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Frank, Global Conceptual Engineering 

Manager, BEHRINGER Germany 

designed and voiced the B2031A. 

Even how we wind and treat our 

transducer voice coils contributes 

to the remarkable consistency (and 

power handling) of our active studio 

monitors. 

Via rigorous anechoic and near held testing, Calibration Engineers I Bee 

Chang Gui test each B2031A, spend up to a half hour hand adjusting its 

electronics to meet frequency specs and then select matched pairs. 

You get individual frequency response charts to prove it 

Darwin, BEHRINGER Mechanical 

Engineering department did the B2031A 

computer-aided mechanical design. His 

photo should be next to Frank's but it 

looked more balanced over here. 

■ 

MONITOR PhD DEAN OF COILS TUTORS, TESTERS & TOUGH GRADERS CAD GRAD 
These are some of the 3500 technicians, assemblers, designers, engincets, coil winders and speaker testers who are BEHRINGER. 

TRUTH B2031A 
active monitor. 
After a private 
tutoring session 
each speaker 
graduates with 
its own diploma. 

When you buya pair of TRUTH B2O31A monitors, 
you're truly getting a matched pair. Because you 
get the signed, dated Calibration Certificates to 

prove it. No wonder B2O31 A's are one of the 
most successful active monitors in the world. 
We started with Frank's excellent design. But 

it's our manufacturing process that really boosts 
our exam results. Unlike most companies who 
have to compromise with off-the-shelf OEM 
speakers, we hand-build our transducers. 
And our own electronics like the B2031 A's high-
current 150- and 75-watt internal amps. 

After final assembly, each B2031A spends up 
to a half hour with a Calibration Engineer getting 
meticulously tweaked and matched with another 
B2031A who shares similar interests and values. 

If you're auditioning 8-inch monitors (actually 
ours has an 8.75" woofer), be sure to include the 
B2O31A in your list of candidates. Give 
'em some tough sonic aptitude tests. 

We think B2031 A's will graduate 
at the top of their class. 

www.behringer.com 
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THE REVENGE OF THE SINGLE 

Singles used to be the dominant pop music lifeform, start¬ 

ing with the 78. In the ’50s, the 45rpm single ruled; albums 
were often hastily-assembled groups of songs, with a cou¬ 
ple hit singles and a bunch of filler. It was only in the ’60s 
that the idea of an album being a single, cohesive experi¬ 
ence that you listened to from start to finish started to 
gel. Some theorize this was related to the drug culture—if 
people were going to be cemented to their couches and 
staring at lava lamps anyway, they had the time to listen 

to, say, Pink Floyd's Dark Side of the Moon. 
But today, people digest their musical entertainment 

via portable music players, satellite radio, and Internet sta¬ 
tions. Furthermore, we now have a media smorgasbord: 
The big three TV networks have proliferated into hundreds 
of cable channels, independent record labels (taken as a 
whole) have more market share than some of the giant 
record companies of yesteryear, and videogames have 
come back from their lull with a vengeance. People multi¬ 

task among computers, cell phones, and game consoles. 
Does the album fit today’s lifestyle? 

I don’t think so, and I’m convinced the CD’s declining 
sales figures are not only about piracy, but also this 
lifestyle change. Consumers want to be able to pick their 
favorite tracks, assemble them in playlists, and listen to 
them based on their schedule—not that of an artist saying 
"Please sit down and listen to this for an hour.” 

Yet while some bemoan the waning influence of the 
CD, musicians who “think singles” can benefit. You no 
longer have to create something that holds someone’s 
attention for an hour; you just need to come up with one 
amazingly groovy, contemporary tune at a time, that can 
hold someone’s attention for a few minutes. Nor do you 
have to go through the hassle of releasing it as a physical 

product: There are plenty of online opportunities. Did you 
come up with a great track? It can be in the distribution 
pipeline tomorrow—no more waiting until you have 
enough material for a CD. And if you’re into video, coming 
up with a short video is a lot easier than coming up with 
an hour or so of material. 

Take advantage of this new world to put some spon¬ 
taneity in your musical life. Get your music out there while 
it's still fresh. Yes, the competition is stiffer, and the public 
more fickle, than ever. But you’re good enough to break 
through the noise with an original, catchy, infectious piece 
of music that will make you the talk of YouTube . .. right? 
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EVENTIDE H8000FW ULTRA-HARMONIZE 

Eventide's signature 5.1 reverbs and effects require sheer processing power for dense reverbs and complex algorithms — the kind that can crush 

mortal effects processors. If you're ready to push the boundaries of creativity, meet the new super-heavyweight champion: the 8-channel, 24-bit/96kHz 
Eventide H8000FW Ultra-Harmonizer® effects processor. 

Built on a foundation of eighteen hundred preset-algorithms that encapsulates Eventide's last 37 years of digital effects processing. And with over eighty 
5.1 presets, this baby's ready to take the future head-on with headroom to spare. If. for example, a complex algorithm gets a little too big for its britches. 

Monolithic Tandem ™ runs it on two DSP chips. With that kind of parallel processing power, your creativity is unrestrained. 

Despite all that brain and brawn, the H8000FW is remarkably friendly and easy-to-use. optimized for flexibility and control.Virtual racks have been 
crafted which give you up to five stereo effects processors combined in one preset-algorithm. Search functionality helps you sort presets for easy 

retrieval. 

The H8000FW combines the advantages of the H8000A with the H8000 and adds seamless FireWire connectivity with your computer. 

So. crank up an Eventide H8000FW Ultra-Harmonizer and feast your ears on the most amazing effects you've never imagined. 

