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lexiconpro.com

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 anc
Omega Desktop Recording Studio™s are completg
computer recording solutions with multi-inpu
USB I/O mixers, Steinberg® Cubase® LE 32-trac
recording software and our own Pantheon™ revert.
plug-in. They make it easy to turn your musical idea
into polished productions.

Visit www.lexiconpro to find out how YOU CAN.
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the truth is in the details

Which are exactly what our family of monitoring praducts

delivers in spades- the details. All are equipped with our
reference 24/192 DACs and our impeccable analog circuitry,
making them the ideal transparent link between your mix

and monitors. They have the power to reveal even the finest
sonic details, which will empower your ability to hear and
manipulate subtle, yet critical elements in your work.

m906 Our flagship - a full featured 5.1 surround monitor
controller designed for integration into the world’s most
- esteemed surround production facilities. From HD
broadcast and film production to the finest recording
and mastering studios, the m906 is now the standard
for critical surround monitoring.

m904 The stereo version of the m906 - this is the
ultimate high fidelty monitor controller for any
audio production environment. With multiple
speaker set outputs, complete 1/0 level callibra-
tion and reference headphone outputs, the
m904 is at home anywhere transparent stereo
monitoring is required.

m902 The crossover smash hit headphone
amplifier! Celebrated by audio engineers and
audiophiles alike, the m902 is the perfect
amplifier, reference DAC and stereo moni-
tor controller. With a sound field so bal-
anced and articulated, the music comes
; alive with clarity, nuance and detail.

% Grace Design strives to further the art
by helping you become more engaged
with the creation and presentation
of great music. Our new monitor
controllers provide all the necessary
details to make that happen.

?RACE
< =) i ) »?

for all the facts, visit www.gracedesign.com or cali 303.443.7454
World Radio History
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An exclusive gathering of both seminal and up-and-
coming producers alike starring BOB CLEARMOUNTAIN,
KARL RICHARDSON, MATT BAYLES, THOM RUSSO,
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FIREWIRE UPGRADE
AVAILABLE

Eventide’s signature 5.1 reverbs and effects require sheer processing power for dense reverbs and complex algorithms — the kind that can crush
mortal effects processors. If you're ready to push the boundaries of creativity, meet the new super-heavyweight champion: the 8-channel, 24-bit/96kHz
Eventide H8000FW Ultra-Harmonizer® effects processor.

Built on a foundation of nearly sixteen hundred preset-algarithms, it encapsulates the last 30 years of digital effects processing. And with over eighty
5.1 presets, this baby's ready to take the future head-on with headroom to spare. If, for example,a complex algorithm gets a fittle too big for its britches,
Monolithic Tandem™ runs it on two DSP chips, With that kind of parallel proeessing powes, your creativity 15 unrestrained.

Despite all that brain and brawn, the H8000FW is remarkably friendly and easy-to-use, aptimized for flexibility and cuntrol Virtual racks have been
crafted which give you up 1o five steréo effeets processors combined in one preset-algorithm. Search functienality helps you sort presets fot easy
rerrieval.

The H8000FW conibines the advantages ot the HBO00A with the H8000 and adds seamliess FireWire connectivity with your computer,

So, crank up an Eventide HB00OFW Ultra-Harmonizer and feast your ears on the most amazing effects you've never imagined.

* 8 channels of 24-bit AES/EBU, ADAT and FireWire I/O

« MIDI, BPM and Tap Tempo synchronization

* Up to 96kH7 sampling frequeney

» PC and OS X graphic editor/development tools included
* 4 channels of pristine analog 1/O;s/n >| |0dB

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

Eventide and Harmonizer are registered trademarks; Monolithic Tandem, and VISIG are trademarks of Eventide Inc. ©2006 Eventide inc. All other trademarks are the property uf their respective owners.

Eventide
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DIGITAL IS NOT A MINDSET

Some people just seem to love putting the world into neat lit-
tle boxes: File-sharing kills music or file-sharing promotes
music. Red states or blue states. Deal . . . or no deal. But
while computers seem to thrive in a world where everything is
either an unambiguous one or zero, | don't think that applies to
our primarily analog reality. For example, if an election is “too
close to call,” shouldn’t we really be talking about a “purple”
state? And file-sharing might go both ways: kill some CD
sales, but boost sales of other CDs.

Maybe it's just me, but it seems some of our music and
recording world reflects this push to simplify everything down
to a minimal set of options. Take overcompressed masters,
which have basically two levels of dynamic range — extremely
loud, and off. Or the premise that you have to use either hard-
ware processors or software plug-ins, or commit to Mac or
Windows. That if you love tubes, then modeling is by nature a
pale imitation of the “real thing,” and if you're into modeling,
then tubes are obsolete. And don‘t get me started on analog
vs. digital. . . .

So it's great when people break out of those molds, and send
signals out from their software host into hardware processors,
then back in again. Or use a tube guitar preamp to go through a
modeled cabinet, or send a modeled preamp through a physical
cabinet . . . or feed a Minimoog into a Marshall stack. And
although I'm not convinced that analog summing boxes sound
“better” than digital summing, | have no problem accepting that
they sound different because they mix some analog in with digi-
tal technology.

This world is a complex one, and few real-world problems
yield to simple, jingoistic solutions; similarly, music stubbornly
resists attempts to fit in little boxes. So when you record music,
don't believe the hype that one size fits all: Do everything you
can to create a rich, nuanced, analog-style experience — even if
every piece of gear you use is all about ones and zeroes.

GENEFIT GOLF T
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WELCOME TO DIGITAL RECORDING.

IT REALLY IS THIS EASY.

Alesis continues to push the boundaries of recording technology
with the all-new MultiMix FireWire Mixer Series. These plug & play

8, 12, and 16 channel mixers bring the analog and digital worlds
together, giving you the quality and flexibility you would expect from
Alesis. With ultra-fast FireWire computer connectivity, the MultiMix
Series mixers provide instantaneous multi-channel audio recording
direct to your computer without the hassle of connecting and routing
additional devices. Compact and affordable, the powerful MultiMix
series offers the ease-of-use and affordability you need for great
recordings, live or in your home studio.

- EET

* 8, 12, and 16 channel mixer options. You decide.

¢ Record 24-bit/48kHz multi-channel audio direct to your
computer via FireWire

* Enjoy transparent recording of your music with
incredibly clean, high-quality mic preamps

* Spice up your mix with 99 built-in effects and a 3-band
EQ per channel

¢ Cubase LE recording and editing software included.
Mix, edit and enhance your recordings with EQ,
dynamics and other software plug-in effects

* Mac and PC compatible

> MultiMix 16 FireWire
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unch In

TUNE IN, TURN ON, PUNCH OUT BY
THE EQ STRFF

The FRESH RApproach......

DJ Fresh has production abilities that have been cemented for

a long while in the global drum ‘n’ bass community, but for the last
couple of years, he has been forging a solo path— resulting in the
recent release Escape From Planet Monday.

Gnarly basslines and machine gun beats have long been Fresh’s
signature, but Escape is all about a broadening range. Featuring
collaborations with the Pet Shop Boys’ Neil Tennant and DJ Shadow,
Escape draws from an interesting drum ‘'n’ bass palette but pro-
vides songs that are much more multi-faceted than anything he’s
previously created.

Assembled in Fresh’s closet-sized home studio, the album’s live ele-
ments (saxophone, flutes, vocals) were recorded in far away locales
(New Zealand, for example) and sent back to him via the Intemet. Using
Native Instruments’ Kontakt to construct a preset with all the beats
cut and assigned on keys, Fresh later mixed MIDI files sent by DJ
Shadow with live cuts to thicken his patented sound — a trick he had
originally discovered while producing the Pet Shop Boys.

“I’ll use CMT Bitcrusher or TC Electronic Powercore Assimilator
to make a live sound fit,” he says. “You can take a horn sound you got
off a record, create a horn sound with a synth, then use Assimilator
to match the EQ of the one you are playing with the one off the record.”

For Escape, Fresh toggled between an Apple Macintosh G5 and
a prototype custom-built Carillon dual 3.6 Intel Zion PC, which he
matched with numerous plug-ins; each with a particular quality he

desires. For example, the Blue 1.5 (used to create the guitar sound
on “Pink Panther”) for “its capabilities with editing synth parameters
and automating them with a modulation matrix that allows assig-
nation of anything you need,” Spectrasonics Atmosphere for “pads
and strings,” 23ta for “arpeggiated old-school, to blaring bleed,
synth sounds” (used on “Funk Academy” and “Throw"), Sony Oxford’s
EQ for “its warm thickness,” and Glitch, which Fresh refers to as an
“Aphex Twin” plug-in ("It automatically turns whatever you put
through it into crazy syncopated stutters, time-stretches, and filters
you can create your own pattern with.”) For compression and limit-
ing, he likes Waves’ transparent, neutral characteristic, which
“doesn’t add color to what's already there.”

“On that tip, | also used Melodyne on a couple of tracks,” says Fresh.
“You can get a certain kind of pitch correction with Melodyne that'’s
like an effect. If you overuse it, it's got an interesting effect. You get
different effects from using Antares Auto-Tune 4 to do a similar
thing to correct the pitch of a vocal. Kontakt also has a feature that
lets you take out all the harmonic information for a sample then play
the notes back in yourself. You can use a vocoder to do a similar thing.”

Fresh used these on the Neil Tennant-vocalized “Throw” where he

put it through Melodyne, Auto-Tune, Kontakt, then vocodes it in
different combinations to get over-the-top vocal pitching effects.
The vocoder is also used on “Funk Academy,” where Fresh tries a new
way he’s found for getting around the vocoder distorting the words
: chension.
Y 4 through Kontakt, it ends up semi-compressing
t as part of that process,” he explains. "It takes away all of the
pitch information, which makes the vocoding process work a lot
better. You can really hear the syllables.”

Escape was sequenced using Steinberg Nuendo 3, which Fresh finds
has a good mix of Apple Logic’s MIDI and Pro Tools’ audio. “You can
change a piece of audio by selecting it in the arrangement page
and transposing without having to load up plug-ins or a separate pitch-
shifting window,” he explains. “It will show you the division of the
bars at the tempo of the track along the piece of audio as a grid. You

‘can move the bars in order to time stretch that section of the audio

piece of audio as a whole, move it along until

the end result comes across as so organic
inary compositional approach. “| decided
compass sound-wise on the album and set
about casually trying to make tracks that
fit each of those descriptions. From the
underground drum ‘n’ bass point of view,
it would have been much easier not to
have done that. But then it would have lost
the important thing, which was to get an
album that flows from start to finish.”



RUSTY
ANDERSON

by J.J. Blair
If you've been unable to avoid the deluge of
Paul McCartney in the media for the last
few years, you've probably noticed one Rusty
Anderson — Paul’s lead guitarist — who is
also one of the most in-demand session
players of the last 156 years. Anderson
recently added “producer” to his creden-
tials, so £Q thought it a great idea to catch
up with him and quickly discuss a few of his
favorite guitar miking tactics.

: Share with us a typical miking configu-
ration that you find yourself using regularly.

on: Well, | really like putting
a large diaphragm condenser where the
cone meets the center diaphragm. . . .

