program was really
packed with people who were out here doing well, too

| was working with New England Digital in '90-'91, which was
right when they started introducing sampling and then hard disk
recording. Sound Tools sort of existed, but with the Synclavs — at
half a million bucks — you could have 16 tracks.

CHIL]

How many of those did they sell, | wonder?
AS: Enough to keep going longer than they should have. [Laughs.]
It's still around now, people are using it, but now that company’s
scaled down to where it should have been. But when | was there
it was huge, and | worked for them out here in L.A. and | also based
out of London. It was a great time to be doing that, ‘cause only rich,
successful people have Synclaviers, so you know you'd get to
work with Sting and Benny Anderson and — just all over the
place. It was really great

But | realized that i wasn't making records, so | came back to
L.A. and freelanced some assistant engineering and some Synclav
programming

So what brought you guys together for this Chili Peppers
album? Ryan, you'd been working on this record already?

RH: Yeah, | started as the tape-op on this project, because there
was no one else involved who knew how to run a tape machine.
So | got the call to come in and run the tape machine, and we could
do overdubs quickly; they would do, like, a whole day of tracking,
and maybe track two or three songs, and then they'd want to do
fixes and overdubs at night. Those tracks were done at Rick
Rubin’s house in the Laurel Canyon mansion. It was all two-inch;
we had two Studer 800s, and pretty much all vintage stuff.
That's pretty much it — and a bunch of compressors. [Laughs]

AS: The thing about the tracking is that they were all in one room,
so five feet to Chad's right is the loudest bass you've ever heard,
and five feet to his left is a pretty loud guitar rig.

Small room, huh?
AS: | mean, if it were my house, it'd be a nice big room, but if you
put a band in, it's like a little ballroom kind of thing.

RH: it's probably the size of the average live room like at Cello 2, but
they set it up with all the amps close to the drums, like the drum kit
was on a riser maybe half the size of this room, and then right next
to the riser on one side there's a guitar amp facing away, and the other
side with the bass amps facing away. So there was a good amount
of bleed. The room'’s pretty dead, so there wasn't a whole lot of reflec-
tion going out; the bleed was mainly the back end of the cabinet, there
was a lot of the low end kind of hanging out around the drum kit.
And then Anthony had his own whisper booth to do scratch
vocals, right in front of the drum kit. That’s a little isolation booth
that's portable. He just stood in there so he could be isolated. So
they were all just physically standing real close together. And I'd
say a good 85 percent of the tracks they played were keepers.

AS: At least.
RH: I'd probably say more like 90 percent

AS: Ninety percent of the bass, and probably 85 percent of
the guitar

by John Payne

CPPERS
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RH: The vast majority of everything was kept — guitar, bass and
drums. So what you hear on the record is three guys playing all
together, looking at each other. And there are these long breaks
sometimes, where it's like they hit it and there’s a bar of silence,
and they're all just looking at each other, grooving along, and they
come in. And it might speed up, it might slow down over the
course of that bar, but they are like [snaps fingers]. . . .

AS: Right there.
RH: Right there.
AS: There are very few things done with a click, too, so the tem-

pos are really moving, which is great, natural. It's great ‘cause they
can see each other.

John told me that when they were doin
BloodSugarSexMagik, their first record with Rick, he woul

DEPPERS

wasn'’t so great, you guys can do it better,” or "I'm getting bored
in the chorus, let's cut it down” or whatever. It's really a lot about
the song structure, as a listener.

RH: | wish | could be there for pre-production. John Frusciante told
me a story: We were discussing Rick’s involvement and how they
started working together; John told me that when they were
doing BloodSugarSexMagik, their first record with Rick, he would
come to preproduction and sometimes sit there for three hours and
not say a word, and then leave. And John's like, “That's how we
knew we were doing good.” [Laughs.] But if he had something to
say, he would say it. He's a man of minimal words in that regard.
If something needs to be said, he'll say it, but he's not gonna say
something just because he's excited. If he's honestly excited,
he'll say, "That's awesome.” But if he’s not feeling it, he'll be like,
"1'm not feeling it.” Or if it's good, he'll just say, " Yeah, that
was good.”

Just the honesty of that, and his rapport with the band

come to preproduction and sometimes sit there for three that he creates — no one’s guessing what he's thinking,
hours and not say a word, and then leave. And John’s like, because he's just gonna tell you what he thinks in so
“That's how we knew we were doing good.” (Laughs.] ™2nv words.
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You say most of it was done without a click?
AS: | think there were a few where they would get a click to get
the tempo and then they'd turn it off.

RH: There was one where it was on the whole time, but
that's all.

AS: So after 30 seconds, those boys are playing.

You got the sense, then, that these guys were not about wast-
ing time, and that in fact they had a new energy about them,
like they really wanted to do something incredible.

RH: Yeah. Rick's thing was mainly working in preproduction. Like,
they had the songs down: they came into the studio, they
would play them each a few times, and that was pretty much
it. I'm trying to think of the most takes we had . . . | can't even
remember.

AS: Mostly it would be because a form change came up.
RH: Yeah, it was like, “"Well, let's try this instead,” or. . . .

AS: Or it was an alternate drum beat or something. But yeah, the
song was the song — two or three takes, you're done.

RH: But of the songs that made the record, | can honestly say were
no more than four or five takes.

AS: But once they decided the way it was gonna be, that
was it.

These guys have been playing together so long, they must know
each other’s jock size. Tell me some more about Rick Rubin’s
role in putting together a Chili Peppers record.

SCHEPS: I think his role is actually pretty consistent from record
to record. He's the one guy not playing, so they finish some-
thing and he will very honestly just say, “That was great” or " That

EQ JULY 2006 www.egmag.com

AS: And also there's no chance of any of it being about anything
other than the music. If you get done, and he says, "It’s not hap-
pening,” it's not ‘cause, you know, he doesn'’t like you anymore
[laughs], it's just that that wasn't the best take and he thinks you
can do it better.

When it came time to do the mixing, | understand that there
was some sort of competition among mixers for the honor.
RH: | don't think the band had a clear idea of who it was they
wanted to have mix the record, and it seems to be Rick’s
favorite thing to have an A-B comparison of a thing. Like
even when we were recording the record, he'd be like, “Make
an edit so it goes from this part to this part.” And we'd go,
"Okay, here's A" "Okay, cool.” "Here's B." "I like B. What do
you guys think?”

AS: He'd listen to them back-to-back as well. Not "Okay, | like that,
| don't need to hear the other take.” Just "Prove me wrong or prove
me right.”

RH: So when it came time to make the record, | think people had
different ideas of who it was they wanted to have do it. | was there
doing rough mixes all the time, and Andrew was there doing
rough mixes all the time, so we would be in the running to do it.
And then they had people who'd mixed previous Chili Peppers
records, and then people who'd started working with them more
recently. And so they decided to have a mix-off, a mix party. And
Andrew and | were really familiar with the songs, and really famil-
iar with the band, which was a huge leg up.

AS: | think we also knew exactly what we wanted the songs to sound
like, so we didn’t have to put up all the tracks and figure out what
it was. We could just start in on the kick drums, if that's what we
felt like starting out on.

RH: So Andrew and | had a definite advantage, a head start.

