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WAVES HORIZON A New Premium Collection from Waves 

As a music production professional. there are certain things 

you just can't live without: A good room. Good mics. Good 

monitors. Good music. And Waves. 

You need versatile mixing tools that bring out the best of each 

and every performance. You need the warm, incomparable 

sound of vintage compressors for punch and power. You need 

precision-modeled EQs that add color and character. And you 

need state-of-the-art mastering processors to give your projects 

that final shimmer and shine. 

Over 50 plug-ins, including Waves Platinum, plus 

CLA-2A I CLA-3A I CLA-76 Blacky I CLA-76 Bluey; DeBreatt) 

PuigChild 660/670 I L3 Multimaximizer J L3-LL Multimaximizer 

L3-16 Multimaximizer I Morphoder I Q-Clone I SoundShifter 

Vocal Rider I TransX I UM225/226 I V-Comp I Center I GTR3 

I y 
You need Waves Horizon www waves.com WAVES 
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FEATURES 
18 ERYKAH BADU 

For her fifth album, Erykah Badu discovered new 

ways to twist old samples and learned how to over-

come her "demo love." Backl and some of her studio 

crew—Mike Chavarria, Tom Soares, James Poyser, 

and Chris Bell—discuss the making of New Ametykah 

Part Two: Return of the Ankh. 

28 DILLINGER ESCAPE PLAN 

While many metal bands tune down their guitars 

to conjure up a death-throttling, heavy sound, 

Dillinger Escape Plan finds alternative methods to 

create their mathcore tracks. The guys talk about 

the process behind their latest, Option Paralysis. 

PUNCH IN 
8 PAT METHENY 

10 JÓNSI 

12 BOMB THE BASS 

14 MIDLAKE 

TECHNIQUES 
34 GUITAR 

The Frampton Method 

36 BASS 

Bring on the Funk! 

38 KEYBOARDS 

Managing Gain Stages 

40 DRUMS 

Exploring Space 

42 VOCALS 

Crafting the Magic of the Beach Boys 

44 MIXING 

5 Reasons Why Your Mix is Crap 

46 TRACKING 

Four Ways to Survive a Double Bass Session 

GEARHEAD 
52 PROJECT MASTERING MASTER CLASS Take your 

mixes to the next level with expert mastering 

techniques—and practical examples for programs 

from Steinberg, Sony, BIAS, Cakewalk, Waves, 

Har-Bal, Adobe, iZotope, Magix, and more! 

62 SOUNDS Sony Continental Drift, Loop Workshop 

Various Drum Loop Packages, Ueberschall Pure Fire 

POWER APP ALLEY 
48 WINDOWS XP DRIVER INSTALLATION 

50 ABLETON UVE 8 

DEPARTMENTS 
6 TALK BOX The True Power of Music 

16 TOOLBOX 

66 ROOM WITH A VU Mayfield Mastering 

Cover photo by Marc Baptlste 



THE NEW SM27 AND S M 137. 

SM137 SM27 

/ THE LEGENDARY LINE CONTINUES. 

Designed to be reliable, tough and true-sounding, take the new SM27 and SM137 from studio to 

stage without skipping a beat, or missing a note. Legendary SM microphones are buillt, known and 

expected to come through even under extreme conditions - a true industry standard. For more on 

microphones that nail every take go to Shure.com. 

SHUME" 
www.shure.com 
© 2010 Shure Incorporated 

LEGENDARY 

PERFORMANCE'" 



THE TRUE POWER OF MUSIC 

Having lived almost directly on the epicenter of a 5.8 

earthquake, I have at least a very tiny idea of what hap-

pened in Haiti last January. Fortunately, by being so close 

to the epicenter, everything basically went up and down 

instead of shearing sideways; I'll never forget my TEAC 

3340 recorder flying up about six inches in the air, then 

landing back down on the table where it sat. And the 

house, being wood, stretched, flexed, and survived. 

But a quake of that magnitude is equivalent to a bit less 

than 1 megaton of TNT, while the quake that rocked Haiti 

translated to 32 megatons of TNT. The pictures of devasta-

tion, the tales of tragedy and heroism, and the loss of life was 

mind-boggling to try and assimilate. And it's not like Haiti 

had the infrastructure, even in the best of times, to cope with 

a disaster of that magnitude—few countries could. 

Help arrived slowly at first, but picked up momentum. 

To tap the American public for assistance, George Clooney 

spearheaded a prime time TV special called "Hope for 

Haiti." And what was the main focus of this attempt to get 

people involved? 

Music. 

Yes, music. Sure, actors participated too; but they were 

answering phones rather than re-enacting popular bits from 

plays or movies. The show was not about famous writers 

reading their heartfelt thoughts about the tragedy, religious 

leaders talking about the need for charity, and it certainly 

wasn't about politicians making speeches: It was up to musi-

cians to attract the public, hold their attention, and ultimately, 

inspire them to lend their support to a most unlucky nation. 

When Sting sang "Driven to Tears," it made perfect 

sense. That cut from Zenyatta Mondatta, released 30 years 

ago (!), re-surfaced in a context that was chillingly rele-

vant. When the chips were down, it was music that provid-

ed the backdrop for people to donate over $65,000,000 

to the cause of Haitian relief. 

Once again, music proved itself as a compelling force 

that could unite us all in a universal language. Music 

has incredible power, and as musicians, we have quite a 

history of inspiring, entertaining, and comforting our fel-

low travelers on this small and fragile planet. 

If you're a musician, wear that title proudly—and when-

ever you can, use the power of music to make the world 

we share just a little bit better. 

Follow us on Twitter! 
Craig Anderton twitter.com/Craig_Anderton 
EG) magazine twitter.com/equpdates 

www.eqmag.com Vol. 21 No. 4, April 2010 

Executive Editor Craig Anderton, canderton&musicplayer.com 

Editor Kylee Swenson, eqeditor@musicplayercom 

Managing Editor Debbie Greenberg, dgreenberg@musicpLlyer.com 

Contributors Kent Carmical, Stephen Fortner, Ken MicaIlef. Scott 

Mathews, Bill Murphy, John Payne, Mike Rozkin, Buddy Saleman, 

Patrick Sisson 

Art Director Patrick Wong, pwong@musicplayercom 

Staff Photographers Paul Haggard. phaggard@musicplayercom, 

Craig Anderton, canderton@musicplayer.com 

Group Publisher Joe Perry 

jperry o musicplayer.com, 770.343.9978 

Advertising Director, Northwest, Northeast, Canada, 8, New 

Business Dey. Greg Sutton 

gsuttonu musicplayercom, 925.425.9967 

Advertising Director, Midwest, Mid-Atiantic, 8. Southeast 

Jessica Sullivan 

jsullivan,c_i,musicplayencom, 661.255.2719 

Advertising Director, Southwest Albert Margolis 

amargolis@musicplayer.com. 949.582.2753 

Specialty Sales Associate, North Reggie Singh 

rsingh. musicplayencom, 650.238.0296 

Specialty Sales Associate, South Will Sheng 

wsheng@musicplayer.com, 650.238.0325 

Production Manager Beatrice Kim 

MUSIC PLAYER NETWORK 

Vice President John Pledger 

Editorial Director Michael Molenda 

Senior Financial Analyst Bob Jenkins 

Production Department Manager Beatrice Kim 

Director of Sales Operations Lauren Gerber 

Web Director Max Sidman 

Motion Graphics Designer Tim Tsuruda 

Marketing Designer Joelle Katcher 

Systems Engineer John Meneses 

Assoc. Consumer Marketing Director Christopher Dyson 

NEWBAY MEDIA CORPORATE 

President 8, CEO ',teve Palm 

Chief Financial Officer Paul Mastronardi 

Vice President Web Development Joe Ferrick 

Circulation Director Denise Robbins 

HR Manager Ray Vollmer 

IT Director Greg Topf 

Controller Jack Liedke 
Ne7t "."--wBay 
Media 

Please direct all advertising and editorial inquiries to: 
E0, 1111 Bayhill Dr., Ste. 125. San Bruno, CA 94066 
(650) 238-0300; Fax (650) 238-0262. eq emusicplayercom 

Please direct all subscription orders, inquiries, and address changes to: 

800-289-9919. outside the U.S. 978-667-0364, 
eornag@computerfulfillment.com 

Back Issues: Back Issues are available for $10 each at 800-289-9919, 

978-667-0364 . edmag@computerfulfillment.com 

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

Periodicals Postage Paid at San Bruno, CA, and at additional 

mailing offices. 

Follow EG online at 

face book 

vENUES keyboard 

mmA oweA   prosound 
a* MOW. 12,11.fll• ... • . • • " surround 

EQ APRiL re o to www.eqmag.com 



Batteries not included.* 

111 

INTRODUCING THE STUDIO THAT GOES WHERE YOU GC. 

The R16 is the first por table 16-tack SD recorder that's also a USB audio interface and a control 
surface. And it accepts up to a 32GB SDHC card, so you get over 100 track hours of recording time. 
That means it's never been easier to create professional multi-track recordings anywhere. 

IT'S A 16-TRACK RECORDER... 

With simultaneous recording on 8 tracks, the R16 is perfect for recording everything: from music 
production and rehearsals to fied record•ng and live performances. Use the R16's on-board studio. 
mastering and guitar effects to sweeten your tracks. 

IT'S A USB INTERFACE. 
Connect the R16 to your compute via USB, launch your favorite DAW and start recording tracks 
using its 8x2 audio interface. We've ever included Cubase LE to get you started. 

IT'S A CONTROL SLRFACE. 

When you're ready to rnix on your computer, the R16 is -ignt there with you. With your DAW 
1p. software and the R16's intuitive contiols, mixirg has never been easier. 

IT'S BATTERY POWERED! 

Did we mention the R16 will operate on 6 AA batteries? You can also use the included power supply, 
or USB power when connected to your computer. 

Now versatility, control and portability come together in one recorder, 
letting you produce professional results everywhere you go. 

R16 Recorder I Interface I Controller 

The portable multi-tracking solution. 

© 2009 Zoom I zoomfx.com 

.1-ley, we give you a 1GB SD card. AC adapter, USB cable and Clibase LE... Give ub a bre.ik on the batte-ies. 
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Pat Metheny Plays Well With 
Robots in the Studio for 
Orchestrion 
BY KEN MICALLEF 

At a recent demo for Pat Metheny's 

Orchestrion project, the multiple 

Grammy Awards-winning guitarist 

and jazz icon stood before a small 

orchestra of acoustic instruments, but 

without the musicians who would nor-

mally accompany them. As Metheny 

played his Ibanez PM120 guitar, the 

orchestra—drums, cymbals, other gui-

tars, percussion, vibraphone, 

marimba, piano, tuned bottles, and 

"guitar bots" (guitar- like instruments 

that resemble rubber bands stretch9d 

over skateboards)—played comple-

mentary parts to his flowing melodies. 

Like magic, these solenoid and pneu-

matic driven robots performed com-

plex accompaniment created from 

Metheny's love of jazz, cross rhythms, 

global music, and textural sound 

pieces. If you closed your eyes you 

could see an entire orchestra 

performing; open your eyes and 

pooff—no one's there. 

The advanced man/machine tech-

nology used in Metheny's Orchestrion 

[Nonesuch] relies on the work of Eric 

Singer and LEMUR (the League of 

Electronic Musical Urban Robots), as 

well as Metheny's mastery of MOTU's 

Digital Performer, Digidesign Pro 

Tools, Ableton Live, and Sibelius. 

"Digital Performer is the champ of 
all MIDI platforms," Metheny states 

from New York. " DP is the most 

musical and the most locked rhythmi-

cally, which is a huge thing for me. 

This project has very specific tech 

requirements, which are about the 

internal timing of how a platform 

works. DP was the first to do sample 

accurate MIDI. That figures heavily 

into this." 

Metheny references earlier 

attempts at self-playing instruments, 

such as Yamaha's Disklavier, then cites 

pioneers like Conlon Nancarrow and 

George Antheil, who advanced the art 

of mechanically coupled instrumenta-

tion and composition. Metheny brings 

their work work into the 21st Century. 

"Triggering MIDI events from a 

guitar has been a challenging engi-

neering problem for 30 years," 

Metheny explains. "The key to that for 

me is a box made by TerraTec Elec-

tronics, the Axon AX 50 USB. It's the 

fastest and most accurate guitar-to-

MIDI box ever. Yet, there is a certain 

latency that happens from the time 

the string is plucked to when [you 

hear the sound]. The Axon could trig-

ger samples, but this goes a step fur-

ther. It's triggering an actual 

instrument. How the instrument 

responds is another thing." 

"Different inventors do this in 

different ways," he continues. 

"Some use solenoids or pneumatics 

8 El; APRIL www.eqmag.corn 



or air- based valves that are given an 

instruction to close or open at a very 

fast rate. LEMUR's Eric Singer 

cracked this whole issue of MIDI to 

control voltage, which allowed the 

control voltage to respond dynami-

caliy. That's a huge thing for me in 

this project. Once Eric had dynamics 

in the discussion, I knew I could pull 

the trigger for Orchestfion." 

Metheny recorded Orchestfion at 

New York's MSR Studios North, Studio 

B. or a arphcnix System 5-MC con-

sole. But as most of the record was 

written and mapped out at Metheny's 

apartment (where he squeezed all the 

instruments into one room), the ses-

sions were more about documentation 

than creation. 

"It didn't matter which instrument 

was recorded first," he says. went 

into MSR with the record basically 

done [ in Digital Performer. Essen-

tially, we were acoustically treating it 

in the studio and recording to Pro 

Tools. We had to uncover the best 

audio result of what that is. We could 

have recorded guitar first, or bass 

drum first, or the whole thing first 

'cause it didn't matter.' 

If you're a musician, you have to 

wonder how it feels to play with a 

band of robots. And if Metheny can do 

it, can you do it, too? 

"It's almost identical to what it 

feels like when you do an overdub," 

Metheny explains. "It's me piaying 

with something that I've already 

played. So it's like live overdubbing. 

And any kind of overdubbing environ. 

ment is challenging. 

"People ask, ' Can I do this'?" he 

adds. "Sure they can It's just that this 

tapped into a bunch of real specific 

skill sets that I've spent most of my life 

working on. I've been dealing with 

knobs and wires from day one, I've 

lived through the computer music con-

nection deeply. And at the same time 

I've done many records and many 

overdubs. To do this you'd have to be 

able to do all those things. And you 

can. And it will sound different." «I 

To see Metheny's robot orchestra 

in action, watch video at 

www.patmetheny.com. 

www.eqmag.com Affl111111- 61010 MI;1 9 



SURPRISE FtIF F. ESIGN 
Sigur Rós' Jónsi Creates a Pure-Sounding Acoustic 
Album—With a Twist 
BY KYLEE SWENSON 

Although he started writing songs sim-

ply—a vocal accompanied by guitar, 

piano, or harmonium—Sigur Rós front-

man Jón "Jónsi" Thor Birgisson and 

his collaborators stirred up a storm of 

creativity for his gorgeously complex 

solo album, Go. 

At home in Iceland, Jónsi and his 

producer boyfriend Alex Somers initially 

thought Go [XL 2 would be an acoustic 

record. And technically, it is. There's only 

one electric guitar on the whole album, 

and there are no synths at all. But 

things got interesting once New York 

composer Nico Muhly (a Philip Glass 

protégé who's worked with Bjárk 

and Antony & the Johnsons), Finnish 

percussionist Samuli Kosminen, and 

Connecticut-based producer Peter Katis 
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(The National, Interpol) got involved. 

It started with a demo of the dirge-
like "Koinidur." Muhly put the track in 

Logic, routed instrument sounds to 

various channels, and tried out ideas 

on a MIDI controller. " It was super-fun," 

Jónsi says. " He's so hyperactive and 
spontaneous and such a hard worker, 

and I'm like that in some ways, so we 

fit really well together. He wrote five 

arrangements in one night." 
From there, Jónsi and friends moved 

on to Katis' Tarquin Studios in Connecti-
cut, and the album was built up with 

celeste, glockenspiel, harp, kalimba, 
strings, woodwinds, brass, and various 
drum and percussion instruments. 

Katis used a pair of Telefunken ELA 
M 260s regularly throughout the process. 

For acoustic guitar, he'd use one close 

up and in cardioid, and one six to eight 
feet away in omni. For the string sextet, 

Katis used Coles 4038s or RCA 44DXs 

as close mics, two M 260s at medium 

distance, a Brauner Valvet in one far cor-
ner, and an AKG C 414 in another corner. 

But he ended up not using the close 
mics. "To me, the sound of strings are 

strings in a room," Katis says. 
The strings were recorded in one 

day through Gordon preamps, without 

compression. " It's not the kind of thing 

that we could redo if we had to, so 
most of the manipulating of the strings 

came after the fact," Katis says. 

On opener "Go Do," Katis ran 

strings through a Thermionic Culture 

Culture Vulture distortion unit for an 

extreme effect. "There are times defi-

nitely where we thought, 'This song 

needs to be a little more interesting,' 
and we would start hacking the 
arrangements, distorting them, flipping 

them around, and everything that you 
can think of just to make the song a 

little more dynamic," he says. 

Katis then spent a day recording 

woodwinds, a day for brass, and a day 

for flute, miking each of the instruments 

from three to six feet away. 

Meanwhile, Kosminen played an 

ever-evolving, unusual drum setup. " It 

wasn't a proper drum kit," Katis says. 

"He'd just put different drums on the 

floor and percussion pieces, even things 
like his suitcase, which he stomped on 

to get a really interesting sound." 

"Samuli's the coolest drummer ever 
in the whole world, easily," Somers 

says. "He just plays on random things, 

like four bass drums and one floor tom. 

And he tapes little objects to drums. 

He showed up with a huge suitcase 
with random noisemakers— little rusty 

toys like cranks and shakers. The mid-

dle of the drum will be one sound, and 

then he has the toys going around the 

perimeter. So he has, like, 50 sounds, 

whereas most drummers have five." 
For the explosive, trashy-sounding 

drumbeat on "Animal Arithmetic," Katis 
miked Kosminen's setup with M 260s 

set far apart and routed through differ-

ent preamps and compressors ( includ • 
irg a Chandler TG Channel and Urei 
1T76). Then a Thermionic Culture 
Rooster—which is " nice for manipulat-
ing stuff in a more discreet way, where 

you can overdrive it but not destroy it," 
Katis says—was used on both signals. 

Jónsi's main vocal chain was a Neu-

mann U 47 (although an AEA R84 rib-

bon mic was used on " Koinidur") 

through a Universal LA-610 preamp 

and a Chandler TG1 set to Limit mode. 

"When we bought [the TG1], Peter 
Katis recommended that we put it on 
Limit and set the Recovery to 1," 

Somers says. " It just sounds way better 
there than anywhere else, like, a 100 

percent of the time." 

in the two-month break between 

recording and mixing Go, there was 
more sonic experimentation Jónsi and 

Somers wanted to do. " I think this 

album became way poppier than any-

one planned because so many people 
were putting their twist on it," Somers 

admits. "So I think it was really important 

to keep it sounding dirty and never 

too polished." 