• 8 channels of 24-bit AES/EBU.ADAT and FireWire I/O 

• MIDI, BPM and Tap Tempo synchronization 

• Up to 96kHz sampling frequency 

• PC and OS X graphic editor/development tools included 

• 4 channels of pristine analog I/O; s/n > 1 1 OdB 

For more information visit eventide.com, email audio@eventide.com, or call 201-641-1200 
Eventide and Harmonizer are registered trademarks, and Monolithic Tandem is a trademark of Eventide Inc. ©2008 Eventide Inc. All other trademarks are the property of their respective owners. 
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SOUNDING BOARD 
GUITAR AMP MODELING SHOWDOWN! 

CANNED SOUNDS 
I loved the “Recording Acoustic Gui¬ 
tars in the Control Room" article 
["Guitar Trax" —06/08}, but I have 
one question for the author [diff 
Goldmacher}. I’m in the same boat as 
many with a home studio: The control 
room is the tracking room, and I'm 
forced to monitor my acoustic sounds 
in my headphones. I currently use a 
pair of AKG K 240s, but they seem 
quite bass-heavy. When I get acoustic 
sounds in the 240s that sound right, 
they don’t translate to my monitors or 
the outside wo-ld very well. Can you 
recommend a pair of headphones that 
work well in this scenario? 

Thanks for a great mag! 
Kirk Lynch (via email) 

Cliff Goldmacher responds: 
I’ve tried a couple of different sets of 
headphones for tracking acoustic gui¬ 
tar. Ironically enough, I’m currently 
using the AKG K 240s. However, I 
think there is a bigger issue here than 
what type of headphones you use 
while tracking. Honestly, I’m not sure 
your best bet is to rely on your head¬ 
phones when dialing in your sound. 

I’m assuming that you have a pair 
of nearfield monitors in your control 
room. If not, you should look into 
investing in a pair, as you never want 
to monitor solely with headphones. 
You can use your headphones as a 
guide, but you should dial in your 
sound—settling on mic placement and 
such—using your monitors. 

If you still find that the 240s 
don’t suit you, I recommend the Sony 
MDR-7506. These headphones, in my 
opinion, are much less bass-y and 
have a brighter high end. For 
sessions such as the ones we are 

describing (i.e., recording quieter 
instruments in the control room), a 
good pair of in-ear monitors—like the 
Shure SE53O—can be very helpful, as 
they’ll ensure your tracks won’t be 
plagued by click bleed. 

Good luck on your next song! 

WHERE'S THE LOGIC? 
Thanks for your latest article on "Guitar 
Amp Modeling" [06/08}, it’s just what I 
needed and I think your mag is great! 

One question: Why was there no 
mention of Apple’s products, like Logic 
8’s Guitar Amp Pro and Mainstage, 
alongside the usual suspects like 
[Native Instruments} Guitar Rig 3 and 
Waves GTR? I have found that Guitar 
Amp Pro sounds just as good, in some 
cases better, than some of the other 
products mentioned in the article. 

Is this due to a political issue with 
Apple? Do you know where I can find 
a truly objective evaluation of guitar 
amp simulators that directly compares 
Apple’s products to other amp sims? 

Tim Reeves (via email) 

Craig Anderton responds: 
EQ certainly has no political issues 
with Apple—check out the review of 
Logic Studio in the 12/07 issue, the 
Power App Alley on creating Apple 
Loops in the 06/08 issue, or any of 
the other pieces we’ve written about 
Apple products. 

We restricted the article in ques¬ 
tion to include only amp sims that are 
available as stand-alone products. We 
also didn’t give full coverage to prod¬ 
ucts that we had previously reviewed. 
For example, we didn’t cover the amp 
sim bundled in Cakewalk Sonar, either. 

However, as mentioned in the arti¬ 
cle, this was a collaborative effort with 
Keyboard, whose article on amp sims 
was more "review-oriented.” You can 
read the full article online at www. 
keyboardmag.com. You’ll find a review 
of Guitar Amp Pro in there, along with 
other guitar amp simulators—including 
ones we had reviewed previously in 
EQ. And of course, expect to see con¬ 
tinuing coverage on amp simulators 
and related techniques in future issues. 

TAPE FIXES 
In the 06/08 Mix Bus [“Matching Out-
of-Sync Analog Tape with DAWs"}, 
Jonathan Stars suggests using a time 

compression/expansion algorithm to 
compensate for tape machine speeds 
or tape stretching. There is a better 
way to approach this situation than 
what Mr. Stars advises, as using a time 
compression/expansion algorithm that 
keeps constant pitch regardless of the 
length adjustment can result in out-of-
tune tracks and unwanted artifacts. 

The best thing to do is to first 
match up the speed manually during 
the transfer by using the varispeed 
control on the analog deck, then fine-
adjust by processing the files using an 
algorithm that is a simple speed 
up/slow down process (where the 
pitch naturally changes with the file 
length)—not one that does time 
expansion or compression. 

Danny Caccavo (via email) 

A TOUCH OF INSPIRATION 
Thanks to Craig Anderton for the 
06/08 Talk Box ["Was Sly Stone 
Right?"}. As a musician who has 
worked at "making it” for most of my 
life, it was a truly inspiring article. I 
fully agree with everything he said. 

I’ve entertained thousands of peo¬ 
ple over the years, recorded a few 
CDs—I’ve even been recognized on the 
street. I always used to dream about 
being a big star. Nowadays I have a 
studio in my garage, and I’m looking 
just to upload my tunes to the net. As 
Craig said, as long as my music 
reaches someone out there emotion¬ 
ally, I’ve accomplished something. 

Today, being a star looks a lot less 
attractive. I’d be real happy to make a 
living off of music but, as it is, I work a 
day job, and make music in my leisure 
time. That’s not too bad. As a matter 
of fact, it’s all good! 

Phi! Herde (via email) 

Got something to say? Questions, com¬ 

ments, concerns? Head on over to 

www.egm o.com and drop us a line In 

our Letters to the Editor forum, send us 

an email at eqedltorgmusicplayer.com or 

snail mail c/o EQ Magazine, 1111 Bayhill 

Dr., Suite 125, San Bruno, CA 94066 for 

possible inclusion in the Sounding Board. 