AS: And we kicked ass, too! [Laughs.]
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Well, as always, we did a little mic shoot-out, at the beginning
of doing the vocals. We put up a 250, put up the C-12, put up

Ee SM-1 Shure, which was used
on every record so far. And all the other ones sounded really
great, but the SM-1 sounded like the Chili Peppers.

the 63, and then we put up t
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RH: Yeah, we kicked ass. So we had this mix-off, and we had two
days; they would pay for two days of studio time to do this, and we
all had the same three songs, and we had to hand them in and . . .
wait. At first, Stadium Arcadium was gonna be one record, and |
was gonna do that, and then when it became two records, they
called up Andrew also, and we'd be like, "All right, let’s tag team
and do this” And initially, we were like, "Oh, it'll take two days to
mix.” But nope.

AS: No!

RH: [/aughs] This thing took a lot longer than anyone had anticipated.
That was the other reason that we're teaming it. Because it’s just
taking a long time.

So now at least temporarily you're working as a team. How are
you doing it? Are you each doing individual tracks, or working
side-by-side, or trading ideas, or what?

AS: | mean, we talk about stuff all the time — it's like, "Hey, what
was the deal with the guitar on this thing?” because Ryan
recorded it. Or "Hey, what's the vocal arrangement supposed to
be?” because | recorded it. But in terms of the mixing, | mean, he's

here, I'm at my studio, and we just, like, "Okay, what song am | mix-
ing next?” And I'd go get the tapes and I'd just mix that song. We
haven't worked on a song together at all.

RH: Well, we'll trade ideas, like, “Hey, what did you do with the bass
on that song? It sounds good." We'll trade ideas back and forth about
how to make things sound good, so it becomes more coherent in
the end.

AS: Surprisingly, the mixes go together. | mean, there's been no
effort at, like, “Oh, make sure you're listening to the other guy’s
mixes.” We just mix what we hear, and then we go through the
process of getting it approved by the band. And | think that helps
bring it into the middle ground.

RH: It's the band.

AS: It's the Chili Peppers.

RH: Same band playing in the same room, same guitars.

AS: We both make them sound like the Chili Peppers.

The Chili Peppers are a very high-profile band, and presumably
there are gigantic egos and personalities involved, so it's
interesting to hear that you seemed to have a lot of creative
input of your own on this album.

AS: The way the process works is, so far, like, John's been to my

house once. And that's it.

RH: He's been here twice.
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AS: Nobody comes, and it's a great thing, actually, because what
we do is, we just send mixes, and everybody goes by what they
hear. They don't walk in and say, like, “Hey man, what do you have
on the bass?” or “What do you have on the snare?” There's no dis-
traction at all. They get the CD, they listen to it, and they comment
based on what they hear. And it's brilliant.

What kind of comments do you get?
RH: It runs from, like, “Tum the snare up” to “| don't like the guitar sound”
[laughsl, or "We need something more present on the vocals.”

AS: It could be anything. It can be an overall mixing, or it can be
really specific, or both. There's some songs where I'll have three
comments, and it'll take me two days to get through ‘em, and then
there's some songs I've got literally four or five pages of comments,
and it takes an hour to get through all that. It just depends on what
it is. You know, if it's "At 2:37 there's a thing in this guitar that's gotta
come up,” well, you know, just do it. And sometimes it's [in @ spacy
voice] "It doesn’t get into the chorus.”

RH: Or "It's not dropping hard enough” — that was the hardest one
for me to overcome. "You know when the thing comes in, and then
this part? It's just not hitting me. Make it kick me in
the face.” Then it's up to us to try to figure out how
to interpret that. Or “Make it more blue.” [Laughs.]

AS: | haven't got anything that vague . . . My favorite
one |'ve ever got from a director was “"What's the sad-
dest note you can play?” [Laughs.]

RH: B-minor.

AS: No, not a key, a note! "Play that sad note.” We haven't gotten
anything that crazy.

Meanwhile, in this process, is Rick Rubin commenting as
well?

RH: He gets it first. We get it past Rick, make him happy, and then
we go to the band. And then we make the band happy, and then
we go back to Rick and make sure he's still happy. And if he's not
so happy, then we go more rounds, and then we go back to the band
again for final approval.

So it's several iterations of, like, calculus, ‘cause you're justin
with the solutions, where you start with what you think is good —
you go to one guy, he says, "Fix this, fix this,” you do it again, so
you're getting closer and closer to this ideal mix. And then you take
it to the band, and you're honing it down even more. So you're
really close.

AS: And the focus you'll keep.

RH: The focus just keeps getting more and more intense on minute
details, like John will say, “The third note of my solo, turn it up.”
It's just very microscopic things — “The third bass note on the bridge,
turn that one up just a tiny bit.”

AS: They're also not always commenting on their own stuff; you know,
they comment on the song. And we've got the luxury of the time
to do it, so it's not like we'll fix 18 things and have totally screwed
up the drums.
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And I'm mixing into half-inch, so everything’s gonna have a
uniform level. And when I'm \uorkinﬁ in Pro Tools, | wind up
using the noisiest compressors and t
can to create that vibe, ‘cause to me it's a vibe. It’s this bed,
and it becomes this kind of warm, comfortable feeling.
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What do you do, though, when it’s the delicate issue of one
member of the band commenting negatively on somebody else’s
playing?

AS: It's never about the playing.

About the sound, then?

RH: Sometimes the mix will go to the band and Anthony will be like,
"Do the guitar licks have to be so loud?” Or sometimes someone
will say, "1t's not a band anymore, it sounds like there's just too much
shit flying around. | want to hear it with no overdubs.” And then we'll
start over again with just the ground tracks.

Sometimes it's just like "1 just need to hear this. No one else
needs to hear it, but | just want to hear a version of it with no over-
dubs, because | just want to hear the band playing. So give me two
versions, one with no overdubs and one with all the overdubs, and
let me hear what'’s going on.” And maybe they'll be "1 like this one
but | don‘t like this one” and then they’ll talk amongst them-
selves and figure it out.

On this project, would you say there’s been a minimum of over-
dubbing? They wanted to retain a live band feel, right?

AS: Yeah. There's a huge live band feel, and there are very, very few
things that aren’t played by the band. They had a couple of
percussionists come in, couple of horn players, whatever. But it's
all the band. But then again, sometimes there are 28 tracks of over-
dubs. But it's not like it's a string section and B3 and stuff that
doesn’t go with the Chili Peppers. It'll be 12 of those tracks all

going together to create one guitar thing in the second half of the
third chorus.

John is responsible for the vast majority of the overdubs. But
it also varies from song to song; | just did one song with one over-
dub — it's guitar, bass, drums, lead vocal, and one guitar overdub,
and that's the whole song. And there are other songs where it's
like Andrew’s saying, "there could be a 12-part harmony, 12 guitars
playing the same part in one little part of the song.” There's a lot
of harmony stuff on the record.