@: On-axis? Off-axis?

RA: Concerning axis: | was once told that
sometimes you don't really want to have a mic
that's exactly on-axis, so there's two parallel
planes. | don't know if that makes sense. . . .

0: Well, the reason for putting a mic off-axis
is to get off-axis rejection of the higher fre-
guencies, meaning, the further you turn it
from parallel, the fewer high frequencies
you are going to get. And so sometimes, if
you have the mic directly facing a speaker,
the more you are going to pick up those
high frequencies, which is something that is
usually desirable.

RA: At times, | like miking on-axis because
of that — on-axis, right on the edge. Like a
SM57, people always like 57s, but | don't
think a 57 will work without a Royer or a 414,
which are both really good for picking up the
low end. But you have to make sure that the
phase is correct. In a way, probably the

no-brainer thing to do is pair a 414, or any
large diaphragm condenser, with a lower
level guitar sound. Too much volume will
kinda freak out mics; and the lower the
amp volume, the more you can open up
the mic pres.

Which is why | don't like to record 4x12s
as much, and when | do record them, | tend
to put the mics a couple of feet off the cab-
inet — it's a different sound. You get the
room and you don't get that “immediacy”
when you do that, although you certainly
can close-mic them, but you might as well
use a smaller amp if you are just miking
one speaker. . . .

RA: |'ve heard a lot of great recordings that
have ambient-miked guitars. But I've never
been really able to really pull it off, which is
weird. You know what the trick is? With
ambient-miking, you just have to spend a lot
of time really listening. The most successful
ambient miking |'ve done is when |'ve taken

Jean Claude Reynaud: Sound engineer and producer,
JMR employee, fast driver, cognac drinker.

EQ: Do you have some whacky effect you use behind closed doors?
JCR: A broken Roland SRE-555 echo. The reverb is so weird. | find myself using it on guitars and even backing vocals.
EQ: Do you remember any particular effect on a recording you’ve heard that changed your life?

JCR: Maybe when | heard the first gated reverb from an SPX, | was sure that | would guit my job soon, it sounded so bad. . . .
EQ: What's your favorite hangout after a mix?
JCR: [s this a question to know if sound engineers are really alcoholics? —Cookie Marenco

a close mic and a far mic, put the far mic
really far away — turn it backwards facing the
wall, maybe flip it out of phase.

Q: What | do sometimes is put a mic or two
directly on the speaker and then put a ribbon
a few feet back. I'll have my second engineer
move the ribbon mic back and forth slowly,
so you can hear the phasing build up con-
structive interference on certain frequen-
cies. You hear “oh, now it's building up at
100Hz" or “now it’'s building up at 300Hz,"
and it sounds phased slightly, but you can
really fatten guitars up that way.

RA: You can get kind of a quirky sound
doing that, not unlike some REM records that
have these nice ambient guitar sounds,
which are really cool because they add per-
sonality. But a lot of times, | just don't even
care to mess with ambient miking. I'll just go
in, close mic the cabinet, and be done with
it. Most of my favorite pop recordings of
guitar are close-miked, so if I'm trying to
recreate some of those tones | don't par-

ticularly feel the need to even mess

around with ambient miking.

www.egmag.corm AUGUST 2008 EQ



Today the big pre sound
(some call it “iron”) is very
popular with many engineers
in the context of rock/pop
music. |'ve found myself per-
plexed in recent times by
many people on forums mak-
ing claims that “the Avalon
737 or Focusrite ISA (220,
430 & 428) pres are bor-
ing.” This is funny, as

when the 737 came out

the reviews were glowing.
Why the sudden change?
Well if you have someone
sing through a 737, and

then into a pre like the

Great River or Portico, there
is a huge difference — with
many people preferring the
bigger, fuller sound of the
Great River/Portico. These
newer pres are giving us the
full, big sound up front
while in the past, with many
pres, you would need to add
EQ and compression to get
similar results.

For anecdotal purposes: |
recently recorded a song for a
client that has a several vocal
parts. | found myself using
my Neve Portico on the main
vocal track, and my Langevin
DVC on the alto, tenor, and
soprano tracks. The reason? If
| used the Portico on the

background vocals, the tracks
sounded too big, and they
competed too much with the
lead track. In order to allow
the lead vocal track front
standing, it was important to
use different mic pres.

Using a 737 or I1SA starts
you in the middle of the tone
scale. Both pres are not very
clean, or very tube-y. The [SA
is center right — going more
towards a cleaner sound, but
having a touch of smooth-
ness. The 737 is center left —
having a smoother sound over
the ISA, but not as warm as a
Manley or Vipre. By not hav-
ing a huge sound up front,
you are allowed the opportu-
nity to mold the sound more
with EQ and compression. If
you have a bass guitar, for
instance, you could run it
through an Avalon 2022 for a
clean sound and then use an
1176 compressor to add the

right amount of punch to the
track. If you used a fuller, big-
ger pre, you may need less
compression and EQ to get
the punch you want. Of
course, a 737 or ISA pre wiil
not get you the same sound

as a Great River or Portico,
but they can deliver a full
sound when paired with good
EQ and compression. In fact
it may offer more flexibility,
since your staring out with a
more even-sounding pre that
you can tater build on.
George Massenburg has
fantastic-sounding clean pres
that many love. His feeling is
that it’s best to get the sound
right, and accurate, from the
source — flavor can later be
added with EQ and compres-
sion. This is sound logic, and
it's coming from one of the
more successful engineers out
there. On the flip side, if you
know your pres, and know you

can get your desired sound
quickly with the bigger or more
colored pres, it's going to
make your life easier. Many
times you could use a big
sounding pre, touch it up with
a little compressor to even out
the peaks, and a touch of EQ
to add some sparkle and you’e
done. | know | have done this
many times and have obtained
great results in terms of work-
flow. However, with recording
an orchestra, or many live per-
formances, it may be better to
go with a more general sound-
ing pre, as you will have that
flexibitity to alter the sound
later on. With a pre that has a
very strong character, you may
find yourself painted into a cor-
ner, so to speak.

The point is, both schools
of thought should be
weighed when approaching a
project. Your warm tube pre,
or big pre, may be the best
route to take for certain
applications. However you
just might find that so-called
“boring"” pres may just be
the ticket to the right sound,
by allowing you space to cus-
tomize and spice things up
with the right ingredients
later down the line. —Glenn
Bucci/Revelation Sound

Until recently, the UK's own Charlatans had worked separatety, employ-
ing a bi-continental recording strategy. But with Simpatico, their ninth
album proper, the group decided to merge at Big Mushroom, their
Cheshire, England-based joint studio, to flesh out an album that,
according to keyboardist Tony Rogers, is “more of a unit” — something
he attributes largely to the coalescing into a single studio environment.

For pre-production work, Rogers, bassist Martin Blunt, and drum
mer Jon Brookes assembled preliminary ideas at Rogers’ home stu
dio (the appropriately dubbed “Little Mushroom*), while singer Tim
Burgess and guitarist Mark Collins opted to work primarily in Palm

EQ AUGUST 2006 www.egma
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CHARLATANS

Springs; coming together later with producer
Jim Lowe at SARM'’s Hook End Manor Studios.

With the intention of producing an album
that amply conveyed the band’s more organ-
ic sentiments, the Charlatans decided on track-
ing with 16-track, two-inch tape, a move that
has helped convey their newly-arisen ska fas-
cination, an element that can be attributed to
many hours being spent spinning the leg-
endary Trojan box sets and yielding to a notice-
able affinity for the Clash — influences that have
strongly affected better than half of the album,
particularly on Burgess’ vocalizations. "We've
all been ska fans for a long time’; confesses
Rogers. “I'm surprised it's taken until now
to crop up on our records.” But the
Chariatans are no pretenders to the throne,
for Simpatico offers much in the way of
genuine ska sounds, as Rogers assures.” The
instruments we recorded with are some of

EQ: How do you pick the band that you want to work

with? What's your first step?

HB: | usually look for two things: ”Star quality” and
vocals. As long as the songs are mostly there, | can deal
with them — but the thing that | cannot fix is the "star”
EQ: How much time do you spend on a rough mix?
HB: Tons. | do most of the rough mixes in the box —
which | consider the most important part of the record. | sometimes

spend days working on them.

EQ.: You work a lot with Pro Tools. When using it, are you making
verses and choruses to put together, or are you taking the tradi-

tional approach?

HB: It varies. Sometimes it's very traditional — | use it like a tape
machine. But then some songs have to be moved around a lot.
Most people don't understand why their mixes don’t sound good,
why things don’t match up when they come back to record at
another time, why things are out of phase. Pro Tools is a very
deceiving piece of equipment; unless you really understand what's
going on there, in a very fundamental way, you're screwed.

EQ: When you're producing, how much psychology are you using

the same instruments used by the seminal
ska bands of the ‘60s.”

But for all the vintage equipment and
Hammond organs present on the album,
Charlatans didn’t abandon technology in the
whole. Big Mushroom’s 24-track Pro Tools
rig was certainly not neglected during their
sessions, and Apple’s Logic Pro was liberally
employed as a primary writing tool. Pulling
authentic vintage sounds from the software
samplers and virtual instruments, Logic helped
the band not only pen a large portion of
Simpatico, but also sped up the process of
recording — which is evidenced on tracks
such as "The Architect,” where Rogers, for
the first time, played a Theremin to give the
song an underlying spooky vibe. Using Logic,
Rogers says, "l played it [the Theremin] in,
cut off the rough edges, smoothed the sound
up, and then added a few effects” Easy as pie,

and incredibly effective to boot.

This new way of working, namely using
Logic, has in certain ways steered the
Charlatans towards more of electronic-based
methods of writing and recording. On the
"Road to Paradise,” for example, the band
started with a percussion loop and worked
their way backwards — incorporating the gui-
tar, organ, drums, and bass lines afterwards.
“[We] normally come up with a melody,” says
Rogers on the subject of the Charlatans writ-
ing process, “but using Logic really did help.
It wasn’t just about a melody and a hook.
Logic advanced that song to get somewhere
it would have never been before” But it's
not a substitution for the real deal, by any
means, Rogers concludes. “If you can use
technology as a tool, but not let it show up as
the most important thing, then that's what's
really great” —Lily Moayeri

to get the take you need?

HB: A lot. For example, peopie always ask what was going
on during that vocal performance on Hoobastank’s "The
Reason.” Honestly, the Lakers were in the playoffs, and Doug
is a huge sports fan. Every time we would stop the tape |
would telt him the score. That's what we were talking about;
we weren't talking about the song at all. In some ways, that's
the thing to do. When you‘re so focused on the song, you can make

it melodramatic. it's not like “The Reason,” all this kind of like goopy

stuff where if he starts overstating it, it sounds really bad. | use this
a lot on my singers: “hey, just sound bored.” Sometimes that will

keep the edge off of the vocals.

EQ.: How do you get that perfect take?