Note: Letters may be edited for 

length and/or clarity. Direct correspon¬ 

dence by EQ editorial is not guaranteed. 
AH submissions become the property of 

EQ magazine and can be published in 
any medium. 
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Designed to Adapt 

Nature has come up with clever »ays to let seme animals 
adapt quickly to their em-ronments. 

At Genelec our new 8200 ' 7200 DSP Seres also have the 
at> ity to adapt to their enwormed by design. 

AutoCai 

GENELEC 
www.genelec.com 

The Genelec DSP Ser es now bungs this commitment, 
along with our acoustical knowledge and expenence 
<f redly to every customer. 

On screen. GLM software uses its 
interact»“ Response Editor to give visual 
md cation, loudspeaker-by-lcudspeater. 
of exactly what the response of each 
loudspeaker is. 

In 1978 Genelec brought adive 
» monitoring to the professional audio I world. An essential part of our active 

design is the room response controls 
They are included in every Genelec 

analogue model to help integrate them to the listening 
environment. To further tins. Genelec Produd Spec aists 
travel the world providing system calibration services to 
ensure optimum monitoring performance for our large 

system customers. 

AutoCal'“. cleverly designed to give you the room to adapt 

AutoCaf" Genelec s optimisation software takes into 
account evel. distance and 8-band equalization to adapt 
each monitor loudspeaker to its immediate environment 
Whafs more rt does it as a system with network control of 
cp to 30 adaptable loudspeakers including subwoofers 



JUST RAW 
4 Quick Questions with Lyrics Bom 

rely mostly on plug-ins for the conve¬ 
nience factor. 

You manage to incorporate a 
broad range of musical stylings on 
your albums yet maintain a sonic 
cohesion. How, as an artist, do you 
achieve that? 

If I find a sound I like, I’ll stick with it 
throughout an album. I give myself 
room to experiment, but I keep my 
source sounds uniform. Everything from 
the instrument choices to what types of 
compressors I use I settle on ... we re 
painting different pictures but us ng 
the same colors. That's how you get 
consistency and cohesiveness with 
your sound, even if you are changing 
“styles” within a track and laying down 
a funk beat with a rock guitar. CO 

BY COREY BLOOM 

Throughout a decade's worth of 
releases and more than a few stints 
producing his peers, Lyrics Born (Tom 
Shimura to his friends) has been seen 
as one of those "other level” MCs. His 
knowledge of music has broadened 
significantly and his vision of hip-hop 
as an elevated and advanced strain of 
popular music has expanded expo¬ 
nentially by each album. Refusing to 
break his tradition of constantly evolv¬ 
ing with each new track, Shimura 
changed his entire methodology for 
the recording of his third offering 
Everywhere at Once [Epitaph]. Aban¬ 
doning his trusty Akai MPC-3000 
(and with it the sample-based sound 
he was known for), Shimura utilized 
strictly live instrumentation when 
tracking Everywhere at Once in his 
recently built home studio. With a 
more vital, organic sound than ever 
before, Shimura has penned a new 
chapter in the saga that is Lyrics Born 

and he couldn't be more enthusi¬ 
astic about traveling the road ahead 
of him. We caught up with Shimura 
for a quick Q&A about the making of 
Everywhere At Once. 

For Everywhere at Once you 
stepped away from the MPC, and uti¬ 
lized studio musicians for the first 
time. How was that transition for 
you? 

I had some experience producing 
[live] bands, such as The Poets of 
Rhythm, but this was the first time I 
worked this way on a whole album. I 
loved it. Quite honestly, it was a lot 
faster than composing and performing 
everything on the MPC. I still looped a 
lot, but it was with source material 

from the band, and I 
sequenced in Pro Tools. I 
still wanted to have that 
quantized hip-hop feel— 
that real precise, metro¬ 
nomic feel—but when you 
are looping real tracks 
you’ve recorded with a band 
instead of samples, it adds a whole 
new dimension [to your sound]. You 
get the best of both worlds; you get 
the clarity, warmth, and full frequency 
range of the live instruments, but 
when you have the looping and the 
multiple layering of kicks with sam¬ 
ples, you really get the hip-hop feel. 

You layered your kicks with sam¬ 
ples? Were they canned or did you 
cull them from the session drummer’s 
takes? 

Here and there I added double 
kicks and snares from my MPC, but I 
never tracked anything inside the unit. 
I just performed with it. 

You’re going into your Pro Tools 
HD3 system with a nice front end—a 
Universal Audio 6176 and an SSL 
XLogic G Series preamp. I see you 
also have two Tube-Tech PE 1C EQs. 
Is that your only bit of outboard? Are 
you working mostly with plug-ins? 

I have an old [Roland] Space Echo 
too. I don’t use a lot of outboard 
effects of keyboard modules. When I 
do use effects, I tend to rely on plug¬ 
ins, as they tend to be more tweak¬ 
able and have recall features. I use the 
filters in my MPC, and I have a Neve 
1073 that I use for sweeps because of 
the sonic quality it gives. But when I m 
trying to paint a picture with effects, I 

Lyrics Bom 
a.k.a. Tom Shimura. 