John's main theme on this record in terms of overdubs was
creating sounds. He'll make several little different sounds —
it could be a keyboard, a guitar and a processor part — but
all creating one sound, or in one part in the first chorus it’ll
be one guitar, and in the second chorus it'll be three guitars,
and then the last chorus will be five guitars, Mellotron, syn-
thesizers. But they're all creating one sound; you couldn’t say
there's four guitars and synthesizers, etc. — you'd say,
“That's a sound.” And when we're mixing, sometimes it’ll be
too dispersed or we'll pan it differently than how he heard
it, and he’'ll say, “No, that's one sound, to be treated as one
sound; put it over here. And we need more of this and more
of that, this is poking out too much, this is EQ’'d too
bright” Or "This is not one sound, this is several sounds;
it needs to be one sound creating its own vibe over here in
this part of the song.”
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| met Frusciante when he was doing that series of solo records
three years ago.
RH: Yeah, | did most of those with him, too.

He's a really interesting guy, with so many ideas about sound.
Where is he doing all these overdubs? Is he working in his own
studio and sending you all this stuff? | mean, is he changing
his mind about some of these parts?
RH: Yeah, he'll call me up and [to Scheps] — you haven't had to
deal with this. [Laughs.] The songs that I'm doing, he'll call and
be like ‘We need to do an overdub, and I'll just take the tape over
to his house, ‘cause he's just down the street. So we'll take an
hour and do an overdub. The first half of the record there was
a lot of that; we'd just go over there and do an overdub that he
knew earlier he wanted to do but just never got around to, or
we'll go up there and do a treatment with his modular synthe-
sizer; there’s a lot of that on the record, where we’ll take vocal,
guitars, and drums and stick it through an old-school analog mod-
ular synthesizer.

Or Rick will hear the songs and say, “"Hey, we need to try
something else. We need something in this part of the song.”

How particular is Anthony Keidis about his vocal sound?
AS: Well, as always, we did a little mic shoot-out, at the begin-
ning of doing the vocals. We put up a 250, put up the C-12, put
up the 67, and then we put up the SM 7 Shure, which was used
on every record so far. And all the other ones sounded real-
ly great, but the SM-7 sounded like the Chili
Peppers. But his sound is more dictated by the
range he's in, and the melody, and the song
itself. He has so many different personalities
that’'ll come through, and | don’t think he con-
sciously chooses one. | don't ever remember a
conversation about the sound of the vocal, it
was always just more lyric choices and melody
stuff, and more arrangement on the chorus, where we were
gonna double some things and stuff like that.

But you pop an SM-7 in front of that guy, and that's Anthony.

RH: And the sound really will come through in the mix when
the song is being finished, as to what it's really gonna sound
like. I'm not really doing that much EQ on it. He sounds like
he sounds. And Andrew got a great sound when he was
recording it, so there’s really not that much to do in the mix
other than, like, how are you gonna treat things and where is
it gonna be?

AS: There were a couple of songs where he's singing really qui-
etly where it might have been nice to get him on some different
mics. On any other project, | probably would've said, "Let's go
get an M 50 and get right up on it,” or something like that. But
no, because — it just sounds like him. When we did that
shoot-out with the microphones, we saved the SM-7 for last,
because we thought that’s our benchmark thing. And it was
astounding — it didn't matter that the low end wasn't as
warm or it wasn't as crisp as the C-12, it absolutely didn’'t mat-
ter. It’s just, “that’s Anthony, done.” Anything else we need to
do, if we have to compress him a little more or pop him
through a tube something, then we do it. But it hasn’t even been
an issue; |I've done very little of that.
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RH: Sometimes Rick’ll be like "Put an Aphex on it” [laughs] or
whatever.

AS: It's pretty minimal. | never once wished that we could've put
something else on it.

| gather that the band wanted a kind of old-school feel on this
record. How much thought did you put into using vintage
equipment?

AS: It was a choice to mix the record on Neves, which is one of the
reasons | ended up at my studio, 'cause of all the studios that are
close now, this is the only really viable Neve mixer that was avail-
able and big enough. Also, since we're coming off tape, you have
at least 46 faders you have to fill up on some of these songs, and
a lot of times tracks 9 through 18 have 12 things each. We're
melting all over the place, so we need a big board.

RH: 1 think for both of us, ‘cause we're using a lot of the same gear,
it's just kind of whatever works. I'm using all kinds of new stuff,
like I've got all the TonelLux stuff down there, Expressors and
Fatsos and all kinds of fun equipment, and just all this new stuff
that I've been discovering, as well as the Fairchild and the 1176s
and all the classic stuff, but it's whatever you need to make the sound
great. Or we'll both discover all kinds of new gear and it's like "Hey,
did you try this, did you try that?” And I'll go out and rent one or
borrow one.

RS

Did you get any particular directives from Flea about the bass
sound?

AS: The thing about Flea is he's not laying down roots, he's play-
ing a huge melodic part in every song — a lot of times to the point
where John's not playing any melody. John could be just putting
down a wall and Flea is the melodic complement to the vocal. So
there’s a lot of treating the bass as an instrument, and not just as
a low-end machine. You gotta hear every single note that he's
playing, because he's playing a iot of notes, and they're all really
important to the song. And | think if you don't hear the bass
clearly, the songs don't fall apart, but you're missing a huge part
of the song.

RH: What makes mixing this band so hard is that you have
three musicians who are all laying down serious stuff, and the
balance between them will change from part to part of the
song; maybe Chad is doing his thing here and really driving it, and
then there's another part where we've taken over and are real-
ly pushing a part where John's really pushing, and then you
have the overdub; and to balance those things together, and always
make sure that the appropriate person is stepping forward,
that's the hardest part. But everyone'’s always doing something
cool all the time.

AS: You can hear every note that everybody's done on every instru-
ment that they've done it on, or we'll delete it.

N
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RH: There are parts that are endearing to people, even to the
people who play the overdubs, that will just wind up going away.
And they’'ll be, like, "You know what? It's just not helping the
song.” And so it goes away — "That was a cool part, but yeah, you
take that part away and now you really hear the song, you really
hear what's driving the song in that part,” and you're not putting super-
fluous shit on top of it.

How'd you work with Chad Smith on his drum sound?
RH: Chad’s been to the studio more than anyone else, especially
at the beginning. But again, we were hired

when it's appropriate to have it super-tight, really dry-sounding and
intimate, and there are times where it should be big and bombastic
and fuckin’ John Bonham-sounding, and if you don’t have that
on the tape, it's really hard to fake it and sound good. You can put
on a big reverb and shit, but that doesn’t sound like Chad playing
in a room and making a record. And it’s really hard to create that
when you don’t have that source.

At the same time, you can use some elaborate compression and
stuff like that and, provided there's no major fixes on guitars and
basses, you can make that sound happen.

for our sound, and they like our sound, so it's
like we do our thing, and Chad will say, like,
"A little more impact,” "A little more chest,”
and "Put a little more level on the cymbals,
I'm really getting into that part.”

AS: Chad is such a balanced player that if you
start building up the drums and it feels
weird, listen to what he did and you will
figure out what you're doing wrong about bal-
ancing the kit. You'll figure out, "Wait a
minute, | can’t hear the hi-hat, and that's why
this beat’s not happening.”

RH: Every single thing he plays is so impor-
tant to the groove. like you can’t have an
imbalance in the kit, which would just ruin
the song; you won't feel the pocket if you
don't have the perfect balance of the kit. it's
like not having a pickup on the A string. But
every single thing he plays is important.