Somers fe-sampled piano parts, 

backing vocals, and even whole mixes 
using a Neumann CMV 563 or U 47 into 

Logic's ESX24 sampler, but he also used 

more lo-fi means, with an 8-bit Yamaha 

VSS-30 sampler. " It's such a creative tool 

because it narrows down your focus," he 
says. "The sample time is only a few sec-

onds, so you get these little blips. And 
what you can do with that is so surpris-

ing. You can U-Turn it, put some fuzz on 
it, or turn the attack way up for a nice, 
slow attack. So you'd never know what 
the sound was [originally]." 

Aside from re-sampling and manip-

ulating sounds (Somers slowed and 
pitched down "Hengilis" by two whole 

steps, for example), Jónsi and Somers 

found other ways to rough up trie 

music. " It was just playing around with 
different effects, like Sugar Bytes 

Effectrix," Jónsi says. " It's a playful 

plug-in, so you can f**1‹ things up badly 
with different filters and differert grain 

sizes, but stilh keep the right timing." 
In the end, Katis liked the balance of 

pristine and dirty sounds. " If we had 

just left this record completely un-

manipulated and kept it an acoustic 
record as it was recorded, it would still 

be pretty awesome," Katis says. "But 
Jónsi really wanted to never be bored 

with it, and that's why there was an 

anything-goes approach. The more 

crazy the setup, the crazier it sounded, 

the more exciting it was." ea 

Peter Katis ( left) with Jónsi. See 

behind-the-scenes video from the 
sessions at www.jonsi.com. 
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PUNCH IN 

IRCUIT 
BUILDING 
nr‘e"e«% 4.1" Ce "ce Evades Clinical 
Sounds With Hand- Built Synths 
and Analog Mods 
BY KYLEE SWENSON 

Dance-music producer Tim Simenon 

has been producing music as Bomb 

the Bass since the late '80s, but when 

the new millennium arrived, he was 

ready for a break. After releasing Clear 

in 1995, Bomb the Bass was mostly 

dormant until 2008's Future Chaos. 

In between, he remixed and pro-

duced other groups, including David 

Bowie, Depeche Mode, and U2. But 
after shelving the unfinished Future 

Chaos for years, he finally decided to 

get it done. "The fact that Future 

Chaos was never finished was always a 

dark cloud over my head," Simenon 

admits. " I just needed to clear my head 

and get a life outside of making music 

because I'd spent 10 to 12 years just 

before that living in the studio." 

The break did him good. After 

Future Chaos, his re- inspired musical 

state spilled into creating his latest 

album, Back to Light UK7], and he flew 

from Amsterdam to São Paulo to work 
with techno producer Gui Boratto. 

In São Paulo, Boratto played bass 

guitar ( later replacing parts with Moog 

synth bass) over Simenon's sampling 

collages. Then they played synths—a 

Roland MC-202 and SH-09, Moog 

Little Phatty, and Arturia Moog 

Modular V and Logic ES1 synth plug-

ins—and then they'd remove most of 

the original samples. 

A drummer named Cuca recorded 

live drums for "some of the more ambi-
ent stuff sitting behind the pro-

grammed drums," Simenon says, and 

to give a dynamic lift to the choruses. 

Simenon then took the live drum parts 

from Pro Tools, created loops, and 

tuned them to the electronic drums in 

Ableton Live. 

Phase two of the album was com-

pleted in Amsterdam with co-producer 

Paul Conboy, who also sang on four 

tracks. The other singers—Kelley Polar, 

Richard Davis, and The Battle of Land 

and Sea—recorded vocals in their own 

studios. But when Simenon and Conboy 

received their tracks, they realized 

there were more changes to be made 

to the music. 

"The backing tracks would always 
need reworking so that they matched 

the quality of what the singers deliv-

ered," Simenon says. "Normally, what 

they'd send back would sound so good 
that the backing tracks would sound 

tame compared to what they just 

added to it." 

"Blindspot," for example, went 

through multiple changes "The vocal 

line Paul had in the verses was just 

killer, but the backing tracks always 

sounded dodgy," Simenon says. " Paul 

and I spent a couple weeks looping the 

verse parts and playing around with 
different bass lines until we came up 

with something that felt comfortable 

against what he was singing." 

Then they pushed the sounds to the 

next level. "When we got to a pont 

where we knew what the essence of a 

track was, we'd re-record plug-in MIDI 
parts using my handmade modular 

synth, a Roland MC-202, Moog Little 

Phatty, and the Minimoog," Conboy 

says. " I hate plug-in synths. They all 

sound rubbish really—no character and 

usually a horrible response control-
wise. I don't mind using a few plug-in 

effects on stuff, but all the virtual 

synths are just toys." 

Conboy built his modular synth 

using the Moog Modular format of a 5U 

panel. "The process is fairly complicat-

ed. but I built it all from scratch," he 

says. " I 1 irst built a Synthacon VCF and 

a Polivoks VCF, then two oscillators 

based loosely on the Moog, then a 

bunch of VCAs and envelope genera-

tors. It's constantly evolving really and 

will one day fill my entire house!" 

His vocal-recording process is sim-

pler: He sings through an Oktava MK-

219, into a Neve-designed Amek Pure 
Path Channel in a Box, and into a 

Digidesign Mbox. "The Amek is he best 

investment I ever made—really good 

quality EQ, compressor, and preamp." 

Lat', some vocals would get extreme 

EQ treatment in Logic, with low-end 

cuts to thin out the vocals. And backing 

vocals were often hard-panned. 

Phase three of the album was at 

mixing engineer Popper's studio, 

where they broke down the stems to 

eight channels and ran them through 

an old 1974 Polygram mixing desk. 

They also got rid of all the reverb plug-

ins in Logic and replaced them with an 

AKG spring reverb. 

Finally, Simenon and Fopper bussed 

the entire mix through a modified EQ 

that Fopper had built from a Siemens 

cinema amp, driving it for a harsh 

sound, and then running it at low vol-

ume underneath the regular mix. "So 

we had this really noisy stereo mix of 

the eight tracks just underneath the 

eight tracks," Simenon says. " it gave it 

a nice bit of air around the whole mix. 

If you muted it, the tracks sounded 

skeletal, and when you pushed it back 
in, the whole track just sounded like it 

jelled really nicely." SO 

12 mg Alum- mom www.ecimag.com 
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AMERICAN PASTORAL 

• 
' 

;lei" 
í• , ... Midlake ( left to right)—Tim 

Smith, Paul Alexander, Eric 

Pulido,Lickenzie Smith, 

• jind Eritp.lichelson. 

Digital Recording Tools Helped Mîdlake Record Airy 
Folk Jams 
BY PATRICK SISSON 

The music of Denton, Texas, band 

Midlake sounds labored over in the 

best possible way, an artful, sepia-

toned style of folk rock exuding the 

craftsmanship of a handwritten manu-

script. But the band's airy, languid 

delivery masks the precise arrange-

ments and extensive effort expended 

during composition and recording. 

Making The Courage of Others [Bella 

Union], the follow-up to the band's 

2006 breakthrough The Trials of Van 

Occupanther, took more than a year 

and a half, including a side trip to the 

Sand Hill Farm in Buffalo, Texas, to 

shake up recording sessions after frus-

tration had metastasized. 

"The studio was getting quite dark. 

and there were bad vibes in there from 

so many failures every day," admits 

frontman Tim Smith. " It felt ; ike we 

needed to get away." 

The work done on that farm set the 

stage for final recording at the group's 

small hometown studio in Demon. 

British folk music like Pentangie and 

Fairport Convention and the guit& 

tones on American singer-songwriter 

Jimmie Spheeris' debut album /sle of 

View, seeped into the new songs, 

according to Smith. The bulk of the 

aJbum was tracked as the band played 

together—as opposed to overdub-

heavy Van Occupanther—with the 

drummer in the main room and other 

members performing in the control 

and storage rooms. On " Rulers, Ruling 

All Things," a subtle bass thump, win-

some drums, and guitar arid flute 

melodies are as intertwined as a Celtic 

knot. But it wasn't recorded with the 

kind of acoustic and vintage equip-

ment one might expect. 
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"You probably would think we use 
a lot of analog gear, but we 

don't," Smith says. "We used a 
RADAR V [digital recording system] 

and an old Soundcraft board from the 

'90s." RADAR's simple interface and 

distraction-free technology impressed 

Smith, who went so far as to tape the 

cover of a Peter and the Wolf record 

over the monitor screen when they 

were tracking Van Occupanther "I really 

hate looking at a screen of colored 

waves of sound," he says. "You're 

expecting to hear something because 

you see the wave coming up and it's 
very distracting." 

The band's digital gear (they use 
Logic and Cubase for mixing) and the 

slightly gothic tinge on many of the 
album's tracks doesn't mean the music 
sounds cold. Midlake utilizes an 

Empirical Labs EL7 Fatso, a compres-

sor that adds high-end harmonics to 

recreate tape- like warmth. They'd 

often run the overhead drum mics 

and Smith's vocals through the 

Fatso to slightly amp up the bass 

during mixing. 

The band normally used a Martin 

D-16 GT acoustic guitar and found the 

Neumann U 87 sounded better for 

recording picking instead of strum-

ming, so they pinned the mic to the 

12th fret. "We didn't really use a lot of 

compression," Smith says. "With the 

acoustic guitars, we just went direct 
to the board, and those preamps 

sounded fine." 

Meanwhile, the Fender Jazz bass 

was altered with a little foam or 

denim placed by the back bridge to 

muffle the sound (as heard in the rich 
thump of "Acts of Man"). " It gets 

more of a plucky sound," Smith says. 

"We were really inspired by that early 
'70s bass sound. I always like that 

I-Igfner hollow bass sound, really 

woody-sounding bass." 

Smith also fretted a lot over his 
vocals, settling on an AKG C 414 and 

usually standing back about seven inch-

es while singing. Smith feels the 414 flat-
tens out his voice and accentuates the 

mid-range. He swapped in a U 87 occa-

sionally to get a more canny sound. 

"I've never been a big fan of my 

Call today! 888.604.4075 
2300 E btodoway nu ,  

Blvd Gibed, AZ 8233 )1- eery faddy) 

www.audiorecordingschool.com/eq.html 

voice," he says. " It always takes me a 

long time. I always record alone and 

there are punch-ins all over the place. It 

may take me a day for a song. Finding 
the right mic is tough. People blame it 

on the mic, but man, it's my voice." 

The band was its own harshest critic, 
constantly re-recording and evaluating 

because they believed they needed to 
get the right sound during tracking. 

And their recording techniques 

evolved as they went. They only used 

three mics for the drums on "Acts of 

Man," the first song recorded on 
Courage of Others, but by the end of 

the sessions, they were using up to 
seven, including an AKG for the snare, 

a Beyerdynamic Opus for the bass, and 

a Soundelux U99 room mic. 
-If it's lacking energy, you can't wait 

for mixing," Smith says. " It's going to 

sound stale. In the future, I want to do 

more of the live type of recording with 

less overdubs, more like the old-school 

bands. Go back and listen to records 

like Grateful Dead's Anthem of the Sun. 

Music like that sounds so good, so dif-

ferent from today." 112 

If you're serious aoout a career in audio recording, you need 

to attend a recoroing school that is as committed to your 

success as you are. 

The Conservatory of Recording Arts and Sciences teaches you 

on state of the art recording eauipment in eight world-class 

studios, six labs, and a 6,000 scuare foot live sound room. 
You'll study under seasoned Gold and Platinum award 
winning instructDrs who know what it takes to succeed. 
You'll earn certifications in Pro Tools, Logic Pro, EAW Smaart, 
Waves, and more. You'll receive a laptop package that helps 

you follow along in class, access CRAS Connect 
(our web based curriculum de ivery system), 
and gives you 24 hour educational access 
even while you' e at home. And before you 

graduate, you'll complete an internship 
at a location you help choose. 

When it comes to audio... 
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by Mike Rozkin 

All prices are MSRP except as noted. 

Allen & Heath Zed-10 and Zed-10FX 
What Ultra compact mixers 

Why Two innovative ultra-high impedance discrete Class A 

FET inputs allow an instrument to be plugged directly into the 

mixer, emulating the valve/tube input circuitry commonly found on 

instrument combos or amplifiers. There's also a 26dB gain boost switch, 

which caters to instruments with very low output pickups. 

How Manages up to four microphones and two stereo sources with MP3 player 

compatibility, and provides separate 2-track record outputs and a stereo playback input 

for 2-track replay or set break music from a CD player. Includes XLR main stereo outputs with 

inserts, comprehensive monitoring with headphones, and separate monitor speaker outputs; 48V 
microphone phantom power; and DI level switching for submixing. There's a USB send and return 

for PC or Mac recording, playback, and effects. Zed-10FX (pictured) has a built-in FX processor 

with tap tempo delay settings. 

Price TBD 

Web www.allen-heath.com 

Blue Cat Freeware Upgrade 
What Plug- ins 

Why New version makes these plug- ins available for virtually any DAW. 
How RTAS plug-in format support for Pro Tools (Mac and Windows), 

64-bit applications support for Windows DX and VST under Windows 

x64, Mac AU 64- bit format support (compatible with 64-bit Logic 9.1 on 
Snow Leopard), fixed user interface crashes in some hosts under Snow 

Leopard, and fixed MIDI learn issues. 

Price Free download 

Web www.bluecataudio.com  

Earthworks SR40 
What 40kHz high definition microphone 

Why Offers an extended high-frequency 

response, fast impulse response, short 

diaphragm settling time, near-perfect cardioid 

polar pattern, and high rejection of sounds 

from the rear of the microphone. 

How Considering that very few microphones 

offer a frequency response above 20kHz, audio 

professionals will notice subtleties in the sound 

that are non-existent from microphones with 

less high frequency range. The SR40 offers a 

fast impulse response that enables the micro-

phone to acquire fast transients more 

accurately. The short diaphragm settling time 

allows the mic to reveal subtle low level 

nuances in sound 1 hat other microphones mask. 
Price $1,295 for single, $2,690 for matched pair 

Web www.earthworksaudio.com 

Blue Sky EX02 
What Stereo near-field monitoring system 

Why Taking the best features from its successful EXO, the 

next generation of EXO combines true, full- range monitor-

ing with the convenience of a desktop remote control hub. 
How This system offers two 3" 2-way satellites with 1" soft-

dome tweeter, separate 8" subwoofer for extended low 

frequency response, 160 Watts of total system power (35W 

per satellite, 90W subwoofer), convenient desktop remote 

control with connection hub XLR/TRS inputs for pro mixers 

and DAWs, RCA inputs for computer sourdcards and CD 
players, and a 3.5mm mini jack input for iPods and MP3 

players. 

Price $499 

Web www.abluestcom 
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Palmer Audio PDI-CTC 
What Tube DI box 

Why Designed to bring out the subtle tonal charac-

terstics of a tube by creating the shortest possible 

signal path from input to output. 

How Incorporates two vacuum tubes, an 

ECC83/12AX7 and an ECC82/12AU7, for a true tube 

sound. Four musically voiced wideband filters (low, 

lo-mid, hi- mid, and high frequencies) offer a wide 

range of tone control, and an extended dynamic 

range so that no limiting occurs below signal levels 

of +30dBu at the line output. 

Price TBD 
Web www.tsidistributinq.com  
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Native Instruments 
Abbey Road 60s Drums 
What Sample Ilibrari/instrument 

Why Recorded usirrg exclusive vintage gear, and provides a 

versatile arsenal of classic drum sounds with tonal authen-

ticity, playabilirty, and sonic flexibility. 

How Features two quintessential drum kits of the '60s era, 

a C-retsch and a Ludwig. Classic AK:G Neumann, and STC 

microphones, EMI TG mixing desks, a eal\<e-based Studer 

tape machine,, and other authentic Du-lboard gear all con-

trit uted to this collection. 

Price $119 

Web www.native-irbstruments.corn 

TC Electronic Impact Twin 
What Audio interface 

Why Offers a pristine recording path thanks to 

its two mic pres that feature TC Electronic's 

Impact Ill technology, 192kHz/24-bit HD conver-

sion, plus a set of recording Channel Tools. 

How The Impact Ill Mic Amp has been designed 

to maximize the signal recorded into a DAW and 

makes the best of any microphone, from the 

finest vintage tube mics to the most demanding 

low-budget condensers. Includes essential 

recording Channel Tools that optimize the sound 

with onboard EQ. and Compressor and De-esser 

that. tame and enhance those signals. 
Price $519 

Web www.tcelectronic.com  

Focusrite Octopre 111(111 Dynamic 
What Multi-channel mic pre with dynamics 

Why Features eight channels of Focusrite's mic preamplification, win new, single-dial, VCA-based compressors 

derived from the classic Focusrite Red 3 on every channel. 
How Onboard digital converters, with ciocking and jitter-elimination technoIogy, enable you to stream eight 

channels of 24-bit/96kHz digital audio to and from an ADAT-equipped computer workstation or hard disk 

recorder, as well as accurately match the shape of the Red 3's knee to ensure the characteristics of the classic 

studio compressor were captured. 

Price TBD 

Web www.focusrite.com  
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AMA'S 
STILL) 
GOTA 
WARM 
GUN 

An "analog girl in a digital world," Erykah Badu 
cranks the heat on New Amerykah Part Two: 
Return of the Ankh—a life-affirming flight of 
raw, funky emotion 
by Bill Murphy 

On a chilly December night in New York City, a gaggle of journalists is 
being crowded into one of the live rooms at Chung King Studios in 
Soho. Not your typical album preview, everyone from Britpop 
soulstress Corinne Bailey Rae to legendary label exec Sylvia Rhone is 
rumored to be on hand, while in the small reception area on the 
penthouse floor, cell phones are being collected, bagged, and 
numbered to avoid " Internet leakage" of the night's proceedings. 

Continued 
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MAMA'S (STILL) GOT A WARM GUN 

Some are grumbling about the 

over-the-top security measures, but 

when Erykah Badu makes her 

entrance, all is quickly forgiven. 

Relaxed and regal to the core, she 

explains to her hushed audience that 

some unsavory type has already 

uploaded a bootlegged track from 

the previous night's session. That 

song, "Jump in the Air ( Stay There)," 

with spotlights from Lil Wayne and 

Bilal, has since been leaked officially, 

and given Ms. Badu's unwavering 

commitment to creative control of 

her music, she can't be too happy 

about it. 

Even on this night, she seems 

almost uneasy about drawing back 

the curtain on her fifth studio effort— 

maybe because some of the songs are 

not yet in the final stages of mixing. 

But she needn't have worried. New 

Amerykah Part Two: Return of the 

Ankh (Universal/Motown, 2010) deliv-

ers on multiple levels, one of the most 

prominent being a return to form that 

recalls the honey-soaked revelations 

of Badu's groundbreaking "neo-soul" 

debut Baduizm (Universal/Motown, 

1997). Deeper still, Part Two is a metic-

ulously crafted concept album, both in 

the vintage sense of Music of My 
Mind-era Stevie Wonder and in the 

alt-underground hip-hop vein repped 

by such artists as Madlib, J Dilla, Kar-

riem Riggins, Georgia Anne Muldrow, 

Shafiq Husayn, and 9th Wonder—all of 

whom, it so happens, lend their pro-

duction cuts (posthumously for Dille) 

to the finished gem. 