Go to www.eqmag_.t_v. 
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THE ART OF 
SUGGESTION 
David Kahne on Producing 
Paul McCartney 
BY MICHAEL MOLENDA 

Producer David Kahne's career has 
zoomed from engineering San Fran¬ 
cisco obscure punk and new wave 
acts in the late '70s for 415 Records, 
to becoming an A&R executive at 
Columbia and Warner Bros., to pro¬ 
ducing vocal legend Tony Bennett 
and one of rock’s icons, Sir Paul 
McCartney. As he helped mold 2OOTs 
Driving Rain and last year’s Memory 
Almost Full, Kahne is, in fact, one of 
the few "repeat” producers McCart¬ 
ney has enlisted besides George Mar¬ 
tin. Here, the versatile producer—who 

when he hit it, the 
guitar went insane! 
Paul’s tech rushed 
over to turn off the 
amp, but Paul 
stopped him, and 
he started moving 
around the room to 
try to control the 
feedback. I think I 
told him, "Just start 
playing and it will 
quit.” He was play¬ 
ing the E\, as I hit 
Record, and he 
started playing to 

revels in guiding artists without 
imposing a personal production 
sound—relates what it's like sitting in 
the studio with a Beatle. 

Some producers have a vision and 
a sound in mind that requires the 
artist to fit into their world. 

I'm definitely not that guy. If the 
artist is capable of delivering a great 
performance, well, that's why I want 
to work with them, so I wouldn’t want 
to impose any methods that would 
prevent them from being comfortable. 
I also don't put any restrictions on an 
artist as he or she works through a 
challenge, or reaches for a goal. 
Here's an example of that hands-off 
approach from Paul McCartney’s 
Memory Almost Full. We first 
recorded "Nod Your Head” as a piano 
song—just Paul playing piano to a 
click track—and I loved the 
dissonance of the A in the bass and 
an E], on the right hand through most 
of the song. I didn’t specify anything 
to Paul, other than an opinion that the 
dissonance got me hoping the song 
might be way more aggressive than a 
piano and vocal. So Paul grabbed his 
old Epiphone Casino—the one he 
played "Day Tripper” and all that stuff 
on—and plugged into a Pete Cornish 
overdrive pedal and a Marshall, 
although he usually played through a 
Vox amp. The pedal was cranked, and 

the track as soon as he heard the 
groove come in. It was a very aggres¬ 
sive guitar sound, and it inspired the 
way he played drums and sang. The 
final track had the vibe I was hearing 
myself, but if I had pushed too hard at 
the beginning to get there, he may 
have been a bit resistant. Letting the 
song take shape his way was the key. 

How does one critique and collab¬ 
orate with a legend like Paul? 

I’m not going to say it’s like working 
with anybody else in the world! But if 
I think something could be better, I 
have to say it—even though I can’t 
wipe away who I’m saying it to 
[laughs], It’s a little tricky sometimes, 
but Paul wants the truth. When he’s 
working on a new song, he’s 
completely open. There’s absolutely 
zero complacency in his musical life. 

As he has an amazing grasp of 
rock history and styles, and can do 
so many things brilliantly, how do 
you focus all of that varied talent 
into a cohesive production concept? 

Well, Paul knows what he wants, so 
you kind of have to follow his cues. 
But when I first met with him, I said I 
really liked the raw vibe, aggressive 
guitar sounds, and zooming around 
on the bass that he b-ought to "Oh 
Woman, Oh Why” [from Ram, 1971], 
So we went for that vibe on Driving 
Rain—although the results weren’t as 

cohesive as on Memory Almost Full— 
and then he did Chaos and Creation in 
the Backyard with Nigel Godrich, and 
we continued with the approach on 
Memory. I really like the grittiness of 
“Mr. Bellamy," "Only Mama Knows,” 
“That Was Me,” “Vintage Clothes," and 
“Nod Your Head,” because I love it 
when Paul is really singing his ass of1. 
He’s completely unique when he does 
that. I mean, he can obviously sing 
beautifully in many different ways, but 
that aggressive approach was more 
what I wanted. 

I remember hearing your Pearl 
Harbor and the Explosions single in 
1979, and, as a snotty San Francisco 
musician at the time, I thought it 
sounded awful. But when I listened 
recently to your 1979 production and 
the cleaner re-recording you did for 
the band’s 1980 Warner Bros, album, 
the aggro indiie version kicked the 
crap out of the major label track. 

That’s actually the example of my 
production life! I engineered six 
songs, and there was tons of stuff I 
didn’t get right, but I thought, “Wow, 
this feels really good.” Nobody would 
sign it. Then, Howie Klein put out “Dri-
vin"’ on his 415 Records [a San Fran¬ 
cisco indie label], and it did really well, 
so all the labels were back offering 
ten times the money they could have 
got it for in the first place. Of course, 
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once the Explosions got signed to 
a major label, we had to go in and 
re-cut everything—which took a long 
time because it was all done very 
carefully—and it didn't feel right to 
me at all. I was the producer, but 
there wasn’t anything I could do 
about it. I hate that concept of, "Oh 
yeah, we can improve on this,” 
because, most of the time, you can’t. 
When something is getting real reac¬ 
tions from people, there’s always a 
reason for it. But getting signed can 
be like when you're going to marry 
someone, and you say, "I love you. 
You’re amazing.” Then, you get mar¬ 
ried, and you say, "Could you change 
your hair and get some fake tits?” 

Sad. ... 
I’ve seen bands ruined by that 

sort of thing. When I was head of 
A&R at Columbia, I would hear the 
A&R people say the weirdest things 
to artists. I would see the artist’s face 
fall, and I’d think, “Wow. You don’t 
want to crush that guy's spirit, 
because it doesn't have to slip away 
very far before the music starts to 
lose its distinctiveness." To me, once 
the artist's commitment goes away, 
it’s over. 

This is one reason that I hate 
compromise. I want to be 100 per¬ 
cent happy, and I want the artist to 
be 100 percent happy. I once had a 
conversation with someone about a 
mix. The guitar was really bright 
and in the foreground, but it made 
the voice sound way bigger. In fact, 
I wasn't even listening to the gui¬ 
tar-other than noticing it made the 
voice sound great. Well, this person 
thought the guitar was too loud, 
and asked, "Can we just tuck it back 
a little bit?” I hate that phrase, and 
you hear it a lot. "Just tuck it in a 
little." It’s one of those phrases I 
always assumed was in some '80s 
TV movie where the A&R guy was 

The Kahne Method 
Utilizing a Dangerous Music Mixer 
and a RME MADI system. David 
Kahne concocted a best-of-both-
worlds scenario where all his analog 
and digital processing is immedi¬ 
ately available at all times. 

