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SUPERIOR DRUIMNTIER 2.0

THE NEW YORK STUDIO LEGACY SERIES VOL.1

Superior Orummer” 2.0 “The New York Studio Legaoy Series” was recorded by Pat Thrall, Neil Dorfsman amd Nir Z at Hit Factory, Avatar
Studios and Allaire Studios, NY. Between them overthe past three decades they have worked with artists such as Celine Dion, Nick
Lachey, Sting, Bruce Springsteen, Dire Straits, Beyoncé, Bjork, Kiss, Joss Stone, Genzsis, John Mayer, Fiona Apple:and Chris.Cornell.
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LRI (1] MJDI - ONE PLAYER
Superior Drummer” 2.0 ships with a customized version of the
plugin MIDI engine EZplayer” pro filled with MIDI playediby Nir Z.
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On-the-go
recording.

Straight to e
your IPod.

Band rehearsals. Concerts. Lectures. Recitals.
If you want to capture studio-quality sound no
matter where you are, look no further than
ProTrack. Delivering everything you could want
in a professional handheld recorder, ProTrack
promises to do for portable recording what the
iPod itself did for portable listening.

* Up to 270 hours of CD-quality stereo recording,
straight to iPod

. —
* Onboard X-Y stereo condenser microphones ' ProTrack

¢ Combo XLR-1/4" inputs for connecting mics, :
mixers, and more . RIECECRE | ENTER

* True 48V phantam power for use with external
condenser mics

* Switchable limiter ensures overload-free recordings
* Battery or AC powered with included AC Adapter

ALESIS |
PROTRACK
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SONAR V-STUDI 700
The uitimate solution for music production

Introducirg the next generation V-Studio, the SONAR V-
solution for creative music production through a compl

Tightly-integrated hardware and software.

Roland and Cakewalk, two music techrology leaders, have
combined the bes: of their engineering talent to add-ess the
3"owing needs of modern music professionals.

SONAR V-Studio 700 offers the modern music producer a
variety of unique features, professional quality components

a7d unparaleled Support t~at will trans“orm the way yoL work.

The SONAR ¥-Studio 700 puts ¥ou'in control.

It's your music after all.

www.sonarvswdio.com

Studio 700 prcvides the ultimate
ete ofering cf “inely-tuned ang

SONAR \-3tudio 700 includes:

-

istory

SONAR 8 Producer

VIS-700C \-Studio Console

VIS-700R \--Studio Interface

Integratsd Roland Fantom Vs synthesizer
Rapture virtual instrument

\"-Link Tor video integratior
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TRANSITION TIME

Ten years ago, if you'd said multi-platinum acts would be
creating CDs exclusively for Wal-Mart because it would be
one of the few big chains left selling CDs, people would have
thought you were crazy. But that’s the reality. The mighty
Tower Records has fallen, Circuit City is on the ropes, and
the Mom and Pop stores are pretty much gone—except,
interestingly enough, for the ones specializing in vinyl.

What happened?

There are plenty of potential scapegoats: Shawn Fan-
ning, for starting Napster. The record labels, who failed to
embrace a shift in consumer tastes. Greedy acts. The
death of music radio, making it hard to hear new music.
DVDs and video games competing for consumer dollars.
Overcompression that made many CDs unlistenable. The
lack of live venues that formerly provided up-and-coming
bands an infrastructure.

But why bother assigning blame? That doesn't solve
anything. The physical is transitioning to the virtual, and
there's no turning back. Nor is the music industry a special
case; just ask travel agents, Polaroid, newspapers, and
typewriter manufacturers, among others.

Rather than deny reality, we need to embrace it. Some-
one will figure out a model for selling music in the virtual
world that will make CD sales look like a blip. Someone will
figure out a new distribution method that gets more music
in the hands of more people than ever. And someone
(maybe you!) will make a lot of money for figuring it out.

Don’t fight the future, because the future will always
win, Make friends with it instead—because when the future
is on your side, you have an extremely powerful ally.

Speaking of transitions, I'm sorry to say Editor Matt Harper
has left us to take a very sweet gig outside of the music
industry. Aside from being a hard worker and a great
friend, Matt has been an essential part of EQ’s resurgence
in the past couple years. But mea culpa: Part of his depar-
ture is my fault. When his prospective employer called me
up as a reference, | stupidly told the truth instead of lying
through my teeth (“He’s a great worker, except of course
for Thursday, when he has to report to the parole board . . .
and Friday, when he goes for drug rehab . . ."”).

The good news is he left on excellent terms, and is
looking forward to continuing to contribute to £Q as a
freelancer. Please join us in thanking Matt for all the great
work he did in the past, and wishing him all the best for
the future. He deserves it!
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SOUNDING

A PICTURE IS WORTH
1,000 APOLOGIES
| finally got a chance to see the issue
of EQ with the 500-series ‘““Lunchbax
Preamps’ feature (12/08). It’s great
and I'm happy to see it, but the section
describing the Roft Music Systems
RMSSA7 Tubule contains a photo of
the Atlas Juggernaut instead. Would it
be possible to run the correct photo?
Justin Ulysses Morse
Rall Music Systems, Inc.

Executive Editor Cralg Anderton
responds:

Interestingly, | made a correction on
the PDF proof and so did our Art
Director, but for a reason we’ll never
know, the wrong picture got in there
anyway. So here's the correct
picture—~which is well worth running,
if only because it has that cool-look-
ing tube in it!

AND WE EVEN HAD IT FACT-
CHECKED...

I just received the 01/09 issue of EQ
magazine. Thank you so much for
doing the article regarding my involve-
ment with Bob Dylan’s Modern Times
and Love and Theft, but | must point
out a few factual errors.

Bob’s current band consists of
bassist Tony Garnier, drummer
George Receli, and guitarists Stu
Kimball, Denny Freeman and multi-
instrumentalist Donnie Heron. Charlie
Sexton and Larry Campbell have not
been members of the band for some
time now.

Modern Times was not mixed *““in
the box’“ as stated on page 18. | have
never mixed anybody’s record in the
box. Love and Theft and Modern
Times were mixed through a vintage
Neve 8068 at Clinton Recording.
Mixes were printed back to Pro Tools.
The very idea of mixing a Bob Dylan
record ‘“in the box’ makes me shud-
der—I| don’t want anyone thinking |
would do so.

The slide guitar heard on “Some-
day Baby” was played by the incredi-
ble Danny Herron and not Larry
Campbell.

The photos on page 18 should
have been credited to Bob Coulter.

Chris Shaw

YOU GUYS ARE WRONG ABOUT
VISTA, TOO
| couldn’t believe that £Q published an
ad for [Windows] Vista disguised as an
editorial (... Now I'm a Believer,"
01/09 issue). Just ask around, everyone
knows that Vista is a pile of crap.
Microsoft is pushing Windows 7 out
the door because Vista has been a dis-
aster for consumers and for the com-
pany. | expected more from you guys
than sucking up to Microsoft.

Terry Hallowell

Executive Editor Craig Anderton
responds:

Read the editorial again—it was about
being a believer in 64-bit computing.
Windows Vista was mentioned in the
context of being a mainstream 64-bit
operating system I've been able to use
with an application optimized for a 64-
bit operating system. | indeed noted the
problems people have had with Vista,
but regardless of what the “conventional
wisdom” is, if | can increase my produc-
tivity when rendering videos by aimost
200% simply by using a different operat-
ing system, that's significant. As the edi-
torial stated, this doesn't mean people
should run out and buy 64-bit
systems; personally, | also use Mac OS
X on Intel and PPC, as well as
Windows XP. But the handwriting is
on the wall: 64 bits is in our future,
and as the technology matures, we'll
see even more benefits than we're
seeing now.

AND SOMETIMES WE GET IT RIGHT!
I've subscribed to £Q since the '90s

8 ®Q MARCH mOO% www.eqmag.com

but I'd never written before. Well, | am
now because your roundup features
are so helpful | figured I'd better give
you some props. My favorites so far
were the ones on Portable Recorders
(09/08) and “Lite” software (OW09). |
ended up buying [Sony] Vegas Movie
Studio and am finally getting into
video because of it. Let’s see if | get a
billion hits on YouTube. Keep ug the
good work. How about a DAW
roundup?

Sorcererj (via email)

Executive Editor Craig Anderton
responds:
Thanks for the kind words, roundups
are a ton of work but they've been a
big hit with readers. Fortunately, with
very few exceptions we've gotten great
feedback from manufacturers too—they
realize the roundups are more about
educating consumers to make the right
decision, not just to slam or praise
products. A couple manufacturers don't
quite “get it,” but they will eventually.
As to a DAW roundup, that's
unlikely for now. They are so feature-
laden that to cover the needs of every
possible user and to relate them to
individual DAWs would be a daunting
task, if it's even possible. But don’t
worry, we have plenty of roundups
planned for the future, and we think
you'll enjoy them as much as the ones
we've done so far.

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

Note: Letters may be edited for
length and/or clarity. Direct correspon-
dence by EQ editorial is not guaranteed.
All submissions become the property of
EQ magazine and can be published in
any medium.
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FASTIDIOUS
FIDELITY

Mr. Scruff Squeezes Every Last
Frequency Band Out of his Grooves

BY RICHARD THOMAS

In this age of portable music collec-
tions and ultra-compressed mp3s, the
life of a fastidious audiophile is a
tricky one—especially if you happen
to be a DJ like Andy Carthy (a.k.a. Mr.
Scruff). Known as much for his relent
less pursuit of high fidelity as he is for
his love of cartoons and a good
brew—he moonlights as CEO of his
own organic, fair-trade tea company—
Carthy's soundchecks run longer thar
most DJ's actual gigs. But it's exactly
this keen attention to detail that sepa-
rates him from more plug-and-play
performers.

“In order to be made well, tea,
beer, or anything has to be made by
very obsessive, geeky people who
really love what they're doing,” says
Carthy. “It's a blend of being very
serious, but also being light-hearted
and relaxed.”

Vinyl is Carthy's weapon of choice,
and his entire DJ setup is perched
atop a rumble-free steel platform boi-
stered with huge concrete slabs. He
uses a Formula Sound PM-100 mixer—
a modular system more commonly
found in broadcast studios—hooked
up to three Vestax PDX-2300 turnta-
bles outfitted with Rega tonearms
and Grado 200i cartridges. The decks
are modified with custom-made Isonoe

EQ@ MARCH ROOD wWww ¢

preamps with single-ended
transformer outputs. Isonoe Isolation
Feet—reinforced with Sorbothane
shock and vibration absorption mate-
rial—cut down on resonance, and
external power supplies are encased
in separate boxes to cut down on any
unwanted hum picked up by the ultra-
sensitive tonearms and cartridges.
Supplemental outboard gear includes
a TC Electronics D2 Digital Delay on
an auxiliary send, and a Drawmer 1961
EQ on the master effects loop. Every-
thing is connected with loads of posh
Van Damme cables, and Carthy’s per-
sonal engineer is present at every gig
to ensure sound quality is up to snuff.