Any effects on the drums in the mixing
stage?
AS: John's treated the drums on & couple of
songs, and filtered stuff, and every once in
a while I'll sneak something in on the bridge
on the overheads or something, just some-
thing to change it up a little bit. But for the
most part, even with all the overdub stuff
we've talked about, it sounds like a four
piece band. This record really is just a band
in a room playing, so sonically you don't
stray too far from that. It's the sound of
their instruments. It's like John choosing a
guitar and an amp — well, you don't then go
re-amp it and EQ the crap out of it, ‘cause
it sounds that way for a reason. And Chad'’s
the same way, he chooses drums, and
how hard he hits ‘'em and where he tunes
‘em. That really is as important as choosing
a guitar.

It's a pretty straight-ahead sounding
record in a lot of ways. Which is cool.

RH: There are no real room mics, that's my
only gripe about the recording. I'm a drum-
mer also, and when I'm listening to a per-
formance at the drum kit, there are times
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A lot of people seem to find it aggravating trying to get the right
effect with compression.

AS: Yeah, | mean, I'm still learning how to use compressors, and
still discovering compressors. But | used to try and use them and
it always sounded terrible, and now like | kinda get it and use them.
But | saw something on one of these message boards, and some-
one's talking about mixing with no compression, and as a concept,
that's a cool thing to try and do, absolutely. They're saying if you
can just do rides to be like a compressor . . . but if you've got a 15-
microsecond attack time and an adaptive release time, how do you

-

wire the fader to mimic that?

RH: Compression is a sound, and every compressor sounds different,
and every compressor is gonna treat the sound going through it dif-
ferently. It's gonna attack it differently, and bring out different
aspects of a performance. There are times when you don't need
compression, and there are times when you need lots of com-
pression. There are times when you can compress the buss and
smash it and it sounds good, and there are times when it doesn’t
sound good.

AS: Yeah, | think on half my mixes there's no
compressor on the buss at all. Nothing.

RH: Well, maybe a quarter of mine.

AS: By the time it comes out on CD, it'll all
be compressed, but sometimes it just
doesn't need it. And sometimes it's because
I've compressed other things to the point
where | don't need it, and sometimes it's just
because it starts sucking the life out of it.
Sometimes without it, it just sounds dead
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and boring.

RH: It can add excitement or make it
really boring. Especiaily with a lot of
parallel compression, it's really fun,
where you play it up on aux send and two
compressors and bring it back and add it
into the uncompressed sound. It's a real-
ly powerful tool. When you still have
the original sound source in there so
you still have this real thing poking
through and then you have artificial
height or whatever backing it up, so you
can make it sound longer or bigger. . . .

AS: Half of the compressors | use on sends
and half of ‘em are on.inserts.

RH: Yeah, | did that.

AS: Usually there's one for drums and stuff,
but five or six probably on every song that
are just coming back off standard busses.

You like the API 525 compressor. What's so
special about that one?

AS: | don't completely understand the
theory of how it works. It's a feedback-
based compressor, so I'm assuming it's
slightly . . . oh, I'm not even going to
guess, I'll be wrong. But it just doesn’t
sound like any other comprassor. You
cannol adjust the attack time at all, and
the release time | don't think I've ever
used.

RH: it's pretty slow.
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AS: But it just makes things go pop! Especially guitars and
things like that. There's an input knob, which is what affects the
amount of compression, and there's a tiny little spot where it's
amazing, and if you're below it or above it, it sounds terrible,
absolutely horrible — it's either doing nothing, or it's squeezing
it so it's dead. But you find the spot, and all of a sudden it just
jumps to life.

So much of what you guys do seems to get back to gut
instinct.

PEPPERS

AS: Yeah. | mean, we're both pretty technical, which for me
is great because when | can actually find out how something
works, |'m better at tweaking it, ‘cause | know what direc-
tion it's gonna go. But it's all based on the sound in my
head that it needs to be. If it keeps getting farther away, you
just use another piece of gear. | don't care how it works, what
it does. I've had some very random gear searches on this
record. | think | need a compressor and | end up with a
delay, you know?

RH: It's fun to have the luxury of time
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to be able to experiment with stuff
and really find the deal. | came up
under Michael Bauer, and he's got like
24 boxes of shit that he can just go “Ah,
that doesn’t sound good; that sounds
good.” | always have a guitar distor-
tion pedal or something, and I'm always
"Letl's try this pedal, let's try this
one,” and you go through more itera-
tions of finding the ideal sound for all
this stuff. And then the coo! thing
about trying out all compressors and
pedals is that later on you'll be like,
"Hear that? You know what did that?
This did.” Angd then you plug that in
and you have that sound.

Since the new Chili Peppers album was
recorded on tape, hiss must’ve reared Its
ugly head. How’d you deal with that?
AS: For whatever reason, it was set up at
+3 on the two-inch, and so for the loud
| stuff, that's fine. But there have been a
| couple of quiet songs where it was pret-
ty noisy. A lot of the stuff was done very
quickly — "Okay, now we're gonna do the
loudest song ever in the whole world,”
and "Now we're gonna do the quiet
song.” And it's not like you have time to
change the whole setup. But we do a
lot of mutes, and you can’t just mute
somothing in the chorus of a quiet song,
you have to ride it in; you set your hiss
presentation.

RH: It becomes a comfort rather than an
annoyance.

AS: Yeah, you treat it like vinyl noise, where
it becomes a nice part of the song.

RH: And I'm mixing into half-inch, so every-
thing’s gonna have a uniform level. And
when I'm working in Pro Tools, | wind up
using the noisiest compressors and the
noisiest everything | can to create that
vibe, ‘cause to me it's a vibe. It's this bed,
and it becomes this kind of warm, com-
fortable feeling.
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A sneak peek into the 250+ mic mini-run-a-thon courtesy of the cats

at Jam Room and Front End.

Last year we, well, actually me, Warren Dent
from Front End Audio, approached Jay
Matheson of the Jam Room Recording
Studio with an idea about shooting out a
bunch of mics in his studio, over 250 in all.
Jay jumped all over the chance to satisfy
his own curiosity about new mics and volun-
teered his studio for the project. After jug-
gling schedules with Jay and our vendors, we
jumped in the studio with the first 60+ mics,
which mainly consisted of large diaphragm con-
densers. The focus of this first set of sessions was
to listen to the mics on several different vocal types.
We brought in three local artists, which included both
female and male hip-hop vocalists.
Some of these mics we personally
own and some were hitting our ears fresh. It was a very infor-
mative mic session to say the least. Some differences were sub-
tle, some were just gigantic, and other times you could tell a mic
was useful but maybe not on that particular application. In an
effort to better educate ourselves and the
average mic seeker out there, we are
scheduling many more of these
tests and recording sessions in
the near future. For now? Well,
both Jay and | thought we'd
share some thoughts on some
old timers of ours, and first
impressions of a few newcomers.

sE Electronics Titan

CAD M179
The CAD M179 is one of those pieces
of gear that under promises and over
delivers on sound and usefulness. Its
flattish response makes it a great fit
on tons of sources, but
for vocals it is pretty
neutral in a "poor
man’s 414" kind of
way. The midrange is
pleasing, not
overly empha-
sized or hard,
but some-
what forgiv-
ing. The top
end isn't siz-
zly or spark-
ly, it just han-
dles things well without get-
ting nasty or spitty. Sibilance
isn't much of an issue and it
sounds good being worked close
when needed. The mic sounded