HB: You have to let it come to you. You've got to be open to let it
hit you. Sitting there trying to change things constantly sort of
defeats the purpose. Look, you need to put in the work, but there's
some magic that has to happen in the studio. Sometimes people lis-
ten to “Helena” from My Chemical Romance or the Rejects’ "Move
Along” and ask me "how did you do it?” | don’t really know — | just
do it. —Jeff Anderson

Ken Walden: President/Founder of Secrets of the Pros

EQ: Do you have some whacky effect you use behind closed doors?

KKW: Nope. Lots of plug-ins — which are as good as any box I've heard.

EQ: Do you remember any particular effect on a recording you've heard that changed your life?
KW': Sound Toys and Eventide gear — like being in a dream.

EQ.: What's your favorite hangout after a mix?
KW: Bed. I'm wiped out after a real mix session. —Cookie Marenco
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If you hate most producers, talk to Steve Albini. For over 20
years, he’s been the most famous “anti-producer” in the
business, making an art out of leaving art alone. And of the
over 1500 records he's recorded, one of his most famous
accomplishments was the second record for an up-and-
coming band called P.J. Harvey. £EQ took some time out of
Albini's busy day to hear him reminisce about the water-
shed record Rid of Me.

EQ:.: So Rid of Me, recorded over 10 years ago, is still consid-
ered one of the best records you’ve recorded. You're known as a
very hands-off engineer, but your approach also gives records a
certain sound. How much credit does your recording deserve for
a record’s acclaim?

Steve Albini: The lion’s
share of the responsibility of how
a record comes out is in the hands
of the band. If you’re working on a
record in a technical capacity you
can screw the pooch; but you can’t
elevate something that’s not
already really good. It’s a case
where you can f*$& up a record
real bad, or you can avoid f*$&ing
up a record. You can’t take a record
that’s not great and make it great.

EQL: Well, conversely, when it
comes to complaints about a
record, what role do you accept?
Rid of Me has been criticized for
the vocals being too quiet. . ..

S A: When they make their own

record they can make the vocals as loud as they want. |
don’t really remember having a conversation on it; the
vocals ended up where they did on any given song because
when we were listening to it that’s where they settled —
everybody thought it sounded good there. | don’t remember
there being a conscious decision about the vocals being
loud or quiet. Every time you play a tape, you pull the faders
up and it sounds a little different every time, and at some
point along the process someone said, “yeah it sounds good
that way.”

Q.: You recorded the album at Pachyderm Studios, where you
also did Silkworm, Failure, and Nirvana. Why that particular
facility?

A: It was a nice studio for a long-term project because it's a
residential studio. There's a nice house you can live in while
you're there. It's a comfortable environment and it's also rela-
tively secluded. In order for anybody to go on a bender, or have
a drug binge, or go way late at a night club, they’d have to make

a concerted effort; you'd have to work pretty hard to get in any
serious trouble.

EQ.: You try to record bands as live as possible. For the setup of
PJ Harvey, where Polly sings and plays guitar, did you go the
extra mile and record vocals live as well?

S A: Occasionally I'll do that, but not on that record. It's rare,
but it does happen. I've done records where every stitch of
music was tracked live, but not for a rock band where you have
vocals that are fairly “important.”

EQ.: The drums have an attack that really drives the record,
especially the snare. Did you try anything different for the
setup?

SA: It was the normal set
up for me— a kit in the big
room with the amps hived
off in the isolation rooms
on the side.

EQ: So, when you go back
and listen to records you've
done in the past. ...

SA: | have to admit that |
don‘t listen to records that
I've done very much. You
end up spending an awful
lot of time on a record
while working on it. It
might be the case where
you‘ve heard all you need to
hear.There's also something
vaguely narcissistic about listening to records you've worked on.

)
e

EQ.: Rid of Me has been shown to be a very polarizing record.
People either love it or hate it in comparison to PJ Harvey’s later
material.

SA:Those records are way more important to Polly than any-
one else. Other people can pass judgment, but that’s all for
their amusement; Polly has to wake up every morning being
Polly. She has to be comfortable with the way her records
came out, and | don’t really concern myself too much with
what other people’s opinions of her records are. It's trivially
simple for somebody to say “l used to like the first couple
of records, but | haven’t really liked the last couple” or “I
didn’t really like her when she was a rock musician, but
now | really think she's gotten somewhere.” | think all that
sort of critical monologue you hear from everybody is totally
meaningless. You like the records? Terrific. You don’t like them?
| suggest you don’t buy them. Anything beyond that is nonsense.
—Shane Mehling
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Adam Lasus entering mix-fand.

unch In

SESSION FILE: Adam Lasus

Clap Your Hands Say Yeah funded their CD and distributed it
themselves . . . and now it’'s Number One on the CMJ New Music
Charts. Here’s the story on the producer behind it.

by Jeff Touzeau

Adam “Red” Lasus was one of the many pioneers during
the “first wave” of indie music, producing and engineer-
ing bands such as Julianna Hatfield, Chris Harford,
Versus, Madder Rose, Helium, and Yo La Tengo during
the early ‘90s. Originally from Philadelphia, he built his
first facility, Studio Red, around the block from the
Khyber Pass, a club where most of the country’s hardest
working indie acts would ultimately pass through. Lasus
frequently hung out
there, befriending
interesting groups he
would lure into his stu-
dio, or “musicians play-
ground” as he calls 1t.

Since closing Studio
Red, he moved on to
become the owner and
resident producer of
Brooklyn's Fireproof
Recording, originally
the borough'’s oldest
hook and ladder com-
panhy. [Editor's Note:
He has since relocated
Fireproof to Los
Angeles.] EQ caught
up with Adam just as
one of the newest
records he
produced/mixed, Clap
Your Hands Say Yeah
(the debut album by the group of the same name, with
additional engineering by Keith DeSouza) began to catch
fire. The album was funded and distributed solely by the
group, and to date has sold over 60,000 copies — and in
the process, skyrocketed to Number One on the CMJ
New Music Charts.

YOU GOTTA BE ABLETO SWITCH GEARS . . .

Lasus is quick to point out that “indie rock” took him by
surprise, and when he began he wasn't looking to fit into
or work in this rapidly emerging, if elusive, genre.
Instead, during the ‘80s, Lasus was focused on groups
like Echo and the Bunnymen, The Cure, and Velvet
Underground, eventually gravitating towards The Beatles
and The Stones. As a result, his productions became
largely oriented toward guitar and drums rather than, say,
big keyboards and samples.

GO OUTSIDE YOUR “COMFORT ZONE"~

Although indie rock represents most of his work, Lasus
frequently draws techniques and ideas from altogether
different genres. "I did a record with a buddy of mine,
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Matt Keating, and he was kind of in a Motown kick and
wanted to have a horn player come in. So we listened to
Marvin Gaye, What's Going On, and if you listen, they
have the little bongo going on all the way through the
track that gives it this really cool little groove. So when
we went to do the basics, we thought ‘Let’s play real
sparse and leave room for all these horns, cool piano
licks, and other hooks. We were able to build up that
great vibe, definitely Motown-y flavored,” he recalls.

Lasus believes that cross-genre sampling is also a
healthy thing: “One of my favorite examples is Beck,
who samples Dylan, The Beatles, The Stones, Devo; then
he'li do a riff on top of it. | don’t do that because | don't
work with samplers, but why not try to build your pro-
duction by emulating these other productions? The end
result might be something totally different and better
than what you anticipated.”

“CLEAN" IS NOT ALWAYS “GOOD”"

Lasus offers this advice to producers working in any
genre: Be careful of making things too clean. “This hap-
pened on the Clap Your Hands Say Yeah record. | put up a
$1,000 mic, and the band came in and said ‘The vocals
sound way too good — way too clean.’ So | broke out my
mini Marshall amp and a $2.50 Radio Shack mic, the
cheapest one available to us, and ran the vocals through
it (Figure 1). Similar techniques were used on Beastie
Boys records and on Beck records to different degrees.
Some mic it up with a cheap mic, others with a high
end mic.” [Editor’s Note: Another easy way to get a
cheap mic sound is to use a headphone "in reverse,” with
the earcup acting as a mic. This technique is used a lot
by DJs.]

Lasus also notes that one can go direct out through
the headphone jack, and that the tone controls on the
amp enable a gritty or clean sound, depending on prefer-
ence. "l love using this cheap combination of the Radio
Shack mic and the mini Marshall amp — it breaks up the

'

artist mentality of ‘I’'m looking at a $1,000 microphone.

RE-AMPING: NOT JUST FOR GUITARS

He also uses the mini-Marshall amp as a re-amp — in
other words, to take the output of a track and re-process
it to get more of the sound he wants. “If I'm getting that
boomy proximity effect on an expensive tube mic, I'll use
the headphone amp as a send, and run the vocal into the
mini-Marshall, then mic it up as a re-amp. It works per-
fectly as a re-amp on anything: snare drums, bass,
vocals. You can create a whole bus of this thing if you
want. | use it all the time.”

NEW TONES THROUGH “TENOR” GUITAR
One of Lasus’ favorite tricks for recording acoustic guitars



SPUTNIK

Hand-Assembied Condenser Tube Microphone

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 tn a single microphone,
making it perfect for recording both vocais 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.
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SESSION FILE:

Fig. 1. Sometimes good things do indeed come in small packages.

was borrowed from his alt-country counterparts. “I use
what is called a Nashville tuning, and it turns the guitar
into almost a tenor guitar. It sounds like you're playing
with a capo on the 12th fret. | took a reissue Martin
small body guitar, like the Nick Drake 00-15 size, stripped
off all the regular strings, and put all the light gauge
strings from a 12-string guitar on it. You put this on
somebody’s chorus, and you get this gorgeous texture,
kind of like a banjo sound.”

We've all been trained to hear a guitar a certain way,
and Lasus says this technique breaks up the preconcep-
tions we’ve all built up over time. The technique even
works on the cheap $100 guitars, which project the higher
frequency range just fine. Intonation challenges are not
much of an issue because the high gauge strings bring
less tension on the neck anyway. [Editor’s Note: You may
need to make some bridge adjustments to correct the
intonation for lighter gauge strings.] “This tuning also
changes how you can mic up the instrument,” claims
Lasus. “You don‘t get those booming tones, so you can
place the mic as close as 3" away from the body without
any problems.”

“PLUG-OUTS” SOMETIMES BEAT “PLUG-INS”
Fireproof has an extensive collection of effect and
processor pedals (Figure 2). While these gadgets were
originally designed mostly for guitar, they get serious
mileage in Lasus’ shop during both the recording and
mixing phases. Where other people might reach for plug-
ins during a tracking or mix session, Lasus finds that the
right effect pedal can lead to a more genuine or desirable
result. “| often run vocals through a Electro-Harmonix Big
Muff or a Rat pedal, or a Boss Delay. A Boss Delay pedal,
for example, might sound better than your rack delay. It's
only low-fi and has 8- or 12-bit resolution, so it sounds a
little more old school. Sure, you can use a plug-in to get
phase and flange, but why not use a real MXR Phase 90,
or a real Electro-Harmonix Electric Mistress?”