“I don't want anyone to have sore
ears after hearing me play,” Carthy
says. “The system also helps me bring
different genres of music together—
some old Latin stuff, some Northern
Soul, or some dubstep—so that a thin,
old pressing can stand up to a very
modern and well-mixed one. I'm sure
in three or four years my entire DJ
setup will be up to mastering studio
standards—never mind the basic
recording studio standards.”

Due to a perpetually flooding base-
ment, Carthy's living space isn't able to
accommodate much of a home studio,
so most of his tinkering occurs via his
laptop and a pair of headphones. To
record Ninja Tuna [Ninja Tune], his

-
C—

fourth ull-length release, Carthy trans-
planted all his outboard gear to Man-
chester’'s Zombie Studios, which is
owned and operated by Andy
Kingslow and longtime friend Phil
Kerby. Like his DJ sets, the album is a
festive experiment in groove, ranging
from the Latin swing of “Stockport
Carnival,” to the disco house of the
Moog-infused “Get On Down,” to the
haunting organ-driven funk of “Music



Takes Me Up™” (that features singer Alice
Russell). Elsewhere, “Whiplash” starts
off with a frenetic jazz beat accented
with muted trumpets and a twittering
Roland SH-5 bass, but then Carthy cuts
the tempo in hatf to transform the song
into head-nodder

" like to separate and individually
process my drum loops,” says Carthy.
“For example, on a one-bar drum
loop, I'll typically put the bass drum,

snare, and hi-hats on their own tracks
Then, | ensure that the only sub lows
are coming from turntable rumble in
order to leave space in the groove for
bass, percussion, and other stuff. To do
this, | mignt set a high-nass filter at
about 25Hz on the bass drum, at
about 80Hz on the snare. and then
at around T50Hz—or as high as | can
get away with—on the hi-hats.”

Mixing tne fluid energy of live music

HNOOHD ANOLNY

Mr. Scruff.

with the relentless predictability of
repetitive programming gives Ninja
Tuna a heavy yet natural feel, and even
though it took nearly three years to
come to fruition, Carthy is proud of the
final result.

“l was curious to see what type of
music I'd come up with if | didn’t put
any restrictions on myself,” he says. “I
was totally at the mercy of the
groove.” €2
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Apollo Sunshine’s Democratic Creative Process
Involves Many Different Studios

BY GREG REYHNOLDS

“It was really about firding a space
where we felt comfortable to create a
sonically diverse albuin,” says Apollo
Sunshine’s Jeremy Black concerning
the recording of Shall Noise Upon
[Headless Heroes/Black and Graene].

With the discovery of Old Soul
Studios in Catskill, New York, Black,
along with band mates Sam Cohen
and Jesse Gallagher, founa theit guid-
ing light.

“It’s this beautiful old mansion that
was built back in the early 1800s,”
explains Black. “Every room is filled

EQ MARCH ROOW WwWw. e

with different organs, autoharps, mel
lotrons, drums, and guitars. For our
siyle of music—which jumps around
so frequently—the environment was
perfect. We just walked in, and we
couldn't help but start making some
unique-sounding music.”

As the prolific multi-instrumental
ists settled into their new surround-
ings for two different three-week
sessions, they also invited a multitude
of friends to play strings, brass. and per-
cussion, recording everything to ana-
log without any preconceived notions
about what they were gomg to do, or
how the finished album would sound.

rmaga cam

“We had & couple of ideas going
into the studio, but a lot of the pieces
evolved whenever something came to
mind,” says Black. “We just kept build-
ing things up until we got to the
point where we found ourselves
deconstructing everything. Eventually,
we got what we got.”

Drums were tracked with Shure
SM57s on the top and bottom snare
heads and the toms, an AKG D12 on
the kick, a .ore Nady RSM-1ribbon as
an overhead mic, and a Lomo 19A9
was positioned on top of a staircase
to caoture the reflections of the stu-
dio’s expansive live room. The bass



guitars were recorded using a combi-
nation of a direct box through an
Ampex tube preamp, ana an Electro-
Voice RE20 placed up close on the
speaker cabinet. Capturing the elec-
tric-guitar tones requirad a trinity of
mics routed through a Purple Audio
MC77: a Nady RSM-1 pes.tioned a
couple of inches from the neck to
grab the sound of the stnngs, a Shure
SM57 placed directly on the anip’s
speaker cone, and a Beyerdynamic
M88 set down abotut six inches from
the back of :he cab to cover some of
the low frequencies.

When it came time for vccals, the
band liked the “up close and
personal” approach. Lead vocals were
tracked with the Lomo, and Cohen
and Gallagher sang harmonwes simul-
taneously into a Royer R-121 ribbon.

“We'd often record the
background vocals four to six
times—each time moving to ciffer-

ent positions away from the mic to
capture various senses of space,”
says Black. “We ended up with a
huge layer of vocals, ard we intensi-
fied the effect by panning each
track differently in the mix.”

A sense of whimsey directed the
tracking of “Brotherhood of Death”
where the rhythm tracks were soloed,
played through the monitors, and
then recorded again through a
portaole cassette deck with a buitt-in
mic. The cassette tracks were
slowed down a bit (using the unit’s
limited vari-speed control), and the
result was deemed cool enough to
pori oves to Pro Tools. Some
strings and a baritone sax part that
were already recorded on the
“clean” digital tracks had to be
slowed down to match the “dirty”
cassette-recorded drums and bass,
and then the vocals were tracked.

“It's definitely not a full-spectrum

Apollo Sunshine (left to right)—Jesse
Gallagher, Sam Cohen, and Jeremy Black.

sounding tune,” admits Black. “But
the dirty, yet crisp mishmash of lo-fi
and hi-fi really makes the song jump
out at you.”

After their stint at Old Soul was
complete, each band member took a
copy of the tracks to their respective
home studios to review and enhance.
Biack addea even more percussion at
his Coyote Hearing studios in Oak
land, California, and these, along with
the Cohen and Gallagher additions,
were auditioned at Headgear Recard-
ing in Brooklyn, where the musicians
compared notes and started creatmg
the final mix.

“We spent a lot of time on this
album, because we work very
democratically to make sure everyone
is happy, as well as to make sure noth-
ing falls through the cracks,” says
Black. “All the details can really be a
pain in the ass, but | think we ended
up with a stellar album.” ea
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Rcy Hargrove.

Al Schmitt on the Reéording of Roy Hargrove’s Earfood

BY SHANE MEHLING winner's skill at the instrument has led
to more than a dozen records and col-
Ever since Wynton Marsalis discov- laborations with some of the finest
ered him in high school, Roy Hargrove musicians out there. His latest album
has been known as someone who can with the Roy Hargrove Quintet, Ear-
smoke on the trumpet. The Grammy food, [Emarcy] is a delicious mix of

EQ MARCH ROOY www.eqQmag.cor

smooth, contemperary jazz.

But to get tne smoky live sound
the Quintet was looking for, Hargrove
asked legendary producer and engi-
neer Al Schmitt to come ahoard.
Schmitt—who has worked with Sam
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Cooke, Frank Sinatra, Neil Young, and
scores of other artists—won his first of
19 Grammys in 1962, and he has
recorded and mixed more than 150
gold and platinum albums. He is defi-
nitely a man who knows what he’s
doing, and Schmitt’s thoughts on the
recording and mixing of Earfood are
tidbits to be savored.

What was the basic vibe of the
sessions?

We recorded everything pretty
much live in the studio, and the neat
thing about the record was that the
guys had just come off the road, and
their chops were at a high level. When
we started recording, they nailed
almost everything in one take. We
rarely went to take two, and we did 30
songs! As a result, the track assign-
ments didn’t change much, so most of
the mix was balancing things, and
putting a little echo here and there.
Because | didn’t have to audition a
bunch of retakes or overdubs, | was
able to mix 23 songs in just two days.

Did you isolate the instruments?

We isolated the drums, but the rest
of the guys were out in the open. |
had the trumpet and the saxophone
facing the rhythm section. The little
bleed we got between the trumpet
and sax filled out the sound of both
instruments, and | could still pan the
trumpet a little to the right, and the
sax a little to the left . . . then, the bass
in the center, along with the kick drum
and snare. The drum overheads were
panned left and right, and the toms
were spread across the stereo field.
For the piano, | put the low end on the
left, and the high end on the right.

What was the main gear you used
to record and mix Earfood?

I'm a big fan of the Neve VRP
Series consoles. I've been using them
ever since | can remember, and |
started mixing records when | was a

teenager. What ! like about them is
that they’re so musical-sounding. They
sound natural, and they tend not to
color anything. For my speakers, I've
been using these hybrids by Doug Sax
from The Mastering Lab. They have
10-inch drivers, and the cabinets and
crossovers are all Doug Sax. They're
incredible. Whenever | bring some-
thing in to be mastered by Doug, he
always says to me, “Never sell those
speakers!” I'll check the mix on other
speakers—including the ones in my
car—but | mix so that it sounds good
on my speakers, because then it usu-
ally sounds good everywhere. | dor’t
tweak anything for mp3s or radio. | try
to make records that sound good or
anything, but my records are going to
souno a hell of a lot better on my
speakers than on your iPod.

During the mix, did you find your-
self adjusting or refining any of the
original sounds you recorded?

No. In fact, | don’t use any equal-
ization. | just adjust the mics until | get
the sound we’re looking for. It’s just
my style. It's the way | learned. | also
use very littie compression. | may put

This Maonth on EQTV

Join us at EQtv—£Q’s own video channel chock full of tips, tricks, tutorials, behind the
scenes footage of some of the hottest sessions, and tons more. To check it out, visit
www.eagmag.com and click the pretty little link, or go direct to www.egmag.tv.

Al Schmitt.

the bass through a tube limiter to get
the sound of the tube, but, at most, I'll
pull down a dB. I'm pretty much a
simple analog kind of guy.

Did you do any digital editing?

No. | mixed down to half-inch ana-
log tape. Of course, Pro Tools makes
editing easier, but tape hits you in the
chest. Most people can't tell the dif-
ference, but. . ..

You’ve made scores of hit records,
but can you think back and remem-
ber one of your worst session gaffes?

In the late '50s, Tommy Dowd—who
was my mentor—and | were in the stu-
dio joking around, and | erased three or
four bars on this project. We were just
playing around, and my reflexes hit the
wrong button, and he looked at me,
and | looked at him, and we both dove
for the tape machine. Then we spent
the next six hours combing through
outtakes trying to piece everything
back together. | learned to be a little
more careful after that. €@

\

\

Q@ MARCH ROO%™ www.egmag com




-

{FROZEN

- IS
0». i

SMa8 - NINE LIVES INCLUDED. nowwir $10 regate:

For decades, the legendary Shure SM58® micropnone has suffered the ravages of
performance, proudly bearing its marks for all to see. Find qut why the world’s most
abused microphone is stilll its most popular. Get a $10* rebate with your SM58
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material is provided courtesy of Harmony Central, Inc., and is
used with the express written permission of the publisher.