“I have access to my Federal 
AM-864 and Fairchild 670 tube 
compressors, my Chandler com¬ 
pressors. my hardware SSL XLogic 
Alpha Channel, my Roger Nichols 
plug-ins. the Neve 33609 plug-ins. 
and a bunch of hardware and soft¬ 
ware EQs," says Kahne, whose 
main audio engine is Steinberg 
Cubase 4 running on a PC "It's 
pretty seamless—I don’t have to 
patch anything It's all wired all 
the time because the MADI system 
is so flexible." 

Kahne uses four Dangerous Mix¬ 
ers (a total of 64 channels) for sum¬ 
ming direct to an Alesis MasterLink 
because he doesn’t like mixing in 
the computer. "I could hear a lot of 
phasing and weird stuff in the sum¬ 
ming output, and the headroom 
was really low coming out of the 
computer, so the mix would start to 
crap out." he explains. “When I got 
the first Dangerous box. I could feel 
the audio open up completely." 
—Michael Molenda 

company, and not for anyone else. 
To see that commitment to self¬ 
expression in an artist is fascinat¬ 
ing. Sometimes, it feels pretty 
hopeless to try to get that going 
with an artist in light of what 
record companies need today. 
When I get the opportunity to work 
with somebody as great as Paul, 
you can see that self-expression 
and the emotion that’s pouring out 
of the music. When you can experi¬ 
ence somebody really going for it, I 
just think it's the greatest thing in 
the world. CQ 

on coke, but somehow it got put in 
the A&R handbook of "things to say 
in the studio.” Anyway, I said, "No. If 
I do that, the mix is going to fall 
apart.” He said, "I’ll meet you 
halfway—can’t you turn it down just 
a little bit?" But if I turn down the 
guitar 2dB, I’m changing the whole 
foreground of the mix. I ended up 
pushing the guitar back, and giving 
the person a reference CD. He came 
back and said, “You know what? 
You were right. You just moved the 
guitar a little bit and the mix fell 
apart.” I felt that was a great 
moment, because I had a really 
strong idea of what something 
should be, and I figured out a way 
of maintaining that idea, rather than 
putting it somewhere between one 
idea and another idea. That’s the 
spirit of compromise, and it doesn't 
often work too well in music. 

When I was finishing Memory 
Almost Full with Paul, he said, 
“When you put out a record now 
there’s all this crap you have to go 
through. I finish my record, and 
I’m happy with it. It sounds good 
to me. But when I turn it in, I feel 
like all I do is disappoint people.” 
[Laughs.] But Paul will not com¬ 
promise one molecule of his 
music. Not for the record 
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This Month on Œ 
Join us at EQtv—EQ’s own video channel chock full of tips, 
tricks, tutorials, behind the scenes footage of some of the 
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www.eqmaq.com and click the pretty little link, or go direct 
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Bus Compression Tricks for Recording Drummers. Stem Mix¬ 
ing Tips for Pro Tools Power Users ... 
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With Sixteen inputs, the TASCAM US-1641 is the ideal choice for musicians to record the whole band to a computer. Eight mic/line 
inputs plus six line inputs gives you plenty of channels for a large ensemble, drumset, live recording or worship service. It includes Cubase LE4, 
Steinberg's latest version, for 48 tracks of 96k/24-bit recording power. Using the latest high-speed USB 2.0 technology, the US-1641 packs the 
interfacing power of a big console into only one rackspace. The well-connected TASCAM US-1641.you're gonna need one. 

© 2007 TASCAM, a division of TEAC America, Inc. 
All rights reserved. Features and specifications 
are subject to change without notice. 
Photo by merkley??? DJ Lea Luna 
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DA VINCI ON A NECKTIE 
Imagining a World Without Record Labels 

BY MOSES AVALON 

If you haven’t noticed, we as a soci¬ 
ety are not only experiencing a radi¬ 
cal transition in the way we buy and 
consume music, but also in how we 
relate to it. Case in point: I (and I’m 
sure many of you) remember when 
the average young music consumer 
was proud of their record collections, 
when record sleeves were viewed as 
critical components of the overall 
package—works of art in and of 
themselves. Recording artists were 
encouraged by their fans to take 
advantage of their packaging oppor¬ 
tunities as auxiliary canvases on 
which to express their vision. Record 
buyers found all kinds of practical 
uses for the jackets as well—shelf lin¬ 
ers, wallpaper, framed art, etc. The 
real fans even memorized the liner 
notes. It was that world that I fell in 
love with; one that was about making 
money by affecting culture with a 
tangible product: a 45-minute state¬ 
ment broken down into ten or 12 
songs. An album. 

These days one's "record collec¬ 
tion" exists on a hard drive. Due to 
this, we are quickly losing touch with 
what was once an important aspect 
of an artist’s visual identity. And we 
stand to lose much more of the musi¬ 
cal experience if this trend keeps up. 

LIQUID AUDIO, LIQUID WORLD 
As music’s mediums move more and 
more into a ubiquitous “liquid” form-
existing everywhere, but less noticed—it 
moves into opposition to the way music 
has historically existed in our lives: as a 
listening experience, unique to itself 
and apart from other day-to-day func¬ 
tions. In the liquid future, music may 
well be everywhere all the time, but we 
might not notice it as much. 