He also uses pedals on the aux channels during his
mixes. “Let's say you have an organ, and it's not quite
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Fig. 3.There's nothing like an old Echoplex . . . and nothing quite
like maintaining one, either.

stereo enough. Run it through a stereo flange pedal in
the mix! If a bass isn't thick enough, Il often run it
through a Big Muff as an aux, return it on a channel, and
just put about 20% of the Big Muff in there for some
more bottom or some fuzz” He also uses tape delays
(Figure 3) instead of digital rack delays, something he
borrowed from the famous Johnny Cash productions.

ANTICIPATE YOUR CLIENT’'S NEEDS

The bottom line for Lasus is finding the comfort zone for
his clients. “1 once had an artist called Amy Ray come in,
and she brought Joan Jett in to play guitar. Jett came in
and | pulled out my SG Jr., with a single P-90 in it, and
plugged it into my cheapest, dirtiest little Ampeg Rocket
amp. She turned it all the way up, and she was like, ‘Okay,
that's my sound. Let's go!’ Then ten minutes later, we
were done. The SG Jr. was just right for her, because she
has smaller hands than some other people and this guitar
had a slim neck. If | had pulled out a regular Les Paul or a
Jazzmaster, it might have been a different story. So you
always have to be sensitive to those things.”

Jeff Touzeau is a renaissance man of sorts — author, pro-
ducer, owner of Hummingbird Sound and frequent EQ
contributor. His brand new coffee table book Making
Tracks is currently available at many fine establishments.
Do yourself a favor and check it out.
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TECH BENCH

Disaster Prevention

by Jeff Anderson and John Klemme

It's 2 A.M. and you've just finished capturing that perfect
vocal take when the unthinkable happens — your hard
drive crashes and all of your files are suddenly lost.

From the project studio to the most professional of
facilities, it's never a question of “if* your hard drive will
fail, but "when.” So here are a few solutions to keeping
your studio up and running in the face of
impending doom.

To begin, the general rule of thumb is: If
you don’t feel comfortable losing it, you
should be making a backup copy of it, so
the key is to be regular in your data back-
ups. For the professional studio running
several servers and/or NAS (network
attached storage) environments, daily incre-
mental backups are considered policy. And
that's a policy you would do well to adopt.

There are many regularly employed
methods of data backup — from making
CD or DVD copies of your computer files
to using backup software — that provide
hands-free and time-saving methods for
data recovery. No matter the method you
choose, the simple fact that you have
taken the time to create a backup is
what's of most importance. What follows
are some of the most popular means of
backing up your data.

CD/DVD BACKUP

You can always burn a backup copy of your most recent
session to give to the band — but what about yesterday's
vocal tracks, last week's overdubs, and all of last month's
sessions? For some home studios this might take a few min-
utes each week — drop in a DVD-R, write your main drive to
disk, and you’re good to go. You'll be able to easily reference
your last backup disk and not be at a complete loss. For
many mid-size and professional studios this process alone
isn't enough, and often just the beginning of a well-thought-
out contingency plan. Remember, a DVD wiill hold 4.7GB.
Three years ago this may have sounded like a ton of space
but for recording formats at 96K and higher, 4.7GB will some-
times not even hold one session — so strategize accordingly.

EXTERNAL HARD DRIVES (DIRECT ATTACHED STORAGE)
With the quickly dropping costs, and higher storage capaci-
ties, of external hard drives it's become very convenient to
backup your main hard drive. You can pick up a USB or
FireWire hard drive with hundreds of GB of storage at any
computer store that will easily hold hundreds of sessions,
as well as all the other data important to maintaining your
studio business — finance records, receipts, and even all
of your email. Remember to choose a hard drive that
allows you room to grow. If you have 40GB of data to back-
up today, you might have 60GB by the end of the year, so
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buying a larger capacity drive will give you more flexibility
as your studio grows.

NAS (NETWORK ATTACHED STORAGE)

In many home and professional recording studios, there
are often multiple computer systems in one studio, or a
combination of studios, all networked together. Using a
NAS device for your data backup means you no longer
have to mirror a Direct Attached Storage device (external
hard drive) on multiple computers — thus saving time
wehile still ensuring proper backup and data recovery in
the event of equipment failure. For many studios there
may not be a need to backup all of the data on the main
computer systems. Studio A may require 50GB of data
backup, while Studio B might only have 10GB of data. If
this is the case (as it often is) then a NAS backup storage
device is certainly the route to take.

COMPUTER BACKUP SOFTWARE

One of the most important and critical aspects of data
backup is the software you choose. More often than
not, this single element of your disaster recovery plan
can mean the difference between hours versus days
of time spent recovering your crashed hard drive. With
the proper software you'll not only be able to retrieve
your music {and other important files) but recover a
complete operating system, some applications, and
user settings that will save you hours of time. Easy-to-
use backup software, such as the award winning EMC
Dantz Retrospect, allows you to configure incremental
or continuous data backup automatically, or by the
click of a button. Keep in mind that no matter the cal-
iber or size of your studio, what is important is that
you have a plan to create a fast, secure method of
data recovery.

DISASTER READY “BLACK BOXES FOR YOUR DATA"
Every airplane has a “black box,” so why not have one for
your computer? Using ingenious, yet simple, technology,
the company ioSafe is making fire- and waterproof
Disaster Ready Hard Drives. From a high security rack-
mount version to a more economical Mini-USB or NAS
version, each Disaster Ready Drive comes with a data
recovery guarantee — making the price tags (starting at
under $500) more appealing, and allowing even the
smallest of home studios affordable, plug-and-play solu-
tions for disaster-ready data protection.

When it's all said and done, data backup is just as
important to your studio as your console, outboard gear,
and microphones. The time you spend creating and imple-
menting a backup copy and plan to recover it quickly
comes at a great discount compared to the price you
might pay if all of your data goes crashing away. So figure
out which method best suits your needs and get to back-
ing up your data. You'll thank yourself one day.
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E-mu Ships Emulator X2 Software
Sampler and Proteus X2 Software
Sound Module Upgrades

E-mu'’s new software instruments are
available to all existing Emulator X,
Proteus X, Digital Audio Systems
and Xboard owners. The Emulator X2
includes SynthSwipe, a sampling
tool that automatically samples any
hardware or software MIDI instru-
ment, then creates a playable preset.
WWW.emu.com

Eventide Announces H8000FW
Upgrade Program for H8000,
H8000A, and Orville Owners
Users have the opportunity to
upgrade to the H8000FW Uttra-
Harmonizer effects processor at a
reduced price.
www.eventide.com

Digidesign Ships Intel-Based Mac-
Compatible ProTools LE and Pro
Tools M-Powered 7.1.1 Software
These new versions of Pro Tools
software are compatible with Apple’s
new Intel-based iMac, MacBook
Pro, and Mac Mini computers.
www.digidesign.com

users of McDSP software.
www.mcdsp.com

URS Announces the Classic
Console Strip Plug-In

URS has combined their Classic
Compressor and Classic Console
Equalizer into a highly efficient chan-
nel strip plug-in featuring a com-
pact screen design.

www.ursplugins.com

Audio Ease Releases Altiverb for
Windows XP

Audio Ease has released their Altiverb
reverb plug-in for Windows-RTAS
and Windows VST. The new version
is available as a free download for all
Altiverb 5 owners.
www.audioease.com

Buzz Audio Introduces the Elixir
True Class A Preamplifier

The API 500VPR Series format-com-
patible Elixir features a trans-
formerless mic input using Buzz
Audio's True Class A Amplifier tech-
nology, coupled with a Swedish
Lundahl output transformer.

www.buzzaudio.com

McDSP Announces Plans For Intel-
Based Macintosh Support

Upgrades to Intel-based compatible
versions will be free to all registered

Universal Audio Releases Neve
Plug-Ins

Version 4.3 software for the UAD-1
DSP Card & Powered Plug-ins system

el mla 7 ve——
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OPHONE & INSTRUMENRT AMPLIFIER

includes a 14-day fully functional
demo of the Neve 1073 and 1073SE.
UA will also release plug-in versions
of the Neve 33609 bus compressor
and 1081 EQ.

www.uaudio.com

M-Audio Announces Wireless
Controller Line

The MidAir line of wireless USB
MIDI controllers and. interfaces,
including the MidAir 25 and MidAir
37 controllers, feature wireless
technology from Frontier Design
Group. MidAir products are
designed to meet the needs of
performers who desire more free-
dom of movement, as well as stu-
dio musicians wanting to eliminate
long cable runs and clutter.
www.m-audio.com

Disc Makers Introduces Smudge-
Proof Inkjet-Printable CD-R Media
Disc Makers' Ultra HydroShield™
inkjet printable CD-Rs deliver instant-
dry, water-resistant, affordable on-
disc printing.
www.discmakers.com

MPCSounds Releases "Vinyl
Scratchez” Sample Library for
Akai MPC Samplers

This library turns the Akai MPC
drum machine into a classic hip-hop

turntable featuring up to 1,536
vinyl kick and cymbal scratches
performed by professional DJs.
www.mpcsounds.com

Free Upgrade for Ableton Live
Lite M-Audio and Digidesign Users
Live Lite 5 Enhanced Edition offers
Plug-in Delay Compensation, MIDI
remote control, ReWire support,
high-def recording and rendering
(up to 32-bit), Mackie Control
support, track freeze, and the
"Complex” warp mode for on-the-

» fly time stretching.

www.ableton.com

Virtuasonic Releases Synesthesia
Impulse Response Library
Synesthesia, an unusual collection
of more than 1,000 impulse
response files, transforms nearly
any standard convolution reverb
program into a general-purpose
spectral processor.
www.virtuasonic.com

Wusik Releases Wusikstation
V2.2.6 Full and Demo Versions
Update includes a number of
bug fixes and enhancements,
including the ability to insert
more instances.

www.wusik.com




Wave Arts Introduces Power Suite
5 Mastering, Mixing, and Sound
Design Plug-Ins

This cross-platform suite (with
Macintel compatibility) includes a
flexible 10-band EQ, Reverb,
Loudness Maximizer, Multi-Band
Compressor with Six Bands, and
3D Panoramic Signal Processor.
www.wavearts.com

Free Mackie C4 Commander MIDI
Controller Software Now Online
Mackie C4 Commander software
brings the world of the Mackie Control
C4 rotary control surface to your Mac
or PC, allowing control of vintage MIDI
hardware from the convenience of
your mix position. C4 Commander
comes preloaded with over 180 MID!
hardware devices; custom layouts are
easily constructed.

www.magckie.com

McDSP Announces Plans For intel-
Based Macintosh Support
Upgrades to Intel-based compati-
ble versions will be free to all reg-
istered users of McDSP software.
www.mcdsp.com

MOTU Ships Ethno Instrument
1.0, Symphonic Instrument 1.1.2
Universal Binary Versions

These Universal Binary updates

include numerous enhancements

and optimizations.
Www.motu.com

Manic Media Productions
Launches STONA Audio Analysis
Software

The STONA software tool is aimed
for the professional audio engi-
neering world for use in mastering,
and as a tool for setting up room
acoustics.

www.manic.co.uk

free of IP addressing, doesn't use
TCP/IP networking protocol, and
offers extremely low latency.