ION AUDIO iCAPTURE
Stereo handheld audio recorder for iPod

iCAPTURE is designed for handheld recording of rehearsals, samples, meetings, or any
other situation requiring quality audio recording. The recorder houses a user’'s docked

iPod, protecting it with a custom faceplate that provides access to all front-panel iPod &

controls. iCAPTURE includes built-in mics and while recording, users can listen live
with a pair of headphones. Once recorded, the audio remains in the user’s iPod for
mobile listening, and can be transferred to a computer or other device. The
recorder runs on batteries or a plug-in power supply, and when wall-powered,
can charge the docked iPod. www.ionaudio.com

DEEP, TECH & MINIMA’L'

FAR XMG2.D DIGITAL ACTIVE MONITOR
Loud and proud (very loud) speaker system
The FAR XMG2.D is the larges® digital active
monitor built by ATD2, with 2000W analog
class D amplifiers (2 x 800W for the
woofers, 1 x 200W midrange and 1 x 200W
high frequency); it boasts a frequency
response of 15Hz to 35kHz. Tha XMG2.D
frame is made of steel, reinforeed by MDF
with a special coating on the frame and in
the box in order to damp vibrations. The
front panel is covered by heavy foam with
fabric to absorb any vibrationt coming from
the front panel, resulting in stable and wide
stereo imaging. All of the drivers are time-
aligned by DSP and software to make the
XM Range well-suited for stud o control
room monitoring and masterirng.
www.atd2.com
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JZ MICROPHONES BT-201

Microphone ménage a trois

This small diaphragm condenser microphone
comes with three different changeable capsules
($635 package cost), offering a wide choice of
patterns—cardioid, omni, open cardioid and
(optional for extra $130) open cardioid with
-20dB pad. A stereo pair set is available for
$1,349 to provide balanced stereo recordings.
The main benefits of this new mic inciude easily
changeable capsules based on magnetic con-
nection, an all-metal body for high reliability, low
self-noise, and detailed sound. As with previous
models, this mic has a five year warranty from
the date of purchase. www.jzmic.com

LOOPMASTERS DEEP, TECH & MINIMAL HOUSE

Deep tech is indeed in the house

House producer Andy Lee's 24-bit/44.1kHz collection of multi-tempo
edgy, dirty, and twisted samples draws a contemporary sonic line
between Deep, Tech, and Minimal House. 1.2GB downloadable original
content (3.5GB DVD to follow) featuring 1,332 ACIDized WAV files, 596
Apple Loops (DVD and download), 587 Rex2 samples, and 79 soft
sampler patches (HALion, KONTAKT, EXS24, and SFZ formats). From
$45 to $53 (depending on format); also available on DVD.
www.loopmasters.com/product/details/178#

BLUEZONE ELECTRO FX

We are the robots

Electro FX, containing samples of both ana-
log and digital sounds, was made especially

for the ¢ -growing electro scene, This
sound FX pack is also useful for movie,
advertisement, and radio jingle makers. The
package includes 191 samples (155MB of
WAV files). www.bluezone-corporation.com




WAVES CENTER PROCESSOR

Not left of center or right of center—center
This processor separates phantom Center
audio from side (L/R panned) content. Ideal
for final mixes and mastering, Center lets users MUSE RESEARCH RECEPTOR 2 PRO MAX

zero in on the phantom Center and bring out or bring Stuff your virtual mstruments and effacts into an o3l boi

down the vocals without affecting everything else. Iit’s Recep:or 2 Pic Max features a 3GHz dual core pr S :
also ideal for post-production engineers and DJs; Cen- 3358 RAM, 1000GB (1 TB) driver and E-SATA po-t for connestion

ter allows repositioning, isolating, and even eliminating to external drive arrays. It also “eaturas updatec faciory sounds,
elements of a mix. ircluding hundrecs of presets basec on the Plujsound BOX col-
Adjustable punch, high lectior of virtual instruments. This callection of keyboards, synths,
frequency, and low fre- GM sounds, Cirurms, and Urban sounzs ar oops is now included
quency controls let users e g GENTIR with every standa’d Receptor for free, Recepto” 2 Fro Max fits in a
enhance detail with maxi- . Zrack space box and weighs orly 18 pounds; additiorally; izs
mum impact. $400 enhanced Ethernet performance be-efits Muse Res=arch’s Jni-
Native, $800 TDM; users Wire tachnology This can offlcad prs ssor-intensive tasks to the
of Waves Mercury and Recepcor 2 Pre Max, reserving your main CPU for running your
Waves Diamond bundles CAW software www.museresearch.com

covered by Waves Update
Plan receive Center at no
additional charge.
www.waves.com

LOOMER ASPECT
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:

SOFTWARE

INSTRUMENT

Semi-modular analog -
syathesizer ']'
Aspect is a 32-note L

AUDIO DAMAGE ROUGH RIDER PRO polyphonic software

e ready for excrer y.pression? instrument. It combines
a subtractive synth engine with a semi-modular architecture and
simple interface that allows practically anything to be used as a
modulation source and destination. It offers two analog-style oscilla-
tors, noise generator, two filters, three envelopes, and three syncable
LFOs per voice. MIDI Learn mode provides easy integration with any
MIDI{ hardware controller, and there are over 150 presets. Available
for Mac OS X 10.4 and above (AU/VST/standalone), Windows XP
and above (VS/standalone), and Linux (VST/standalone using JACK
or ALSA). An RTAS version for Mac/Windows is forthcoming.
www.loomer.couk

FIGHT FOR YOUR RIGHT TO CREATE

Alliance aims to protect the rights of artists through political action

The Recording Artists’ Coalition (RAC) announced an alliance with The Recording Academy that will allow it to continge its
mission of vigorous advocacy for recording artists as a program of The Recording Academy, rather than as a separate
nonprofit organization. RAC will become an integral program of The Academy’s “GRAMMYs on the Hill” initiative, which
advances the rights of music creators through advocacy, education, and dialogue. The first objective of the GRAMMYs on the
Hill/RAC program will be to educate new and returning policy makers about the critical issues facing music creators, and the
need to ensure fair compensation for all music creators on all platforms.

RAC was founded in 2000 by Don Henley and Sheryl Crow to address legislative issues that affect the recording artist com-
munity. On behalf of its membership of mare than 150 recording artists, RAC has addressed issues such as artist contract
reform, media consolidation, and artist compensation.

The Academy opened its Washington, D.C., office in 1998 and has since launched numerous programs to acdvance music
makers’ rights, including the music community’s only annual grassroots tobbying day in Washington, D.C. Academy leaders are
frequently called upon to testify before Congress and to educate and advance critical music policy. www.grammy.com
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I’s Stephan Jenkins
Crafts Sounds in the Ballroom of
his 1870s San Francisco Mansion

Somewhere in San Francisco, an upscale neighborhood is oblivious to the fact that one
of rock’'s most ingenious vocalists/producers is banging out yet another masterpiece
right beneath their noses. Hell, if it wasn't for the video crew packing up their van as we
walked down the street, we might have never known that Third Eye Blind's Stephan
Jenkins was inside laying down some tracks in his new recording facility. So, come join
us as we check out Jenkins' new digs, and speak with him and his in-house engineer
Sean Beresford about building a studio, choosing gear, and tracking hits.

This place is absolutely amazing. Tell us a little bit about your pad.

Jenkins: It's a Victorian-era mansion that was built during the 1870s. The original
owner was a prominent figure in the early 20th-century music business, so there's an
incredible ballroom on the west side of the house where some popular musicians used
to come and perform. It even has a balcony in the corner where opera singers would
stand and sing. It's really cool. The mixing room is separated from the main house in a
building where the horses and carriages were kept.

How much time and planning went into turning the house into a record-
ing facility?

" Jenkins: Sean and | designed my last studio, so already had

logged a lot of time in figuring out all of the eegonomics of how we
wanted to work.

Beresford: It was two years ago when we first came in here, and
we spent three months going through everything and deciding
how everything would fit together. After the designs were com-

pleted, it took about six months before the first hammer fell.

Did you guys design everything yourself?

Jenkins: We had our friend Chris Pelonis [of Pefonis Sound
and Acoustics] come in and design the studio. He has done
many well-known studios, and he’s really good at what he
does. Basically, | wanted to be able to say, “This is what | want
to do,” and then get it done. | didn’t want to deal with a lot of
set up, so everything is interconnected and wired. For exam-
ple, we have a 6' x 6' amp closet that is plugged in and ready
to go, and we even wired the bathroom for mics.

What considerations did you keep in mind when design-
ing the rooms?

Jenkins: Even though we are blessed to have these
grounds, we're still in an urban environment—which means we
have neighbors all around us, and cars driving by. Also, as the

house is considered an historical building, the outside could not be
remodeled or changed. The inside, though, was completely redone.
What were the most important changes that had to be made?
Jenkins: We had a big argument about keeping the windows. One of
the things I love about this studio is that it has natural light and natural air.
My usual experience with studios is that you're in a dark hole where air is
being pumped in, and it's always too hot or too cold. So we kept the win-
dows, and then installed another set of thick, half-inch panes on the inside

www.eqTag.comm MARCH RODY ®Q



Victorian

to keep noise in and noise out. The
room had a tile floor, and we took it
down to the concrete, and left it
pretty hard so that it would reflect
bright sounds. Some walls had to be
sheared, some had to be rebuilt, and
then we built a classic “w"-shaped
rear wall to offset reflections and act
as a bass trap.

How many rooms did you end up
with?

Jenkins: We closed off one section
to make it a small live room. We origi-
nally laid down some carpet, but we
pulled it out, and put in a slate floor to
make the area a little more live. We do
rehearsals with the band in here, and
even though it’s really tight, it's bigger
than the room the Beach Boys made
Pet Sounds in. The piano sounds really
nice in there. | don’t use it for drums—
except for rehearsing—but it's great for
guitars. All the amps are set up and
good to go, so it's kind of like having a
[Line 6] Pod, but with real amps. If
there's a guitar sound you're looking
for, you can just go in there and grab it.

What about the main house and
that massive ballroom?

Jenkins: The main house has not
been messed with at all. Before |
bought the place it was a popular bed
and breakfast, and it's still completely
decked out with Victorian-era furnish-
ings and trim. The three-story
ballroom is acoustically flawless—
there wasn't anything we could have
done to improve it. The only thing we
had to do was have the wiring done,
and that took a lot of time to test
everything to make sure it all worked.

Beresford: We were really
concerned about running 200 feet of
cable. | think it's supposed to be
around 150 feet where a twisted-pair
maxes out, and by the time we got the
snake running halfway across the
floor, we were somewhere around 230
feet. | kept thinking, “Is this going to
be horrible? Are we going to degrade
our signals to the point of no return?”

Did you look into digital snakes?

Beresford: At one point, | was con-
vinced that would be the way to go.
We tried these $25,000 systems with
beams and all this crazy stuff, but
none of them seemed to work.

Jenkins: Although, we were totally
stoked about the prospect of laser
beams flying around.

Beresford: Yeah, it sounded really

Thira Eye Blind (left to right)—Stephan Jenkins, Tony
Fredianelli, and Brad Hargreaves.