"I wanted the themes on this 

album to have a very warm and some-

times familiar feeling to them," Badu 

says. " Sonically, most of the first 

album jelled together because of the 

digital sound, but this time I wanted 

to feel it in more of an analog way. 

Some of the samples we used might 

sound very familiar too, but it's fun 

for me to revisit things like that and 

put a melody over it that has never 

been heard before. That's really what 

the art of hip-hop is about, and what 

makes it exciting. It doesr't have to 

be something totally new. It can be 

something redone or recycled that 

has a new twist, or a new feel to it." 

Devout fans will also recognize 

shades of the slightly off- kilter, almost 

psychedelic jazz overtones and tape-

saturated lushness that were the main 

ingredient in Badu's sophomore releate 

Mama's Gun (Universal/Motown, 

2000). Some of the key personnel 

from that outing, who have worked 

consistently with Badu over the years, 

reprise their collaborative roles here— 

including, in particular, Roots drum-

mer Ahmir "?uestlove" Thompson and 

keyboardist/producer James Poyser. 

"We definitely share a similar-

mindedness," Poyser offers. " Erykah 

can go from the beatnik thing to the 

hip-hop hardcore thing to the jazz 

thing, but in the end what she really 

loves is music. She has taken in a lot 

of different styles and influetices, and 

she's grabbed them and made her 

own niche. When you're worKing with 

somebody like that, it just makes 

everything easier." 

THROAT CLEARING 

Regardless of the hat she's wearing— 

producer, composer, musician, per-

former—Badu is constantly exploring 

the range of her voice and delights in 

oie• 

Erykah Badu stays perfectly in tune, performing at 

Merriweather Post Pavilion, Columbia, MD, on 

August 8, 2009. 
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When it comes to buying music gear 
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• 

We've a I heard it: there's a difference between what you want and what you need. And when it comes to gear, not being able to 
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That's why you call Sweetwater. Here, you've got one-on-one access to a fellow gearhead and musician — someone who gets 

the technology, knows the options out there, and is ready to help you make the best decision for your overall system and creative 

goals. We take the time to get to know you and your rig, so we can help you gel the gear your music needs. Call today. 

t FREE Professional 
Advice 

We're here to help 
answer your questions. 
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FREE Shipping 
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MAMA'S (STILL) GOT A WARM GUN 

the experimentation that modern 

technology affords her. When a song 

first begins to take shape, she'll 
record a demo vocal straight into 

GarageBand, and then manipulate it 
until it begins to line up with the 

sound she has in her head. 
"I just keep turning knobs until I 

hear the right match for the song and 

how my voice should sound," she 

explains. "Each song has its own 
woman—its own character. I playfully 

call it ' she' when we're mixing or 

doing a sub-mix or a rough mix, so I 
might say, 'She needs some more of 

this.' Chav [ Mike Chavarria, 

engineer/producer] will listen to 

what I've concocted and try his best 

to make it match." 

Chavarria takes the lead vocal 
from "Don't Be Long," co-produced by 

Detroit-bred beatsmith Ta'Raach, as 

an example; the song immediately 
conjures up Stevie Wonder's class5c 
"Girl Blue," where his voice is 

squeezed through an undulating, 
kaleidoscopic tape flange. " For her 

demo of that song, Erykah used one 

of GarageBand's phasers," Chav 

explains. " It tends to have a harsh 
quality to it, so I used several 
instances of a Waves MetaFlanger to 
get the sound she wanted. The vocal 

is feeding itself— really the flanger is 
feeding another flanger, and then it's 
sent to another flanger as if it were a 
reverb. The way it's set up on the con-

sole ends up being pretty complex, 

but it was the only thing that was able 
to make it move like that and have the 

right blend of effects." 

Understandably, Badu is a perfec-
tionist when it comes to her vocal 

performance and how it fits the final 

version of a song, so there's no 

telling when she'll scrap a take, even 

during mixing. "That's what's very 

unique about working with Erykah," 

says Tom Soares, whose tenure with 

Badu as recording and mixing engi-

neer goes back to Mama's Gun. "I'm 
in mix mode all the time— if I'm not in 
Pro Tools, I'm in the computer on the 

SSL console. She likes to hear the 

progression of how the song is com-
ing together, so at any given point in 

the process I have to recall the 

record that she's gotten used to 

hearing. Sometimes I'll be ready to 

print, and all of a sudden she'll ask 

for a couple of new vocal tracks, and 

Erykah Badu at the Chung King 

listening party. 

it'll be a brilliant performance. She 

has really good ears and she knows 

what she wants." 
Finding the right microphone to 

get the job done has been a Grail-like 

quest over the years, but Badu feels 
she has finally found the right one, 

tnanks to Soares, in the Shure KSM9. 
"Tom was telling us that James Taylor 

uses that mic to record with, so I tried 
it out," she says. "Now I religiously use 
it all the time, no matter how much 

tney try to force these other mics on 
me. I even carry it with me in my 

purse. [Laughs]. Tom knows how 
much midrange I have in my voice, 

and how I hate to hear it coming back 

at me because it sounds too nasally, 
so this is the one I use now, for my live 

shows and in the studio." 

It's already pretty well known 

arnong producers, engineers, and gear 

geeks that Badu rarely, if ever, records 

in a vocal booth, preferring instead to 

sing in the control room with a live 

monitor mix. "As long as she's facing 

the speakers straight on, I can turn 

them up significantly and not have a 

problem with leakage [ into the mic]," 

Soares explains. " But Erykah is not 

easy to record because her voice is so 
dynamic. She has a heavy range from 

2.2 to 2.6K, so when she goes up there 
and really belts it out, you need a sig-

nal path that can take it. Lately I've 
been using the Little Labs Lmnopre— 

it's clear and big sounding, with tons 

of headroom. I run that into an 

Amek 9098 mic pre, but I just use the 

EQ end of it. I filter a little bit on the 

bottom ana a little up around the hi 

ess area, around 12 or 13K. Then from 
that, we go into a Summit TLA-100 
compressor, with 2dB of leveling at 

the most. I'm not a big fan of com-

pression on vocals, but the tubes 
help, especially when you're using 

Pro Tools." 
For that matter, so does recording 

to tape. Soares acknowledges the 
speed and efficiency in editing that 
Pro Tools offers, but he remains skep-

tical of the digital platform's ability as 
a tape machine, especially when it 

comes to recording vocals. "All the 
music is coming out of Pro Tools," he 
admits, " but most of Erykah's vocals 

are coming off of 2-inch tape." It's a 
nod to how records used to be made, 

and really to how Badu continues to 

work; her vocals for New Amerykah 

Part One were tracked to tape, and 

she'll likely stick with it in the future. 

"I've even tried to fly a vocal take 

back into Pro Tools, but it just sounds 

different," Soares continues. "Even 

with a great converter, the difference 

is huge, so for us the best way to get 

around it is to lock up the 2- inch with 
Pro Tools." 

ANATOMY OF A SONG 
From the st:art, Return of the Ankh 

swells with the velvety atmospherics 
that define the best tape-based ana-
log recordings from the '70s: thick 

low end, warm limpid mids, and 

punchy highs, with close attention 

paid to the stereo spread and pan-

ning techniques. It's really the only 
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way to transmit I he hypnotic mood 
of the album, which shifts gears 

effortlessly from dreamlike ( in the 

opening echo-drenched sequence of 

"20 Feet Tall," co-produced with 9th 

Wonder) to get-down funky (" Don't 

Be Long") to groove-introspective 

(in the closW1g epic "Out My Mind 
Just in Time," with James Poyser and 

Georgia Arne Muldrow). 

"Window Seat." the album's first 
single, is a prime vehicle for Badu to 

channel all he, creative strenghs, as 
well as her penchant for analog warmth. 

The song nas its origins in an informal 

session at her Dallas home with Poyser. 
"Erykah has this old lime-green, ridicu-

lously out-of-ture piano," he quips. 

"She refuses to get it tuned because it 

has character— it's a sight to see and 

hear. We were just sitting there playing 

some things, and she started singing 

and that's how the idea came about." 
Badu had a vocal melody, but no 

words. Like most of the songs she 
writes, she follows the path perfected 

by Marvin Gaye, allowing the lyrics to 
emerge from tie rhythm of the melody 

"I write on beat, very much like an MC," 

she says. " I'll keep listening back to it, 

and once the rhythm starts to sound 
like syllables of words, I just say what-
ever word fits. Sometimes that becomes 

what the song will be, then I fine-tune 

it so it makes sense, or sometimes I 

just leave it as is." 
Using her own home 4-track, she 

laid down a drum pattern from her 

Korg Triton, and the demo began to 

take shape. From there, recording 

engineer Chris Bell, who first joined the 
Badu camp with Mama's Gun, went in 
to prep Luminous Sound in Dallas— 

Badu's de facto home away from home 
when she's working on an album—to 

track a session with Poyser on Fender 

Rhodes and ?uestlove on drums. 
"When they came in to work, I was 

instantly ready to pull up a 2- inch 
machine," Bell says, recalling how 

Mama's Gun was recorded entirely to 
tape. "I had a vintage drum kit deliv-

ered because I thought Ahmir would 

want that old-school sound. He's very 

particular about what mics he wants on 

the kit—no [ Shure] SM57s allowed—so 

I used Royer R-121 and R-122 ribbons 

on him, along with some Coles 4038s. 
It's a real smooth sound. We basically 

came in and knocked it out in an after-

noon, but Ahmir wanted to add some 
percussion parts, and pretty soon 
working with the 2- inch was getting 

cumbersome, so we dumped it into 

the computer." 

2 3 
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MAMA'S (STILL) GOT A WAIRM GUN 

What emerged was a fat, loping 

groove with a minimalist arrangement 

of claps and conga hits, all puncuated 

with ?uestlove's signature snap on the 

snare drum. " Initially, I played the 

bass parts on the Rhodes," Poyser 

says, "and I overdubbed a bass sound 

out of Logic. I had it controlled by a 

Motif [Yamaha MIDI controller key-

board], and I'm sure it was a sound 

from [Spectrasonics] Trilogy. The 

bass sound from that just married 

well with the track. Usually I scroll 

through and try playing a few things, 

and whatever marries well with the 

track is what I use." 

Badu lived with that version of the 

"Window Seat" demo for months 

afterward, working diligently until 

she had two verses and a bridge 

recorded. "One of the things I'm 

accused of is demo love," she jokes. " I 

want it to sound just like that, forever. 

We hadn't put a real bass on it— 

James was playing that on keyboards, 

and it was just perfect. There was 

nothing more to be done to it ... until 

Thundercat came in." 

As bassist with Sa-Ra Creative 

Partners and Bilai, Stephen "Thunder-

cat" Bruner is a known entity on the 

hip-hop underground. "He put a 

funky-ass bass line on it—very simple, 

just three or four notes—and that was 

all it needed," Badu recalls. " I guess 

you could say that songs are crafted 

the way Subway sandwiches are 

made. You start with the bread, then a 

little bit of lettuce, then we point to 

the pickles and so on, and the bass 

line was the oil and vinegar. That's 

how it happens." 

In the mix, Soares called on some 

key pieces of outboard gear to thicken 

the bass sound even further. " I've got 

a Moog 3-Band Parametric Equalizer 

that works really well on bass," he 

says, "and I'll also use the Drawmer 

1969 [Mercenary Edition] tube com-

pressor, usually across the mix bus. 

There's a little switch in the stereo link 

section, and when you move it to the 

'BIG' position, all the bass comes 

through so it only compresses the 

midrange and treble." The effect 

makes Poyser's Rhodes sound almost 

bass- like, and Bruner's bass sound 

almost synth- like. 

When mixing vocals, Soares looks 

to a pair of Urei LA-22 compressors so 

he can fine-tune specific frequenc.es. 

"When Erykah tells me that she's 

really enjoying 'Window Seat,' that 

means Vve done my job," Soares says. 

"Whatever she's hearing in her head, 

I'm getting it to come out of the 

speakers. Sometimes she gives me a 

piece of music with crazy low end, 

and I have to find a way to make it fit 

in the speaker but still sound and feel 

the way she wants it. She wants 

someone to feel an emotion about the 

song. k could be a love song to one 

person, and something totally differ-

ent to another person, but it makes 

them feel something, so that it's spe-

cial only to them" 

SAMPLE ME THIS 
Like the first installment of New 

Amerykah, Return of the Ankh swells 
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MAMA'S (STILL) GOT A WARM GUN 

with the contributions of some key 

figures in experimental hip-hop. 

Drummer and producer Karriem Rig-

gins is one of them, having worked 

closely with J DiIla on what would turn 

out to be his last solo project (2006's 

The Shining); his musical connection 

with Badu goes back to 1998, when 

she joined DiIla at his studio in Detroit 

for sessions that led to the Grammy-

nominated "Didn't Cha Know?" from 

Mama's Gun. 

"Erykah had a batch of songs that 

were inspiring to her, and she burned 

a CD for me and James [Poyser] to 

listen to," Riggins begins, referring to 

the events that led to the making of 

"Get Money"—a smoldering soul 

groove based on the Sylvia Striplin 

classic " Can't Turn Me Away," and one 

of several standouts on Return of the 

Ankh. "She didn't actually say she 

wanted to remake these songs— it was 

more to spark some creativity. So 

when we finally booked the studio 

time [at Chick Corea's Mad Hatter Stu-

dios in L.A.], we started to recreate 

that break." 

Riggins soon came across 

another inspirational break during a 

session at Sa- Ra's studio. " I brougnt 

my [Akai] MPC3000 in, and I think I 

had about 50 records with me, and I 

stumbled on this Eddie Kendricks 

loop [' Intimate Friends']. I knew that 

a lot of people had used it, so I 

thought about how I could do 

something differ-

ent. I just 

stretched it out 

into a long form on 

the 3000, and then 

added some 

clavinet and 

Rhodes when we 

dropped everything 

to Pro Tools. 

Erykah was incred-

ible. She let the 

beat roll for at 

least half an hour 

and basically 

recorded a 

freestyle reference; then she pulled 

ideas from that." 

The song became " Fall in Love," 

which pays tribute to the stutter-step 

rhythmic explorations of DiIla but 

also serves as a test case to the chal-

lenges Soares had to meet in the 

mixing phase. He points to the song 

"Umm Hmm," a sample-stacked 

workout co- produced by Madlib, as 

another example. "We got Madlib's 

music in the form of a stereo MP3," 

he explains, "and I've developed a 

method of working with that format 

so it fits with the overall sound 

Erykah wants. 

"Basically I duplicate the track 

about six or seven times, and then I 

go in with some heavy-auty EQ 

plug- ins and literally destroy the 

two-track and then rebuild it. I use 

The track sheet for Badu's first 4 

single, "Window Seat." 

Racks of outboard gear at Luminous Sound in Dallas. 

the Massenburg EQ plug-in a lot for 

this. It allows you to separate the 

bandwidths, so it plays only the 

bandwidth that you're highlighting. 

I'll usually start with the kick drum; if 

it's slightly out of phase, I'll fix that 

and then pan it up in the middle. 

Then I'll just keep isolating different 

parts of the two-track, each time 

panning it out a little bit more, until 

I've recreated a stereo image from a 

whole bunch of small snippets. How 

it works depends on the density of 

the two-track. You're gonna get 

phasing, so you have to keep adjust-
ing until it makes sense, but at this 

point it's almost like I can go in there 

and [pull out individual] instruments." 

With yet another album already 

nearly in the can—Lowdown Loretta 

Brown, named after one of her many 

aliases and described as a character 

"from the ' 50s who acts like she's 

from the '40s ... the 2040s." — 

Erykah Badu continues to push soul 

and hip-hop music into entirely 

uncharted waters. 

"Georgia [Anne Muldrow] and I 

have very similar world views, and 

we're very serious about the vitality 

of our families," she says. " Making 

that song with her—and in fact mak-

ing this album—has been a liberating 

time for me because we're defining 

ourselves through our relationships 

as women. It woke me up to really 

acknowledging my part in my own 

heartache, and what I'm doing 

wrong. I wasn't in any particular situ-

ation at the time, but the music has 

so many elements of liberation in it, 

and that's all I could think of to talk 

about. It's a diary entry of what's 

inside of my mind, and a way for the 

whole deal to come out." CO 
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RARE METAL 
Looking for some mellow, smooth 

sounds to kick back to on a Friday 
night, with soft lights and a glass of 

wine? Well, you'd best leave the new 

Dillinger Escape Plan album outta 

your plans. Dillinger's purposefully 

agitating punk-metal typhoons are 

custom-crafted to hurl you off of that 

couch and make you punch holes in 

the walls. 
Recorded and engineered by -he 

band's longtime producer Steve 

Evetts at his Omen Room Studios in 
Garden Grove, California, Dillinger's 

new album Option Paralysis [Season 

of Mist] is another trademarked 

Dillinger blitzkrieg of b/amblamblam. 

What has become increasingly 

provocative about the band's sound, 

however, is the ingenious ways 

Dillinger manages to blend the harsh 

with the harmonious. 

"Our music definitely presents a 

challenge in that way," says guitarist/chief 

theoretician Ben Weinman, "because in 

one sense it's supposed to be aggnes-

sive and it's supposed to be obnoxious. 

It's written that way—we use a lot of 

dissonant chords, a lot of high frequen-

cies, and we're also tuning to normal 
standard E, which is not as low as many 
heavy bands. But it's important to bal-

ance the annoyance with things that 

are the antithesis of that. It's the 

dynamics that are important to us at 

the end of the day." 

SOUNDS OF THRASHING 
A veteran soundman who's produced 

and engineered albums by Hatebreed, 

Saves the Day, Sepultura, Glassjaw, 

and Every Time I Die, Evetts has been 

with Dillinger since the beginning of 

the band's career. The current lineup— 

Ben Weinman at Omen Room. 

1114filee 
Dillinger Escape Plan in Omen RODM Studios during 
the recording of Option Paralysis. 

which Jncludes Weinman, singer Greg 

Puciato, guitarist Jeff Turtle, drummer 

Billy Rymer, and bassist Liam Wilson— 
convened at Evetts' studio after Wein-

man had worked out pre-production 

demos in Steinberg Cubase. 

The Omen studio includes two 

rooms, and when Evetts tracks drums, 

he leases the A room from the build-

ing's other occupant; the rooms are 

connected, so he uses h.s gear in the 
live room and in the hallway, which he 

exploits as a recording area as well. 

"The hallway is a tiled room that's 

wired up and meant to use as a 

chamber," he says, "so we keep the 

door to the A room cracked open ano 

have a stereo pair of mics at the end 

of the hallway. We get the best of 

both worlds." 