www.musiclab.com

Blue Cat’s Music Software Releases
Three Triple EQ Plug-Ins

Blue Cat's Music Software announces
a set of three VST and DirectX plug-
ins: Triple EQ, Stereo Triple EQ and
Widening Triple EQ, available as a
bundle or separately.
http://software.bluecatonline.org

GIK Acoustics Introduces Tri-Trap
Acoustic Panels

The Tri-Trap has been designed to
absorb more low end, but also does
an excellent job of absorbing the
high end as well.
www.gikacoustics.com

Audiofile Engineering Introduces
Spectre 1.0.0 Audio Analyzer
The Spectre audio analysis tool not
only analyzes inputs from your audio
hardware, but can also receive input
from network sources by using
Apple's AUNetSend/AUNetReceive
Audio Unit pair.

www.audiofile-engineering com

MusiclLab Ships MIDloverLAN
CP 3.0
MIDloverLAN CP 3 is completely

Sonic Studio Releases New Driver
with EQ for Series 300 Hardware
Running in the +DSP environment
of the Series 300 hardware, the
new Sonic EQ carefully recreates
the minimal phase equalizer that
first appeared in the original Sonic
System

www.sonicstudio.com

Access Music Announces Virus
Ti Operating System 1.1 Public
Beta

The new software suite updates
the Virus firmware, plug-ins, and
drivers, and contains several tutori-
als on how to use the Virus Tl in
conjunction with Ableton Live, Apple
Logic and Steinberg Cubase.
www.access-music.de

otiumFX Releases Sonitex STX-
1260 VST Plug-In Effect

Sonitex includes stages to emulate
the mixing stage, overall distortion,
vinyl pressing and playback, vinyl
noise, frequency fidelity, and finally
the resolution and characteristics
in the digital sampling.

digitalmusician.net Releases
Version 1.5 of Its Online Music
Collaboration Platform

Version 1.5 enhances the user expe-
rience by featuring a project area
with fite upload and chat, as well as
the option to allow Cubase and
Nuendo users to take advantage of
automatic latency compensation for
live input recording.
www.digitaimusician.ne

Music Unfolding Releases M3
Audio Unit Plugin Distortion Effect
M3 is an Audio Unit plugin distortion
effect with two wave shapers, two
parametric EQs, a delay and an
envelope/MIDI controlled formant
wah section.
www.musicunfolding.com

Toolbox material is provided courtesy
of Harmony Central, Inc., and is
used with the express written per-
mission of the publisher.
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Ever listen to a tune, scratch your head, and think to yourself “How

the hell did they do that?” Yeah, we have too. But hey, we're EQ ~

so we go out and find the answers.

We collected a “who’s who"” of music production specialists, then
paired them with a “who’'s who” of recording journalists. Result: The
tips, tricks, tools, and tactics they use in their trade — which is, of
course, PRODUCING GREAT MUSIC. We dig hard and we dig

deep, so just sit back, relax, and learn from the hit-makers themselves.

B HOW THE HEL

BOB CLEARMOUNTAIN

The Mixmaster That’s Not an
Appliance

For 30 years, Bob Clearmountain has
been a cornerstone of the recording
industry. It's undeniable: The man is
the scary kind of prolific, with credits
from the Stones to Springsteen. He's a
mixing engineer's mixing engineer,
whose approach to the console has
elicited praise from all areas of the

community. How does he do it? Read
on, as he shares his top-shelf tech-
niques for successful mixing.

EQ.: When you begin a mix, how do
you approach it? Do you build from the
vocal or start with the rhythm?

Bob Clearmountain: | start
by putting all the faders up, a sort of
very quick rough mix. Usually I'm unfa-
miliar with the recording so, while

watching the channel meters, I'll solo
each instrument briefly to find out its
contribution to the overall picture. I'll
play it through once with the vocals up
to have an idea of where the lyrics are
going, and get a picture of what the
mood should be. I'll play the tune
down several times, sometimes
rewinding over certain sections where
instruments or vocals are entering,
untit 1 have a good idea of what each
instrument or vocal sounds like so |
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can quickly identify them later in the
mix. While I'm doing this, {'m also try-
ing to put the elements in a perspec-
tive that makes sense with respect to
panning and levels. I'll then begin to
EQ instruments that don't seem to be
sitting properly after adjusting levels
and panning.

EQ: What happens next?

BC: It varies; | might work on the

drums and bass a bit to get a good
basic rhythm thing happening, or |
might find an appropriate lead vocal
effect (or lack of it), or perhaps
experiment with how the various
instruments play off each other in
the stereo picture. | might patch in
an outhoard compressaor or EQ on an
insert if an instrument or vocal
needs it, and maybe try some delays
or reverbs to see what might add to
the vibe.

EQ: When do you engage the mix
automation?

BC: Once everything is sitting pretty
good, I'll play it down working on a
dynamic manual mix — sort of a
rehearsal before firing up the mix
automation. I'll than turn on the con-
puter and usually do a pass riding the
lead vocal, maybe pushing drum fills, or
riding various instruments that need to
be featured for various parts of the tune.

www.egmag.com AUGUST 2006 EQ




HOW THE HELL THEY DID

EQ: Do you ever do a 5.1 surround mix
after you do the stereo mix?

BC: | always do a 5.1 surround mix
simultaneously along with every stereo
mix. Once the stereo mix is sounding
decent, I'll start assigning surround chan-
nels (on the multi-track routing matrix and
aux. 4 for the LFE) while still listening to
the stereo mix. Then I'll switch the
monitors over to listen to the 5.1, possibly
changing some channel assignments if
they don’t sound right, and trimming the
post-fader sends to the surround buses
with the small fader.

After all that, it's just refining both the
stereo and 5.1 mixes (which are essentially
the same) and incorporating the producer
andfor artist's comments. Both the stereo
and surround mixes get printed to eight
channels on a second Pro Tools HD rig via
an Apogee Rosetta 200 at 88.2kHz.

EQ: So you never just fold down your
surround mix for the stereo?

BC: Absolutely not. | don't even know
why that function exists on some desks. it
can’t work, as the panning is often quite

KARL RICHARDSON “Stayin’ Alive” Through Impossible Drum Sessions

different, and usually there are more
effects like reverb and ambience in the
rear channels — the stereo would end up
with too much of that stuff.

EQ: I'm assuming that you're working
with Pro Tools. How much do you use the
DAW? Is it used as a tape machine, or are
you doing some processing in the box?

BC: | mainly use it as a tape machine.
It sounds quite good, as the rig is run-
ning with ail Apogee AD and DA-16X
converter interfaces. Occasionally, I'll

| T

use an automated EQ plug-in if I'm run-
ning out of channels on the "mixing
table” to double-patch, and an instru-
ment needs an EQ change along the
way. If vocals need tuning, I'll use the
automated "Pitch” plug-in that comes
with Pro Tools to tune by ear, as | don't
trust, or like, the sound of any of the
automatic tuning plug-ins. Plus it's a
whole lot faster than the "graphic
mode” some of them offer, and | can
easily go back and adjust any bit | may
have missed later by trimming the
automation. | also occasionally have to
resort to submixing elements, like
maybe backing vocals or strings, when
producers come down with the
wretched-excess disease that makes it
impossible to bring all the separate
tracks up on my 72-input mixing table.

EQ: | see you have an SSL 4000G+ in
your studio. How often do you use the
onboard gates and compressors in your
mixes?

BC: A fair amount. | do a tricky patch
that turns the equalizer and the compres-
sor, in fast limit mode, on one channel

The sessions for what would how did they get a killer Then it got really interesting.  already had Dolby A encod-
become the soundtrack to the drum track without a As Richardson recalls, “The ing, with even more high-
film "Saturday Night Fever” drummer? tape was about 22 feet long — end EQ from the old APl 550-
seemed to have clouds over The two producers we were running at 30 ips — type console to get some
them from the beginning. played around with the and | took a bunch of empty brightness out of them. But
Co-producers Karl Richardson  rhythm generator on a tape box hubs and gaffer- we got about seven minutes’
and Alby Galuten had to Hammond organ, but it just taped them to the top of worth of pretty good-sound-
rework the grounding system  wasn’t the same as the “real microphone stands. This set ing drum tracks that were

at Le Chateau Studios, in the thing.” Then they got one of up a tape path equal to the the right tempo and groove
north of France, before they those ideas that goes down length of the tape around the for the song.”

could even get started. The in history. Richardson room between the four-track Barry Gibb did the pilot
console buzzed and hissed, remembers, “We thought, deck and the [MCI] 24-track vocal while his brother, the
and dropouts in the fader why not take the drum deck, using the tape guides from  late Maurice Gibb, played
paths had to be marked so sounds from the ‘Night a 2-track deck as tension arms. bass directly into the console.
you could push through them  Fever,’ which we had already *This was kluge city,” Upon his return, Dennis
quickly and hope no one recorded with Dennis, and Richardson continues. “Total  Bryon overdubbed tom fills,
noticed. Then the schedule for use them?” Rube Goldberg. The drum cymbal crashes and high-hat
the film’s release meant the Richardson and Galuten tracks that were getting to parts. It may have indeed
album had to be finished spent hours looking for the the 24-track machine were been kluge city, but it was
sooner than expected. In the perfect two bars of drum third generation by now, and  good enough to earn a

midst of this, drummer tracks for “Night Fever,” then  the tape heads were pretty Grammy nomination the fol-
Dennis Bryon’s father passed copied them onto a piece of badly worn to start with, lowing year, for the track
away, necessitating his son’s half-inch tape on an MCI four- [because] the studio had had  would become the ulti-
absence for the funeral. In track deck — kick, snare and no maintenance. So | was mate anthem of the Disco
this pre-drum machine milieu, left-right overhead tracks. tweaking the tracks, which era. —Dan Daley
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into an automated de-esser for the lead
vocal on an adjacent channel. The gates
are handy in "expand” mode for getting rid
of unwanted noise, or reducing hi-hat
bleed in the snare mic.

EQ: How much compression do you use
during your mix?

BC: Also a fair amount, but it really
depends on the recording.

EQ: Do you rely heavily on room tones?
BC: Sometimes. It sure helps to have a

nice stereo pair of drum room mics for
the rear surround channels, even if

they’re not used in the stereo mix.

EQ: Do you ever use a 2-bus compres-
sor for your mix?

BC: Always, as well as a six-channel com-
pressor that’s slaved off the stereo compres-
sor for the surround. It's actually a little mod
we did on my SSL using its "patchable VCAs."

EQ: If you're producing the track, do you
record with effects?

BC: Rarely. | prefer to leave the effects for
the mix — especially delays and reverbs.
It's impossible to know just where a partic-
ular instrument is going to sit in the mix

before I've finished recording a song, so |
like to keep my options open. Often I'll
want to add a cascading delay to a guitar in
the surround mix that bounces around the
room, which is tough to do if there's already
a delay recorded along with the guitar on
the same track. It's also a lot harder to
punch in when you have to worry about
matching an existing delay. —Jeff Anderson

MATT BAYLES
Teaching the Behemoth

Heavy metal has found new saviors in
Mastodon, and heavy engineering has
found a new face with Matt Bayles. While
he's had his hands in projects with Pearl
Jam and Soundgarden, for years he's culti-
vated his underground status with records
by Botch, Isis, and Norma Jean. But with
Mastodon's soaring popularity, Bayles’
crystal-clear recording and crushing pro-
duction is finally garnering the recognition
it deserves. So how did he create an instant
classic with Leviathan, which started the
shift of both he, and Mastodon, to the
forefront of heavy music?