€ool, but when push came to shove,
we ended up running a cable of 48 tie
lines—or 24 pairs—up to the mair
house The second we got the console
in, we put up some microphones, and
started testing. We did some classical
recordings with the grand piano up
there, and there was only one- or two-
percent signal degradation after run-
ning through all that copper. Most of
our microphones didn’t react too
badly by taking them at mic level, and
powering them from the console. But
we've kept some Millenia HV-3D pre-
amps up there, because if we do any
serious string or classical recording,
we'll run the microphones straight into
the preamps, and then route the sig-
nals to the cable run.

How did you decide on what gear
to purchase?

Jenkins: We acquire a lot of gear
after listening to it.

Beresford: And stealing it.

Jenkins: Yeah, we just go down to
a lot of studios and take their stuff.
Isn't that what everybody does? But
really, we tend to do a lot of gear
shootouts and blind taste tests. We
have Helios Olympic Studio preamps,
a rack of Neve 1073s and 1081s, ancta
bunch of other stuff, such as Brent:
Avril APl knockoffs. | really like the
Brent Avril APl because it kas this ter-
rific presence and crispness. The Mer-
cury Audio Grand Pre also tended to
win a lot of our listening tests, and we
used it on Vanessa Carlton's last
album because you actually felt you

22 Q@ MARCH RMOO™ www.eqmag.com

were in a better mood when you lis-
tened to it. But ever since the Wunder
Audio Wunderbar console arrived, we
practically don’'t need our mass of mic
preamps anymore, because
everything on that console is so good.

Beresford: We really messed
around with recording media, too. For a
while, | was convinced the iZ Technol-
ogy RADAR V Nyquist was the best-
sounding thing, and we did almost all
of Vanessa’s aburms on the system. It
was really painful to edit on, but it just
sounded so good compared to every-
thing else. We borrowed the RADAR
for like three months because we just
had to discover which medium was
better—analog, RADAR, or Pro Tools?

And what did you find?

Jenkins: | think certain things
sound better recorded in different
ways. Drum sets and bass guitars are
more pleasing to me in analog. In the
digital realm, a lot of it is in the con-
verters. A mediocre converter versus a
really good converter is a much big-
ger difference than a good converter
versus analog tape.

Beresford: So we use a Studer
A827 analog 24-track for some stuff,
and everything else runs through a
Lynx Aurora converter and an Apogee
Big Ben Master Digital Clock into Pro
Tools at 24/96.

What do you like to use for
monitoring?

Beresford: Chris Pelonis built us
these great speakers that are recessed
into the wall. We use those a lot for
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Victorian

glory. We've always had Yamaha
NS10s as basic reference monitors,
but we were looking for something
we could listen to for hours and
hours on end without getting
fatigued. Of course, we did another
one of our shootouts—this time with
every pro-audio speaker we could
find. At the last minute, we found
these really wacky-looking Barefoot
Micromain MM27s with subs on their
sides. They were by far the sweetest-
sounding speakers all the way across
the spectrum. We never looked
back. | even bought a pair for myself
to use at home.

How about microphones?

Jenkins: On my first album, | was
extremely uptight about what to do,
so | begged and borrowed every
vocal mic by every dead German
you could think of, and the
Telefunken 251 won out repeatedly. |
ended up using it for the whole
record, and | finally convinced the
guy | was renting it from to sell it to
me. | must have paid for it three
times—including rental fees—but it
was still worth it.

Is that the only vocal mic you
ever use?

Jenkins: If I'm doing something
where | want to move around, or if
I'm working with an artist who wants
to move around, the Shure SM7 is a
really good mic. We use those a lot,
and the Neumann U67s often get
used for backing vocals.

Do you have tried-and-true
ways of recording, or are you con-
stantly experimenting with new
techniques?

Beresford: We still use traditional
methods so you don’t regret some-
thing later on, but, for me, it's all about
randomly trying things. For instance, |
haven't used a Coles 4038 in a long
time, because | never found an appli-
cation where they sounded good. But
we had to put the drum kit up in the
corner of the chamber just to tidy up,
so | thought, “What if | put the Coles
behind the drum kit?"” Suddenly, they
sounded amazing. So, you see, some-
times it's just pure experimentation—
something a little different.

Jenkins: Some very successful
producers tend to go, “This is my
trick. This is my setup. This is how
you do it. We'll double the guitars on
the verses, guadruple them on the

choruses, and then put everything
on the grid.” That's not the approach
we are taking at all.

Beresford: it's not really an eso-
teric type of thing=it's just fun to try
new things. Like today, we got this
Heil PR30 top-address microphone,
and we set it up on an amp. After
listening to it, we thought, “God, it
sounds horrible.” Then, | accidentally
knocked it almost upright, but | left
it there, and it ended up sounding
absolutely fantastic. If you look at it
now, you might think I'm using the
mic wrong—like it's a side address—
but it just sounds really good in the
“wrong"” position.

Like you’re getting the off-axis
response?

Beresford: Right! But it’s not like
we think we know better than any-
one else—it’s just like, hmm, we'd like
to give that a try.

Jenkins: | think what Sean'’s try-
ing to say is that we have no idea
what we're doing. We're just trying
to figure out what these things do
[/aughs]. But, really, | think that's a
much more exciting way to record.
You start with a song, and you get
excited about it. There's something
appealing that energizes it, and you
say, “Great, how do we put it
together? What amps should we
use?” Then, you choose something,
check out how it makes the song
feel, and you start fiddling with
things until you like the result. |
mean, we're being funny about not
being thoughtful about the record-
ing process, but not thinking too
much does allow for spontaneous
creativity.

Do you track with EQ and com-
pression, or do you save those until
the mixdown?

Jenkins: We've definitely been
taking a more natural approach. Our
focus is on the player and where it
all starts—the part, the fingers, the
instrument, the microphone, the mic
preamp, and just trying to get every-
thing in that combination. So we
basically leave EQ and compression
out. For example, we have a really
beautiful chamber to work with, so
we've been tracking vocals more
“Sinatra style.” If you want the vocal
to sound more open, just back away
from the mic. If you want the feel of
some compression, then get closer
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to the mic. Sean always has his hand
on the gain, so he’s the compressor.

Beresford: [Laughs.] I'm not
nearly fast enough to actually work
like a compressor, but that technique
has been working very well. | like
tracking things raw. | used to try too
hard. I'd hit the EQ hard, and I'd
really hit the compressors hard. Now,
it's so much more about having a
great instrument in a great space
with a great player.

Jenkins: At the end, when every-
thing is together, is when we’ll go,
“QOkay, there are still too many mids.”
That's when we bust out the EQ and
compressors, and start to explore
the sound more thoroughly.

Beresford: We use quite a bit of
compression when mixing. Some-
times, every last piece we have is
being used for the mixes. We're
using the Mercury Audio M66 com-
pressor on the vocals a lot.

Jenkins: We're also using the
Thermionic Culture on vocals to add
a little sweet harmonic distortion to
my life. We also put a lot of the gui-
tars through it, because it just
sounds fantastic.

Beresford: We don't use a lot of
outboard gear for spatial effects. In
fact, the only outboard units we
have are an old Sony SRE-777 sam-
pling reverb and an AMS RMX16. So
far, we haven't even turned up the
aux sends on the console. We do
use a fair amount of plug-ins. We
love the SoundToys stuff and
Altiverb for creating environments
and thickening things.

What is the greatest benefit you
discovered while recording your
upcoming album in this new space?

Jenkins: The thing I've realized
from having such a great space to
record in is this: When you're track-
ing an acoustic instrument—particu-
larly drums==you're not really
recording the drum, you're record-
ing the room that it's in. That's the
reason Led Zeppelin's drums sound
so amazing—the engineers were
focused on the sound of the room.
So when you listen to our new
tracks, a lot of what you'll be hear-
ing is the sound of the ballroom.
That natural approach definitely
gives the instruments a larger-
thanlife sound that is going to
punch you in the face. €@
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The 50th Anniversary of Kind of Blue

The best-selling jazz album of all
time, the stark modal style of Miles
Davis' Kind of Blue has inspired
countless musicians—everyone from
the Doors and James Brown to
Weather Report, Q-Tip, and
Portishead. Recorded in 1959, at
Columbia’s legendary 30th Street
Studio in Manhattan—which also
was the home for celebrated record-
ings by Bob Dylan, Aretha Franklin,
Johnny Cash, Billie Holiday, Charles
Mingus, and Sly & The Family
Stone—Kind of Blue was the divid-
ing line between Davis’ cool period,
and the exploratory music that
began with his revolutionary '60s
quintet. Housed in an abandoned
Greek Orthodox church at 207 East
30th Street, 30th Street Studio
measured 100 feet by 100 feet with
very high ceilings and gorgeous
wooden arches. The enormous
space was converted to suit the
acoustic desires of each artist with
the use of gobos and baffles, allow-
ing the studio to record everything
from small jazz groups to pop
singers to massive choral and
orchestral pieces.

“I always liked the drum sound in
there,” says Jimmy Cobb, the last
surviving member of the Kind of
Blue band. “You could play the way
you wanted to play, because the
engineers had control over

everything. They knew every spot
on the floor where the drums would
sound best. For the Kind of Blues
sessions, they put a mic right close
to the cymbal, so you can hear it
ping—you clearly hear the wood of
the drumstick against the cymbal. |
think there was one mic positioned
overhead, one mic placed between
the snare and hi-hat, and maybe one
more mic near the front of the drums.”

Produced by Irving Townsend with
engineer Fred Plaut, Kind of Blue
brought together the greatest jazz
musicians of the era: pianists Bill
Evans and Wynton Kelly, tenor saxo-
phonist John Coltrane, alto saxophon-
ist Julian “Cannonball” Adderley,
drummer Jimmy Cobb, and acoustic
bassist Paul Chambers. It was supposed
to be just another recording session
before the band returned to the road,
but Davis enforced a template of instan-
taneous creation by handing the com-
positions to the musicians practically on
the spot, and insisting on cutting the
pieces in one complete take.

“He liked the energy in the first
take,” says Cobb. “Miles always felt like
the more you did it, the worse it was
going to get. And with those kinds of
musicians, you could just tell them
what you wanted, and they'd give it to
you the first time.”

To commemorate the album’s 50th
anniversary, Columbia Legacy has

issued Kind of Blue: 50th Anniversary
Collector’s Edition—a comprehensive
box set that includes two CDs, a DVD,
and a 180-gram, blue vinyl LP. CD One
encompasses the March 2, 1959 ses-
sion that produced Kind of Blue's
“Freddie Freeloader,” “So What,” and
“Blue in Green;” the April 22, 1959 ses-
sion that brought forth “Flamenco
Sketches” and “All Blues;” and some
false starts and studio sequences. CD
Two presents a May 26, 1958 session—
the only other studio recording of the
sextet (Davis, Evans, Coltrane, Adder-
ley, Cobb, and Chambers)—with pro-
ducer Cal Lampley that produced “On
Green Dolphin Street,” “Fran-Dance,”
“Stella By Starlight,” “Love for Sale,”
and “So What,” as well as a 17-minute
live version of “So What” captured at
an April 1960 concert in Holland. The
DVD includes interviews with promi-
nent musicians, as well as the com-
plete 1959 television program, Robert
Herridge Theatre: The Sound of Miles
Davis. The vinyl LP is a worthy addi-
tion to this historical box set.