High-tech companies are pushing 
this “liquid agenda" only because it 
suits their needs: selling gadgets and 
Internet-based services. This necessar¬ 
ily means being able to communicate 
the message to the public that they 
can provide accessibility and portabil¬ 

ity to everything you want—legally or 
not. To them, music is a mere tool to 
sell technology, the free toy at the bot¬ 
tom of their cereal box. 

Conversely, record companies (and 
indeed most content companies) have 
an almost opposite agenda: They need 
to sell the music as a unique experi¬ 
ence, which necessarily entails control¬ 
ling copyrights and venues where 
music is heard and bought. Mired in 
the traditions of how to do this— 
specifically, to make money with 
albums—record companies have been 
fighting what tech-head companies 
call "progress" for years. 

For those who have been in the 
music business for a while, it’s easy to 
have a knee-jerk reaction towards 
this "progress." Many musicians and 

Record companies 

have taken quite a 

beating in the press 

since 2001, and 

they’ve largely 

deserved it. 

producers were initially attracted to 
the music business for reasons that 
may no longer be relevant. 

MP3 PLAYER (HATERS) 
But before we point our fingers at the 
high-tech companies for the previ¬ 
ously mentioned transgressions, we 
should entertain the idea that it’s 
entirely possible that the public 
altered their musical consumption 
methods because they’ve outgrown 
their past entertainment needs, such 
as pop hero worship and arena rock 
spectacles. Perhaps the twilight years 
of that culture are ahead of us, the 
years where music takes its place, 
with many other art forms, in the 
tapestry that has become the life aes¬ 
thetic: Rembrandt on a postage 
stamp, Picasso wallpaper, Da Vinci on 

a necktie. I have no doubt that there 
was a curator somewhere who pub¬ 
licly objected the first time he saw a 
print of the Sistine Chapel’s ceiling as 
bathroom tile. No one listened. Com¬ 
merce marched on. The only differ¬ 
ence for music is that instead of irate 
art historians, it has major labels and 
their lobbying entity, the RIAA, fight¬ 
ing for air as their inventory slips into 
the Bit Torrent-ed public domain. 

One has to wonder if the folks at 
Disney had the right idea in 2004 
when they convinced Congress to 
extend the length of a copyright to 99 
years. Perhaps Disney knows some¬ 
thing about art and the public domain 
that we ordinary folks do not? Just 
look at what the public generally does 
with great works when they don’t 
have to acquire permission from their 
authors: The work takes on sillier and 
sillier forms until one day we see a 
XXX movie staring Mickey and Minnie. 

While our laws grant the right for 
such things, we as a society don’t have 
to expedite the demand of it. If we let 
go of music as an art form and let it 
too retire into the public domain, we 
might as well start placing our orders 
for that new Jim Morrison lawn jockey 
that plays “Light My Fire” or the Janis 
Joplin anti-hangover pill; we're waving 
in all those companies that see music 
solely as a commodity. 

IN DEFENSE OF THE LABELS 
Obviously the kind of companies 
mentioned above are not likely to be 
staffed by musicians or people who 
have worked closely with musicians 
over the years, entering into business 
partnerships to market their hard 
work. That's one claim the record 
companies can make; they are more 
like you than many just by virtue of a 
shared vocation. 

Record companies have taken 
quite a beating in the press since 
2001, and they’ve largely deserved it. 
They've been accused of not under¬ 
standing the needs of the market and 
thumbing their nose at the changing 
technology. They've been called 
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opportunistic capitalists. And they are. 

But record companies are also 
fighting to preserve something wonder¬ 
ful about their product: music’s ability to 
play an important role in our culture; 
one that in the past has helped raise the 
collective awareness. Given that, if 
you're going to ride the tech-stimulated 
anti-label Zeitgeist, you need to be 
aware that doing such also means 

resigning yourself to a possible future 
where the medium is reduced to little 
more than cultural wallpaper, stripped 
of much of its artistry, its meaning, and 
its social consciousness. 

It also means a destabilization of 
industry economics. Perhaps in favor of 
a better one, but so far, the butcher’s 
bill has been massive downsizing of 
label rosters by almost 50 percent. All 

of this just for the sake of convenience 
for consumers? Is that worth the trade¬ 
off to you, as a musician? 

So ask yourself: Are the real enemies 
of music’s future the record compa¬ 
nies? When you come up with an 
answer, head over to www.eqmaq.com , 
visit our “Forums", and give me feed¬ 
back in our “Letters to the Editor" sec¬ 
tion. I await your responses. CO 

RIGHT FROM THE START 
Fink Keeps it Simple for Distance and Time 

BY GREG REYNOLDS 

It’s easy to get carried away when mak¬ 
ing an album. You might blow your rent 
check on the newest gadget or feel 
inspired to triple every guitar line just 
because you have an unlimited track 
count. But even the biggest gear 
nerds—such as Brighton, England-based 
blokes Fink —will attest that sometimes 
it’s best to just keep it simple. With 
their latest release Distance and Time 
[Ninja Tune], guitarist/vocalist/name-
sake Fin Greenall (who has produced 
Amy Winehouse and many others), and 
cohorts Guy Whittaker (bass) and Time 
Thornton (drums), spent less than three 
weeks creating their newest slab of 
dubbed-out minimal folk. Holed up in 
The Lookout Studios with Lamb mas¬ 
termind Andy Barlow, the band got 
with the program and banged out an 
album’s worth of tracks in less time 
than many bands spend getting drum 
sounds. “On some of the tracks you can 
hear fire crackling in the background," 
Greenall says. “That’s not a cheesy 
effect. We were huddled around the 
fireplace when we were tracking, trying 
to keep warm and play our parts with 
frozen fingers. We just wanted to get 
out of there [laughs]." 