EQ: Before Leviathan you recorded their

MARK OWEN |he Young Dog Telling the Old Tricks
majority of the recording of each other. Electric Lady But how the hell did he
was done at Electric Lady's has these gobos that weigh cut it?
studios A and B. It's interest-  tons, which sound just Drums were cut using a
ing to hear how they cut the  won’t get through. If you rather standard model: A
record: 2-inch on a Studer A take the time to set them up  Sennhesier 421 and a
800 at 15 ips, with Scotch properly, you can get away Neumann U47 for the kick, a
250 tape calibrated to CCIR with overdubbing any of the = Neumann KM86 (top) and an
+4 (the European standard tracks after the fact.” AKG 414 (bottom) for the
for calibration). But why the Most of the tracks were snare, Sony C-37s for the
European standards? “CCIR run through eight Neve toms, AKG C-28s on the
doesn’t emphasize the bot- 1081s, six AP1 512 preamps overheads, and a stereo pair
Having worked on projects tom end like AES does. By or six API 560 graphics, then  of U47s for the room. “|
from The Pink Spiders to Ric  using the 2-inch machines, | all through two customized almost never mic the hi-hat —
Ocasek, Mark Owen has was able to hit the tape Dangerous Music eight- it's usually the track that is
become one of New York's hard — not just let the channel mixers. “For a never being used in my
quickest-rising, in-demand meter hit zero, | mean | was majority of my sessions, | mixes,” Owen says. "1
engineers, helping forge the  able to whack the f@$* out have my assistant set up process all of my drum
sought-after “New York of everything. two mixes at all times — tones to tape, using some
sound.” So how did he get “I'm a firm believer in one recall file for the SSL, various EQs and a dbx 160
to be so hot, so fast? While cutting the band as a and then a DAW session file = compressor with a couple
finishing up a mix for the whole,” Owen adds when set up through the dBs of reduction on the
band Acquiesce, Mark asked about tracking the Dangerous 2-bus and master  kick drum, so that when the
shared some of the coolest rhythm section, which was section. I'm a huge fan of guy pushes on the chorus |
tricks he used on this highly  done together in one room. that gear; it gives me such can control him. Using the
anticipated release. “The players have to be able  consistency no matter tape machine, | beat the
According to Owen, the to communicate and feed off where I'm working.” crap out of everything but
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HOW THE HELL THEY DID

previous record, Remission. What did you
take away from those sossions that
helped you prepare for Leviathan?

Matt Bayles: Remission was made
under unique circumstances, because we
went to Atlanta, and the day we arrived the
tape machine broke and we got delayed —
it became a bit of a clusterf8@%$. We were
working on an Ampex MM 1200, which is a
slow, punching tape machine. | pride
myself on being able to work with anything
I'm given, but in this case it wasn't possi-
ble. We had to scramble for an overdub
studio that was in our budget, and then we
had to mix at a third studio when this was
all supposed to be done at the original stu-
dio. The bass gear we had wasn't very
good so what | took away more from that
than anything, from a recording standpoint,
was we needed to improve the bass
sounds. Coming into Leviathan, | wanted
us to finally capture kick ass bass tones, so
| got a chance to remedy that.

EQ.: Mastodon is the most “metal” band
you've ever recorded, but you have a very
polished sound as well. How do you bal-

MB: | can't relate to what anyone else
would do, but | just try to get people to play
their parts right, and make sure | get the
best sounds with the gear they bring to the
table. In the case of Mastodon, it's
Marshalls, not Mesas, for example. It's their
identity as a band, and my job is to make

I T

sure they play it right, and make it sound
good without having to alter it too much.

EQ: To what extent was Leviathan done
with Pro Tools?

MB: Only the vocal overdubs — basically
everything was done to tape. Eventually
we just ran out of tracks, so we synchro
nized Pro Tools to tape. The drums, bass,
and guitar were all done on, and stayed
on, tape. | never dumped them and mixed
them out of Pro Tools.

EQ: Was that your decision?

MB: ProTools is, in a lot of ways, a bud-
getary concern, as tape has gotten so
expensive. At the time | thought, “Brann's
such a phenomenal drummer, | don't have
to lean on lediting with] Pro Tools.” They're
all great musicians, so | didn't really have
a concern about making a performance

ance the two?

the kick to get a nice, natural
compression.”

The bass was tracked
using an Ampeg V4 instead
of going the DI route. “It has
a great way of breaking up,
adds more mid-range, and is
a lot quicker than an SVT,”
Owen states. “| just miked it
with a U47 and compressed
with the dbx 165, one of the
best compressors ever
made. It’s a versatile sound,
and it just makes the whole
track work.

“Guitar sounds should
be pretty straightforward, in
this case,” Owen tells us.
“We used my old Vox AC30,
which was made pre-1964,
and is better than the
import/export stuff. | put up
a 50-watt Marshall that we
ran with a Variac [a device
that varies the AC power
supply voltage —Ed.] to run

the tubes at a lower voltage. depending on the song,” bus as | mix down. We've
The Variac makes the tubes Owen concludes. been doing so much. For
break up more and give a “I also added in a lot of example, we've also been
unique sound — pretty ARP and Moog sounds, using the Simmons V Drum
much nicking the Van Halen mainly to make a more triggers to generate noise to
sound. | compressed it with noticeable difference add to the drum tones. It
an 1176, and just equalized between parts. It’s really all gives an ‘airy’ feel. You know
with a Pultec MEQ." about ‘the part, so | spenta  when you mic the bottom
On to the subject of lot of time at SIR Studios in on a tom? It kind of gives the
vocals, which Owen consid- pre-production working out same sound — it's like an
ers the paramount feature of  different parts, and even extra tone that | can add in
the recording, he shares this  changing tones between the for beef. Also, for the drum
strategy: “l always set up parts, and capturing each sub mix, | used the Daking
four or five mics and record rehearsal on DATs, which | 92579 to provide a smashed
a chorus through each. It's later went back and listened  stereo track of drums. | find
usually pretty easy to hear to in order to strategize it has a way of thickening
which one is best when you  about how to approach the the kit's overall sound.
can A/B them with the upcoming sessions. Now “And on top of that,”
press of a button. We were that we're in the mixing Owen says with a grin,
using Telefunken V72s for phase, | find that I'm replac-  “l've got my hands on an
each vocal mic — which ing some of the pre-planned  old MCI JH 110 that I've
give the sound a certain guitar parts, even lead gui- been using to make natural
edge and rasp — but ended tar parts, with the ARP tape delays.”
up using an original C12 sounds, and I'm hitting an It's the real-deal-Holyfield,
and compressing with a dbx  old Allan Smart compressor  all of it, and you cannot beat
165 or a Fairchild 660, pretty hard on the stereo that. —Jeff Anderson
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HOW THE HELL THEY DID IT

out of a band that doesn’t have the skill,
and they wanted to use tape as well.

EQ: Brann is a very complex drummer.
Do you find it difficult to capture his
approach clearly without over-producing?

MB: in comparison to other drummers:
No. He plays a lot of notes, but he's got
good dynamic control. Dealing with tape,
you have to rely on the automation and
the quality of the automation when you're
mixing to be able to mute out the unwanted
noise from the toms and the hi-hats from
the snare. A lot of times, drummers hit
the crap out of their cymbals, but their
toms don’t sing well. There's always that
challenge when someone plays a lot of
notes; it's just my job to figure it out.

EQ: What was your approach toward
compression for this record?

MB: When you have distorted guitars,
they're naturally compressed. The tube cir-
cuitry in the amplifier compresses them to
start with, so if you lean on compressors
with distorted guitars, you're not recording
it right — you‘re just not thinking. | didn't
really compress the drums much at all. |
touched it a bit for the room mics, but |
think it was easier to make the mics suit
the song on an individual basis. Mastodon
has up-tempo stuff and down-tempo stuff,
and if | committed to one sound then I'd
lose the use of the room mics. The bass
was compressed as well as vocals, and
while I’'m mixing, the actual mix will get
compressed; the kick and snare, the over-
heads got touched a little. That's it.

EQ: Where/how did you record the
guitars?

MB: At Litho, with an API console and
NEVE BCM-10 Sidecar. Brent wanted to
record two different amps with two differ-
ent cabinets. For that record it was 57s
and 421s. | tend to lean on 421s. The 57s
tended to be a little buzzy, which doesn’t
work for them.

EQ: What about the vocals? Did you
encourage more singing?

MB: | wasn’t going to shy away from it.
Brent would go down that road and have
second thoughts — | told him to trust his
initial instinct. Sometimes he would react

26 EQ AUGUST 2008 www.egmag.com

against the "pretty part” intensely, and |
would encourage him not to overcompen-
sate, but focus on making sure the vocals
fit the part.

EQ: And the studios at which Leviathan
was recorded?

MB: We did the drums at Robert Lang,
where the last Nirvana sessions were. It's
got a pretty intense, quirky vibe. We went
to Litho for the rest.

EQ: How much of a "producer” did you
play during recording?

MB: Even though this is my second
record with them, there was still some
wariness of how much input | should
have, | could sense that. We made some
arrangement changes in mixing that | sug-
gested, but primarily up to that point it
was just making sure they played every-
thing well. | know when to push, and
when not to. —Shane Mehling

THOM RUSSO

Track Of All Trades

Looking over Thom Russo’s discography,
the first word that comes to mind is
"diversity.” Splitting his time between
engineering, mixing, and mastering,
Russo is truly a recording artisan. Having
worked on hundreds of award-winning

projects (including Michae! Jackson,
Destiny’s Child, Sum 41, and Johnny
Cash), Russo, who is putting the finishing
touches on the new Mana album, chatted
with £Q at the Hit Factory in Miami. How
does he maintain his sanity when working
on such diverse projects? We started by
asking about the juicy details on the
album that he's immersed himself in for
the last four months — from the first kick
all the way to the mastering sessions.

EQ.: Tell me about the drum tracking. Did
you use all acoustic drums?

Thom Russo: Definitely. I'm a
pretty straight-ahead guy. Everything was
close miked. I'm one that likes to go for
the particular one-mic, mono thing, along
with all of the direct mics.

EQ: You're talking about a room mic to
compress, for mixing?

TR: Exactly. Sometimes | also do just a
compression channel. You take a send off
the desk and go to, like, a Fairchild 660,
which | did on this record. Send a little bit of
the kick and the snare, a little bit of every-
thing, depending on the tune. Returning
that channel, and adding in the hyper com-
pression to the mix, gives it a really cool, and
really aggressive, sound. This project was
cool because we cut the drums to a Studer
16-track 2* recorder with Pro Tools at —18dB
and the tape at +6dB. The levels in Pro
Tools were pretty healthy from the 2" tape.

EQ: How did you make that submix?

TR: You can take it off of an aux send or
a console bus.

EQ: Did you do it while they were cut-
ting or after?