MASTERING FOR VINYL

Given the task of remastering Mark
Wilder’s 1997 two-track remix of
Kind of Blue for the 50th Anniversary
Collector's Edition, mastering engi-
neer Greg Calbi broke out his usual
setup at Sterling Sound: a Studer
AB80 2-track, Digidesign Pro Tools,

— Ll S p—

The original Blue men (left to right): John
Coltrane (tenor sax), Cannonball Adderley
(alto sax), Miles Davis, and Bill Evans (piano).
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Audio

by David Royer

MA-201 fet

introducing

MA-201fet

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

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

Visit mojaveaudio.com for
studio photos and audic
samples

The 50th Anniversary of Kind of Blue

Merging Technologies Pyramix soft-
ware, a custom Muth console, a Dan-
gerous 2-Bus Analog Summing Mixer,
a Focusrite Blue 330 mastering com-
pressor, a Blue 315 isomorphic equalizer,
a pair of EAR DAR 822Q equalizers, a
custom Wolifson tube amp, a Manley
Massive Passive tube equalizer and
Variable Mu Limiter Compressor, ProAc
Four monitors, and Wireworid and Har-
monic Technology cables.

“l had Mark’s 2-track tapes that
were mixed from the original 3-
track tapes,” says Calbi, "as well as
three or four pressings of Kind of
Blue from different eras. The early
versions had a bit of a different
bass sound than the '97 remix, and |
wanted to get as close to the origi-
nal bass sound as | could, because |
thought it spoke a little bit better.
We tried several different pieces of
equipment to get the roundness we
wanted on the bass. | ran the audio
into a custom line-stage amplifier
designed by Barry Wolifson, then
into an EAR DAR822Q equalizer—
boosting around 100Hz to get the
bottom as full as possible—and then
into the Muth console. Other than
that, | didn't want anything in my
signal chain that might change the
original relationships of the instru-
ments. | didn't want to start EQing
and changing the tone of things. It
was basically a transfer of the mix,
but fattened up to get it as smooth
as possible. That was my job with
Kind of Blue—to transfer the mix
flat, but with a color that would
enhance the sound of the horns and
the bass. The original mix tended to
be a little bit on the bright side.
There was a period in the early '60s
where everything was really bright.”

Calbi also worked hard to accu-
rately represent the original sonic
spectrum of the album.

“The elements that make Kind of
Blue most interesting to me are the
sound of the room itself, the horns
being panned hard right and hard left
in the stereo version, and the natural
dynamics,” he says. “The expressive-
ness and detail you can hear from
each player is amazing. And, when
mastering for vinyl, you can keep full
dynamic range without having to com-
press everything to be louder. Today,
people love their sh*t to be loud in
order to compete on the radio, or with
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other CDs. But for Kind of Blue, that
approach is irrelevant. This is music
that you want to cherish, and try to
enhance. You know, people always use
words such as ‘organic’ and ‘natural,’
but the only natural thing is sitting in a
room and hearing some guy play.
Everything else is all technology and
artifice.”

MASTERING FOR CD

As Sony's Senior Mastering Engineer,
Mark Wilder typically spends his
days remixing tracks both classic and
modern out of Sony’s Battery Mas-
tering Studios on West 54th in Man-
hattan (formerly the Record Plant).
Wilder has more experience with
Kind of Blue than almost any other
living person on the planet except
Jimmy Cobb. Wilder not only remas-
tered the quintessential Kind of Blue
mix from the original 1959 3-track
tapes, he discovered a playback-
speed flaw that remained on all Kind
of Blue pressings until 1992. At that
time, Wilder was revisiting the 3-
track safety reels from the original
1959 session for the Sony
Mastersound reissue of Kind of Blue,
and he noticed the three songs on
Side A were a bit sharp in pitch com-
pared to the same tunes on the
backup reels. Apparently, the main
3-track deck was turning slower than



normal during the March 2 session,
and when these tracks were played
on a machine running at the proper
speed, the slightly faster playback
produced the higher pitch. This is
why the CDs and LPs made from that
reel were sharp. Wilder surmised that
the main 3-track had received some
maintenance by the time of the April
22 session, and therefore the pieces
on Side B were tracked at the stan-
dard speed. Realizing that the
backup reels had never been played,
Wilder decided to use them to
remaster Kind of Blue for Columbia’s
1992 Mastersound SBM Gold CD
release, thus ensuring both “sides” of
the classic album were playing at
their proper pitches.

“For the 1992 Mastersound disc
where we did the speed correction, |
used a Studer 807 3-track and a Neve
8108 console to mix direct to a cus-
tomized Sony PCM 3402 DASH reel-
to-reel digital 2-track during that
period of time when Sony had its pro-
prietary 20-bit converter,” explains
Wilder. “For the final assembly, we
used the U-Matic 1630 digital format
tape. Basically, you recorded 16
bit/44.1kHz to a 3/4-inch videotape.
These were all modified machines, and
the connections were SDIF 2 instead
of AES. For its time, it was great. Edit-
ing was very linear. Unlike a workstation,

Al

it was hard to bounce around in time—
you pretty much had to assemble the
master from start to end.

“In 1997, when we wanted to
address Kind of Blue again, | had a
GML custom line mixer, and a basi-
cally pristine, all-tube Presto 3-track—
possibly the R-Il [1956] or Model 825
[1957]—which had a unique sound.
The GML console was a true step
up—it was by far more transparent
than the Neve. | did a flat transfer—no
EQ or compression—from the Presto
and GML to an analog Ampex ATR-
102 with Dolby SR running at 15ips.
Printing to analog allowed me to
move those original mixes into the
future for any technology change
that may come along, and these are
now the reference standard mixes of
Kind of Blue.

“We wanted the 50th Anniversary
reissue to be special in some way, so |
went with a different tape machine—the
Studer A80—and, instead of using the
newer Dolby SR 363 units, | went with
some standalone SR cards that fit into
the old Dolby 360 racks. We used Grado
cables to connect everything, and, keep-
ing in mind that we wanted a different
interpretation of the original tape, | ran it
through an EAR 825 Mastering EQ com-
pletely flat. | just wanted to get that Tim
de Paravicini [@ renowned high-end ana-
log engineer who designed the EAR

Miles Davis during the recording
of Kind of Blue in 1959.
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825] sound without fiddling with the
tonal balance—whicn | didn’t want to
change. If you compare the 50th
Anniversary CD with the 1997 release,
you'll find the 50th Anniversary disc a
littie warmer, and more inviting. Iit’s not
that the '97 version is abrasive—it's simply
1 years later. | am at a different place as a
listener, and as an engineer, and my inter-
pretation was different then than now.”
Still, retaining the original audio
character of what Wilder considers
“one of the best recordings Fred Plaut
ever did” was a paramount goal. He
also wanted to scrupulously document
the sounds of the vintage toals likely
used to craft Kind of Blue at 30th
Street Studio in 1959—a custom
Columbia console, Neumann M49
mics, Telefunken or custom-made mic
preamps, Ampex 300 or 350 tape
machines, Scotch 190 tape, and Altec

gmag.com
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John Coltrane and
Miles Davis (background).

Lansing Voice of the Theater monitors.

“You have three horns and a
rhythm section together in a huge
room, and Fred Plaut—the original
engineer—placed the mics with a
sense of where he wanted the per-
formers to be in the speakers,” says
Wilder. “The left, center, and right
balance was done before it hit the 3-
track tape. It's mostly a simple, static,
‘all faders up’ mix—even though Fred
was doing what was known as a live
mix. He was aware of the solos,
where the heads were, and who was
playing what—turning the mic pre-
amps up or down as needed. A per-
fect example 1s “Freddie Freeloader,”
where Fred is alittle late on John
Coltrane’'s entrance. The saxophone
sounds very echoey, and then, all of a
sudden, he’s there. Fred was a little
slow on the fader.” €@
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WARREN HAYNES’
| f1PROVISATIONAL TIPS
FOR STAGE & STUDIO

by Joel Patterson

Last year marked the 20th anniver-
sary of Warren Haynes' annual Christ-
mas Jam in Asheville, North Carolina.
In the past five years alone, Haynes'
charity jam has raised almost one
million dollars for Habitat For
Humanity. Truly marathon events, the
shows crisscross musical boundaries
and are driven by spontaneity. Past
performers have included the Allman

Brothers Band, Jackson Browne, Peter
Frampton, Gov't Mule, John Hiatt, Bruce
Homsby, Hot Tuna, Phil Lesh & Friends,
Little Feat, Living Colour, Branford
Marsalis, Dave Matthews, the Neville
Brothers, North Mississippi Allstars,
Trey Anastasio, Robert Randolph &
the Family Band, John Scofield, Marty
Stuart, Taj Mahal, Susan Tedeschi,
Derek Trucks, and Bob Weir.

“It's not like setting up and making
a live record where you've rehearsed

EQ MARCH ROOW www.eqmag.com

Warren Haynes.

everything, and everybody knows
exactly what's going on at every
moment,” says Haynes. "It's kind of
the opposite. We're trying to save
money SO more money ¢an go to the
charity, so there’s always going to be
a lack of gear to accommodate the 51
musicians that may appear through-
out the night. And there is very little
soundchecking. In the spirit of the
event, it's almost like the sound peo-
ple are improvising, too.”



Of course, it takes a certain mindset
to improvise comfortably—even for a
jam-band guitar hero such as Haynes,
who has logged tenures in Gov't Mule,
the Allman Brothers, and the Grateful
Dead. Decoding that improvisatory
mindset can pay big dividends in the
studio, where “happy accidents” are
often the elements that can transform
rather ordinary music into something
truly magical. Here, then, are a few
“codebreakers” from Haynes himself.

FIND YOUR MUSE

“The Gibson Les Paul is my guitar of
choice,” says Haynes. “| have a Gibson
signature model that is a combination
reissue of a '58 and a 'S9 Les Paul. I've
always been drawn ta creamy and rich
guitar sounds. I'm not one of those
people who gravitates toward more
thin or harsh sounds, and, for some
reason, a lot of my favorite sounds
growing up were either made by some-
one playing a Les Paul, or someone
playing something that sounded like a
Les Paul. Like any musician, it's impor-
tant to find your own sound. You're
always searching for it, and you never
completely find it. But sometimes you
get close to it, and you want to stick
with that approach. This is why the Les
Paul is a big part of my voice.”

SEEK LIFE-LONG INSPIRATION

“The first sounds | remember moving
me were the sounds of regional black
gospel music coming over the radio in
North Carolina, where | grew up. It
made the hair on my arm stand up. |
was perhaps too young to know what
was going on, but something
happened. Then, shortly after that, |
discovered soul music—James Brown,
the Four Tops, the Temptations, Sam
and Dave, Wilson Pickett, and Otis
Redding. That was my first love, musi-
cally speaking. Long before | ever
heard rock and roll music, | was in my
room singing along with soul records.
It was the sound of the singer. The
voice itself. | fell in love with voices.
Levi Stubbs from the Four Tops, Dennis
Edwards from the Temptations, Otis
Redding, James Brown, and Sam
Moore from Sam and Dave—they all
had these phenomenal voices. |
remember at an early age hearing B.B.