Apex 210
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great on each of our vocalists, and | wouldn't hesitate
grabbing it for a vocal session. The completely variable
pattern also allows for more choices when it comes to
how much room sound you want in the
track. A crazy mic for anybody to pass up, |
use it on vocals, overheads, toms,
acoustics and more every day in my per-
sonal collection. Bang for the buck,
this mic is priced right and is one of
the most versatile, budget-friendly
mics on the market. —WD

ADK GC3 ({Generis)
This mic was my pick for value. | teach
several audio classes, and my students
always want advice on mics for their home stu-
dios. This seems to be a great one for someone get-
ting their first nice mic. It's multi pattern, has a pad, has a low
cut filter and comes with a usable shock mount. The main prob-
lem that most entry-level made in China mics exhibit is excess
sibilance. This mic seems to have a warm low end, as well as a
balanced, moderately crisp high end. It's no U47, but | would be
comfortable tracking with it on a vocal session. A value for an
entry-level, all-in-one mic. —J/M

AEA R92

When it comes to real ribbons that actually perform at reason-
able prices, Wes Dooley has the gig sewed up pretty well. The
R92 is tuned higher than AEA's top selling R84 ribbon, giving
it more bite in the high end and less boom on the bottom.
This allows the R92 to be used in closer proximity compared
to many ribbons, without being too woofy on the bass side of
things. The midrange is very smooth, with a full present
sound in the mids. The high end, while offering more
response than many other ribbons, is still very forgiving
toward sibilance. You just
don't get a crunchy/essy
top end thing going on
with this mic like you do
with many condensers;
the R92 is smooth, top
to bottom, with a rich
sound that otfers more
presence than many rib-
bons on vocals. The abili-
ty to work it close is a
big benefit for some
vocals, and instrument
miking, as well. —WD

Apex 210

For $169.00 this mic was a no brainer. It's worked well on violin,
trombone and trumpet, as well as in combination with a 57 on gui-
tar cabinets. | found this mic too dark for many applications, but
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for adding body to thin
sounding instruments, it's a
champ. When in conjunction
with another brighter mic on
a Fender clean amp, some
really huge sounds were easy
to come by. The horns that |
recorded sounded like an old
Chicago record when | hit the
tracks with moderate com-
pression. On fiddle, it was
smooth and thick, as well. If
you are having problems with
thin sounds, this mic can be a
huge asset. Beware though,
it can be too dark for certain
applications. —J/M

sE Electronics Titan

One of the few mics that
made everybody in the room
say "wow" was the sE
Electronics Titan. If you like
condensers but you're looking for something different, the Titan
is an excellent pick in a crowded field. The Titan has just about
the silkiest high-end response of any mic I've ever heard, peri-
od. There is this amazing stuff going on up top (the words "airy”
and "smoky"” both come to mind at the same time): It's exciting
without being crunchy and adds a lot of life up there. The
midrange is very nice, giving a nice pre-EQ'd sort of sound. The
low end is even in response, no problems working in close or at
a distance while still getting a full and present sound. The titani-
um diaphragm is certainly part of the different sound we heard,
but different isn't always good. In this case though, different is
superb if you need air without being overly bright, and a forgiv-
ing midrange/low end. Sounded great on all the vocalists. —WD

Coles 4040
L

Coles 4040
This is a huge sounding mic. It's a bit pricey, but for those that
can afford one or two, they would be the king of their mic
locker. These mics look impressive and sound impressive.
After listening to this mic on various sources, | realized the
low end was so big that a good pop filter would be need-
ed. For certain vocals this mic would work really well,
but because of its overly huge sound, really loud or
screaming vocals wouldn't be a very good applica-
tion for this mic. | would love to use this mic on
overheads, but its use on vocals seems a bit limit-
ed. It would be a great piece to have as long as it
wasn't your only vocal mic. —J/M

Coles 4038

The Coles 4038 is one of those ancient mics
that's been used on tons of stuff for decades,
S0 it was interesting to bring the 4038 into the
mix of mostly modern mics (and mainly con-
densors) to hear the 4038 on vocals. In my
experience it's pretty easy to hear the BBC
designed mic's own personality coming
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through on vocals, it has that old
school broadcast sound. The
lows are full but can be a bit
woofy on some vocals, the
midrange is strong in
response, and there is a

bit of a bump in the upper
mids, which can be some-
what sibilant on some
vocals and did not trans-
late into the sort of

"sweet” high end the

AEA ribbons exhibited.

The 4038 was a little more
aggressive sounding on
vocals compared to the
newer designed ribbons,
which can be a plus or a
minus. —WD

sE Electronics
Z3300A
When you need a little bet-
ter than real life {i.e., a lit-
tle hype), the Z3300A from
sE Electronics is a good
reach. The Z3300A has a
subtle hype to it on the
top end, giving a more
extended response for
smooth and present highs.
"Sheen” comes to mind
when describing the
sound, present but not
crunchy. The multi patterned
design can also be
handy when using
on a close source by switching to the omni
pattern so that it exhibits less proximity
effect. Overall, it is a balanced sounding mic
with a clear sound and plenty of detail on
vocals. We found it to have a very all purpose
sound. —WD
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B.L.U.E. Bluebird

The Bluebird is a bit more of a workhorse kind
of mic compared to many of its other BLUE
cousins. It has this even sort of response that

works well on a lot of sources and voices.
Everybody commented on how cool looking it was,
and were surprised by its price. The midrange detail
on the mic particularly stands out, which is nice on

sources like vocals in most cases. Not a bright or
boomy mic, but pretty realistic sounding and doesn'’t
impart much of its own flavor on things. For vocals, it'd be
nice to have for many studios, not only for some retro
"vibe" to its look, but a sort of unhyped sound when
you need a pretty flat response. It's not going to
deliver "sheen” —WD



Ordinary FireWire audio interfaces are fine for capturing your
musical ideas on the go. But if you're the type of musician or
engineer who won't compromise quality, then you need to
audition the Onyx 400F Studio Recording Preamp with
192kHz FireWire 1/0O.

This professional 10-channel premium mic preamp and
audio interface features four boutique-quality Onyx mic
preamps, with superior headroom, sonic detail and clarity
vs.the competition (123dB dynamic range and .0007% THD,
measured in the real world). The Onyx 400F also offers TRS
inserts for inserting your favorite outboard gear into your
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FOR MOST FOLKS,
ANY FIREWIRE
INTERFACE WILL DO.

FOR THE OBSESSED,
THERE’S ONYX.

signal path before sending it to your Mac or PC. And an
internal 10 x 10 DSP Matrix Mixer with 64-bit floating point
processing and full recall—a feature not found on any other
FireWire interface, at any price.