For miking drums, Evetts used 

Shure SM57s, as well as Sennheiser 

MiD 421s on the toms and AKG C 414s 

or Violet Design The Amethyst on the 

overheads. Room miking is mostly 

done with 414s, and in the drum hallway, 

Evetts depends on the Royer R-121s, 

plus a couple of inexpensive Langevin 

CR-2001 mics. Then there's the kick 

drum: " I love the Electro-Voice RE20 

on the kick," he says. "A lot of people 

use the AKG D 112, but I usually use 

the D 112 on the outside to give a 

great low-end bump." 
For Puciato's vocals, Evetts 

keeps going back to the AKG C 414 

"because it always just works with 

him," he says. "Greg feels more 

comfortable with the way it sounds 

in his headphones, and if he feels 

more comfortable, I don't care what 

we use." 

Recorded, mixed, and edited in Pro 

ToolsIHD, Option Paralysis was essen-

tially a digital project, though the 

process involved a blend of analog 

and digital methodologies " I used 

some analog processing in the mix," 

Evetts says. " I'm mixing in the box but 

in a hybrid system, with some outside 
summing and then a lot of analog out-

board gear in the mix. [And during 

tracking,] we used a Roland Space 

Echo, running through tape just to get 

that analog sound." 

DILLIINGER GUITAR PLAN 
While Evetts and Weinman did utilize 

direct- inject recording of the guitars 

from time to time, they did so in a 

sparing way; their tidal waves of 

chopping-kMe guitars derive primarily 

from rudimentary means: using the 

right pick on the right guitar through 

tie right amplifier. 
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RARE METAL 
jagged little accents on guitar, so I'll run 

a line from an amp," Evetts says. " I'm 

running a cleanish sound, low-wattage 
at 5 or 10 watts, to get that small-amp 
kind of thing, and then on the other 

side I'll record with a direct box and 

really jack the high end up super-high 

and compress it hard. It gives a very 
metallic kind of tiny sound." 

In the studio, Weinman uses a wide 
array of guitars old and new, pricey 

and not so, depending on the desired 
effect. " I'm using a couple of cheaper 

ESP guitars, and then I also threw on a 
Les Paul in a few spots for more 

body," he says. 
Because of the density and speed 

of the Dillinger attack, Weinman feels 

that he needs as much control over 

the sound as possible. "There's so 

much going on so quickly," he says, 
"so a lot of what's important for us is 
things like deadening the strings in 
spots where they're making noises, 

stuffing body cavities with tissue and 
cotton, etc." 

Weinman and second guitarist Jeff 

Tuttle employ a zillion different analog 
pedals in the studio and onstage, but 

Weinman insists that for his main 

tones he relies mostly on his guitars, 

his amps, and his fingers, though he's 

developed a fondness fo, the Japan-

ese Guyatone pedals. 
"They're really little, for one—you can 

put about 40 of them on a pedalboard, 
but they're really huge-sounding. And 
I also use their reverb pedals, a Guya-

tone that has a tube in it, a tremelo 

pedal, and the r"gital delay. There's a 

shaper pedal, which you can carve out 

a lot of different frequencies ard 
tones with, and then there's a booster 

pedal that's similar to a [BBE] Maxi-

mizer. Sounds really good." 
The band's selection of amplifiers is 

crucial as well. " In the past I'd throw in a 
[Peavey] 5150 for certain things that 

were really bright and aggressive, and 
then for clean things I'd change amps," 

Weinman says. " But on this record 

Dillinger Escape Plan ( left to right)— Billy 

Rymer (top left), Greg Puciato, Ben 

Weinman, Jeff Tuttle, and Liam Wilson. 
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probably 80 percent was the Mark V, 

definitely the best amp Mesa/Boogie has 

ever made. It's diverse; the distortion is 

extremely tight. The pedalboard that 
comes with it has some interesting fea-

tures, too, like looping and a great 

reverb; the clean sounds great, but then 

the variations in distortion rival any 

$4,000 amp." 

PLUG-IN LOVE 
While this very electronicized band's 

sonic attack can give the impression of 

being heavily effected, the real meat of 

the music is reliant on just a handful of 
plug-ins and hardware effects. Evett's 

two main tools for EQ are the URS 

plug- ins made for the Neve, along with 

the Massenburg DesignWorks 

Parametric EQ for more "carving out" 

of the sound. "The Massenburg EQ," he 

says, " is less obtrusive than the other 

Pro Tools EQs; the URS EQ has more of 

a color of a sound, but it's very pleas-

ing to the ear." 

For reverb and delay effects, it's 

back to basics for Evetts. "The funny 

thing is, for the main snare reverb I 

just use a Yamaha SPX90. I have 

other plug- ins, like the [Peavey] 

Ultra Verb, but the DX just sounds 

great— it does one thing pretty much, 

but it does it well." 

Evetts is not a big fan of plug-in 

compressors, but he's found a few that 

do the job well. " For some reason, a lot 

of software compressors flatten out 

the sound, and not in a pleasing way— 

it kills the bottom end," he says. " But 
the three main compressors I use are 

software, and they all seem to not do 

that—the URS doesn't do it, the Massey 

and the Chandler EMI don't either." 

Evetts is referring to the Chandler 

EMI TG12413 Limiter plug-in, which he 

uses for drum compression, the URS 

Neve plug-in for bass, and the Massey 

CT4, which he hits up when the mood 

strikes. For the main vocals, he turns to 

hardware, such as the Universal 

Audio 1176. 

DILLINGENTLY DRAINED 
Blurring lines between metal and hard 
rock, the members of Dillinger Escape 

Plan push a distinctly aggressive 

agenda with their sound—they just do 

it their own way. 

"We usually don't try to have a 

metal-sounding record, even though a 

lot of stuff we're playing is really fast 

and heavy and distorted," We.nman 

says. "Typically metal bands use a lot 

of frequencies that wouldn't necessar-

ily work with a rock album, and vice-

versa. We're trying to make a record 

that's blast-you-in-the-face, but we're 

not using a lot of the tricks that a lot of 

other bands are doing, so we do incor-

porate a lot of electronics." 

The question is, with all the fero-

cious speed and complexity built into 

a typical Diginger Escape Plan song, 

how in the >nell do these guys process 

it all without losing their heads? 

"Dillinger records usually take a lot 

more effort than mos:-.," Evel:ts says. 

"It's a lot to take in, and it's an 

intense isten. When you're hearing 
all this stuff going on at a m'llion 

miles an nour, and sometimes in 

multiple time signatures, all that is 

mentally exhausting. Dillinger's the 

toughest job I ever loved. It takes so 

much out of you, but I always love 

the end result, and it's very satisfying 

as a creative entity." «I 
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THE FRAMPTON 
METHOD 
by Michael Molenda 

Peter Frampton has recorded a couple 

of bitchin' guitar albums in his career, 
including a little ditty called Frampton 

Comes Alive, and 2006's Grammy-
winning Fingerprints. He's also an avid 

home recordist—albeit with a much 
hipper and more gear- lush personal 

studio than the average musician. As 

the follow up to Fingerprints, Thank 

You Mr Churchill [A&M/New 

Door/Ume] gets ready to drop this 

April, we thought a few words of stu-

dio wisdom from one of the world's 
greatest rock guitarists might help you 
with one of your projects. 

Start Here 
"There are no rules—just go for what-
ever sounds good," says Frampton. 

"But knowing the sound you want at 

the start—before you even touch a 
microphone—is a good idea. It's all 

down to what you can get out of each 

amp and guitar—what's the best 
match for what you're trying to 
achieve? Someone once said to me, 

'You're like molasses [in the studio],' 

because I'm so methodical. I take my 

time, and I don't rush. When you're in 

the studio, the microscope is on, and 
in order for me to play my heart out,1 

have to be turned on by the sound 

It's like the sound is so wonderful that 

I can't stop playing becausel love it so 
much. To get there, I might take a day 

to choose an amp, choose a guitar, 

select the mics, and then position the 

mics. Sometimes, I'm so exhausted by 
the setup that I won't actually cut tne 

track until the next day. And, to me, 

that's okay. Some sounds come in a 

minute, and some sounds take three 
days. You never know how it will go, 

but you have to take the time to get 

there, because if you're not inspired 

by the sound, you may not rise to the 

occasion and play something great.1 
mean, you can have all the best 

equipment in the world, but if the per-
formance isn't stunning, your track 

ain't going nowhere." 

Miking Electrics 
"It's all down to trial and error. Basi-
cally, I work two different ways as far 
as electric sounds go. One is posi-

tioning a Shure SM57 close to the 

speaker. But I don't like pointing the 

mic at the speaker cone—that's a 

little too honky for me. I like to angle 

the mic at sort of a 90-degree angle, 
pointing a bit off to the paper [of the 
speaker]. The second part is setting 

up room mics. I position a pair of 

Neumann mics-1 have a couple of 
vintage U67s and a U47—about ten 
to 12 feet away in a wide-stereo con-
figuration. Then, a little closer— I call 
them the 'mid-room mics.-111 use 

either a stereo Royer or two mono 
Royer mics in an X-Y pattern. So I'm 
actually recording five tracks of one 

guitar sound. Then, I can choose the 

sound—or combination of sounds—I 

like later on. 
"You know, when I first started 

recording with Glyn Johns in the old 

days with Humble Pie, he would put 
Neumann U67s on just about every-
thing. I don't remember seeing an 

SM57 on anything in those days. And 

then Neumann brought out the U87— 
which was the transistor version of 

the 67—and everybody seemed to 

switch to 57s. And I know why now, 

because after getting my hands on a 
couple of beautiful old U67s, I realize 
that you can put them close on the 

amp, and they sound virtually the 

same as what you're hearing in the 
room—as long as you don't put them 

too close. So, one of my alternate 

options to the SM57 close-mic is to 

swap it for one of the U67s 

positioned about 18 inches or two 

feet from the speaker." 

Miking Acoustics 
"NE umann KM184s are definitely a 

standard for me— I know I'm going to 
get a great sound with them. They 

don't capture a lot of bass, so they 
sound pretty good flat—you don't 

have to do too much of a roll off. The 
U47 is nice, too, but it's not a good 

choice if you're strumming away 

because it will pick up too much low 
end and muddy things up. I typically 

do the conventional thing of position-
ing one mic by the soundhole, and 
another mic higher up on the fret-

board, pointed down towards the 
12th fret or so." 

The Recording 
Environment 
"My studio has a wood floor with 

fabric-covered walls—except where I 

set up the amps, which is a complete 
wood of stone. The reflection off the 

wood floor is nice and even, whereas 

the stones on the wall are all angular, 

and the echo is a bit harsher in a 
good way. And then the fabric damp-

ens the reflections a bit. Obviously, 

not everyone is going to have the 
same construction in their recording 

space, but I've found that the best 

spaces give you a nice bit of ambi-
ence that's not too bombastic. You 

don't want the reverb swamping the 
room and all your guitar sounds. You 
ah,o have to be careful not to crank 

up the guitars too loud if you want 
some natural room sound on your 

tracks. There's definitely a threshold 

where the volume overpowers the 

room, and the ambience just kind of 

goes away." SO 
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By Jon Chappel 

"The PCM-M I 0 is a solio, roadworthy pro-

fessional recorder with excellent sound 

and loads of features. With its excellent 

onboard mic sound, and the sleek and 

compact design, serious audio oros who 

want superb sound quatity in a feature-

packed package will find that the Sony 

PCM-M10 more than tits the bill." 

Dave Sperling 

DP Music 

Documentaries 

&Videos 

"The M10 adds a huge 

amount of functionality in a small and ex-

tremely affordable package. The design 

is exceptionally well thought out. All the 

controls are in just the right places when 

I hold it in my hand. The ease of adding 

(and synchronizing) a stereo track to my 

video from a different perspective makes 

the M-10 a must-bring for any concert or 

live event. Every guitar and camera case. 

should have one living it!" 

Engineering 
By Jack Kontney 

"The Sony PCM-M10 handheld digital re-

corder is everything a rinusicion Of sound 

engineer might want as a tool for docu-

menting rehearsals and shows, including 

long batter/ life, tripod mount, ergonomic 

design, inconspicuous size and capa-

cious memory. But iit's much more..." 

- Rudnick 

Specialty Event & 

Music Viaeography 

"Sony's PC M-M10 puts 

high-definition sound in 

your pocket. This small nandheld record-

er"s amazing battery life enables you 
to record pristine audio all day. Built-in 

microphones mean no extra cables or 

adapters., ond bodkin controls make it 

easy to see levels and fundions in dim 

light environments. For great audio in 

almost every shooting situation, the 

POM-M10 recorder is a sound investment." 

To learn more about Sony's award winning handheld digital recorder: 

click sony.com/pcmm10 

Everything Audio Network 

By Mike Rivers 

"At $300, the PCM-M10 is well priced 

considering its sound quality, feature set, 

and ease of use. It is well suited for casual 

and professional recording applications, 

and, in between, serves as a handy music 

player. I think it's a winner, and so does 

the Everything Audio Network, which has 

tagged the MI 0 with its Stellar Sound 

designation." 

• 

Robin D. Berg 

President, BEI inc. 

HDTV & Digital Film 

Production 

"So I just voiced an epi-

sode of Speargun Hunter using only the 

M-10 and the on-board stereo mics. I put 

it on a stand, used pop filters and studio 

monitor headphones and the results are 

absolutely startling, there is zero detect-

able noise to my ears and the quality is 

superb. This is what I will use to VO all of 

my shows, it is too darn good and easy. 

Someone would have to fight me to take 

it away from me now." 

1 0 2010 ony Electronics Inc. All deb reserved. Reproduction in wholla or e p tlwithout written permission, is prohibited. Sorry. make.belieye and their respective logos are trademarks 01 Sony. 



BASS »new ors vvvvw.weirnaq.=om 

BRING ON 
THE FUNK! 
by Buddy Saleman 

To create the perfect funk bass tone, 

you must have all of the necessary 

elements at hand—a funk playing 

style, good bass-miking technique, and 

a fat and funky approach to the mix. 

These elements all cascade together 
into one warm, mammoth funkosaurus 

bass sound that will bump speakers 

off their stands. Here's how to get 
down with the low down.... 

Style 
This is crucial. Funk bass playing is 

its own beast, and it a has very play-

ful, syncopated relationship to the 

kick drum. This is not to say that tie 
bass and kick don't hit together, but 

it's a bit of a dance—sometimes on. 

sometimes off—but always interact-

ing in a way that pushes the groove 

forward while remaining in the 

pocket. A sensitive producer will 

critically assess the player's style to 

determine if the groove is working, 

rather than immediately ask that he 

or she play " tighter." 

Pocket 
Ask five funk musicians to define 

"pocket," and you may get five differ-

ent answers. But ask the same five 

musicians to play in the pocket, and 

you'll get a groove so fat that you'll 

put on ten pounds listening to it. I 

define the pocket as the space and 

distance between the kick hit and the 

GI tweaks are cool, 

it's all about the 

ket if you want 

ur tracks to be as 

r (tuft as Bootsy's. 

snare hit within the same bar. These 

spaces are obviously governed by 

meter and tempo, but there is flexibil-

ity in there that a savvy player can 

push, delay, and otherwise funk-ify. 

Again, getting obsessed with 

metronome- like precision may 

destroy the funk. Let the groove 
breathe and flourish, and soon you'll 

be in the house that Bootsy built. 

Tracking 
For me, the optimum funk bass has a 

huge quantity of bottom (around 

50Hz-200Hz) and top (between 

6kHz and 9kHz) in order to allow the 

bass to bump up against your chest 

while still cutting through the mix. To 

get such a tone, I like to record a 

direct signal and a miked-amp signal 

simultaneously in a relatively dead 

space (no hardwood floors, big win-

dows, or other bright, reflective sur-

faces). Remembering that bass 

frequencies take more physical space 
to roll out, I typically mic the amp 

with a large-diaphragm dynamic 

(such as an Electro-Voice RE20) 

positioned two or three feet from the 

speaker, and turned slightly off-axis. I 

also place a large-diaphragm 

condenser (such as an AKG C414) 

about seven feet away from the 

speaker cabinet at a height of two to 

four feet. This technique allows much 

of the bass waveform to interact with 

the room and develop maximum res-

onance as it's captured by the mics. 

The direct signal provides clean, 

sharp, and present tones. Both the 

direct and mic signals are lightly 

compressed (a 2:1 ratio with a -10dB 

threshold) to deliver more punch. 

Mixing 
To bring it all home during the mix, I 
blend the three separate bass tracks 

together. The dynamic-mic track is 

often the main sound, as it delivers 

warmth, bottom, and booty. A subtle 

boost at 100Hz can make the party 

even bigger. The direct track is mixed 

in for clarity, and I often help the 

snap a bit by boosting 4kHz to taste. 

Finally, the condenser, room-mic 

track is employed just to round out 

the bass tone and impart a sense of 

depth and hugeness. I assign all three 

tracks to a subgroup and compreiis 

them as a unit— usually at a 4:1 ratio 

with a -15dB threshold. The bass is 

now ready for the mother ship! 

Extra Credit 
Here are two other mix tricks I've 

seen great funk players use: 

• Add a light chorus effect to help 
the bass pop out of a busy mix. It 

also sounds kind of techno. 

• Add a slapback delay set to 

eighth-notes, and mix it just 

below the dry bass sound. If you 

take care not to collapse the 

pocket, the subtle slap can add 

dimension and sonic interest to the 

bass line. Freaky! CO 
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"When rian Moncatz and 
I were etting up Rattlebox 
Stt,diost, we had rooms 
that were basic rectangles, 
We wanted to keep the 
aesthet 
asthe r 
hardwood floors but tune 
the room to an interna-
tional standard. 

f as familiar vvith 
Pturnr Primacoustic 

becaus w 
their product from being in 
studios I had worked at. 
We purçhased MaxTraps,. 
FullTraps and Broadway 
acoustié panels and even 
though ' am a bit of a 
novice when it comes to 
construction,. I was able to 
easily install most of the 
tires myself. They have 
dramatically changed the 
sound of the room for the 
better. I've just recently got 
the last bass trap in place 
and the panels have 
controlled the reflections 
in the room perfectly. 

I love mixin.g in our room 
now. Mixes translate 
really well to my home 
listenina room and 
especia 
have Br 
our voc 
the Cu 
They to 
the roo 
that boxy sound you can 
often get with other room 
treatmeht. Listening in the 
room now is a pleasure 
and I can work for hours 
'without over fatigue." 

c of the room, such 
d brick and 

y the car. We also 
adway panels in 
I booth along with 
ulus corner traps. 
k trie honk out of 
without adding 

— David Boltrill 

3-time Grammy winning 

Producer/Engineer 

King Crimson, Staind, 
Silverchair, Godsmack, 
Peter Gabriel, Kid Rock, 
Joni Mitchell. Mudvayne, 
Dream Theater, Tool. 

PEAN UP YOUR ROOM! 
waking the London 12A Room Kit 
$899* - Problems Sala! 

It's all about balance... 

Would you mix a record using a 
monitor with a blown speaker? Not 
likely. The same applies to acoustic 
treatment. You cannot simply absorb the high 
frequencies and expect the results to be balanced. 
You need to control the mid range and the bass too. 

The London 12A room kit solves all of the problems with a 
complete package that includes everything you need to get the 
job done right. Scatter Blocks' tame flutter echo while retaining a 
sense of air. Control Columns " handle the powerful mid range and 
primary reflections. Broadband corner traps reduce standing waves and 

manage bass. And at just $699, it is a spectacular value. 