King and Ray Charles, being moved by
their voices, and then eventually
putting together that they also played
their instruments very well. That was a
light bulb for me—‘Hey, you can sing
and play an instrument!™

PLAY WITH OTHERS

“When | was 12 years old, | found some
like-minded kids my age who became
my best friends because we all shared
an interest in music. We would get
together in somebody’s house, and
annoy their parents by playing really
bad music. We thought we were doing
the right thing. In hindsight, we started
out screeching, but | think we thought
it was better than it was at the time.
But the main thing here, is that it's
really important you never forget the
impulse, the spark, and the desire of
making music with other people. it’s
a critical connection, and that con-
nection is even more important than
sitting in your room and practicing
and practicing—even if you know
you're getting better and better. It's
only through other people that you can
verify you're able to communicate
through music.”

SHAKE OFF THE SELF-LOATHING
“There are always moments when
something technically goes wrong, or
musically goes wrong, or things just
aren't gelling or clicking. | think many
musicians tend to over-amplify what
that really means. In our brains, it's a
catastrophe. You tell yourself, ‘Every-
one in the audience knows exactly how
bad this is.’ You have to remind your-
self that it's never as bad as you think. |
don't think an audience’s reaction, and
what a musician thinks are the same.
As an example, some nights | might
walk off stage thinking | had a terrible
night, and yet someone who has seen
me play many times might come up to
me and say, ‘Wow, that’s the best I've
ever heard you.” And | may walk off
stage one night thinking, ‘Wow, | had a
really good show. | discovered some
new territory.’ But, again, someone
who has seen me many times could
come up and say, ‘Eh, I've heard you
play a /ot better’ The lesson here is not
to self-edit too much. Just play,
because no matter what you do,
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someone other than yourself is going
to decide whether it's great or not.”

SCREW THE CRITICS

*On the other hand, you can't care
too much about someone else’s opin-
ion of what you just did. That can
freeze you up. It's more important
that what you played remains impor-
tant to you.”

FEARLESSLY SEEK THE UNKNOWN
“For musicians hooked on improvisa-
tion, a good night is when you discover
something new.”

CHECK YOUR MAP

“Some of the bands | play in—such as
Gov't Mule, and, to a certain extent, the
Dead—are enhanced by my using
effects, such as wahs, tremolos, octave
dividers, Leslie simulators, and such.
When we first started Gov't Mule, for
example, | wanted to utilize effects,
because, in a trio, it's nice to have the
different textures, because you don't
have keyboards, additional guitars, and
all that kind of stuff. But in the Allman
Brothers, | just go straight into the
amp, because that’s the sound of the
band. You have to keep your ears open
to what will work in different musical
environments, because it's often differ-
ent for every situation.”

LET GO

“When musicians come together to
raise money for charity—like the Christ-
mas Jam—it can kick you into a differ-
ent mindset because of the spirit and
the intent of the event. For one thing,
you think back to why you started
playing music in the first place. You
didn’t start to get paid, or to achieve
some sort of chart success, or what-
ever different musicians end up aspir-
ing to. You probably started because
something moved you, and made you
want to play or sing. Of course, you
don’t need to play a charity event to
get into that mindset. Whatever you're
doing—playing a show or making a
recording—just keep in mind that some
beautiful music can be made with very
Iittle structure and very little scripting
or rehearsal if the right elements are
combined at the right time with the
right intent.” €@
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CREATIVE ALTERNATIVES
TO ELECTRIC BASS GUITAR

by Scott Mathews

As a music producer who spends
most of my waking hours in the
recording studio, it's safe to say | work
on a lot of bass parts. As the majority
of my projects are in the rock, pop, or
singer/songwriter field, it is also safe
to assume the bass parts | use are
done on an electric-bass guitar. By
and large, a great bass guitar part
expresses what | typically go after in
my productions, and the sound of
that instrument fits perfectly into the
sonic spectrum | wish to create. But
there are situations that call for other
approaches than the tried-and-true
“bass into a direct box and/or amp”
method.

When establishing a bass pattern
and feel for a song, many things come
into play. How well does the groove
support the phrasing of the vocal?
Does it feel too busy, or perhaps too
lifeless? Sometimes, the part is great,
but the instrument itself needs to
change. As a resuit, | like to view the
bottom end of a recording as some-
thing that can be accomplished with a
plethora of instruments. Even if | am
working with a band that presents its
signature sound with a bass guitar,
that doesn't mean we have to stop
there to capture the best sound on
the recording. Hey, think of all the
overdubs the guitarists and vocalists
get? Let’s give the bass player some!

SYNTH BASS

One of the most common additions to
the sound of an electric bass | employ
is a synth. | am not alone in this prac-
tice, as some of the biggest selling
bands in history (the Police, U2, the
Killers) have used this technique to
great effect. Often times, the synth
part will hold down some subsonic
tones that simply ape or accentuate
elements of the bass guitar part to
enhance the overall dynamics and
sound to be more interesting, and,
possibly, huge. As each song should

always be approached
separately, some may
want an aggressive and
punctuated top end to
the bass guitar. When
that part is recorded, see
what happens if you tease
in a lower sound you can
feel, but not really hear in
the mix. You may be
pleasantly surprised.

ORGANS

Other times, a bass gui-
tar might want to be
replaced entirely by
another instrument. | par-
ticularly like using organ bass pedals
for songs (or sections of songs) that
call for a long tone that needs no real
percussive quality. There is an ominous
tone that organ pedals provide that
sends a very unique vibe to the bot-
tom end. Brian Wilson used this tech-
nique to perfection in the quiet
instrumental section of the timeless
classic “Good Vibrations.” Of course,
other choices of instruments can be
used to replace the electric bass, such
as upright bass, synth, and tuba (for
you brave ones).

Another expressive organ option |
love to use is the “black keys” section
of a vintage Farfisa Organ. The same
effect can be achieved with a Vox
Continental, or any organ that has
black keys on the far left side of the
keyboard. These sounds are not
exactly “pretty,” and when a bit of
distortion is applied, you can get a
grainy tone that can blend very well
into an aggressive track.

UPRIGHT BASS

I've also used an upright bass to
double an electric bass part. Listen
closely to The Police's “Every Breath
You Take,” and you'll hear that com-
bination. Intonation is key when
attempting this, so | suggest you
record the fretted bass first, and
then the upright (or fretless bass)
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afterwards. Mess around with the
balances in the mix to get the flavor
you want.

LOW END CAN BE ANYTHING
The basic premise here is that your
bass parts don‘t have to be
performed the usual or more literal
way. Experiment with other textures
in diffecent sections of your songs,
and see if the results make improve-
ments to your track.

in addifion, if you are a bassist
who can play keyboards (even just
one note at a time), you may find
yourself ta be more in demand as a
studio session player. And if you
are a bass player who feels this
article is aiming to somehow take
your gig away, how you know how
drummers have felt ever since the
invention of the drum machine! But
we all know that drummers playing
real drums will never be replaced—
even if it's just to add a human ele-
ment to digital loops. The same
concept applies to bass players.
You will always be needed to lay
down the battom line, but the instru-
ment and approach required to best
serve a track might be something
other than an electric bass guitar. €@

Check out producer Scott Mathews
at www.scottmathews.com.
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MAKING MUSIC A LA MOOG

by Joel Patterson

For a word that started out as some-
one’s name, “Moog” has entered the
lexicon as a synonym for electronic
keyboard wizardry. From building and
popularizing the Theremin during the
'50s, to introducing a keyboard
device that expanded on this concept
by allowing the creation of sounds
without any real world counterpart,
the late Bob Moog’s work led directly
to the ability of a single musician to
compose and record multi-layered
audio productions. In other words, it
led to you.

And there is no one more Moogy
than Roger O’Donnell. Having served
an apprenticeship in a succession of
rock bands (Thompson Twins, Psy-
chedelic Furs, The Cure), he’s arrived
at poster-child status for the possibil-
ities of the Moog Voyager, the latest
and most versatile Moog synthesizer.
His new album, Songs from the Silver
Box [Great Society], is a tour-de-
force that demonstrates the limitless
potential for crafting profoundly
expressive, emotionally stunning
music by sitting at a keyboard, star-
ing into space, and letting your imagi-
nation run wild.

COMPOSING VIA LOOPING

“The Voyager is an incredible instru-
ment,” O’'Donnel declares. “| compare
it to a paint palette: You can mix any
color you want, in any kind of time
signature. Usually I'll just be fooling
around, I'll find a sound, and then the
sound will suggest the rhythm and the
pattern. That's how each song starts,
Then, when | have a groove going, |
release the loops, let them play, and

play over top of it. For example, take
‘The Prince of Time’ and that piucking
sound in the first phrase. | will have
played that for maybe a minute or
two—maybe more—and then found
the best bit of it, cut it out, and
looped it. From the discovery of the
first sound, it's a very auick process. |
usually have finished the whole song
within two or three hours.”

O’Donnell records these perfor-
mances into Apple Logic (through a
MOTU 828 into a Macintosh computer)
with a fairly sparse complement of
controllers and peripherals: Mackie
Control Surface, two 20" Apple Cinema
displays, a Mackie Big Knob for moni-
toring, and Mackie 824 monitors.

RECONCILING THE RIGHT AND
LEFT BRAIN

“I think of Logic in the computer as
my left hand, and the music goes
through the middle of me and out to
my right into the Voyager. It’s like one
fluid, conjoined organic thing. The
song will suggest a slight change in
an envelope, tightening the filter
slightly, or using a different wave
shape; there's not a distinction
between those aspects.”

FORGET THE HOUSEKEEPING, KEEP
THE CREATIVITY

“I pay attention to [housekeeping, like
setting tempo, levels, and naming
tracks] only at the start, because |
can’t stop [the creative process]. If |
stop it, then | lose the process, lose the
creativity. So, yeah, the housekeeping
things tend to get overlooked. When
the rhythmic part of the song starts,
I'm going ‘Okay, yeah, what’s that . . .
90... yeah, 95 beats per minute,
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that'll do it.” All of my songs are either
on the ten or the five BPMs.

“Engineers hate it when | give them
tracks for remixes, because my levels
are all over the place, and sometimes
I'll start before the Voyager's tuning is
stable—the whole track ends up sharp.
Creating my music is a very instant
thing, but sometimes when it’s all over
I wish | had set things up differently at
the beginning.”

ON THE “DEMOCRATIZATION” OF
MUSIC

“I think it's great—it allows millions and
millions of people to make music—and
it just shows the level of creativity in a
lot of people is incredibly high. in the
old days, whenit cost a million pounds
to record an album, who could do that?
Who could afford a multitrack machine?
But now, you can walk into a shop, buy
a little setup, and bang out an amaz-
ingly good-sounding record. I'm still
blown away | can burn a CD—when |
started, all | had was a Fender Rhodes!”