With mastering-grade 24-bit/192kHz AKM* audio converters,
true 192kHz operation at full channel count, a powerful
standalone operation mode, and robust aluminum-and-steel
construction, the Onyx 400F boasts fanatical attention to
every last detail. Not to mention exceptionally open, natural
and revealing sound worthy of your finest projects. Call
Sweetwater at 800.222.4700 to feed your obsession.
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ADK Hamburg/Vienna
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Pearl CC22

This was my introduction to Pearl mics. At first
impression, we thought the CC22 was a
small diaphragm microphone because

of its unique rectangular-capsule

design, when in fact

the CC22 is a large
diaphragm. When we
got around to using

this mic, everyone'’s eye-
brows rose and both
engineers present and the
artists commented on their
overall happiness with it.
It's a very impressive sound-
ing mic that would be ideal
for a vocalist who is looking
for an intimate, up-front
sound. It seems to have the
lows of a very expensive rib-
bon mic with a very smooth,
crisp U47 type top end that
sounded really nice on both
the female and male vocal-
ists. This mic sounds both
silky and up front at the
same time. It sounds like an
expensive mic and ain't
cheap either. —J/M

MXL V67i
The V67i is a new mic with a new twist: dual capsule design
that has two distinctly tuned sounds coming from both sides of
the mic. The sides are labeled "warm” and "bright,” and when
compared to each other, that's what they deliver. The "warm”
side is a somewhat darker condenser sound {same capsule as
the V67G), with a thicker midrange response, as well. This
would work best on more sibilant singers, or tracks that need to
sound more “crooner” than pop based. The warm side worked
well with each of our vocalists, and was especially nice on our
female artist. The "bright” side is a crisp, clean sort of sound
that would work for pop cut on vocals and also double as a _j
decent entry-level instrument mic. It was a bit too sibi-
lant for our female vocalist but sounded great on our
male and hip-hop artist. The cool
factor of this mic is if it's too dark
on one side, you just turn it
around and flip a switch and
bam, a different sound. This is
a very unique mic with two
distinct sounds. —WD

B.L.U.E. Mouse
HUGE! The low end
of the BLUE
Mouse is hig,
beautiful, and
full. This is just
about the only
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condenser mic that can compete with a
ribbon on low end, and it does low
end very well. The Mouse is tradi-
tionally designed for use on low
frequency instruments such as kick
drums, and | can certainly see that
as a starting point for this mic.
However, it really is a multi-pur-
pose mic that can lend
itself to a huge sound
for vocals, which we
found during our ses-
sions. The midrange
response is strong and
there is a little upper-
midrange dip going on that is
either going to work really
well or not work on a given
source. It's not super pro-
nounced, but we all heard it
The very top end is pretty
balanced, not a bright mic. It
is hard to beat this one for
full low end and low mid
response. —WD
ADK Hamburg / Vienna
On the entry level price end of things, the
Hamburg and Vienna stood out very well, giv-
ing a rich sort of sound, each in their own way. The Vienna has a
more present sound in the high end, with a clear midrange and
low .end response. It sounds great on a pop style vocalist and
can handle instruments just as well. The Hamburg has a more
natural sounding top end with a creamier midrange response,
again with it an unhyped low end. The Hamburg works well on
smoother types of vocalists and instruments that don't need
as much cut in the sound. There is a richness,
though, to each of the mics that wasn't really

present on others in their price
range. —WD

CAD M9
Kind of hi-fi sounding, the M9
has a complimentary type of
sound. It has an extended low
end that is pretty smooth, and a
nice rich midrange thing going on
with a bit of an upper mid scoop,
and an extended high end with tons
of detail. The M9 sort of has its own
thing going on, and seems to impart a bit
of a glassy, hi-fi sound on a lot of
sources. It sounds pre-EQ'd so
it's not exactly a flat response
“point it at anything” type of
mic. If you need some hi-fi
hype that's not overdone I'd say
the M9 is worth giving a listen
to. —WD

Pearl CC22



IN MEMORIAM

On May 2, the music industry lost a true leader.
Michael Kovins, president of Korg USA, passed away

after a long battle with leukemia.

As head of Korg’s U.S. operations, Michael worked pas-
sionately to bring musicians the best possible
instruments with which to practice their art and led the
introduction of many landmark products including the
M1, TRITON and OASYS. He was a great champion of
music education and tireless in his efforts at expand-
ing its scope and influence in schools and colleges. And
as a friend of our publications, Michael had high expec-
tations and drove us to constantly improve our editorial

coverage and our community outreach.

Although you may not be familiar with his name,
chances are that you've benefited from Michael’s
legacy. He touched all our lives through the instru-
ments we play, the lessons we practice and the music

that inspires us.

Donations in Michael’s memory can be made to The

Leukemia & Lymphoma Society (www.leukemia.org).

We will miss Michael, and we offer our most sincere

condolences to his family, friends and colleagues.

BARR E0 FRETS  [lulorMager  leyboard



by Craig Anderton

Fixing vocal pitch problems has been around
since the first time an engineer hit a “punch”
button and the vocalist tried for a better
take. | even wrote an article back in the
‘'80s about using a sampler to sample an
out-of-tune note, then tweaking the pitch
bend control to correct the pitch. But kids,
don’t try this at home — not because it's dan-
gerous, but because there are much better
ways to fix pitch issues. Like what? Like
what we're going to cover.

BUT FIRST: A REALITY CHECK
If a singer is having pitch issues, don't auto-
matically reach for a fix: The problem may be
a symptom of something deeper. For exam-
ple, if the monitor level is too low and the singer
can't hear the vocals well enough to produce
proper pitch, the vocals might be sung at too
low a level as well, which leads to dynamics
issues. Pitch problems might also mean a
singer who's tired, in which case the perfor-
mance itself will suffer — not just the pitch.
As with so many aspects of recording, check
for the root of the problem and try to solve that,
rather than put a band-aid on the symptoms.

And if you do need a fix, try punching
first. | believe that processing such as pitch
correction is a last resort to be used sparingly,
unless you're consciously using the process
as an effect. No matter how little the pitch
corrector messes with the sound — and
these days, pitch correction algorithms are
uncanny in their ability to fix problems unob-
trusively — a natural vocal will always be, well,
more natural.

Finally, just because you can fix something
doesn’t mean you should. It's like the early
days of MIDI quantization . . . here's a quick
story. | had just fired up a Commodore-64
MIDI sequencer and called up Spencer
Brewer, a superb piano player with a
great “touch,” to check it out. He played
into it, and as we looked at the data, he
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SAY WHAT?

IN SERRCH O
THE PERFECT PITCH

The fixisin...

was shocked at how “bad” his timing was
compared to the quantized “ideal” So we
quantized it, and his beautiful expressiveness
disappeared faster than Kenny G at a Nine
Inch Nails concert. The iesson: His timing was
fine; it was the sequencer that didn't under-
stand music.

So it is with pitch correction. When you
start using pitch correction, you'll see that
your voice has all kind of “pitch problems.”
But despite the superb graphical tools pre-
sent in today’s programs, listen with your
ears, not your eyes. Fix only those notes that
sound wrong. If a note’s a littie off pitch, don't
worry about it. Quantizing pitch and rhythm
too tightly can remove much of a vocal's
expressiveness.

HOW PITCH CORRECTION WORKS
Almost all pitch correction uses the same
basic principle. The process begins by ana-
lyzing the input signal, then comparing it to
a scale (usually user-definable). If there's a
difference, then the program pitch-shifts the
original signal so it matches the ideal.
However, how it applies this correction is sub-
ject to various user constraints. For example,
you might want to have the input jump
instantly to the new pitch, or slide to it over
time instead.

There may also be various bells and
whistles, such as being able to accentuate
vibrato, “flatten” the natural vibrato and syn-
thesize a new vibrato, change the formant
(vocal characteristics, such as transforming
male to female), and the like.

ey g~ = .