And we are not talking low density, low performance 
foam that just barely treats the highs. This is the real stuff! 
Each Primacoustic Broadway" panel is made from 6Ib per-
cubic-foot high-density fiberglass, encapsulated in micromesh and 
then covered with acoustically transparent fabric. You get the same look 
and performance that real studios insist upon at a fraction of the price. 

The Primacoustic London 12A Room Kit... balanced acoustic sound 
absorption, attractive finish, easy to install. 

Problems solved! 

" Estimated street price in US. 

PRIMACCIUSTIC 
...take control of your room!' 

A division or Radial Engineering Ltd - 1588 Kebet Way, Port Coquitlam BC V3C 5M5 
Cizpyright02009 - Specifications. appearance and price are stliject ta change without notice. 
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MANAGING 
GAIN STAGES 
by Stephen Fortner 

Anyone with a cable TV box has jug-

gled two volume controls. Set the 

cable too low, crank the TV, and you'll 

hear too much background noise. 

With the cable too high, you can get 

distortion or a honky sound even with 

the TV volume low. Even a basic 

recording setup makes you manage 

multiple volumes, too. Here's a 

Golden Mean approach for setting 
them. 

Your Keyboard's 
Volume Control 
An old rule says to leave it at maxi-

mum, then set levels for recording on 

your mixer or audio interface. That's a 

good place to start, but on some key-

boards, full throttle might make hiss 

audible while almost-full volume 

sounds clean. Call up the sound you'll 

record with, but don't play. Move the 

volume knob or slider slowly from 

low to high, and listen carefully for 

background noise. If an increase hap-

pens, most likely towards the top of 

the range, back off until it goes away. 

Chances are, any making up you'll do 

using the gain control of the gear 

that's listening won't add as much 

noise; if it does, the process is easy 

enough to undo. 

Don't forget MIDI volume. Make 

sure a pedal, other controller, or 

even the sound program itself isn't 

keeping it below maximum (127) with-

out you knowing. Also, the edit menus 

of some synths have an output para-

meter that works in the digital 
domain—another option if you need 

hotter levels without added noise. 

Faders and Gain Knobs 
Next come the inputs of your audio 

interface, compact mixer, or stand-

alone recorder. Either you're in a 
channel (or two) with an input gain 

knob—also called trim or sensitivity, 

which are not the same as faders on 

the device or in your DAW's mixer 

window — or you're not. 

In the first case, leave the channel 

fader at " unity," usually indicated by a 

zero located most of the way up the 

fader's travel range, and start with 

the trim all the way down. Play as 

loud as you mean to and adjust the 

gain until your loudest peaks hit the 

"yellow" zone on your physical or 

onscreen mixer's meter, but not the 

red. With most keyboards, you'll turn 

up the trim very little, or not at all, 

unless something else in the chain is 

quieting the signal first. 

This is why many audio interfaces 

and compact mixers have trim knobs 

only on their mic inputs: Line- level ins 

are pre-optimized for things such as 

keyboards. If your keys are too quiet 

no matter what, you may wish to go 

for the extra gain of a mic channel. 

Otherwise, it's one less volume con-

trol to worry about. Depending on 

how your mixer works, the channel 

fader may or may not have any effect 

on the level that'll get recorded, and 

it may not have any visible effect on 

the meter, depending on your setup. 
If not, don't be afraid to lower your 

keyboard's volume a bit more if it's 

stil too hot. 

What sounds too loud or too soft 

through your listening system may 

be the perfect level for the A-D con-

verters of the audio interface or 

recorder itself, so use only your 
headphone, "monitor out," or "con-

trol room" volume to get a comfort-
able listening level. 

Soft Synth Secrets 
Many soft synths have their own vol-

ume control in the plug-in window, 

and the rules are different for soft 

synths. Push the soft synth's volume 

too high, and often, you'll overload its 

mixer channel in the host program, 

distorting the sound. Try this advice 

from recording engineer Orlando 

Rashid (Jamie Foxx, Ludacris, Snoop 

Dogg): " Insert a compressor plug-in 

on the audio or instrument channel 

where the soft synth lives. Set it so 
it's not really compressing, or just 

barely hitting. Keep the soft synth's 

volume on the low side, and use the 

compressor's output or make-up gain 

to make it louder." Some DAWs also 

have simple "trim" plug- ins, useful for 

ackusting software instruments that 

don't have their own volume. 

This article was originally pub-

lished in Keyboard magazine's mam-

moth June 2006 "Record Your 

Boards" issue. SO 
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DRUMS 

EXPLORING SPACE 
by Michael Molenda 

Recording aggro, bombastic drums 

isn't just about fabulous source 

sounds captured by mics positioned 

very close to cymbals, toms, a kicK 

drum, and a snare. That's a start—a 

very good start, in fact—but the awe-

someness also comes from how the 

drums interact with a specific record-

ing environment. 

Sadly, the "room sound" chal-

lenge is where many home-studio 

musicians start reaching for drum-

sample collections, because the typi-

cal personal studio is not the hippest 

place to set up mics, and track a glo-

rious combination of percussive 

impact and environmental ambience. 

Or is it? If you can record drums at a 

time when all the banging won't 

drive your house mates or neighbors 

insane, then any apartment or home 

might surprise you with the number 

of cool reflections, echoes, and 

reverbs hiding within. And while 

there are tons of absolutely mar-

velous drum samples available today, 

it's also a thrill to be able to craft 

big-ass drum sounds to your own 

preferences, or to the specific needs 

of the song at hand. So if you're one 

of those hardy explorer types who 

adore drums that sound as expan-

sive as the Alaskan wilderness, here 

are a few suggestions for mammoth 

DIY drum sounds. 

Steve Lillywhite's 
Big Bang 
In 1980, U2's " I Will Follow" 

exploded from radios everywhere. 

But the propulsive energy wasn't 

just due to the youthful angst of 

talented and visionary teens—a fair 

share was due to producer Steve 

Lillywhite's massively ambient 

drum sound on the song's intro. 

Let's use that classic and tremen-

dous sound as the benchmark for 

pulling big booms out of your per-

sonal studio space. 

Get Hard 
If you're not recording drum tracks in 

a warehouse—or in a big studio with 

30-foot ceilings from which to hang 

microphones—ambient success rests 

in your ability to get some sexy reflec-

tions out of your home. And that 

means it's all about hard surfaces. 

Remove as many soft surfaces 

from the room as you can. That cushy 

couch and all those easy chairs are 
oh-so-comfy for watching TV, but 

they'll suck the life out of the reflec-

tions you're trying to capture, so get 

'em outta there! 

Now, set up the drum kit a few feet 

in front of a large picture window, and 

atop a hardwood floor. If the room is 

carpeted, borrow or buy a sheet of 

plywood large enough for the entire 

kit to be placed upon it, and then toss 

some more sheets around to break up 
the reverb-killing effect of the rest of 

the carpet. If there's no huge front 

window, then find a suitable house, or 

McGuyver a few plywood sheets to 

stand upright around the back of the 

drum kit. If you go crazy at Home 

Depot, putting an extra couple of ply-

wood sheets at the left and right of 

the kit will help intensify the reflection 

action. If you've done a good job, 
when you clap your hands, you'll hear 

some very cool echoes. 

Miking for Massive 
The first step is to close-mic the kit as 

you usually would, because these 

tracks will still provide the impact and 

punch of the overall drum sound. 

Then, as the drummer plays, walk 

around the room and listen for areas 

where the reflections are most 

intense. Don't miss the reverberant 

majesty of putting mics down hall-

ways, or inside nearby closets (with 

the door open, of course), facing win-

dows, or raised up and pointing at the 

corners of the ceiling. Seek out any 

and every place where reflections are 

having a party, and get mics in the 

area. Yes, you will probably need to 

borrow mics from buddies in order to 

document all the potential ambient 

points in your home, so don't be shy. 

Large-diaphragm condensers are pre-

ferred, as they're typically sensitive 

enough to "hear" the detail of most 

excellent reverb tails, stutter echoes, 

and other such reflections. However, 

I've also captured some pretty cool 

ambient sounds with small-diaphragm 

condensers, affordable ribbon mics, 

dynamic mics, and even cheap Radio 

Shack mics. As always, experimenta-

tion is often as critical as the gear, so 

use those ears and your imagination. 

Squash It 
Because you're not in a warehouse or 

huge, beautiful pro-studio space, 

some of the miked ambience may be 

rather low in level. The in-the-closet 

mic, for example, can sound cool as 
hell, but it might be a bit limp on the 

impact factor. This is where compres-

sion can save your butt. You can 

compress every track to bring up the 

low-level ambient sounds if you have 
a rockin' DAW, or, if you're limited on 

compressors, you can assign all the 
mics to a stereo submix, and com-

press the crap out of the sub. I tend 

to go pretty aggressive with a 10:1 

ratio at a -10dB threshold. 

Mix It 
Now that you have a hopefully enor-

mous and totally compressed stereo 

submix (or individually compressed 

mic tracks) of ambient drum sounds— 

so ambient, in fact, that they seem 

absolutely drenched in reverberation— 

the trick is to blend the ambient drum 

tracks with the close-miked drum 

tracks to craft a killer combo of articu-

late percussive attacks and vibey 

room sound. You can go more "dry" if 

you're a sissy, or do the Lillywhite 

move and crank up the "wet" tracks. 

Real adventurous souls can bring in 

the wet tracks more intensely at cer-

tain parts to pump up specific energy 

points in the song. Go Big! SO 
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CRAFTING 
THE MAGIC OF 
THE BEACH BOYS 
by Scott Mathews 

I've been lucky to be included in the 

Beach Boys' inner circle since the late 
'70s—and I've worked on many of 

their records—but nothing quite pre-
pared me for being given carte 

blanche to arrange, record, and pro-

duce background vocals for a found-

ing member of one of the greatest 
vocal bands of all time. The 
legendary Al Jardine asked me to 

help complete a song he had been 

working on sporadically for 15 years, 
and when the audio files to " Don't 

Fight the Sea" were opened at my 
Mill Valley, California, studio Tiki 
Town, the glorious voices of Brian 

Wilson, Carl Wilson, and, of course 
the forever underrated Al Jardine 
gave me chicken skin. I've come to 

understand that there is only one 
way to get that Beach Boys sound— 

the blend always has to include Al's 

voice. He had the glue that brought 

all the individual voices into one 

instantly recognizable and magnifi-

cent vocal sound. 

A Few Small Repairs 
My first priority was to listen and fig-

ure out if any parts needed to be 

fixed, added, or deleted. I instantly 
recognized the greatness of the 

tracks, but there were some spots 

that needed work—the most obvious 
being a rough outro section. I 

replaced an out-of-tune and out-of-

time vocal with my own voice, using 

a lovely, early '50s Neumann U48 

tube mic. The main reasonlchose 

the U48 is that it was often used on 

classic Beach Boys tracks, and I 

wanted to go after the same sound. 
Once I had the first part down, I dou-

bled it in unison for a full and rich 

sound that was so good I decided to 

triple it. Each time I sang the part, I 

moved slightly off the mic to emulate 

a more natural "group vocal" sound, 

as well as to introduce just the right 

amount of ambience to the tracks. 
That hit the spot, and it was the end 

of the "fixes." 

Singing With Angels 
What came next was about as fun as 
recording gets—arranging new vocal 

parts to go with some of my favorite 

singers ever. I had purposely not pre-
pared any parts in advance of the 

session to ensure that the spirit of 

the moment would inspire me to the 
fullest. I asked my chief engineer Tom 
Luekens to roll to a section of the 

song that sounded a little empty, and 
I began signing a series of "ahhs." It 
took about three takes until I hit on 
one that was perfect for building on. I 
tripled this part, and then sang a 

higher harmony part, and tripled it, 

as well. I thought about trying an 

even higher harmony, but I quickly 

realized that Brian and Carl Wilson's 

voices sounded so fine up there that 

it was best leaving that frequency 
range to them. I went with a lower 

harmony, tripled it, and was quite 
pleased with the results. 

Happy as I was, I decided to try a 
fourth part that was very low. Cautious 

not to end up with any fat tones that 

could clutter the bottom end, we 
severely EQ'd the part after it was 

recorded by applying a -12dB shelf at 

188Hz with a gentle slope beginning at 

around 400Hz.lsang a throaty bass 

part three times in unison, thinking 

that it likely wouldn't work, and we'd 

get rid of it. To my surprise, it was true 

to the school, so to speak. Lesson: You 
don't really know if something works 

or not until you lay it down, so don't 

be timid to try things. At worst, you'll 

Scott Mathews (right) and Al Jardine 

during a Brian Wilson soundcheck 

at the Mountain Winery, Saratoga, 
California. 

just erase the part, and no one will 

know it ever existed. 

Icing 
Some solo-vocal lines appeared three 
times during the song. The first one 
worked perfectly, but I added a vocal 

to the second occurrence (single-
tracked) that brought something 
new to the part, and then added a 

second and third vocal when the part 
appeared for the third and last time. 

All told, I stacked 17 vocal parts. 

Nothing was too busy, or got in the 

way of other mix elements, and all 

the vocal tones were crafted to fit 

with the original Beach Boys voices. 

After laying down a couple of 

acoustic 12-string parts to introduce 
the choruses—parts that Al dubbed 

"the Tarantino Touch"— I was done. 
Afterwards, I realized that I had 

done lots of singing with the Beach 
Boys in my car, in tne studio, and on 

stage, so I had a good intuition as to 

which types of vocal parts, 

harmonies, and timbres would 

enhance Al's track That experience 

not only kept me from being nervous 

about tackling the job, it also guided 

me to craft appropriate parts that 

would help complete "Don't Fight the 
Sea" without moving it too far from 

the Beach Boys sound. CO 

42 EC; APRIL. MI:111:1 www.eqmag.com 



Trusted Through The Ages. 
Peterson strobe tuning products have served the professional a -ena for over 60 b,:ears now. The tuner your grandfather 
used, the tuner your high-school band class stood around, and the tuner you've seen on stage at your first concert is 
now on your iPhoneand iPod touch at a very affordable. price. 

• -ruining resolUtion of el cent (1/1000th of a semitone). 
• The largest, easiest-to-read display available. 
• Built-in noise filter amd + 24dB input boost. 
• Large, illumiaated sherp and flat indicators. 
• Real-time cents cisphay in 1/10th cent increments. 
• ,Direct line-in adaptor cable and plug-in mini mic 

lee  

111110:1:1 
ça 

9soe 

eeoiroe. 

peterson 
FITC100. 1,11,1LPI 1 

ein freiyil Ptoetà•Van. 

www.PetersonTuners.corn 

iStroboSoft-
Guitar Tuner for the iPhone". and iPod touche 

o 

N I C 
C RCUS 

www.soniccirc LI ,. com 

SERIOUS STUDIO INFRASTRUCTURE Toll Free: 1-.888- SIC -GEAR 

7.24l -4327) 

Repr enting the best in mew analog and digital 

recor mg equipment, Sonic Circus has the world's 

large showroom of API, Neve and SSL consoles, ias we as choice intage outboard gear andl 

micro • 'hones. We provide expert service, support, 

and i egration t project studios and commercial 

facilit es worldwide. 

New Pro Tools Stimulus Upgrades! 

ertified 

Exchange Your Pro Tools LE system and save BIG on 

your HD Upgrade Calter visit us online for details 

Authorized 

4selIK 

Client Spotlight Shop The NEW 

soiniccircus.com! 

,Na4,4 
Star Mixer - Fabian Marasciullo 

Flo Rida • T-Pain • Lit Winne 
.1; 

Cod Gear • Great Deals! 

Get Your Sou 

Today, 

4 15qS‘11-3 

A 3F e Et 

NO PAYMENTS / NO 

INTEREST FOR 90 DAYS 

Visit the worlds largest showroom 

at new and pre-owned consoles. 

Neve • SSL-• API ' Trident ')(1 • 
• and more... 

Give us a call for a free consultation. 

Over 250 of The Fiinest Audio Brands Available Including... 

O YAMAHA Ctir,Nritm IlM11 Er) - Solid State Logic 
ISO:lheD Il VISIN 

wwvv.eqrrrag.com APRIL IMO1C1 EQ dm, 



MIXING r-• More Co TD www.ecimag.ccam 

5 REASONS WHY YOUR 
MIX IS CRAP 
by Michael Molenda 

Oops. Sorry. Tough love, there. But 

here's the deal: Your musical fate is 

totally decided by what a listener 

hears "in the grooves"—whether that 

person is a label rep, a potential fan, or 

your mom. Unfortunately, you don't 

come along with your mix. You're not 
there to explain all your angst, or make 

excuses for the crap gear you cobbled 

together to record your sonic opus, or 

inform everyone they should really dig 

the songs because they're based on 

the life of burlesque comic Pinky Lee, 

and you used a DADGAD tuning to 

perform all the guitar tracks. Trust 

me—no one cares. 

When you're already famous, Bar-

bara Walters might marvel at your 

obsession with Pinky, but when you're 
a nobody all that so-called " interesting 

background material" is just meaning-

less pap that doesn't make up for a 

less-than-inspired audio production. 
Of course, if people love you no mat-

ter what you do—even if what you do 

sucks—then you will be a famous and 

beloved musician whether you produce 

appallingly awful mixes or not. The rest 

of us should probably try to avoid the 

five deadly sins that follow.... 

You've Drowned the 
Sucker in Reverb 
Reverb is like super crack for unsophis-

ticated audio nerds who can't help 

themselves from drenching everytning 

in cathedral-type ambience with epic 

decays. Pretty soon, every element of 

the mix sounds like it's underwater, 

and clarity, impact, and dimension are 

lost. And remember, every element in 

a stereo mix can affect its neighbor, 

so don't try the excuse that " I only put 

a big reverb on the vocal," because 
that vocal reverb can still mess with 

the perception of the backing tracks, 

or worse yet, seem totally out of place 

against a much drier rhythm section. 

Sonic Life Preserver: Try mixing 

everything completely dry, and when 

you like how everything sounds, try 

adding in just a bit of reverb until a 

three-dimensional quality becomes 

evident. 

Man, This is a Messy 
Room... 
The Beatles recorded Sgt. Pepper 

on two synced 4-tracks, but now 
DAWs offer up something like 

10,000 individual tracks. But that 

doesn't mean you have to actually 

use all of those tracks. I'm sure 

that your multiple percussion 
tracks, and quadrupled guitar- har-

mony lines are fabulous, but do 

they move the song forward, or add 

to the vibe, or are they just one of 

too many things for the listener to 

focus on? Cluttered mixes with tons 

of textures and layers can be frustrat-
ing to hear, because the heart of the 

song is often lost in the crowded 

sonic spectrum. 

Sonic Life Preserver: Choose just 
a few mix elements to highlight. One 

element will likely be the lead vocal— 

which is the thing most people listen 

to, anyway. Or are you certain that 

everyone would go nuts over your 

soft, bell- like harmonics that happen 
just once in verse three for six 

seconds? Discipline yourself to spot-

light one main element per song sec-

tion in order to keep interest pumping 

along as the work chugs along. If you 

mix a ton of things the same volume 

because you love them all, you're not 

really allowing the listener to hear a 

compelling story unfold in your music. 