The warmth of Fink's tracks has little 
to do with the proximity of open flames 
to the performers, Barlow assures. 
According to the producer, Fink’s sound 
is all about capturing the most realistic 
sounds possible and avoiding posthu¬ 
mous processing like the plague. For 
instance, Greenall’s ever-present nylon-
string acoustic, which is outfitted with a 

Headway “The Snake" under-saddle 
pickup, wasn’t tracked direct. “A direct 
acoustic sound is not the sound a per-
fomer or the audience hears when then 
are playing,” Barlow says. To create a 
realistic image of the instrument, Bar-
low insisted on a miking strategy that 
mimicked the perspective of both per¬ 
former and audience: A Neumann U 87 
six inches up from the neck, placed 
where Greenall’s left ear would usually 
be and another Neumann U 87 straight 
out from Greenall, in the middle of the 
room where an audience member may 
sit. “We did compress in," Barlow says, 
“but only slightly. We’d keep a really 
low ratio on a Summit Audio TLA-100A 
to keep the transients in check, but 
that’s all." 

The “fix it in the mix" philosophy, 
Barlow says, is never an option. For 
example, on the song “Blue Pancakes,” 
Whittaker’s Tacoma 6-string bass pro¬ 
vided way too much sustain. Rather 
than killing it digitally during the mix 
Greenall recalls Barlow taking the Mac-
Gyver approach during tracking. “Andy 
recommended sticking a big sock 
down on the saddle to dampen it 
down, resulting in an indie-dub bass 
sound,” he says. "Initially Guy was mor¬ 
tified at doing that but he started to 
dig it because it really worked well... 
he could play it a lot harder and the 
notes would die a lot quicker so he 
could start pummeling it for the take.” 

Greenall further stresses that the 
key to a great Fink recording is in his 
bandmates making simple gear 
choices and not relying on some 
“magic box" to provide their sounds 

for them. “The less of a drum kit you 
have, the more creative you have to 
get with the few pieces available,” 
Greenall uses as an example. “Dynam¬ 
ics should be achieved by the artists 
performance, not by volume draws and 
automation in Pro Tools.” CD 
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■ UNIVERSAL AUDIO TWIN-FINITY PREAMP/DI 
The Twin-Finity preamp ($799) uses dual signal paths: The 
phase-aligned ‘'Tone-Blending'' knob is continuously variable 
from 100% tube to 100% solid-state, offering easy access to 
myriad unique preamp tones. 
www.uaudio.com 

■ BIG FISH AUDIO FOUND PERCUSSION LIBRARY 
Four master percussionist/producers created Found 
Percussion Library ($99.95) using "found" instruments. 
Eighty-five construction kits of unique and quirky per¬ 
cussion material use everyday items such as wine bot¬ 
tles, air conditioning ducts, coffee cans, electric fans, 
welding rods, slack bass strings, and suitcases. And 
yes, this actually does include the kitchen sink. 
www.bigfishaudio.com », — 

■ TOONTRACK UPDATES ALL SIX 
EZX EXPANSION PACKS 
Updates for all existing EZdrummer EZXs 
offer features from more MIDI files to new 
mixer presets by Richard Devine, known 
for (among other things) his remix of 
Aphex Twin’s Come To Daddy. All updates 
are free of charge. 
www.toontrack.com 

«S -

churches and gymnasiums). Once the Large Room Analysis form is down¬ 
loaded and filled out with info such as room type, use, dimensions, etc.. 
Auralex's engineers provide recommendations regarding placement, treat¬ 
ment, and products. 
www.auralex.com 

■ AURALEX OFFERS ONLINE 
LARGE ROOM ANALYSIS FORM 
With the success of its free 
Personalized Room Analysis 
Form. Auralex now offers the 
same free acoustical analysis 
to customers facing the chal¬ 
lenges of larger spaces (eg., 

■ EQUATOR AUDIO RESEARCH 08 
STUDIO REFERENCE MONITOR 
The Q8 ($1,500) delivers the power and 
accuracy of Equator Audio's larger Q 
Series models, but with a more compact 
form factor. Measuring 13" x 13" x 13". 
Equator Q8 features an 8" woofer cou¬ 
pled with a high-powered. 1" compression 
horn driver. 
www.equatoraudio.com 

■ SOLID STATE LOGIC MYNX MINI DESKTOP BOX 
The Mynx ($595) holds two X-Rack hardware modules, making it a simple, cost-effective way to obtain the 
depth, clarity, and characteristic sound of SSL SuperAnalogue processing. There are eight different modules in 
the range, each designed to complement various DAWs and enhance recordings. 
www.solid-state-loqic.com 
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■ KRK ROKIT POWERED STUDIO 
MONITORS The curved front baffle of the Rokit G2 ($149, $199, and $249 for 5", 6”, and 8" versions, respectively) was engineered to minimize high-frequency diffraction. The result is a sweet spot that is claimed to be significantly larger than products with square or lightly rounded baffles. The baffle also houses a molded front-facing bass port that minimizes low-frequency phase distor¬ tion typical of rear-facing bass ports. www.krksvs.com 

■ IK MULTIMEDIA 
AMPLITUBE METAL 
SOFTWARE AmpliTube Metal ($312) offers an ultra-realistic software recreation of a complete heavy metal 

* * 

■ EASTWEST PLAY PRODUCTSNOW 
RTAS-COMPATIBLE Current Play-powered collections, such as Fab Four, Voices of Passion. Goliath, and others, can be upgraded to include RTAS suppor: through a free update posted on the company's website. The software updates (Play v1.0.056) are available for Mere and PC platforms in standalone and plug-in versions, with PC updates being offered for botn 32-bit and 64-bit operating systems. www.soundsonline.com 

COLOMBIAN 

11 - f 

arsenal of sounds from the late 70s through today. It includes 14 stomp boxes, five amp models, 13 cabinets and six mies, and nine rack effects, resulting in 48 never-before-reproduced models. www.ikmultimedia.com — 