On his new disc, O’Donnell worked
with Bryan Michael (beats program-
mer), his partner Erin Lang who sings
on three songs. and Australian singer
Lenka Kripac, a long-distance collab-
oration that yielded the infectious “In
Your Hands Now.” The title and lyric
came from a tossed-off comment of
Lang’s: After O'Donnell had finished
the instrumental track and was ready
to send it off, she commented, “Well,
it's in her hands, now.”

His website, www.rogerodonnell.com,
includes detailed discussions of his
career, a guided tour of his studio
gear, his favorite keyboards, videos of
live performances, and even a taste-
ful, tinkling ringtone. €@
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Aron pumping up the groove with his
weapon of choice—an S5L 4000.

DAVE “DIZZLE” ARON
IN RECORDING
HIP-HOP DRUMS

by Roberto Martinelli

Dave “Dizzle” Aron is one of the
biggest names in hip-hop recording.
He has worked on big albums by top
artists sucn as Snoop Dogg, Tupac
Shakur, P. Diddy, and Tha Dogg
Pound. He's also no stranger to other

kinds of music, having recorded with

U2, Prince Suolime, and Dubb Union.

If there’s a guy to ask about how to
get phat, orgamic beats to go along
with your drum loops, it’'s him.

What’s the main challenge to
recording live drums for a typical
hip-hop track?
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it’s that you're often dealing
with a sequenced version of a song
So, if you're adding drums_ you're
adding them to something
sequenced, or you're going to loop
the drums, or you’re going to
match those drums to a loop or a
seguenced drum pattern. Initially,



it's about choosing the drum
sounds to match the song.

Are there other considerations?

It's also important to make sure
the drummer is locking to the loops.
When | was working on the Gridlock
soundtrack, Steve Ferrone came in,
and he’s a fantastic pocket drummer.
There was no doubt he would match
the loop exactly, and there would be
no flams. | don't like moving the
drums in the computer to match the
loop. Having a drummer being natu-
rally locked in is what gives a live feel
to the recordings.

When you're putting live drums
on a sequenced track, do you prefer
certain types or sizes of kits to
deliver the sound you want?

It doesn’t really matter if the kit
is small or large, because the focus
is typically on the kick and snare. |
might go for a clean, dry recording
of those elements alone, and then
overdub toms and cymbals later.
There’s no rule that says you have
to do it that way, but 've taken that
approach many times. Now, if I'm
going for a more old-school feel for
the live drums, | might go with
more room mics, and record the kit
as a whole. As | said earlier, the
most important aspect is ensuring
the drum sounds match the feel of
the song.

How do you prep the kit for
recording?

You have to start off with a good-
sounding acoustic kit. If the kit is
rinky-dink, it's going to be much
harder to get a good sound—even if
you have excellent engineering skills.
I'll stand next to the kit, and listen to
what it sounds like in the room. Then,
I'll add tape, padding, a ring on the
snare, or even a little t.ssue paper to
dampen the ring and resonance if
necessary. Even before the mics are
set up, 90 parcent of the job is

zlready done. Of course, if you have a
bad-sounding kit, you can always use
something like Drumagog Drum
Replacer to change out the drums for
some samples. | don't like to go that
route, though, because it means |
wasn’t able to get good sounds to
begin with. If | use samples, it’s to
supplement the acoustic sound—not
replace it.

What size room do you find
works best for tracking hip-hop
drums?

A medium-sized room—notning
too large. I'd rather lean toward
something more dead for hip-hop
drums, because the lack of
ambience works better with drier-
sounding drums.

What's your usual approach to
miking?

For close-miked sounds, | might
position an Electro-Voice RE20 or a
Shure SM57 pointing directly at the
top of the snare, moved in as close
as possible to the center of the
drum, and sitting about two fingers
from the head. I'll also put a Shure
SM81 on the bottom head of tne
snare. | like to put a mic away from
the kick drum to get the stanciing
waves as they develop, and mix in
that sound with a close-miked kick
drum. | might even delay the close-
miked kick, because it's good to
play with the phase relations when
you're trying to get a big drumn
sound. As far as mics go, | like the
AKG DN2 for clicky and direct kick
sounds, and the RE20 for warmer,
beefier sounds, and | never fight with
the drummer if he wants the tront
head on or off. For room mics, |
might throw up some Neumann U87s
or AKG 451s. Those are sensitive
mics, but they capture a good low
end. ! like them on toms, too. | gen-
erally use a stereo pair of AKG C414s
as overheads. For the hi-hat, | like to

use a Shure SM8I1, a Shure SM51, or an
AKG C451.

You mentioned playing with phase
relationships—which is something
that recording engineers seem to
talk about a lot. How do you
determine when your mics are in
proper phase?

You have to listen, but it’s more
about whether the sound you hear is
the sound you want. For example, if
you're bringing up a second kick-drum
mic, and it has a fully developed bot-
tom end, that’s ali that matters if
that’s what you’re going for. It might
be out of phase, but it sounds good.
Now, if you hit the Phase button on
your console or mic preamp, and the
'ow end goes away, then the signal
might be in phase, but the sound isn’t
what you want.

How do you like to mix drums?

| like mixing on the same board |
track with, and then busing straight
to tape. Ha! When | say "tape,” it's
straight to Pro Tools [laughs]. My
preference is an SSL 4000, but if |
don't have access to the SSL, and |
have to use plug-ins, I'll run the drums
through an 1176 emulation. | might run
the kick drum through a dbx 160x or a
Pultec EQ, and the snare tracks would
go through a 160x, as well, or maybe
an APl EQ to add some shap.

What's your position regarding
EQing drum tracks?

A long time ago, a guy told me if
you take SO0Hz out of the kick drum,
it seems to tichten it up a lot. But,
with hip-hop, | might not want that
attack. With hip-hop, it's often better
to go for all the low end you can get.
For the snare, there are no basic EQ
moves. I'll just use a high-pass filter
on the snare and toms so they won't
rumble through the whole song. |
rarely like to gate drums, as the gates
always seem to cut off the sound at
the wreng times. €2
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SIX GOLDEN RULES
FOR PRODUCING
YOUR OWN VOCALS

by Cliff Goldmacher

Few studio gigs are as torturous as
cutting transcendent vocals. So much
is as stake, and everything from
phrasing to timbre to pitch and emo-
tional delivery has to be absolutely
compeilling in order to seduce a lis-
tener’s ears. It's bad enough when
you're trying to coax a magnificent
performance out of an artist, but the
stress levels can really slam into the
red when you're tasked with record-
ing your own vocals, and must simul-
taneously juggle the responsibilities
of artist, engineer, and producer. To
help you succeed in such tricky
endeavors, here are six “golden rules”
for cutting your own vocal tracks.

GET COMFORTABLE

This is not the time to drive yourself
batty with logistical issues. You need
to focus on the vocal performance,
not how difficult it is to reach your
mouse from the mic position. Make
sure all necessary gear is within
reach. Then, devise a self-recording
scheme that is conducive to a hassle-
free performance—no mic or head-
phone cables twisting annoyingly
around your feet or head, nothing
closing in around you (boxes, furni-
ture, or walls) that might invite claus-
trophobia, and so on. If you hate
singing to a mic on a straight stand,
make sure you have a boom stand
available. In short, viciously terminate
any elements that will prevent you
from having a good time singing.

DON’T SWEAT YOUR ENVIRONMENT
There are no rules that require you
to be in a soundproof vocal booth to
get a great vocal sound. Some of my
best-sounding vocals were recorded
sitting backwards in a chair in the
control room. There are some gener-
al considerations such as making
sure the space you're recording in
isn't too noisy or too reverberant
(unless you’re prepared to have

those sounds in the mix, of course).
You can minimize a lot of these con-
cerns by tracking in a quiet, carpeted
room, or by placing some blankets or
towels on a hardwood floor (posi-
tioned to minimize unwanted
reflections). Outside noise can be
diminished by shoving towels under
door jams, and muffling windows by
positioning foam or thick blankets
around them. You should also set
your mic to its cardioid pattern, and
sing close to it (perhaps an inch or
two away), using a pop guard or
turning your mouth slightly off-axis
to the mic in order to avoid major
plosives and sibilance

REMEMBER THAT YOU’'RE

AN ARTIST

Singing is a musical endeavor, and,
too often, this concept gets lost in
technical concerns. So, as soon as
you set up your vocal chain and test
levels, forget about all the gadgets
and lights and just sing. When you
approach the microphone, your only
task should be to let the song move
you, and to communicate that emo-
tion to the listener. Stay away from
any and all production concerns,
such as whether you're hitting the
notes exactly on key, or whether your
timing is good.

COMP FREELY

Of course, it's easier to forget about
production concerns when you know
you can deal with any imperfections
later. For this reason—and many oth-
ers—| am a firm believer in compos-
ite (comp) vocal tracks, because
they allow a vocalist to sing a song
from beginning to end multiple
times. You can simply feel your way
through the material as many times
as you want, freely allowing the
music to guide your performance
without your having to worry about
details. After all, getting bogged down
in trying to fix a word or a line by
punching-in immediately after a take
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can be draining, and you shouldn't
do anything that might take the life
out of a vocal performance. So just
sing multiple passes without allow-
ing your editor/critic/producer into
the equation. Just remember to label
and save each take as you go. When
you feel you've given it your all, and
you are done singing, then you can
put on your producer hat, listen back
to each vocal take, and mark on a
lyric sheet where the current take
includes some good lines, After
you've listened to every pass, and
have taken the appropriate notes,
there may still be a few lines that
need work. Now, you can go after
them knowing exactly what you're
missing and how to fix it. The more
you keep the producer and artist
separate during the comp vocal
process, the more effective you'll be
in getting a great performance.

KNOW WHEN TO STOP

Even when freeing your mind by tak-
ing the comp track approach, there’s
always a danger your “producer
head” will still creep into your “artist
head,” and drive you to keep singing
and singing. Your brain will torment
you by causing you to think, “l know
tne perfect vocal is just one take
away,” and you'll lose the perspective
to determine when things are going
well and improving, or when enough
is enough. My recommendation is to
take a short break every hour or so,
and listen back to what you've sung.
You may discover your best perfor-
mance was five takes ago, and you've
been wearing yourself out needlessly.

THE LYRICS RULE

The best singers sound as if they're
talking directly to you. You believe what
they're saying, because they believe
what they're saying. Simply put—just
tell the story. When you truly under-
stand the lyrical content of a song, the
emotions, phrasing, pitch, vibe, and
performance should follow. €@
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a lot of platinum albums in my time and I wish I
had an ADK mic then. I enjoy using the ADK products
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many different flavors ADK offers! ’ ’

- DMC

THE S-7

The S-7 is the perfect mic to record shredding guitars, booming
drums and other loud seund sources. How loud? It delivers
absolute clarity at 150dB!! Very versatile mic - if you can only

afford one mic for your studio this is the one!

Best use:

~ Qutstanding mic for guitar/bass cabinets
~ Ideal for tracking loud sources

~ Kick, snare and floor toms

~ Great multi-use mic

The A6 was specifically designed wath digital recording in
mind, sa that is why it delivers uitra clear results when
tracking @ wide range of instruments and voices. Your
acoustic guitar will love the A6!
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# Your acoustic guitar will never sound better!
» Qutstanding voice-over mic
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the sparkling presence, lush warmth and superb .
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Fig. 1. Adding analog components to the recording chain.
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Fig. 2. The SSL G-Equalizer from Waves.