AND NOT JUST VOCALS...

Pitch correction is good for a lot more than
vocals; any monophonic line is fair game
{although the about-to-be-released Melodyne
Studio 3 from Celemony handles polyphonic
material as well). I've actually used Sonar’s
V-Vocal feature more on bass than vocals to
create slides and add "humanizing” ele-
ments to MIDI bass parts. Wind instruments
and lead guitar can also benefit from vocal
pitch correction tools. You can even apply
processors designed for monophonic mate-
rial to polyphonic material; the results will be
unpredictable, but try pitch correcting a full
drum set and see if it doesn’t have some
potential for your latest post-punk indus-
trial masterpiece.

Pitch correction can also be an effect
{commonly known as the “Cher effect”
because of the way correction was used in
her hit “Do You Believe”). While the effect is
now a cliché, extreme amounts can still
sound cool sometimes.

BUT | WOULD RATHER
SWIM IN SEWAGE THAN USE
PITCH CORRECTION!
When Antares introduced the ATR-1 — the
first pitch-correction-in-a-box device — in
1998, it not only fixed vocals, but brought new
meaning to the term “machines don't kill
music, people do. It was overapplied and mis-
applied to the point where pitch correction
got a bad name. The irony was that people
didn’t realize pitch correction could sound
transparent, because when it was transparent,

Fig. 1: Antares’ ATR-1a is the latest version of their pitch correcting hardware.



Fig. 2: Celemony’s Melodyne was the first program to represent audio data similarly to MIDI data.
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Fig. 3: Melodyne is shown here ReWired into Ableton Live.

they didn’t know it was being used. Bottom
line: Unless you're applying fairly drastic
fixes, no one will know you're using cor-
rection — if you know what you're doing.

HARDWARE OPTIONS
DigiTech's Vocalist line was one of the first fam-
ilies of commercially available products
designed specifically for vocal pitch manipu-
lation. The main way it worked with pitch was
by synthesizing harmonies, either based on a
preset scale or in reaction to MIDI note input.

Antares’ Auto-Tune was a step up, as it

didn't just shift pitch, but fixed pitch problems
in near-real time. Their latest version, the ATR-1a
{Figure 1), extends the correction range down to
25Hz (guess I'm not the only one who uses pitch
correction for bass), and allows creation of cus-
tom scales to which pitches are referenced —
as well as lets you correct only specific notes,
like if the singer can't hit high "C" quite right but
gets everything else. You can also specify a
melody with MIDI to which the pitch will “snap.’

Roland's contribution to vocal processing was
VariPhrase, although it was also intended for
other instruments. It was inngvative too, as

it bridged the classic Antares approach with
something more like the stretching options
in Acid. It was ahead of its time, but its
technology re-surfaced as part of Sonar 5's
V-Vocal processor, described later.

Also in hardware-land, TC-Helicon offers
multiple pitch correction products: VoicePro,
VoiceWorks, and VoiceOne 2.0 are studio
processors, whereas Voicelive is a floor
processor optimized for live use. These also
throw other functions into the equation,
such as vocal modeling, doubling, reverb, and
various effects.

THE SOFT SOLUTION

Just as Antares defined hardware-based
pitch correction, Celemony’s Melodyne did
the same thing for software. Its breakthough
was to analyze incoming audio, and present
it as graphical "blobs” (Figure 2) with pitch,
rhythm, and amplitude information. You could
actually "see” a melody with as much detail
— actually, more so — than MIDI{, and manip-
ulate not just pitch but rhythm, formant,
and dynamics as well.

Although Melodyne remains stand-alone
at heart, the Melodyne bridge option is a plug-
in that hooks into a host application, so
Melodyne can run concurrently with the
host. It's also possible to ReWire Melodyne
into a host (Figure 3), or ReWire clients into
Melodyne's mixer. This is where Melodyne's
ability to act as a stand-alone recorder
comes in really handy. For example, if you
ReWire Melodyne and Reason together,
you can record vocals in Melodyne that run
in parallel with Reason, but also do all the cool
Melodyne editing tricks.

Although Melodyne Studio is expensive,
there are two alternatives: Melodyne cre8 is
quite similar but handles eight tracks instead
of as many as your computer can handle, and
goes up to 24-bit/48kHz instead of Molodyne
Studio’s 32 bit/192kHz operation. There's also
Melodyne Uno, which handles only one track
at a time — although often, that's all you need.

Editing seems complex at first, because
there are separate tools and sub-tools for edit-
ing amplitude, formant, pitch, and duration.
But this is necessary because each process
is quite different.

There's also cool MIDI stuff: Control
freaks can use MIDI! to automate most
Melodyne parameters, but even better, once
you've detected audio,you can export it as
MIDI data including pitch, dynamics, phras-
ing, and so on. You may need to touch things
up, but if you ever wanted to "sing” a synth
part, Melodyne is pretty effective.
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DO THE RIGHT THING

Part of pitch correction is using the controls
correctly. One of the main ones determines the
speed with which the input pitch slides to
the corrected pitch. Set this too fast, and the
pitch “snaps” to the new pitch in a stepped,
unnatural way (not that there's necessarily
anything wrong with that). Set it too slow,
and there’s an almost equally unnatural slide
effect that can negate vibrato and glissando.
A lot of the bad attitude about pitch correction
comes from misadjusting this parameter.

Speaking of vibrato, it's often possible to
either accentuate existing vibrato, which is
a good thing if the singer’s vibrato is weak
and you want to emphasize it, or “flatten” the
pitch and add artificial vibrato, like the LFO
does in a synthesizer. Unfortunately, some
people think of artificial vibrato as what you
add after you destroyed the original vibrato

NOT-SO-QUICK PICK

by setting the speed too stow. No! Try to pre-
serve the existing vibrato, and choose accen-
tuation over synthesized vibrato if you want
the most natural sound.

On the other hand, if you have an angelic
backup choir, you can get some interesting
effects by flattening pitch and adding synthetic
vibrato — it adds a kinda cool ethereal-
meets-mechanical quality.

Another variable parameter sets the tran-
sition time between notes. Although you gen-
erally won't want to add much, you can use
transitions to create more of a “glide” effect
between notes, sort of like synth portamento.

What may be the most important control
sets the depth of the correction. At maximum,
this clamps the vocal to the specified pitch.
But no one sings that way; give a little slack
and don’t overcorrect the pitch. After all,
where would B. B. King be if he always bent

-
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held notes right up to pitch, instead of paus-
ing, tantalizing, just before hitting the pitch?

MORE SOFTWARE SOLUTIONS
Antares made the move from hardware to
software with their Auto-Tune 4 plug-in. You
can use it the same basic way you'd use the
box — plug ‘er in and let ‘er fix, with maybe
a couple control tweaks — or a use a graph-
ical mode where you can draw out pitch
changes. Like most pitch correction soft-
ware, the graphics are pretty intuitive and
make it easy to see where the pitch deviates
from the “ideal”

TC offers the Intonator HS (Hybrid Shifting)
realtime pitch correction plug-in (Figure 4) for
the PowerCore platform, thus biending hard-
ware and software. It uses the same basic
intonation correction technology as TC-
Helicon’s hardware products.
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Fig. 4:TC’s Intonator is a pitch correction plug-in for their PowerCore

platform.