Vocal Ping Pong 
Some people like vocals loud, and some 

like them soft, but nobody likes them 

too loud or too soft. Sounds confusing, 

huh? Well, if someone has to strain to 

comfortably hear the vocal, you've lost 

them. If the vocal is mixed so low that 

the snare, guitars, cymbals, or anything 

else interfere with the voice, its words, 

or its tone, you're done. Bad things also 

happen if the vocal is mixed so loud 

that it seems as if the singer is scream-

ing over a boom box. 

Sonic Life Preserver: There are a 

number of good " tests" for vocal lev-

els. One of my favorites is to turn 
down the mix until it's barely audible. 

If I can still hear every word of the 

vocal, but I can also hear the drums 
and main harmonic instrument (gui-

tar, keyboard, etc.), then all is well. 

Gnarly Sonic Spectrum 
Muddy mixes are the aural equivalent 

of wolfing down too much turkey, 

stuffing, and potatoes on Thanksgiv-

ing. The indistinct bass and dull mids 

make for a sluggish listening experi-

ence that will likely thrill no one. On 

the other hand, trying to be all mod-

em and punchy with a mix that 

shoots out searing mids and sizzling 
highs like ninja shuriken blades might 

just behead your audience. 
Sonic Life Preserver: To ensure 

that your sonic spectrum isn't out of 

whack, reference your mix to a 

selected " professional" mix from one 

of your favorite CDs. This is the best 

way I've found to assess whether I'm 

pumping too much bass (as 

compared to the reference mix), or 

being too heavy handed on the mids 

or highs. When you switch back and 

forth between your mix and the pro 

mix, it will be very clear where yours 

stands sonically. Correct accordingly. 

Crushed to Death 
Compression can make your mixes 

appear to sound louder, and explode 

right out of a playback system. Too 

much compression can destroy every 

shred of dynamic interest, and incorpo-

rate bizarre pumping and breathing 

artifacts into the mix. Learn from the 

sad tale of Metallica's Death Magnetic 

CD that was so compressed fans 

started listening to the less-compressed 

tracks on the Guitar Hero game. 

Sonic Life Preserver: Leave the 

compression to a good mastering 

engineer. CO 
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4 WAYS TO SURVIVE 
A JAZZ DOUBLE 
BASS SESSION 
by Kent Carrnical 

Many home engineers might cringe in 
fear at the thought of a double-bass 

player walking in to record a jazz ses-

sion. The instrument itself is large, has 

strings made from sheep's intestines, 
and isn't likely to show up in your usual 

rock and roll scene. Not to mention 
that jazz players ain't impressed with 

hammer-ons, sweep picking, or bitchin' 
tats, and they play in keys most rock 

musicians have never even considered. 
Jazz is its own world with its own prior-
ities, Daddy-o, and while this bit won't 
have you digging Kerouac or Coltrane, 
it may keep you from looking like a 

square when the cats come to your 

studio to really blow. 

Find the Sweet Spot 
Acoustic instruments rely on the envi-

ronment they are recorded in for a 

good deal of their sound, so take the 
time to find the sweet spot in the 

room—that is, the location where the 

bass sounds best. It's also no sin to 
trust the bassist's choice of the spot 

where the instrument produces its 

finest tones. Jazz bassists have sacri-

ficed most of life's wonders to learn 

their instrument from the headstock 
scroll to the pointy thing that sticks 

out of the bottom, so don't second 

guess them just to massage your ego. 

Use Two Mics 
For all its size and intimidation factor, 

the double bass would have to work 

pretty hard to overcome a ukulele 

when it comes to volume. So unless 

you have access to some very sensi-
tive dynamic mics, condensers are 

usually the way to go. A good start is 

to use a large-diaphragm condenser 
to capture the low-end thump, and a 

small-diaphragm condenser to pick 
up the woody midrange of the body. 

While you might think the best 
position to start miking a double bass 

would be around the f- holes, the rush 
of air shooting from each hole space 
can produce boomy, indistinct 

sounds. Instead, place trie large-
diaphragm condenser roughly six 

inches from the body ot the bass, and 
pointed at a spot between the bridge 

and the f- hole. Now, position the 
small-diaphragm condenser about a 
foot from the bottom 01 the finger-

board, tilted up at a 90-degree angle. 

If the large-diaphragm rnic is picking 

up too much low end (or wind from 

the f-hole), point it closer to the 

bridge, keeping the same distance 

from the bass itself. If a more articu-

late sound is the action you crave, try 

raising the small-diaphragm mic until 

it's closer to where the bassist is 
plucking the strings. 

Jetison Compression 
Frank Zappa once referred to jazz as 

"the music of unemployment." While 
I'm in no position to argue with one of 

the greats, I can tell you that when it 

comes to recording, jazz is the music 

of no compression. Dynamics are 

important to jazz music, so why 

would you want to stomp all over 

them? If you are having problems with 
too much dynamic range—say, if the 

bassist uses a combination of soft 

plucks and violent slaps to play a pas-
sage—then man up and ride the fader 

like a real engineer. (Which means you 
actually learn the song, dipping the 

fader during the slap phrases, and 

boosting it when the bassist's touch 
gets light.) However, if you are com-

pelled to use compression, use it 
lightly—no more than a 2:1 ratio, with a 

fast attack and a medium release. 

Dial Out Bad Things 
With EQ 
Equalization however, is a different 

matter. Most double basses produce 
copious amounts of sonic blubber 
between 80Hz and 120Hz. You can 

help alleviate any muddy or woofy 

low end with a notch filter. Start by 
notching out 5dB to 10dB at 100Hz, 

realizing that every bass has its own 

sonic character, and you will most 

likely have to play with different fre-

quencies and cut/boost levels to 
bring out the instrument's hippest 

tone. For punch and clarity, experi-

ment with boosting somewhere 

around 800Hz to 2.5KHz by 
2dB-3dB. It is important to do EQ 
adjustments with the bass in the mix, rather 

than soloed, to ensure your tweaks 
don't adversely affect the other ele-
ments of the track. A big low end on 

the double bass, for example, might 
overwhelm the sound of the kick 

drum. Critical listening should point 

you to any tonal problems or chal-
lenges, and appropriate EQ adjust-

ments can save you from having to 

re-mic and re-record. Dig? SO 

46 mg APRIL •1210 www.eqmag.com 



www.cafepress.com/musicplayemet 

í MAKE MUSIC YOUR LIFE!  
The challenge of audio for music, film, 

video game production anti live performances 

is hard work, but you love it! 

Welcome to the world of... 

AUDIO RECORDING TECHNOLOGY! 

Attend a four-year college that takes :nusic as seriously as you do. 

Earn a degree in Business or Music with a concentration in 

AUDIO RECORDING TECHNOLOGY. 
Contact an Admissions Representative right now and 

MAKE MUSIC YOUR LIFE! 

For our next Opvn House daze, visit us online at 

www.ftc.edu 

(631) 656-2110 
www.ftc.edu 
Oin 11746 

FIVE TOWNS COLLEGE 
When you'rr SeriOUS about = Sit and the performing art›! 

SPECIAL ADVERTISI VG SECTION MARKETPLACE 
Stay connected; between issues of Ca 

Subscribe to: 

Record Ready 
EfiosFRF: , e-newsleterl 

Twice a month... 
Get the latest artist and industry news 
Enter gea give.iways 
Check out the latest f:attires on Eflmati.11., 
Stay Jp Ir date on new products 
Get playirg tips from the experts 
Go been] the pages of Ea! 

ileM0111 
111606,11 SolisctitE today at Rimagicum! 

eitite. TRAPS 
High-Performance 
Acoustic Treatment 

104 

"The room is so muci flatter. 
Mixing there now is a real 
pleasure. REALTRAPS eliminated 
the guess work in geling my 
control room acoustically 
correct." -- Tory Maserati. mixer 
for Black eyed Peas. John 
Legend, M'air Carey, 'Destiny's 
Child, R. Kee y, Jo. Teen 

"After adding 7 Monocgraps the 
bass response in my mastering 
room wias smoothed out 
measuraply and audibly, and 
not a bass note is out of place. 
Plus, the sweet spot has 
grown!" -- Ben Katz, Digital 
Domain 

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

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

866-RealTraps (866-732-5872) 

WWW. REALTRAPS.COM 

YOU'RE ALREADY A 

GUPERSTAR... 
MOW YOU CM SAVE THE PLANET e, fee A 

CD SUPERHERO! 

eD' 

GG P 

10% 
APO •r1 GRAPHIC OESIG1 I .41ASTERING 

4-PANEL ECO-DIGIPAR 
WITH FUU--COLOR MSC 
$1199.00 0.0r, ) 

4-PAKEL ECO-VVALLET 
WITH FULL-COLOR MSC 

$1• 9.00 ea» WY.) • 

FOR ear S49.4.00! 

etY 
HERO! PLY- IT 

D RE C T 

Where You Go. 
259 W 30th Street, be, NY 10001 

a
TOLL F1'2E 1-800-815-3444 212-695-6530 
WWW.PLAY-ITDIRECT.COM 

APRIL— 2 ,71G Elp 



40‘11=11= 41:1LI-1-EY 
BY CRAIG ANDERTON 

Practice "safe ins all" or Windows XP 

I.jp 
' tall USB and Firevvire hard ,vare devices, like audio nterfaces and control surfaces, without any problems. 

6, 6..*Hardware driver installation or Windows has become simpler, but sometimes there are still issues. This Power 

App Alley covers the steps you need to taKe for a ( hopefully!) flawless installation, using tJSB as an example. 
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STEPS 
1. Create a System Restore point (go Start > 

Programs > Accessories > System Tools > 

System Restore) in case there's a problem 

and you need to try again. 

2. Physically unplug all unneeded USB 

devices (e.g., everything, including 

dongles, except keyboard and mouse). 

3. If an older driver is installed, go Start > 

Control Panel and double-click on System. 

Click on Device Manager, locate the driver, 

right-click on it, and select Uninstall. 

Optional: Restarting the computer (see 

Step 6) after this step may solve 

installation problems. 

4. Right-click on the Taskbar, and select 

Task Manager. Turn off all unneeded 

programs, especially anti-virus programs 

and Windows Defender, by right-clicking 

on the entry and selecting End Process. 

5. Start driver installation, usually by 

double-clicking on an EXE or MSI file. 

Follow any instructions, particularly if you're 

advised not to have hardware connected. 

6. After driver installation, unless instructed 

otherwise, go Start > Turn off Computer 

and select Restart to re-boot the computer. 

7. Plug in the hardware. Wait for the "Found 

New Hardware" balloon to appear, and when 

the "Found New Hardware Wizard" appears, 

select " Install the software automatically" 

and follow instructions. When driver 

installation is finished, enjoy your hardware! 

Step S.: You may be able to uninstall drivers by going Start > 

Control Panel > Add or Remove Programs, selecting the driver, 

and clicking on Remove; or, by going Start > (name of program) 

and selecting an uninstall routine. If you're downloading drivers, 

look for any instructions (e.g.. PDF docs) and read them. 
Step 5: Most, but not all, XP hardware installations require leaving 

the hardware unconnected until after driver software installation. 

Step 6: With Line 6 hardware, a re-start is generally not required. 

Step 7: If a warning says the driver hasn't passed Windows 

testing, click on "Continue Anyway." 
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App y an edit "grooves for audio clips 
lah• a.:  Change the character of loops by taking advantage of Live's groove-oriented functions. 

You can overlay ' grooves" on the timing of audio and MIDI clips to change the clip's timing and velocity, thus 

creating different "feels." Live's Library includes a bunch of preset Grooves, but note that you can also extract groove timing 

data from MIDI and audio clips to create custom grooves. 
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TIPS 

STEPS 
1. With an audio clip loaded, click on the 

Clip Overview to reveal clip parameters. 

2. Locate the Grooves folder in the Library, 

then click on the Groove Pool button to 

open the Groove Pool. This will show all 

available grooves for the Live set. 

3. For quick groove auditioning, click on 

the Clip's Hot Swap button. 

4. The Groove Browser goes into Hot Swap 

mode. Click on a groove to select it, then 

click on the groove's Hot Swap button to 

audition it. This groove will appear as an 

entry in the Groove Pool. 

5. When you find a groove you like, you can 

tweak the various parameters (Timing, 

Randomness, and Velocity, as well as Quan-

tization) for that groove in the Groove 

Pool. Note that tweaking automatically 

exits Hot Swap mode. 

6. When not in Hot Swap mode, you can 

add more grooves to the Groove Pool by 

double-clicking on groove presets in 

the browser. 

7. All currently available grooves in the 

pool appear in a drop-down menu in clip 

view; selecting a groove applies it non-

destructively to the clip. To write the 

groove to the selected audio clip, click on 

the Commit button just below the drop-

down menu. 

In Step 4, you can use the up/down arrow keys to step through 

groove presets, then click on the Hot Swap button to audition 

the preset. 

In Step 5, note the Amount control at the top. This is a " master" 

control that varies the amount of Timing, Randomness, and 

Velocity simultaneously and proportionately. 

In Step 6, if in Hot Swap mode, double-clicking on a browser 

groove replaces the currently selected groove in the Groove Pool. 
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GEAR HEAD 

ROUNDUP 
PROJECT 
MASTERING 
MASTER CLASS 
Why settle for tracks that sound "good" 
when they can sound "great"? 

by Craig Anderton 

Without blowing our horn like, y'know, 

too much, we really have been on top 

of the "project mastering" trend for 

some time. So for this roundup, wel 

assume you have the basics figured 

out (you can master at home, but you 

better know what you're doing), and 

concentrate on specific techniques 

that relate to mastering. Some of these 

relate to tracking and mixing, too. Also, 

rather than having our usual review 

format, we'll instead pick some coo 

features from various digital audio 

editing programs, and show how to 

apply them to real-world situations. 

As to which digital audio editor is 

best, they all do the job—but they all 

do the job differently. Also, some have 

unique features that are essential to 

some people, but irrelevant to others. 

I'm very fortunate, because I get to 

evaluate all these programs while 

doing reviews, then use whatever I 

want with music projects. And frankly, I 

use everything. I'll often go through 

three or more programs to get the final 

result—even crossing back and forth 

between Windows and Mac. 

Of course, having multiple products 

adds up price-wise, but the price of all 

these programs adds up to about the 

same as the reel-to-reel two-track 

machine I used back in the day. We've 

definitely come a long way. 

SO WHAT'S THE DEAL 
WITH "GOLDEN EARS"? 
But first ... for years, people have 

talked about the need to use profes-

sional mastering engineers, with the 

usual reasons being "well, they've 

done hit records and have golden 

ears." But what are the characteristics 
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of "golden ears" for mastering? 

Simple: The ability to detect 

extremely subtle changes. This is cru-

cial for two reasons. First, applying a 

processor to a mixed stereo track 

affects everything— if you boost a par-

ticular frequency, you're boosting that 

frequency for d-ums, voice, bass, etc. 

This is very different from processing 

an individual track, where it's often 

desirable to paint in broad strokes. 

Second, mastering typically 

involves lots of little edits, but these 

add up to a not-so-little resuit Every 

action does have an equal and oppo-

site reaction; alter the dynamics, and 

you alter the mix_ Boost or cut at a 

certair frequency, and it will make 

other frequencies seem softer or 

louder in comparison. 

This is whe-e many wannabe mas-

tering engineers fall short because 

they apply " recording thinking' to 
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Fig. 2. Scurre Soap Pro 2 is a 2rieral-purpose noise 
reduction pleg-in that's suitable for else with digital 
audio editors and multitrack DAWs. 

"mastering thinking." Mastering is the 

art of subtlety, and you have to under-

stand wrich small changes you need to 

make for a big result. 

THE EGI,...+ALIZATION 
TWO-STEP 
If I coulo only have °me processor for 

mastering, it would oe EQ. I actually 

use two independent EQ processes. 

The first fixes problems, while the 

second adds subjective tonal 

improvements. For `ixing, I cald up the 

file in Har-Bal to see what's goilg on 

in the overall audio spectrum ( Figure 

1). The heart of the program is an 

8,192 stage FIR equaiize,, but it also 

displays an average of the energy dis-

tribution across the audio spectrum in 

1/6 octave bands (you can change 

this, but 1/6 octave is my preferred 

setting). Looking at the display can 

provice an "early warning system" for 

any frequency response anomalies. 

although of course you can't make 

any fina! determinations without using 

your ears (and brain). Common prob-

lems are: 

Bass doesn't roll off at subsonic 

frequencies. Cutting everythirg 

below 20-301-1z can clean up the 

sound and open up a bit more 

headroom (also see the section 

-Remove the Sutrsonics"). 

Bass range peaks and dips. This is 

usually due to room issues wheie the 

recording was made, but be careful 
in your analysis—there may be a 

major kick drum that causes an 

intended peak However, this tends 

ta be a single blob of energy, 

whereas room issues cause a curve 

that looks more Like "ripples" due to 

multiple resonances. 

roo marry highs. What with distorted 
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guitars, aliasing that generates weird 

harmonics, digital clipping, and the 

like, today's recordings sometimes 

seem harsh. A little high-

frequency rolloff can tame harsh-

ness without reducing the 

perceived high frequency 

response. 

Midrange issues. Unexpected 

midrange peaks, attributable to a 

variety of factors, can sometimes 

give a " honking" effect. These 

may be subtle, but you'll still notice 

the sound is smoother when you 

correct them. 

Of course, you don't need Har-Bal 
to do these kinds of fixes; you can use 

a parametric EQ to reduce nasty 

peaks. The trick here is to narrow the 

peak and boost to an absurd degree, 

then sweep the frequency to hear 

which frequencies slam the level into 

distortion. You can then cut the 

response of that frequency to reduce 

the peak, and smooth out the sound. 

For the second EQ process, I'll tend 
to use a parametric or a "broad" EQ 

(I've always liked Pultec units for this, 

and the Universal Audio emulation is 

very good). For example, I might add a 

general upper midrange lift to give 

vocals and guitars more definition, or 

boost the bass a bit to give the kick 

more authority. 

BANISH THE NOISE 
If you're lucky, a cut to be mastered 

will have a few seconds of "air" at the 

beginning, rather than be cropped 

right up to the start. System hiss and 

noise will be present in this "silent" 

part. Granted, this might seem very 

low-level, but removing low-level noise 

is like blowing the dust off a painting— 

everything looks the same, it's just 

more defined. 

I generally use Sony Sound Forge's 

noise reduction, and choose the most 

natural algorithms and minimal reduc-

tion (the less reduction you need to do, 

the better). If a file already has rela-

tively low noise to begin with, noise 

reduction can make it sound perfect 

without creating audible artifacts. 

This type of noise reduction 

(Adobe Audition incorporates a similar 

noise reduction module) requires 

defining a region of pure hiss, called a 

"noiseprint." This is analyzed, and 
extremely sharp/precise filtering 

removes these specific frequencies. 