TR: Most of the time it's something you
do after the fact, but I've been doing it
while cutting lately. You just have to be
careful with phase relationships. That's
always the case, especially with drums.
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Besides the regular big stereo room
mics, | had a couple mono mics set up.
One was an Altec "saltshaker” that was
right in front of the kick in the bottom
position, and a Neumann 67 behind the

kit. I'm a big fan of behind the kit miking.

There are a lot of nice, rich 200Hz things
that happen.

EQ.: What were you using on the snare?
TR: We used three mics. This is getting

pretty popular: Use a 57 and a KM84
taped together, and then a 57 on the bottom.

After | tried it, | got it. It's a good combination.

EQ: For bass, were you using an amp or
a direct box?

TR: | always do both, to explore all vari-
ables. We had around 16 different basses,

and we always tried at least four per song.
For the most part, | was able to get away
with the 8x10 Ampeg set up and just
changing my EQ settings. We used a
Neumann FET 47 and the Blue Kick Ball,
which was killer for the cabinets.

EQ: And the guitars?

TR: We split the signal off to five differ-
ent amps that were heavily goboed.

EQ: So when it's all said and done, how
many guitar tracks do you use on the aver-
age song?

TR: It sounds excessive, but | think we
had 55 guitars! Inside the live room, the
casings were stacked up; it went all
around the wall. Ridiculous! | always print
a DI from a guitar, so that | can re-amp it if

| need to. That can really be a lifesaver dur-
ing the last stage of the mixing process.

EQ: How do you get ready for the mix?
Do you do automation in the box?

TR: I'm sort of mixing from day one. |
would say that 50% of the projects I'm
doing are things that I'm doing all "in the
box,” due to budget constraints. When I'm
mixing on an SSL, in this case, | will start the
mix from scratch. But I'm always making
rough mixes. You need them for reference, in
case you're wondering, “ How did the drums
sound when | first started tracking?”

EQ: As you're tracking and mixing, how
do you keep fresh ears on this project?

TR: | don't know if you necessarily keep
fresh ears. | think that you keep perspec-
tive, which is one of the most important
things in recording. Because, face it, if
you don‘t have perspective, you don’t have
anything. —Jeff Anderson

JERRY HARRISON/ ERIC “"ET"
THORNGREN

Surrounding Heads

The market for 5.1 surround sound
remixes of classic albums is expanding.
However, a lifetime of listening to music
through two speakers (in stereo or
mono) can make this conversion process
more difficult than it initially seems.
One such project that worked well — as

HARVEY GOLDBERG Wailing Ka
The saxophone was still a going to get De-Lite to open kazoo and step out into the setting and played it back.
mainstay instrument on pop the purse strings wider at studio. Goldberg set up a “The kazoo was now a lot
records in the 1970s. As a that time of night. Neumann U87 FET micro- lower-sounding against the
staff engineer at Media “These were the days phone and brought it up on track at normal speed,” he
Sound in New York at the before samplers, even before the Spectrasonic console. He recalls. “The really hard part
time, Harvey Goldberg synthesizers,” Goldberg bussed it to a track on the was getting the phrasing
recorded plenty of them. But reminds us. “The only way to  Ampex 16-track deck, and right at that tempo. A kazoo
late one night in 1974, he was  get a sax sound was with a then set the deck’s variable warbles a little, and when
working on a low-budget saxophone and a sax player.” speed control to its highest you slow it down like that it
record for the De-Lite label So how could he possibly speed. Barbiero approximated warbles a whole lot. | put an
(for which Goldberg aiso get a great sax solo without a sax solo — difficult enough  Eventide flanger on the
mixed Kool & The Gang a sax? on a kazoo, and even harder track and added some
records) with an artist named Believe it: Goldberg asked  when the pitch and speed reverb. | had to really dress it
Jimmy Angel. The track another staff engineer, were up so high. up, but it worked. Now,
begged for a baritone sax.The Michael Barbiero — who When they had something  instead of sounding like a
trouble was, there was no would also go on to create hit they thought would work, messed-up kazoo, it sounded
money in the budget for a sax  mixes for Guns 'n’ Roses and  Goldberg returned the multi- like a messed-up baritone
player, and they weren’t Blues Traveler — to grab a toy  track to its normal 15-ips sax.” —Dan Daley
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HOW THE HELL THEY DID IT

the prizes from the 2006 Surround
Music Awards can attest — is Jerry
Harrison and Eric “ET” Thorngren’s
Talking Heads Brick, an eight-disk, dual-
sided 5.1 remix of all of the pop icon’s
studio discography. We met up with
Harrison and Thorngren at their Sausalito
Sound studio in Sausalito, CA, to dis-
cuss how the hell they were able to
remix material never intended for sur-
round into true 5.1.

EQ: | would imagine those classic
Talking Heads’ albums weren‘t exactly
“6.1-friendly” . . .

Jerry Harrison: We went back to
the original master tapes. A lot of them
had to be baked in ovens. The glue that
holds the metal oxide on the tape gets
brittle, so if you took one of these reels to
a tape player the metal would shred off.
We put the tapes in special ovens at
around 120 degrees Fahrenheit for ten
hours or so, to warm up the glue and

make it stick again, but not enough to
cause damage.

We then transferred everything to
Pro Tools at 192kHz/24-bit. A lot of our
favorite plug-ins for Pro Tools HD, like
all the Waves stuff, are not available at
192. So we did a test of the difference
between doing it at 96kHz versus
192kHz, and it was very little. You could
make it out most in the stereo mix on
something like a solo piano or certain
vocals where you could really hear the
higher harmonics, the air. But rock mix-
ing is not usually about air: It's about
solidity. With air, we're not talking
about silence, but rather about the air
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HOW THE HELL THEY DID IT

around the sound of something like a
cymbal or a cello. But anyway, it just
wasn’'t apparent enough that it made
sense to use 192.

Our system over here has 72 outputs
and 48 inputs. Because we have all of
these analog compressors, we go out of
the board and then come back in to use
them. We also have an old BM system, so
we go analog to the old system (there's a
Lexicon reverb that we really like), and
then come back in digital — we’re not
working only with plug-ins. We find it luxu-
rious to do that.

Eric Thorngren: We used a
tape simulator from a GSP. When
we're doing stereo, we'll bring in a
two-track ATR. We’'ll set it up where
we're going straight out into Pro Tools
using an analog tape simulator plug-in,
which is eminently adjustable. And
then we'll go out through the 1/2* and
come out of that off the repro head,
then into two tracks on Pro Tools.
When we've A/B’ed them, the emula-
tor that we've used going into our
mixdown system seems to be better
than our analog.

JH: One thing about high-quality analog
is that even with changing digital formats,
you can always go back to that analog.

EQ: But of course, it all ends up being in
digital format, anyway.

JH: That's another very real issue.
Instead of mixing it down to either two
channels or five channels on the comput-
er, we go out through 48 channels of ana-
log summing on our Dangerous two-bus
LT equipment.

EQ: What challenges did you encounter
during the conversion?

JH: One of the things we didn’t have,
when we put it all up on the big console,
was the ability to have all the mutes avail-
able. The original console automations on
most of these records didn't exist any-
more. | mean, | haven't heard of any studios
that have the Allison Research equipment.
That was a weirdo product with a piece of

b
oy

OURSELF IN THE MIX

Would you like to mix concert sound like Conservatory graduate Eddie Mapp for Evanescense, Staind, POD and Zakk Wylde?

What about winning a Grammy for Radiohead's ‘Hail to the Thief like Darrell Thorpe? Thousands of audio recording professionals

have graduated from the Conservatory to work in a career that they had only once dreamed about. With your passion and our

training you too could be working as a recording engineer, mixing sound for motion pictures and even touring with bands as their
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DM-3200 32-channel digital mixer/controller and the
X-48 48-track digital multitrack recorder.
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HOW THE HELL THEY DID IT

plastic that was like a loop that you would
move, and LEDs would show you your
position on the volume or fader. The idea
was that it was a VCA automation that
didn’t have a moving fader, so that it could
show you the actual space of it. But the
problem was that if you didn't wet your
finger, sometimes it wouldn't move. It
was bizarre.

Anyway, a lot of this was sort of foren-
sic mixing — you‘d have to put it up and
listen very carefully, particularly on
Remain in Light, where we played contin-
uously on every track. We made that
album by creating complex muting.

ET: The whole track was six minutes,
and they’d turn it on for one point —
that was the style when automation
came in. People said, “Hey, | don't have
to stop playing. I'll just play right
through the whole track, and you just
turn me on when you need me.” So
everyone would play all the time, and
you'd have to come up with a mute
structure for the mix.

So when we came back, we were lis-
tening to two tracks, and on there are 24
tracks of these parts, we had to figure out
who comes on where. A lot of them are
really close, and the tracks wouid be
labeled “"pop it 1,” “2,” and "3

JH: For a lot of these things too, we
couldn’t find the track sheets.

ET: That was good, too (/aughs)! | don’t
know if you're familiar with the olden days
of recording, but when you had only 24
tracks, the guitar player took his solo,
before that there might have been a tam-
bourine part, and in the vamp, you might
have something else to build it up.

JH:That was very common; that’s why
mixing boards got so big, because you
would end up patching that same channel
into three or four other ones. So a lot of
the work on remixing the first two records
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was figuring out what was on where.

We didn’t want to start over; we
wanted to maintain the feel that the origi-
nals had, but create it in the space of 5.1.
There were times when we extended the
mix a little longer. These were originally on
vinyl, so things had to be faded out to fit
the LP. Obviously, we didn’t have that con-
straint. We wanted it to sound like the way
you'd remember the original album . . . but
more. We didn’t want it to sound like a
dance mix.

ET: You had to go back into the mind of
the record then, because we didn't want
to mess with somebody’s hopes and
dreams and memories. | would think
about what kind of equipment we had
back then. On the records that | worked
on with Talking Heads originally, | could
remember. Otherwise, | relied on Jerry’s
input. All of that helped us zone in how
figuring out how they got this flange,
that delay. . . .

JH: On the first couple of records, Tina
Weymouth was using a Hofner bass, and
playing high notes. So we put that an
octave lower. And we thought, “Wow, man!
It's got some balls now! It's totally great!”
So we sent it off to Chris Frantz and Tina,
and we got this note: “ET, Jerry — |
thought of the bass more as a low gui-
tar than a bass. Please maintain that
sound.” And we thought it sounded
really good. . ..

Talking Heads: 77 was recorded on a
16-track, and some of the songs were
only eight tracks. We still found a way to
have it sound great in surround.

ET: That was very hard. For example,
we're sitting here, talking to each other,
but my voice isn't coming out of the mid-
dle of your head. All the sound in this
room is a result of delays, a result of how
the room is constructed. Surround is more
of a psycho-acoustic feeling rather than,
“that sound is over there.”

JH: As we got into percussion and dou-
bled vocals, we were able to play with the
stereo field. | think we built on that in sur-
round — to make it dance around. But we
never wanted to stick, like, the kick over
here, and the bass guitar way over there.
We wanted to keep that stereo energy.