Waves recently introduced Tune (Figure
5), which aside from having the Waves pedi-
gree, includes some unusual features like the
ability to create custom scales and use non-
Western tunings. It also supports ReWire; all
edits are non-destructive, and saved as part
of your host's project. Another cool feature
is the ability to export MIDI files for doubling
instrument parts with synths or samplers, or
even to do transcriptions.

What's more, some host sequencers
now include built-in pitch correction. Magix
Samplitude includes an “elastic audio” window
with an intuitive graphical interface (Figure
6); starting with Digital Performer 4.6, MOTU
added a pitch automation function that allows

drawing in pitch correction, directly within the
host program.

Sonar 5 Producer Edition incorporates
Roland’s VariPhrase techology in their V-
Vocal plug-in (Figure 7), which offers separate
tools for altering pitch, time, formant, and
dynamics. The way it works is by converting
standard audio clips into "V-Vocal Clips,”
which run concurrently with your host. After
tweaking, you can apply the edits to the
audio clip, thus making them permanent.

$0... IS IT WORTH THE EFFORT?
Some people have commented to me that
using pitch correction is a hassle, what with
drawing in little changes and such. Hello?!?

Fig. 5: Waves’ Tune is one of the more recent, and sophisticated, entries into
the pitch correction market.

What they're really saying is either the
singer couldn't sing (solution: new singer, not
extensive pitch correction) or they were
obsessing over the vocal just because they
could. | recommend listening to a vocal,
isolating the few notes that are a problem,
tweaking those, and then forgetting you
have pitch correction available.

It's been said that the government that
governs least, governs best . . . and so it
is with pitch correction. Use it wisely, and
you'll be able to take that vocal that was per-
fect except for a few glitches, and ban
those glitches forever — as well as do
some really creative sound design tricks if
you're so inclined

Fig. 6: Magix Samplitude builds pitch correction into the host.
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Fig. 7: V-Vocal, based on Roland’s VariPhrase technology, comes
bundled with Sonar 5 Producer Edition.
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THE VOICE THAT IS

BEER, HERRING AND
THE HUMAN VOICE.:
THE TC-HELICON VOICEPRO

TC-Helicon is on a mission to save your
vocal tracks.

Over a meal of Canadian beer and Danish
herring, IVL Technologies, Ltd. and TC Group
posed a question: “Isn't it time that some-
one finally provided dedicated tools and
solutions for voice?” They answered their own
question by forming TC-Helicon and releas-
ing a series of processing units based on
Canada’s finest vocal modeling algorithms and
Denmark’s best acoustical models. The lat-
est in this series to come our way is the
VoicePro professional voice processor, which
promises to "allow all of the dimensions of
the voice to be refined.”

Refined is the word. The subtlety required
for detailed work with vocal tracks and spo-
ken word recordings requires very precise
control, and the VoicePro is precise. A jog
wheel and four arrow keys allow for quick and
easy navigation, and fine adjustment of the
many presets and options available on this
comprehensive, voice-oriented device. Do
yourself a favor and just play around with one
of these if you have a chance. It's actually very
easy to get going on your own, and loads of
fun. (Be warned, however, there are some
creepy effects on this box. And when you're
ready to read the manual, we can get down
to the nuts and bolts.)

The VoicePro provides 24-bit DSP pro-
cessing at up to 96kHz using three proprietary
algorithms, as well as EQs, compressors, de-
essers, reverb, delay, pMod, transducer,
and a multi-path mixer. It is Ethernet-con-
nectible, MIDI compatible, and equipped
with an AES/EBU 1/O port (DB-25 with sup-
plied breakout-to-2-in/8-out-XLR connector),
as well as analog stereo XLR outs. Analog
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Equipment is
definitely no
replacement for
vocal talent, but
it sure does help
sometimes.

input is available through two XLR inputs (one
voice, one auxiliary). There's a standard
BNC word clock connection, as well as a
ponderous RS-232 port that's not currently
supported (except perhaps in Canada or
Denmark?). There are no preamps, but any-
one who needs to beef up their talent's
voice should have a decent preamp to start
with. You will definitely need one, as the
VoicePro is a little soft on the input side.
Nonetheless, once you put a nice mic and pre
on the voice input, the VoicePro's backlit
LCD lights up with a thick, rich signal ready
to be trimmed or boosted, and tweaked or
twisted.

The sound is mighty nice, too.
Reproduction is so faithful that you hardly
notice the subtle stuff, like compression
and EQ: it just sounds better. It also makes
it all the more surprising when you use
more noticeable effects like four-part har-
mony or pitch shifting. For starters, | tested
it out on myself. My main vocal weakness has
always been, well, weakness. VoicePro to the
rescue! After two-hours of headphone-
karaoke | had a handle on some beefy pre-
sets (four-part harmony with compression and

de-essing) giving me a handful of confi-
dence. Then | turned the mic over to the
beast: a friend and collaborator of mine | shall
only refer to as Mr. G. His voice is, perhaps,
a little unruly: robust, indeed, but raw as
hell. The VoicePro can beef up my wimpy
whining, but can it also tame the rebel yeil?

How'd it go? Well, let’s just say that
Howard Dean might be our president right
now if he'd had a VoicePro on the night of
"The Scream.” As it turned out, Mr. G was
in rare form for our session, pumping out high
SPLs, a plethora of popped Ps and super-sibi-
lant Ss along with his infamous throat-singing
techniques. Aside from copious compression
{after copious limiting on the preamp, of
course), a nice combo of HF and LF rolloff
with a healthy dose of the de-esser took
out the worst of it. What remained was
intelligible, but now a little dark and flat, so
| added resonance back to the high end
using the Spectral interface.

Apparently, the VoicePro's resonance effect
"simulates changes in the physiology of
the vocal tract.” The Spectral interface does
not resemble anything | saw in my A&P
classes, but it is an insightful and remarkably
intuitive way to visualize vocal sounds. TC-
Helicon refers to Spectral as “an intelligent
EQ" on the basis of its ability to isolate
sibilants from the EQ processing. This means
that | could brighten the high-end without
bringing back the ssslur. Mr. G didn't seem
to notice the effects up to this point, but it
kept his attention on the vocal mix and
focused the performance more than
what | am used to from him. This, to me,
is the best test of any vocal processing
device. Subtlety is important in order for



the talent to engage with the sound in the
monitors. When the vocalist gets a good
sound in the monitors, they are more con-
fident and more focused on putting in a
good performance. Equipment is definitely
no replacement for vocal talent, but it
sure does help sometimes. In this case, |
managed to avoid having to use any pitch
correction, a major victory for Mr. G and a
pretty successful track for both of us. | bet
both of our fans will agree.

In summary, the VoicePro’s interface is
intuitive and adaptable; the sound is fan-
tastic, and the capability immense. There
are great benefits to a versatile unit like
this in music, broadcast, and film. Talent in
a home or project studio is likely to be more
familiar, allowing the VoicePro to be used as
a front-end, analog device with a detailed, eas-
ily recalled and personalized setup. Larger
studios can use the VoicePro's AES/EBU
capabilities for front-end recording, as well

as an add-on effect with the same level of
control. Broad