You can edit the strength of the noise 

reduction, and even edit the noiseprint 

manually. Also, Sound Forge lets you 

include noise reduction in effects 

chains, which is helpful: You can apply 

two subtle processes instead of a sin-

gle, more drastic one. 

On the Mac, and also with Windows 

DAWs, my plug-in of choice is BIAS's 

SoundSoap Pro 2 ( Figure 2). But I also 

use it with digital audio editors, 

because while it can do the " isolate a 

piece of noise and eliminate it" trick, 

the latest version does Adaptive Noise 

Reduction where the program decides 

what's noise and what isn't by itself, 

and can even change that definition 

over the course of a file. For an exam-

ple of why this is useful, consider a 

noisy file that's been compressed, so 

the noise changes over time—Sound-

Soap Pro 2 can adapt to the changes 

in hiss levels. It also includes other 

restoration tools (click/pop removal 

and hum). 

However, note that most digital 

audio editors include some kind of 

noise reduction; Audition offers several 

different types, and Steinberg Wave-

lab's DeNoise even offers adaptive 
noise reduction. 

THE RIGHT FADE 
I request that people submit files to me 

with no fades, and instead specify 

where they want the fade to begin and 

end. The main reason is so I can create 
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Fig. 3. Sound Forge 
has a great fade fea-
ture that uses a 
breakpoint envelope, 
where you can add as 
many points as you 
want to create any 
arbitrary curve. It's 
also possible to pre-
view the fade before 
committing to it. 
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Fig. 5 The multlband stereo 
image widener in Motope's 
Ozone 4 can also narrow the 
image. In this case, lower bass 
frequencies are being pulled 
to the center. 

the perfect curve—a lot of the files I 

get have linear fades, whicn don't 

SOLVICI all that great. But the other rea-

son is so there's material just in case 

the fade needs to be extended. 

This situation happened recently 

while mastering a cut by Norwegian 

musician Ronni Larssen. He expected 

the fade to occur over an instrumental 

figure at the end, but it seemed like 

not quite enough time for a fade, and 

besides, I liked the figure. So, I copied 

the last figure, and pasted it in twice 

(us:n.9 automatic crossfading) so the 

figure repeated three times at the end. 

Next was taking advantage of 

Sound Forge's fade feature, which can 

define pretty much any fade curve you 

want (Figure 3), as well as preview rt. • 

went for a fairly quick fade, then drew 

a logarithmic fade to the end. 

MASTERING WITHIN 
MASTERING 
With a recent mastering job, one section 

bothered me: a drum fill lead-in to a 

chorus just didn't "pop" enough. Instead 

of kicking the energy up a notch, the 

nmetai3 

4. When you need to 
-aise or lower the gain or 
otherwise process Individual 
sections, the ability of sev-
eral programs to add an 
automatic crossfade elimi-
nates clicks due to abrupt 
level changes. 

0,0140 

I 10.11  B., 001_, F0.10 
,0010env. 601:1en., ., 100.1 0101,001 

Enkni, 
- - Rig 9111711 

(If 

,   

D Shos: (:(ennet Cos. 

o Em>"' MIMUMM.  

*iZotope 
OZCM0' 

011 01 

• 

quiet CH brought down the song. 

No problem: I defined that fil' as a 
reg on, and increased the gain by 3dB. 

With Wavelab 6, it's important to have 

regions begin and erid on precise zero-

crossings, as increasing or decreasing 

evel where there's level can cause a 

click due to the abrupt level change. 

Unfortunately, zero crossings don't 

always occur in the same place on dif-

ferent cianneis. 

BIAS Peak, Adobe Audition., Sound 

Forge, and others gel around this by 

introducing a small crossfade between 

the altered and non-altered sections 

(Figure 4). The screen shot shows 

Sound Forge because its graphical rep 

resentat ion clearly shows what's going 

on, but I first becar-re aware ot the 

vabe of th.s approach with BIAS Peak 

Pro, when I needed :o change levels or 

tonalities of indlviclual notes with clas-

5,cal harpschord and guitar projects. 

PULL THE BASS 
TO CENTER 
Bass beongs in the canter. With vinyl, 

that's a requirement so that the stylus 

doesn't ,ump out of its groove; these 

days you can put bass wherever you 

want from a technical standpoint, but 

for my taste, it still works best in the 

center. Bass is non-directional compared 

to highs, so having it ernanate equally 

from stereo loudspeakers on playoack 

makes sense. 

One of my "secret weapon" tech-

niques tor giving rock/poo tunes more 

power .s the Multiband Stereo Imaging 

processor in iZotopes Ozone 4 (Figure 

5). Although these types of processors 

generally widen the stereo image, with 

Ozone 4 you can narrow the stereo 

image by cnoosing a negative "widen-

ing" value. Because it's a multiband 

processor, you can apply this to the 

bass range only, and "anchor" the 

song's low end. 

REMOVE THE 
SUBSONICS 
People aren't going to hear what's 

below 20Hz, so you might as weil nuke 

any energy down there. If there are any 

subsonic signals—which is increasingly 

likely in a digital world, where sounds 
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can be transposed into the subsonic 

range—they'll take away from available 

bandwidth, and in some cases, muddy 

the sound. 
Although this ,oundup isn't really 

about plug-ins, far low-cut filtering I use 

Waves' LinEQ Lowband Stereo (Figure 

6), because there have been times when 

I haven't heard ary difference with it 
inserted, but the meters indicated I'd 

gained back headroom. It's your basic 
linear phase surgical EQ tool, and is 

ideal for this type of application. 

WHY SPECTRAL 
VIEW ROCKS 
Wavelab and Adobe Audition include 
the option of spectral view editing 

(Sound Forge has a spectral display, 

but you can't do any actual editing). 

The 1/10 issue includes a techniques 

article on using spectral editing to 

remove noises, scrapes, and the like 

from nylon string guitar. 

Spectral view presents audio not as 

a waveform, but how energy is distrib-

uted in the spectrum. For example, in 

Figure 7 the bass notes are yellow, 

with brighter yellow meaning that the 

note is . ouder. It's possible to identify, 

isolate, and edit specific events, like a 

kick drum, cough, finger scrape, and 

the like With Aud tion, after selecting 

the region you want to edit, you can 

Fig. 6 Waves' plug- ins are very popular for master-
ing, but don't overlook the LinEQ Lowband Stereo for 
removing subsonics and rumble. 

Fig. 7. Adobe Audition's Spectral View *LS ideal 
for making edits with surgical precision—you can 
even lower the level on a single drum hit, or 
remove the cough from a live recording. 

change level (e.g., attenuate it so it's 

not as prominent, or boost it) with the 

level control that appears automatically, 

or do any other processing—compress 
just a single k ck note, for example. 

I don't use spectral view for general 

mastering, but only if problems need 

to be solved— it's more of a technical 
process than a musical one. But when 

you really need to get " inside" the 

waveform, there's no better option. 

MICRO-MASTERING 
Clients want ,oud cuts, but I'd rather 

not put a limiter on the output and 

squash the file to death. " Micro-master-

ing" is ar effective, albeit tedious, way 

to increase overall level, while minimiz-

ing the negative effects of any limiting 

or compression that does get used. 

This works on the principle that any 

mixed tile has occasional peaks that 

ate signif icant'y higher than other 
peaks. For example, suppose that 2 

peaks have values between -2dB and 

0c113, and al' other peaks fall below 

-2dB. It we reduce the 12 peaks to 

-2dB, tien it's possible to raise the 

level of tie entire file up by 2dB, thus 

gaining 2dB of " loudness" w thout 

using compression. 

Finding those peaks is easy with 

Wavelap's Global Analysis feature 

First, decide how much headroom you 

want to open up—I'd suggest 2dB until 

you get a feel for how this process 

works. Go Analysis > Global Analysis, 

and click on the Peaks tab. To find one 
peak at a time, enter 1 for the 

maximum number of peeks to report. 
Click on Analyze, ther click on the 

Maximum f ield for either the right or 

left channel. Click on Focus, and Wave-
lab jumps to that peak. 

With snap to zero crossings 

selected ( it's under Options, or just 

type Z), define the half-cycJe contain-

ing the peak as a region. then invoke 

normalization to change the peak level 
for this region to -2dB. If the 

corresponding region in the other 

channel exceeds the peak you just 

reduced, normalize that section as well 

while you're in the sanie genera. area. 

Keep working througn the file, a 

peak at a time, until the maximum 

peak Wavelab finds is -2dB or less. 

Your work is done for tnat channel. 

Similarly, reduce peaks on the other 

channel to -2dB. 

When an peaks have been tamed to 

-2dB, use normalization or gain 

change to bring up the file level ( Fig-

ure 8). The file wil' be noticeably 

louder, but you'll rotice no artifacts 

from compression because you haven't 

compressed anything. Furthermore, 

anything lower than -2dB has been 
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untouched. Now if you want to add 

some maximization, if you had origi-

nally wanted to boost the overall level 

by 6dB, you only need to apply 4dB. 

The result: a loud cut that can "com-

pete" level-wise with other music, but 

which has a more natural sound that 

retains dynamics better. 

WHAT ABOUT THIRD-
PARTY PLUG-INS? 
Although digital audio editing programs 

come with a plethora of plug-ins, don't 

overlook what third-party plug- ins can 

bring to the party. Universal Audio and 

TC Electronic (with their PowerCore) 

offer several mastering-oriented plug-

ins hosted by hardware so they don't 

load down your CPU, and previous 

issues of EQ have covered useful mas-

tering plug-ins like tape emulators. Also, 

note that McDSP has announced 

upcoming availability of many of their 

plug- ins in VST and AU formats; several 

McDSP plug-ins are superb for master-

ing, so this is good news. 

As to other favorites, this is a very 

subjective area but I like PSP 

Audioware's compressors, EQ, and 

their Vintage Warmer; and of course, 

Waves makes outstanding mastering 

plug- ins. I also find some of SSL 

Duendes plug- ins invaluable when you 

want to add "character" but if your 

budget is tight, check out what Voxengo 

has to offer—their plug- ins are often 

underrated. URS makes several cool 

plug- ins, but for me the ones that 

stand for mastering are those that 

model mixer stages, transformer 

inputs, and the like—they're subtle, but 

subtle is often exactly what you need. 

And for a one-stop solution, it's hard to 

beat Ozone 4. 

TRANSFORMING A DAW 
INTO A MASTERING 
MACHINE 
Although there are many similarities 

among digital audio-related programs, 

digital audio editors still exist as a sep-

arate product category because they 

Fig. 8. The "micromastered" file is at the 
top, the original file at the bottom, and 
Wavelab's peak-finding dialog is toward 
the right. The peaks on both files are at 0, 
but the micromastered file has a higher 
average level. 

Fig. 9. Samplitude includes 
several mastering-level effects, 
including this multiband 
dynamics processor. 

Resell 

put individual bits of digital audio 

under the microscope, while DAWs are 

about dealing with large numbers of 

hard disk, MIDI, and virtual instrument 

tracks. Still, some DAWs are slowly but 

surely turning into mastering machines. 

Magix Samplitude (Figure 9) and 

Adobe Audition have always empha-

sized a combination of multitracking 

and mastering. More recently, 

PreSonus' Studio One ( Figure 10) 

has integrated mastering with track-

ing/mixing in a highly evolved way—for 

example, edits to a mix are reflected in 

the playlist that burns a CD. But even 

programs that aren't billed as master-

ing software per se can often be 

pressed into service. 

Take Cakewalk Sonar: It has several 

phase linear processors, a spectrum 

analyzer, dithering, markers that iden-

tify peak levels, high-resolution meter-

ing (down to - 90dB), and other 

mastering-oriented tools. While 

Sonar's default workflow isn't particu-

larly suited to efficient digital audio 
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editfng customization can make it 
"feel" more like a digital audio editing 

program (Figure 11). 

For example, simplifying menus so 

that tney show only essential functions 

helps improve workflow; there's usuady 

no reed for MIDI, measures, staff view, 

lyrics, virtual instruments, and video. I 

renamed the " Process" menu "DSP" 

and placed all audio DSP functions 

under it, and as I've been using Sourd 

Forge since the mid-'90s, I re-arranged 

and re-named Sonar's File menu to be 

more like Sound Forge's. 

I also created a layout for digital 

audio editing, with a large track view 

to make waveform viewing simpler, 

and a very restricted console view that 

shows only I he master bus (with levels 
set to 0). This recalls Wavelab's master 

section, but there's a practical reasor 

for splitting the mastering load into 

destructive "technical" fixes that 

involve DSP ( like getting rid of clicks. 

_4i0074 ISIMINget _ 

am 

e 
2140% 4 

oast etAt  

glitches, noise, etc.), ard "artistic:" fixes 

that usually involve plug-ins ( rike how 
much EQ, limiting, or other "spices" to 

add). I make technical fixes on the 

track view itself, but the plug-ins get 

'loaded into the master console strip. 
It's therefore poss;ble to bounce the 

fie to another track through the mas-

ter effects, and if needed, do multiple 
bources with different variations that 

the artist can evaluate. 

Another advantage is that when 

say'rg the project, all these variations 

are kept as sebarate tracks; when 

working on the "technical" elements, 
you can put temporary dynarnic:s and 

EQ processing in the master strip for a 

better idea of what ir-‘y changes will 

sound like after mastering 

For me, the biggest shortcoming of 

typical DAWs is a lack of noise reduc-

tion, but as mentioned previously, 

BIAS SounaSoap Pro 2 can take care 

of that. Like many other DAWs, Sonar 

Fig. 10. Studio One has a separate 
window for not only mastering indi-
vidual cuts, but assembling them 
into a playlist, adding master 
effects, burning CDs, and publishing 
to the Web. 

Fig. 11. This window layout 
optimizes Sonar for dfigital 
audio editing. Note the 
"Master Strip" to the right; 
on the waveform itself, a 
peak is about to be 
reduced by a few dB so 
that normalization can give 
a higher average level. 

includes dithering ( I use the noise-

shaped Pow-r 3 option, even though 

it's the most CPU-intensive) and the 
ability to bum CDs. «to 

Links 
Adobe www.adobe.com  

BIAS www.blas-inc.com  

cakewalk www.cakewalk.com 

Har-Bal www.har-bal.com 

iZotope www.lzotope.com  

Magix www.samplitude.com 

McDSP www.mCdSp.com 

PSP www.pspaudloware.com 

Sony www.sonvcreativesoftware.com 

sSL www.solid-state-loplc.com 

Steinberg www.stelnberg.net 

TC Electronic www.tcelectronle.com  

Universal Audio www.uaudlo.com 

URS www.ursplualns.com 

Voxengo www.voxensio.com 

Waves www.waves.com 

www.eqmag.com APRIL M1210 59 



The MOTU Studio: more slim and powerful than ever 

Run DP7 on Apple's latest MacBook laptops, connect the UltraLite-mk3 with 

HYBRID technology, add powerful new third-party products, and you've got 

a state-of-the-art desktop studio that's more slim and powerful than ever. 

Apple MacBook Air 
Thin as always — faster than ever 

MacBook air continues to redefine what's possible. It's incredibly 

light, amazingly thin, extremely durable, and eminently portable. 

And now its new Core 2 Duo processor pushes the performance 

limits. With no moving parts, its solid-state drives enhance 

durability and use less power. Connect your MOTU 

UltraLite-mk3 Hybrid via USB2 and off you go. 

te(BRID Tec 

•  

MOTU UltraLite--nk3 Hybrid 
FireWire•USB2 mobile audio interface 

Connect to any current Mac or PC via either FireWire 400 or hi-speed 

USB2 and enjoy the same pristine audio quality and zero-latency 

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

modeled analog EQ, vintage compression, and advanced signal 

analysis tools like a full-screen real-time FFT display, spectrogram 

"waterfall," oscilloscope, X-Y plot, and ! mear or polar phase analysis. 

Euphonix MC Transport 
Compact media controller 

iost, 

MC Transport's ultra- high resolution jog wheel 

and shuttle ring, ergonomic controls, and 

programmable Soft Keys deliver one-handed 

access to almost every facet of your Digital 

Performer 7 project for an unprecedented 

"hands-on" editing experience. Use the new MC 

Transport standalone or together with its Artist 

Series companions, MC Control and MC Mix, 

to bring Euphonix' high-end console technology 

to your MOTU desktop studio in a compact 

design that fits perfectly in front of your MacBook. 

www.sweetwater.com MOTU 



Spectrasonics Trilian 
Total Bass Module — acoustic, electric, syne 

With a new level of expressive, real-time performance for acoustic and electric basses — 

plus cutting-edge synth basses, Trilian is the mostversatile bass virtual instiugnent available 

today. Trilian's elegant interface and powerful STEAM technology provide deep sound 

snaping control over its 34GB core library. Plus, Trilian's sounds can be used in Omnisphere 

for further sound design and keyboard/bass splits. Trilian is the bottom line for bass! 

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

multimedia producer, or mastering engineer, Peak Pro 6 

offers more creative potential than ever before. Used side-

by-side or launched directly from within DP7, Peak Pro 6 

streamlines your workflow with industry-renowned sonic 

quality and precision. For additional mastering, restoration, 

and DDP 2.0 delivery power, step up to Peak Pro XT 6. 

Neumann TLM 102 
Sweet little microphone — huge Neumann sound 
Don't let its small size fool you — only 4.5" tall — the new TLM 102 large-

diaphragm microphone makes a perfect addition to any studio, from project 

to professional. Featuring transformerless circuitry, a foam-lined grille to reduce 

'p' and 's' sounds arid an SPL rating of up to 144 dB, the TLM 102 brings the 

legendary Neumann sound home at a price everyone can affcrd. 

Timbral Research Impulsive 
First-class impulse responses for DP's ProVerb 
Get the most from ProVerb! knpulsive is an extraordinary new collection of 

hardware reverb impulse responses, captured via "Realvolution," a patent-

pending process resulting in phenomenal accuracy. You get more than 4GB 

of impulse responses from 24 of the r ' Toe sought-after hardware reverberators. 

IRs are availabie ir 24-bit/96kHz, 24-bit/44.1kHz, and CPU-friendly ECO 

versions. When you're ready to maximize the power of Digital Performer's 

included ProVerb convolution reverb plug-in, it's time to get Impulsive. 

Made with Reatvolution Tecnnclogy ' 

IMPULSIVE 

Authorized IL-selle. 

Music Instrainents & Pro Audio (800) 222-4700 



LOOP WORKSHOP VARIOUS DRUM LOOP PACKAGES 

Loop Workshop follows the "down-

load for cheap" model—typical Pro 

Session Drumz series packages are 

around 100-200MB, averaging 

50-150 song segments duplicated as 

stereo kit and room mics only ( layer 

them in parallel to choose the 
amount of room sound), and cost 

$12-$14. No, that's not a typo, and these were recorded in 

Nashville by Tony Morra, so the playing is great. There are 

many other packages too, like a dozen drum machine 

loops for $1.99. 

The online audio demos are very helpful, because the 

number of samples is pretty overwhelming— I checked out 

Big Drumz, Pop Drumz, Rock Drumz, Alt Drumz, and 

Reggae Drumz. The sound for these is raw ( but not grungy), 

muscular, and well-recorded—not surprising, as founder Rick 

SONY CONTINENTAL DRIFT 

When they say world loops, they mean 

world: Some of these sound like 

Smithsonian field recordings, but higher 

quality—this isn't -new age" world. 