We did a study on a lot of the surround
sound re-mixes that had been done. The
ones we liked had the qualities we've
been talking about. The ones we didn't
had elements like trying to make you feel
like you were playing in the band. We gen-
erally found that distracting. Although,
conceptually, it sounds cool having the
feeling of actually being there, and hearing
the horn player behind you and to your
right, on a riser. But having been in the
band, a lot of times it's too loud, of
course, but also it doesn’t necessarily
sound as good as it does out front, where
everything congeals together. And then
there were other remixes where too much
of the stuff was in the rear, and the front
seemed too empty. You put it on stereo,
and there it is; you put it on surround,
and, where's “there”?

EQ: What were 5.1 remixes that you
liked?

JH: | liked Dark Side of the Moon a lot.
It maintained respect for the original
record, and had a sense of a lot happening
in front of you, with judicious and cool
things happening behind you.

One of the reactions to The Brick is,
“Wow, I'm hearing stuff | never heard
before.” It was always there in stereo, but
now there’s more clarity. Sometimes
that's a problem when something was
recorded or played poorly. Sometimes
putting music in surround can make ele-
ments sound naked.

ET: Back in the day, little noises like gui-
tar scrapes and the drummer dropping his
lighter . . . you would never hear any of
that. But when you spread it out, you start
hearing all these things that got covered
up in the stereo. We had to pay close
attention to that.

When you actually come to “a mix,’
it's all about feeling. And when a mix is
right, it could be one guitar 5/10ths of a
dB louder and wham! It locks. When we
sat down to mix in 5.1, at first it sounds
“"Wow!” — it sounds better than stereo
because everything is bigger. But it's not
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HOW THE HELL THEY DID IT

necessarily the mix. It was about getting it
working like it did. After everything is
placed where it should be, and not inter-
fering with the feeling, the whole thing
has to gel as a mix. And that's where we
went the extra step.

JH: It's an evolving format. People still
don't get it. | was working with a band on
making 5.1 mixes. The members all
wanted to have their own speaker — |
want that one!”

Now | know why the early Beatles
mixes sound the way they do, where the
bass and drums are on one side, and the
vocals and guitars are on the other. Try
turning off each side. It's a different
record! So it was important for us to get
a really easy system, one that was easy
to solo or turn off speakers. The biggest
issues in surround are “What's in the
rear?” “What's in the center?” and
“How do | not cloud up the sound
effects?” It might sound good in the

JOHN ROYLAN M
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room you mix it in, but people at home
will probably be listening to it with
smaller satellites, where more is being
put in the sub. You have to be careful that
there’'s no cancellation between some-
thing you put there, and what someone’s
AV amplifier puts there.

EQ.: So what speakers did you use for
this project?

JH: We have two sets of surround
speakers: A Blue Sky SAT 6.5 system, and
a system with a Meyer subwoofer and
NS-10Ms with vintage Hafler 220 amps.
My philosophy was “Now that we've been
mixing our albums for 20 years with NS-
10s, why change now?”

For one thing, powered speakers are
really convenient when you have to have
six speakers. A lot of studios use Genelec
systems, but Genelecs have a very differ-
ent sound. We find that if you put some-
thing on Genelecs, it already sounds

World Radio Histo

great. So you can accidentally leave it
alone. You have to be careful with moni-
tors that good.

ET: And then you go someplace else,
and your mix sounds completely different.

JH: Part of what was good about mixing
with two sets of speakers was how ET
was working with the Blue Skys, and
how when we shifted to the NS-10s it
sounded so different. The job was to
make the mix sound the same on both
sets. —Roberto Martinelli

KEN ANDREWS

Masterful Mixing In The Shrinking
Studio

With a firm grip on the modern rock
sound, Ken Andrews, the man behind acts
such as Failure, Pete Yorn, and Tenacious
D, shares his views on the modern record-
ing studio. But the real question is how




the hell did he, with a smaller setup than
usual, produce some of the most smokin’
albums of the past decade?

EQ: Do you have a studio that you work
out of, or do you have your own, or do you
go from place to place?

Ken Andrews: |'ve always had
my own little overdub studio, where |
had a Pro Tools rig, to edit and prepare
the mix for the mix-down studio. Then
this whole summing box thing hap-
pened — | got a Dangarous 2-bus. For
lower budget projects, | started mixing
on a hybrid system set up at my place
and | was impressed with the results. |
then took copics of some of my bigger
mixes and, during down time, | mixed
the same sessions down with my sum-
ming gear that | had previously mixed at
some of the bigger studios. In ways, |
liked it better; there was a different
tonality to it.

EQ: So, the future of the large recording
studio. . . .

K A: As an engineer, | feel the quality is
there in a smaller setup. | would say
about a third of the projects that I'm
mixing can't afford the larger studios.
Even on the bigger mixes, | try to
explain the situation the best | can, in
the most neutral way to everyone

involved. I'm like, "I'll mix it wherever
you want.” The difference hetween mix-
ing in my (smaller) studio or at a large
studio is way less than, say, mixing on a
different mixer. There is only a very sub-
tle difference, and if you mixed it at my
place, | think you would walk away
happy. It's weird — | love being at large
facilities but, when it comes to mixing,
it's getting harder for those places to
offer something you can't do in a smaller
facility. | still go to those big places for
tracking; you have to have a great room
to record rhythm tracks, but even then |
end up cutting ovérdubs at my piace.

EQ.: Have you always done work in
smaller studios when it was possible?

KA: I'm definitely one of those guys
that has been a part of it. The first record
that | produced all the way, Failure’s
Fantastic Planet, used a Mackie 32 x 8
and three ADATS. One of my buddies —
an analog "grunge” guy from Seatlle —
wouldn't believe me for over a month that
the recording was done on ADATS.

EQ: So did you mix it on a million dollar
SSL and record down to a 1/2° Studer
deck?

KKA: | mixed it on the Mackie! | did rent
a bunch of good outboard gear for the
mix, and for the final mix | rented a 1/2°
machine. At that time, mastering engi-
neers were still ifty about accepting DATSs,
so it had to be on analog.

EQ: Tell me about your studio now.

KKA: |'ve got Pro Tools HD 3 wired to the
Dangerous 2-bus . . . a couple dbx 160
XTs for kick and snare, a couple
Distressors, then the output of the whole
2-bus thing goes to an Allan Smart com-
pressor. | also have a Manley Master
Passive, Manley Variable MU, and a Crane
Song Harmonically Enhanced Digital
Device. It's basically a high quality AD/DA

The studio had a pair of R-121's
when we were tracking Yeah
Yeah Yeah's in 2002, so | put
them on the electric guitars and
they stayed there for the whole
record. Since then | always use
them on guitar amps; they're full
and detailed without accentuating
the harsh stuff. I'll blend other
mics to get some of that hyped
attack when | want it, but the
R-121 is usually the meat of the
guitar sound.

With The National, two 121's on
the piano gave me the best piano
sound that I've gotten. You can
really hear it on "Daughters of
the Soho Riots." I'm movin i
Royers around a lot nowa C;
have gotten great resultéio 1
about everything, includifig®eelio,,
vocals and bass anjpifiey
capture sound in a wEYRhat ,!il)s(
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converter, but it also has a tape saturator
built into it. When | was getting serious
about my studio, | was just about to buy a
1/2" two-track tape mixdown deck. Right
before | bought it, someone told me
about the HEDD and | got to try one out
for a week. It basically does everything
that | want a tape machine to do, but | can
print the mix right back into Pro Tools —
and it's a lot easier than having to deal
with tapes.

EQ: So that's how you’re mixing down?
The signal’s going out and then back into
Pro Tools?

KA: Yes. | record the mix into the com-
puter, then export the mix files out at the
rate that the mastering engineer wants. |
make a copy of the playlist and add some
maximizing to give to the clients for
approval.

EQ: How much compression are you
using on the final mix?

KA: | have two stereo bus compressors
in my chain. Depending on the type of
song, | may use one or the other, but in
most cases | will use both to varying
degrees. If it's an “aggressive rock” mix, |
will be relying on the Alan Smart from 3
to 6dB of gain reduction; then 1 to 2dB on
the Manley.

EQL: The Manley just adds color?

KA: It's less about compression and
more about the sound of going through
that box. It seems to add more informa-
tion, more harmonics. It's also a nice,
friendly way to control my level to the
HEDD. The HEDD is adding the satura-
tion effect. I'm trying to do tiny amounts
across all three, so that none of them
are working very hard. It gives a nice,
healthy level, but it still retains dynamics

. $0 that it can be smashed by the
mastering engineer.

EQL: And the radio station!

KA: Some artists are making the choice
not to have their CDs so hot — to keep
more of the dynamic range. | want the
loudest part of my mixes to match every-
thing out there, but the quiet parts should
still have dynamics. I'm totally over having
the loudest disc. —Jeff Anderson
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Kore is a new type of product — and EQ demystifies

what it’s all about

By Craig Anderton

A lot of people think that Native
Instruments’ Kore looks really interest-
ing, but have a hard time wrapping their
head around the concept. Is it hard-
ware? Software? For the studio? For live
performance? Does it work only with
Native Instruments products? And most
importantly, do ! need this thing?!?

A new type of product deserves a
new type of review, We'll get heavily into
the hands-on aspect of actually using
Kore so you can decide whether it's for
you or not; see the Expert Opinion side-
bar for additional information.

PRI WEDY A CJLC

Kore is a package with Mac (Universal
Binary)/Windows software and a USB
2-based hardware controller. The controller
has two main functions: An audio/MIDI

Fig. 1: Kore inserted as a plug-in within Cubase SX.This “KoreSound” combines three instruments
and several effects, including NI's Guitar Rig. Note the browser/database at the bottom, which
found this and several other possible sounds that fit the attributes “guitar/synthetic/distorted.”
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computer interface, and a control surface
dedicated to ergonomic control over the
software — you don't have to rely on a
mouse and keyboard. You're not obligated
to use the Kore audio/MIDI interface, but
the software won't run unless the con-
troller connects to your computer.

Whether for studio or live, Kore's main
element is the KoreSound — a “con-
tainer” for VST/AU plug-ins you can save
and recall. A KoreSound can be as sim-
ple as a single instrument or effect
containing one preset, to a complex
combination of instruments, effects,
mixing, and routing. (For example, two
layered synths split with a third bass
synth, each going through a different
plug-in, and mixed so that the synths
pan hard left and right while the bass

synth goes in the center). Furthermore, all
these plug-ins’ programmable parame-
ters are accessible through a hardware,
hands-on interface that's also mirrored in
the Kore software, should you favor
mousing around.

The KoreSound is not tied to any par-
ticular host or program other than Kore.
You could use a KoreSound with Logic
Audio on a Mac, then load that same
KoreSound into Ableton Live or Sonar
running on Windows. As long as the
same VST plug-ins are installed on both
Kore-friendly platforms, the KoreSound
is transportable. Also, Kore itself
includes many effects you can load into
a KoreSound. This increases transporta-
bility, as you can be sure any Kore sys-
tem has these effects.

Kore is designed to work with a large
number of plug-ins and possible sounds
So, another Kore function is to stream-
line the process of finding sounds. It's a
selling point for instruments to have lots
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