ISING ANALOG GEAR
WITH DAW MIXDOWNS

by Robert J. Shimonski

With DAWSs, most engineers use digi-
tal plug-ins for effects processing
when recording ana mixing. Although
digital recordings are well-known for
their low noise, low cost, near perfect
audio quality, and easy editing, this
doesn't mean they're the best solu-
tion for every situation; in fact, all-
digital productions run the risk of
sounding “sterile” and ane-dimen-
sional. On the other hard, analog sys-
tems are known for the character and
“shape” they give to your sound, so
let’s explore how combining the two
can benefit you and your recordings.

USING AN ANALOG PREAMPLIFIER
If your overall mix lacks character or
is too dry, try sending your final mix-
down through class-A preamp cir-
cuitry to add the color and warmth of
analog before final processing. Figure
1 shows the DAW's output signal
being sent through a pair of class-A
preamps, and then to a mastering
deck for adding final tweaks and get-
ting the product ready for Red Book
creation. Even if you don’t use a mas-
tering deck and bounce back into
two DAW tracks for export, the ana-
log element still makes a difference.
Most preamps (see sidebar) come
with high-end circuitry that allows
enhancing the sound, as well as
manipulating the frequency response
utilizing filters and other features. Of
course, the “core” technology makes
a difference as well; a tube preamp

will sound different compared to a
solid-state type.

USING ANALOG COMPRESSION
Another way to interject analog
sound into your final mixdown is
with an analog compressor and/or
limiter—this makes the perfect com-
plement to the analog preamp. A
good compressor provides the flexi-
bility to add analog dynamics control
to any recorded etement: individual
tracks, a submix, or your final mix
sent to a mastering deck (if you run
out of hardware, bounce the track
through the analog gear). You can
send your signal from your DAW,
through the analog compressor, then
the analog preamp, and finally into
the mastering deck—this gives the
best sequence for tweaking your
sound after final mixdown.

However, be very careful about
applying compression in your final
mix. Over-compressing your signal
can make the overali product sound
“squashed,” ana may add hiss. Make
sure you test each mix on a few dif-
ferent sets of monitors (including
ones that accentuate the frequencies
you are looking to pull out in your
mix, SO you can hear that part of
spectrum as clearly as possible).

COMBINING ANALOG AND DIGITAL
EFFECTS

Although there are some amazing
plug-ins that really can augment your
recordings, many would still argue
that nothing adds the warmth and

€Q MARCH BROD™ www.eqQrmrag.com

color obtained by sending your digi-
tal signal through an analog device.
But then trere's the issue of budget,
as you can't necessarily afford every
piece of outboard gear you want.
Fortunately, there’s a compromise
between remaining 100% digital ana
using tons of analog gear: Using digi-
tal plug-ins in canjunction with some
carefully-selected analog equipment.
Just like the hardware mentioned
in the sidebar, you can buy plug-ins
that are digital remakes of celebrated
anafog equipment. For example,
Waves is a campany well-known for
their quality plug-ins that many would

ANALOG INSERTS IN A

DIGITAL WORLD

Many DAWSs now provide a way to
treat external audio gear as “plug-
ins” within tracks or buses.
Basically, you insert an “external
gear” plug-in that sends the signal
to an unused output (or output
pair) on your audio interface. This
patches to your analog gear, which
then returms to two unused inputs
on the audio interface and appears
at the plug-in's output. The only
downside is the latency caused by
going through additional stages of
A/D conversion and interfacing,
but several programs provide
automatic compensation, and with
those that don’t, you can always
do manual timing adjustments by
moving tracks forward and back-
ward in time. —Craig Anderton



also argue come extremely close to
emulating vintage Neve, API, and SSL
console sounds. With the release of i
their SSL-inspired line of software as : .vm‘rzecw
a more specific example, you can use AUDIO
SSL filters to tighten up your sound ® °
as well as make gain adjustments to
your production within your DAW.
The four-band equalizer in Figure 2,
modeled on the SSL G Series EQ292,
is very helpful in giving your produc-
tions that “vintage SSL” sound.
Nonetheless, as mentioned before it's
a good idea to infuse some true ana-
log processes into your productions if
you want to nail that sound exactly.
Plug-ins are great tools, but they're
still reliant on digital technology.
There’s no need to keep everything
in the digital domain, or for that mat-
ter, go all-analog. Using all of these tools
together can help you produce great-
sounding work, help your mixing
process, and prep your work for final
mastering—and provide an analog
quality to a digital production. €&
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KILLER GEAR WITHOUT KILLING YOUR BUDGET: TRY A REMAKE
Since even a single Neve channel may be too costly for many studio owners
looking to expand their systems, an antidote to the huge price tag associated
with high-end *vintage’ gear is to try a remake or emulation of products like
the famous Neve 1073, Vintech Audio has come out with a great line of analog
equipment, such as the X73i (pictured above), which capturles the “vintage” sound.
The X73i is a single-channel preamp with the layout of the original Neve
1073 design. The X73i also comes with added enhancements, such as a 1/4"
instrument input on the front panel and additional equalization options (e.g.,
expanded midrange choices) essential for both recording and mixing. Or,
consider a stereo unit such as the Vintech Dual 72, which consists of two
class-A, all discrete, transformer-balanced mic pres built with the same basic
circuit design and components as the classic Neve 1272 module. (You could
also use a pair of X73i pres—one for the left and one for the right channel.)
Once you’ve sent the mix to the mastering deck, you can further com-
press, limit, normalize, or equalize your final sound and lastly, make a Red
Book master that retains an “analog” sound quality. A home studio owner
could set up a DAW, use a pair of X73is and an Alesis MasterLink, and create
amazing recordings for a comparatively low cost.
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CHEAT

SHEET

'QUICK VOCAL FIXES

|

by Craig Anderton

Cheat Sheet delivers concise, explicit
information about specific record-
ing/audio-related tasks or processes.
This installment describes basic
vocal processing.

POP FILTER?
Some engineers feel pop filters detract
from a vocal, but pops detract from a

vocal even more. If the singer doesn’t
need a pop filter, fine. Otherwise, use one.

NATURAL DYNAMICS PROCESSING

The most natural dynamics control is
great mic technique—moving closer for
more intimate sections, and further
away when singing more forcefully. This
can go a long way toward reducing the
need for drastic electronic compression.

When compressing vocals, pay close
attention to the compressor’s gain
reduction meter as this shows the
amount by which the input signal level
is being reduced. You generally don’t
want more than 6dB of reduction. To
lower the amount of gain reduction,
either raise the threshold parameter, or
reduce the compression ratio.

NATURAL COMPRESSION EFFECTS

Lower compression ratios (1.2:1 to 3:1) give
a more natural sound than higher ones.

USE COMPRESSION TO TAME PEAKS

WHILE RETAINING DYNAMICS
To clamp down on peaks while leaving
the rest of the vocal dynamics intact,
choose a high ratio (10:1 or greater)
and a relatively high threshold (around
-1 to -6dB). To compress a wider range
of the vocal, use a lower ratio (e.g., 1.5 or
2:1) and a lower threshold, like -15dB.

COMPRESSOR ATTACKAND
DECAY TIMES

An attack time of O clamps peaks
instantly, producing the most drastic
compression action; use this if it's
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crucial that the signal not hit OdB, yet
you want high average levels. But con-
sider using an attack time of 5-20ms to
let through some peaks. The decay
(release) setting is not as critical as
attack; 100-250ms works well. Note:
Some compressors can automatically
adjust attack and decay times according
to the signal passing through the sys-
tem. This often gives the optimum
effect, so try it first.

SOFT KNEE OR HARD KNEE?

A compressor’s knee parameter, if pre-
sent, controls how rapidly the compres-
sion kicks in. With soft knee, when the
input exceeds the threshold, the com-
pression ratio is less at first, then
increases up to the specified ratio as the
input increases. With hard knee, once
the input signal crosses the threshold,
it’s subject to the full amount of com-
pression. Use hard knee when control-
ling peaks is a priority, and soft knee for
a less colored sound.

TOO MUCH OF A GOOD THING

Compression has other uses, like giving
a vocal a more intimate feel by bringing
up lower level sounds. However, be care-
ful not to use too much compression, as
excessive squeezing of dynamics can
also squeeze the life out of the vocals.

NOISE GATING VOCALS

Because mics are sensitive and preamps
are high-gain devices, there may be hiss
or other noises when the singer isn't
singing. A noise gate can help tame this,
but if the action is too abrupt the voice
will sound unnatural. Use a fast attack
and moderate decay (around 200ms).
Also, instead of having the audio totally
off when the gate is closed, try attenu-
ating the gain by around 10dB or so
instead. This will still cut most of the
noise, but may sound more natural.

SHIFT PITCHES FOR RICHER VOCALS

One technique for creating thicker
vocals is to double the vocal line by
singing along with the original take, then
mixing the doubled take at anywhere
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from O to -12dB behind the original.
However, sometimes it isn’t always pos-
sible to cut a doubled line—like when
you're mixing, and the vocalist isn’t
around. One workaround is to copy
the original vocal, then apply a pitch
shift plug-in (try a shift setting of -15 to
-30 cents, with processed sound only).
Mix the doubled track so it doesn’t com-
pete with, but instead complements,
the lead vocal.

FIXING A DOUBLED VOCAL

Sometimes an occasional doubled word
or phrase won't gel properly with the
original take. Rather than punch a sec-
tion, copy the same section from the
original (non-doubled) vocal. Paste it
into the doubled track about 20-30ms
late compared to the original. As long as
the segment is short, it will sound fine
(longer segments may sound echoed;
this can work, but destroys the sense of
two individual parts being played).

REVERB AND VOCALS

Low reverb diffusion settings work well
with vocals, as the sparser number of
reflections prevents the voice from
being overwhelmed by a “lush” reverb
sound. 50-100ms pre-delay works well
with voice, as the first part of the vocal
can punch through without reverb.

INCREASING INTELLIGIBILITY

A slight upper midrange EQ boost
(around 3-4kHz) adds intelligibility and
“snap.” Be very sparing; the ear is highly
sensitive in this frequency range.

“MOTION” FILTERING

For more “animation” than a static EQ
boost, copy the vocal track and run it
through an envelope follower plug-in
(processed sound only, bandpass mode,
little resonance). Sweep this over 2.5 to
4kHz; adjust the envelope to follow the
voice. Mix the envelope-followed signal
way behind the main vocal track; the
shifting EQ frequency highlights the
upper midrange in a dynamic, changing
way. Note: If the effect is obvious, it's

mixed in too high. €&

e ke e o e e e e e e e e ST e




65,000 square feet of gear

| el 3 |
T‘*'; q-
] ST
- ﬂ‘ —
> < - 2 = T ———
Q ¢
Subscribe to the
B&H Pro Audio Catalog
www.bhphoiovideo.com/catalog
~ ]
» 3

Visit Our SuperStore bhproaudio.com..,.., 800-947-5518 VSO~ 8D AUD