Some regions are sparsely represented: 
Asia has four instruments, Native Americans 

and Arabians get five, Gypsies and Celts 

have seven; however Africa has ten folders 

and East India, six. Fortunately each folder has a reasonable 

amount of loops, so it's easy to create variations. 
Yes, you can make ethnic-sounding music, which 

might seem limited unless you're scoring an action 

flick where the hero jet- sets to exotic locales. But then I 
did the " let's throw loops together and see what sticks" 

test, using African vocals and bass, Arabic rhythms, 

Celtic dulcimer, and East Indian harmoniums and vocals. 

It sounded surprisingly cool, and as I assumed you 

SOUNDS 

wouldn't believe me, check out the audio example at 

www.eqmag.com. 

Of all the "world" sound libraries I've reviewed, this is a 

tough call. On one hand, there are enough spices to take 
any dance mix to the next level in a Peter Gabriel-esque 

way, and it's a gold mine for soundtracks; but a lot of the 

material is very exotic, likely limiting its usefulness in tradi-

tional genres. Still, this is a bold and novel library, and 

because some of the loops are outstanding in terms of 

being chills-up-spine evocative, it keeps pulling me back in 

for more. —Craig Anderton 

Contact: Sony Creative Software, 

www.sonycreativesoftware.com 

Format: Two CD-ROMs with 969MB of Acidized WAV files, 

24- bit, 44.1kHz 

List price: $69.95 

I orp1Ahiehrp DiFonzo was half of Discrete Drums, whose libraries are still 

my go-to loops for rock drums. In addition to stereo files, 
the site will also be offering multitrack Pro Tools sessions; 

this appeals to me a lot, as I tend to mix cymbals somewhat 

lower than most people, and the crash cymbals on the 

stereo files are a bit hot for my taste. 
Overall, Loop Workshop seems aimed at the instant grat-

ification crowd—" I need a big rock backbeat now, what am I 

gonna do?" Why, you're going to go to the Loop Workshop 

site, listen to the demos, see what works for you ... then 
download, and pay for, only what you need. —Craig Anderton 

Contact: Loop Workshop, www.loopworkshop.com 

Format: Downloadable AIF (Apple Loops 16-bit/44.1kHz or 

24/48), Acidized WAV (24/48 only), and EXS24; for many 

files you'll need to edit transient markers when stretching 

List price: Vanes depending on product, but value is excellent 

UEBERSCHALL PURE FIRE 

This loop library-meets-instrument is all 

about intense, hardcore urban music with a 

mostly minor vibe. I could probably score 

an entire inner city crime drama show with 

just these loops (and it would be a great 

soundtrack, too). 

The drum beats are bone-crushing and 

d huge, but not huge as in ambience—huge 
as in taking over most of the audible spectrum, holding it 

by the neck, and threatening its family. The synth riffs 

buzz away, some FX sound like samples of the apoca-

lypse, and there are even a few massive, orchestral-type 

stings and strings. 

The 20 construction kits include deconstructed and 

mixed riffs, each playable via MIDI (controller or sequencer 

notes). The Elastik player features stretch algorithms from 

zPlane; Ueberschall's " loop eye" interface brings realtime 

control sensibility to a loop-based virtual instrument (see 

the 3/10 issue), This makes it easy to create extended 

improvisations within the context of a construction kit. 

But it's not all doom and gloom: Take out the melodic 

instruments, and you're left with beefy drum parts that work 

with other genres. And don't get me wrong—the drama and 

danger in these loops isn't a bad thing, as they're extremely 

well done; the intensity and depth lifts them above the ordi-

nary. If you seek big, bad, authoritative loops with an under-

tone of power and menace, these deliver. —Craig Anderton 

Contact: Ueberschall, www.ueberschall.com 

Format: DVD-ROM with 154GB of content (approx. 900 

loops), arranged as 20 construction kits 

List price: $99.95 
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SPECIAL ADVERTISING SECTION PRODUCT SPOTLIGHT 

The Control 2P Compact 
Fowered Reference Monitor 
System 
JBL Professional 
NOW Available 
Delivers accurate performance in a compact form-factor. 
Internal 35 watt/cn. arnolifii.atior, and professional 
feature-set make the Control 2P ideal 'or desk-top 
production, A/V and broadcast applications, a-id 
monitoring of electronic musical instruments. 
SRP: $249.00 
).e,vw.jblpro.com 
818-894-8850 

AT4080 & AT4381 BichrectionM 
Active Ribbon Microphones 
Audio-Technica 
Now Available 
Revolutionary active ribbon microphones featt.re 
groundbreaking Audio-Technica dmal ribbon design 
with 18 patents pending; inrKtiatove MicroLinearb 
ribbon imprint; powerful nso neochymium magnets; 
extremely durab'e performance; and smooth, warm, 
high-fidelity sound. 
AT4080 AT4081 $895 
www.audio-technica.r.om 
330-686-2600 

+4dBBALANcEoxLR .mi 
OUTPUTS TO MIXER 

-10dB iPOD OUT TO 
RADIAL .1,-4 INPUTS 

Radial J+4 Stereo - 10dB to +4dB Line Driver 
By Radial Engineenng 
Now available 
Converts consumer level unbalanced high-impedance signals to +4d8 for 
broadcast, recording or live applications. Transformer isolated active 
buffered circuit delivers >95c113 signal-to-noise and eliminates hum and buzz 
from ground boors. 
SRP S220 USD 
www.radialeng.com 
604-942-1001 

ASC Quick Sound Field 
Acoustic Sciences Corp 
Now Available 
QSF takes the room out of the mic and 
puts the talent in the mix. It's a free 
standing live room, where you'll love 
the mics you used to hate. 
SRP: S3,245 for set of 8 traps. 
www.asc-studio- acoustics.com/qsfhtm 
1-800-ASC-TUBE (272-8823) 

To advertise if'. this section contact; Will Sflenii at 1),0-238-0325 wsheng@musicplayer.com www.eqmag.com APRIL Rolm 1111;1 63 



CLASSIFIEDS 

CATEGORIES 

ACOUSTIC PRODUCTS FIND SERVICES 

MARKETPLACE 

EDUCATION/TUTORIALS 

MIXING/MASTERING 

STUDIO FURNISHINGS 

ACCESSORIES 

DUPLICATION 

Buying or selling instruments through our Classified 

Ads offers you convenience, a big marketplace, and 

a wide range of instruments and prices. However, 

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

Magazine suggests the following guidelines to hnlp 

the buyer and the seller in these transactions: 1) 

Get a written description of the instrumentshould 

include the serial number. 2) Get front and bark 

photos of the instrument. 3)Get a written purchase 

agreement, with a 24-hour approval clause allowing 

the buyer to return the instrument for a full refund 

if it does not meet his/her reasonable expectatioh , 

ACOUSTIC PRODUCTS & SERVICES 

AcousticsFirst" 
88-765-2 900 

Full product line for sound control 
and noise elimination. 
Web: http://www.acousticsfirst.com 

ACOUSTIC PRODUCTS & SERVICES 

cafuress.com/musicplayernet 

411111.Acousticz. 

Quali Treatments 
at A orsai e 

Prices 
"The GIK Monster was the 

perfect tap to reduce 
;goPej, g a resonance that I 

e lite/0 ' d Oa% etected in Studio B" 
Ste 

4441 Bob Katz lv astenng Fog r 
— • 

1.888.986.2789 • www.gikacoustics.com 

"Bringing your sound to life!" 

1E77 

lieNETWORK 
sour gateway to artist new 

gear reviews, lessons, le 
and more...  di 

•  

www.musicplayer.com 

ADL 670 
STEREO TUBE LIMITER 

A hank 

• 

ACOUSTIC PRODUCTS &, SERVICES 

DEMARtA 
-1•44,iis \ 

DESIGNED IN ACCORDANCE 

WITH THE 

ORIGINAL FAIRCHILD 670 

22 TUBES & 10 TRANSFORMERS 

SALES / SERVICE / REPAIR 660 / 670 

845-255-4695 
WWWANTHON)rDEMARIALABS.COM 

"The mic you've always loved 
with the mod you've always needed" 

1- 877- GAL- 5790 
www.GranelliAudioLabs corn 

EDUCATION/TUTORIALS 

BE RECORDING ENGINEER 
ONLIts,1 E CC> (JR SE 

BRAND NEW online 

practical training In 

e •_.  Multi-track Recording. 

Join our eucces•tul 

working graduates or ii r I r) 

build your ocr" crud' tudiee In.litute 
DiplariarCareerguMance 

Ragmtered school of tdmerira 

14 h Ae nFranclsco CA 94121 



MIXING / MASTERING 

S DEKLINE 
STERING ENGINEER 

S, GEAR g EXI'ERIEN 
DIE RATES 

MASTERING 
"BIG LABEL" Sound... Guaranteed! 
Lo,ated Rn brew vork $475 Complete 

Serving the 1.1 s. 
e Mbum Deal! ut.c 1189 

M 1-800-692-1210 r---1 
www.rnusichousemastering,.com 

On Air Mastering 

Brooklyn, NY 

vvw.onairmastering.com 
347 5233714 

Free full song sample 

S—U1310 FURNISHINGS 

www.argosyconsole.corn 
80C.3 5.0878 

furniture 
St.:do Transformat cn 

AD ORDER FORM 

•••••ARGOSY' 

ACCESSORIES 

JustSffings.con 
World's Largest Selection of Guitar & Bass Strings! 

www.juststrings.com (800) 822-3953 

DUPLICIRTION 

CRYSTAL CLEAR 
mEDLA wimp A World Media Group Compely 
r 1000 

RETAIL 
READY 
CDS 

$870! 

:1000 
RETAIL 
READY 
DVDS 
ONLY 
$990! 

TOLL ME 1-800480-0073 WWW.CRYSTALCLEARCDS.COM 

GET IT SOLD IN 
EQ CLASSIREDS! 

CALL Will Sleng 

650-228-0325 or EMAIL at: 
wsheng@musicplayer.com 

Ar, ,c1 in EQ's7lassiiieds reaches more than 34,500' serous musicians lot oily $2.40 per word plu, $ 7.00 for an addr. ss. Minimum 

chaige, $25 013.Ple.ise LIderline words to appear in bold type and add 50.SC penevery bold word. P ease indicate deady any words 

to voyous in al . ay and add Sr125 per every cap word Each piso-re number, v-nh il address, or web. te address count,. one nord. 

Cal he drsplaeates_3 months minimum sdaeitrie require: Deadlir, are thee:, of lie month, 2 rnont prior to rover date (fcr example, 

Apra 8th for ti lure issue, on sale in early lune. Busimnses mue list busine, one in ad. All ads must be received irrwr tiny, paid 

Company' Name 

Address_ 

II • ii 

Ir full in advance. All ads mu, t be MUSK • relaten. Retad advertisers may not lot dis‘counted prit es or percerr,ages an spec& models, 

wiles:, items are un-ti or disemtinued. Advertisqs must provide us with complete lame, stree address, ana piton, number, whether 

or not included in tire ad cops (you may list a P. Bot address in your ad, however) Mail ads ss EQ Classifie4s, Sheag 1111 

Bayhi Dr., 5,8e 13, bao 13,no, CA 94066. FAX ( if paying by MasterCard, or Vise (650)236-0263. For more intzvmation, call Will 

Sheng at (65;1) 23/e0325; wshengerni5irplayer.com. (*Audited rirculatimi; does not include pass-along 'ate 

Contact Narre _ 

Telephone  

Pluase prirr your ad clearly. Use a separate sheet of paper if you need mo•e room. 

TO COMPUTE COST OF AD 

O words x 12.40 = _ 
 bold words x 5 . 50 = _ 

  ALL CAPS wds x $ .25 = _ 
Address $7.00 

Total cost per issue =  

C.InIrnun, 

x number of issues to run x _ 

fotal paymert = _ 
0 Payment enclosed, or Charge m,,t 

0 Visa 0 MasterCaid 

(do not include address When counting words) Card 4t   

Categore 0 Marketplace J Dup'icatior 0 Talent and Employment GI Sounds/Sequences/Software o Mixing/Mastering Expiration date:  
Iniruments CI Accessories I Gear for Sae I Acoustii Products & Syc's I Studio Furnishiogs I Otter SIgned .   

11, 

ww, egn cg c>rn APRIL ,M1:11C1 EÇ 65 



b
y
 
K
y
l
e
e
 
S
w
e
n
s
o
n
 

Studio name: Mayfie:d Mastering 

Location: Nashville, Tennessee 

Website: www.mayfieldmastering.com 

Key players: John Mayfield, Justin Bonnema 
Latest projects: Katie Armiger, Steve Green, Naturally 7, 

John Rutter (Handel's Messiah), CeCe Winans 

DAW: PC-based Merging Technologies Pyramix MassCore 

and Pyramix Virtual Studio 6.1.8 

Plug-Ins: Cedar Retouch, Celemony Melodyne, Flux, iZo-

tope Ozone, PSP Audioware, Serato, Sonnex Oxford, Uni-

veral Audio UAD 
Console: Custom-built Crookwood Mastering Console 

EQ: Avalon Design AD2077 analog EQ with custom mods, 

Weiss EQ1-MK2 LP digital EQ 
Compressors: Alan Smart C2, Manley Variable Mu with 

mastering and m/s mods, Prism Maselec MLA-2, Weiss 

DS1-MK3 digital compressor 

Effects: Sony DPS-V77 

Room treatment: Custom-built diffusion, Whisper Wall 
absorption, Hidley-style bass trapping 

Power Conditioning: Equi=Tech Balanced Power 

Monitors: Mains: PMC 181 speakers and XB2 subwoofer, bi-
amp, Bryston powered; Smails: Blue Sky EXO 

Headphones: Ultrasone 

Why did you open your mastering studio in 1996? 
Shortly after moving to Nashville in 1993, I bought a Sonic 

Solutions DAW to properly prepare my final mixes for 

mastering. After turning down repeated requests to mas-

ter my own mixes (something you should never do!), I 

decided that it might be smart to at least consider the 

change. I had payed music professionally for seven years, 

recorded and mixed for 23 years The transition to master-

ing was a no-bramer because I liked the idea of having 
more control of my own hours. However, running a high-

end mastering facility with a staff of five is not cheap or 

easy. But it's a great work environment where everyone 

gets along. And clients especially love our catering service 

and open kitchen. 
You expanded the studio in 2002. What was involved in 

the project, and what additional gear was needed? 

The expansion was primarily based on simole physics. To 

reproduce the frequency ranges required in mastering. 

you need lots of cubic footage. Client comfort is a nice 

by-product of that large space requirement. 

Throughout my career, I had never considered a record-

ing studio a good financ:ial investment. The stock market 

provided a much better return without the headaches of 

property managerrnt. Besides, there were always plenty 

of good rooms available to rent for recording and mixing. 

A mastering control room, on the other hand, is a 

Irbsonl 
11% 

completely different situation. These rooms are truly cus-

tom built and set up for the specific engineer that will be 

using it. So when the decision was made to dedicate all of 

my time to mastering, I started planning for the big bui'd. It 

took six years of 1 inancial "focus" and planning, but we 

broke ground in mid 2002 and finished in early 2003. 

Regarding gear, the only thing we needed to address 

was the speaker 'ayorit, so we looked to PMC and installed 

two lals, each paired with an XB2 sub via the Bryston 

10B -Sub Crossover. Amplification is provided by four Brys-

ton 7B SST mono blocks. 

What gear couldn't you live without? 

My personal mandate is the implementation of a good 

quality master clock and great converters. I cannot 

emphasize this point enough. Though there are many 

good ones available, I use the Apogee Big Ben and 

Rosetta Converters. 

And I would not be able to start a mastering session with-
out the monitors i have become so accustomed to. As a 

recording/mix engineer, I traveled with my own speakers and 

amplification. Before I moved a fader though, I would always 
sit down and listen to some known sources to hear what my 

speakers sounded like in that particular control room. 
Now, if I sat down at my console one morning and saw a 

different set of speakers in my room, I'd stop the session 
immediately, tell everyone to go home, and start a lengthy 

educational listening process. (After which, I'd launch 

a full-scede investigation into who switched out my 

blank/n' !.peaks!) 

I also would not be able to start my day without 

Merging Technologies' Pyramix Virtual Studio, which 

might very well be the best audio production tool on the 
planet! Lastly, our in-house FTP server allows us to stay 

connected with our worldwide client base. 
What is one "Aha! moment" you've had in your career? 

I spent all of my recording/mix career in the analog 

domain. When I switched to mastering in 1996 and staled 

receiving mixes from great engineers who had switched to 

al: digital, it was more of an uh-oh moment. The conve-
nience of digital recording was just too hard to ignore for 

most. Unfortunately, the quality level just wasn't there_ 

Even today, gargantuan efforts persist to "emulate" the 
sounds of old. Thankfully though, in the last couple of 

years, designers have started figuring things out, and digi-

tal is finally starting to sound acceptable. But that's not 

quite an "Aha! moment"; it was more of a "Finally! What 

took you guys so long?!" moment. ttie 

HEY, EC.? READERS. WANT US TO FEATURE YOUR STUDIO? 

SEND PICS AND INFO TO eq a musicplayer.com. 

66 VIP. APRIL MI:11C1 www.eqrnag.COT 



Introducing the LSR2300 Series Studio Monitors 

MSC1 

Monitor System C:intnollet 
with 

RC Room Mode Covection 

Designed from the ground up to be the best performing and most accurate in their class, with unsurpassed output and e)cended low 

frequency response required for today's production styles. Meeting the stringent LSR Linear Spatial Reference critera, JBL engineered 

new high-performance transducers, a precision waveguide and crossover that deliver 'hear response and greater accuracy at the mix 

position. Since the acoustics of your room can play a big part in what you hear, the MSC1 Monitor System controller integrates JBL's 

highly acclaimed RMC- Room Mode Correction technology into an ingenious desk-top unit that not only provides essential moritor system. 

controls, but also tunes the LSR2300 series or any speaker system, for greater clarity at the mix position. 

With LSR2300 Series Studio Monitors and the MSC1 Monitor System Controller, 

you get legendary JBL accuracy and performance at a price within reach of any studio. 

www.iblpro.com/LSR 
LSR 
2300 

H Harman International 
Pro4.1.0 Div,,,ou 



ABLETON CONTROLLER 

AKAI p 
professional ii 

"I'M HOOKED" 
- PETE TOVVNSHEND 
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The APC40 is the most powerful new tool for the stage and 

studio that live seen in the last ten years. It makes creating 

loops and rhythmic scenes, constantly changing and evolving, so 

easy. It's completely intuitive, and everything is right under my fingers. 

This interface, loaded with drum loops, makes you feel like that kid in 

Santana playingiat Woactstock in 1969.1ft a revolution, but this tine the 

only drug is the APC40. I'm hooked." 

- PETE 7OWNSHEND 

AKAIPRO.COM WIL1L 