■ TC ELECTRONIC TUBE-TECH CL 1B PLUG-IN The CL 1B ($995) plug-in for Pro ToolsIHD offers up to 30dB of gain and a variable, step-less ratio rang¬ ing from 2:1 to 10:1. It also features innovative attack/release controls, with three different settings, enabling the CL IB to be used as an insert or bus compressor. www.tcelectronic.com 

as a series of Standard MIDI Files (.MIDs), Colombian Beats can be loaded into any DAW or workstation, and voiced at will. Also included in the package are native Pattern format versions for Yamaha’s Motif series—"Classic,” ES. and XS. www.keyfax.com 

■ KEYFAX COLOMBIAN BEATS 
COLLECTION Recorded live in Bogota, Colombian 
Beats ($39.95) comprises Atlantic and Pacific coastal rhythms that add a Latin spice to productions. Offered ■ VICOUSTIC WAVE WOOD PANEL ABSORPTION 

AND REFLECTION CONTROL SYSTEM The Wave Wood panel represents one of the strongest Vicoustic solutions in terms of the Absorption and Reflection Control System (ARCS). It's ideal for those who seek balanced sound amlbi-ences that simultaneously control excess energy in a room, while maintaining a living, bright sound. It can be applied to any surface and m a va-iety of spaces such as recording and broadcasting studios, post-producticn studios, and the like. wwwvicoustic.cpm 

■ G-SONIQUE XBASS4000L SATURATION/ENHANCE PROCESSOR The XBass4000 ($23) VST plug-in (Windows XP/2K/Vista) combines the psy¬ choacoustic algorithm and analog style saturation of "fat" and “warm" sounds to emphasize a track's bass spectrum It’s excellent for synthetic as well as acoustic basses, and also enriches kick drum energy. www.g-sonique.com 
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Here I Am 
Again 

and Crew Bring Retro Styles and 
Modern Beats to a Soul-Renewed Al Green 
?uestloye 

T
he voice sent shivers down 
your spine, and, if you were in 
the right mood, it also stirred 

feelings of romance, sensuality, and 
sexual longing. Throughout the 70s, 
Al Green was one of soul music’s 
most successful artists, and his smash 
hits—“Tired of Being Alone," "Let’s 
Stay Together," “I’m Still in Love with 
You,” “Here I Am,” "Call Me," and oth¬ 
ers—were crafted by producer Willie 
Mitchell with open arrangements that 
showcased the singer’s voice by stay¬ 
ing out of its way, while simultane¬ 
ously presenting slinky grooves, 
dancing guitar lines, lush background 
vocals, tasty horn punctuations, and 
super-smooth string and organ pads. 

But after an infamous tragedy in 
1974, where a girlfriend doused 
Green with boiling grits while he was 
preparing for a bath and then killed 
herself with his gun, the singer 
began embracing his faith and 
ebbing away from secular music. By 
the '80s, Green was more or less a 
gospel artist, although he continued 
to dabble from time to time with 
soul music. 

Now, 38 years since Green's soul 
masterpieces began thrilling audiences, 
Blue Note Records has released what 
is arguably Green’s finest record in 
decades, Lay It Down. It's an album 
that hits the spot in your soul that only 
Green can reach. Before the singer 
belts out the first note on the title 
track, the listener's ears are shuttled 

back to the sound of his classic, 
Mitchell-produced records of the 70s. 
The late, great Chalmers “Spanky” 
Alford kicks off the tune with the 
same “church” guitar that Mabon 
"Teenie” Hodges brought to Green’s 
classics, and when the pillowy kick 
drum and sparse strings enter, you can 
practically smell the polyester. Green 
and Anthony Hamilton sing a few 
hook-y choruses, and by the time 
Green starts to solo, it is clear that the 
master is back—and with him the 
music that helped inspired a whole 
generation, providing fodder for 
countless samplers. 

But Lay It Down is no mere exer¬ 
cise in retro. Instead, it was meant to 
represent contemporary musicians, 
engineers, and producers paying trib¬ 
ute to the music that was such a 
major influence on today’s hip-hop, 
R&B, and neo-soul genres. And 
that’s why, when the time came to 
assemble Lay It Down, Blue Note flew 
in one of hip-hop’s most highly-
regarded musicians/producers—the 
Roots’ Ahmir ”?uestlove” Thompson. 
The drummer/producer believed 
that, with Lay It Down, he and his 
crew could introduce Al Green to a 
new audience à la Rick Rubin with 
Johnny Cash, or Jack White with 
Loretta Lynn. So with co-producer 
Richard Nichols, guitarist Alford, key-
boardist/co-producer James Poysner, 
and engineers Russell Elevado, Jon 
Smeltz, and Jimmy Douglass in hand, 

?uestlove set out to revitalize the 
Memphis master. 

“They assumed I would give him 
the neo-soul makeover." ?uestlove 
says. "But if Blue Note thought they 
were going to get Al Green does 
John Legend, they were wrong.” 

W
hen the initial tracks for 
Lay It Down were recorded 
at Electric Lady Studios in 

New York, the original idea was to 
work with a purely analog signal 
chain, so ?uestlove and Green’s engi¬ 
neering team started by recording 
directly to two-inch tape, using 
the studio’s Pro Tools rig only as a 
backup. “If you have to switch a 
tape reel mid-session, you lose 
whatever precious moment was 
happening during tnat switch,” 
Smeltz explains. “For that reason, 
even if you aren’t looking to record 
to Pro Tools at all, It’s always smart 
to keep the DAW running as a vir¬ 
tual second tape machine.” 

This preemptive approach proved 
prescient, as, indeed, one of the 
band’s first takes would otherwise 
have been lost in a reel change. It 
was after this narrowly-averted disas¬ 
ter that the team abandoned their 
tape machine in favor of recording 
the rest of the album’s jams entirely 
in Pro Tools. Despite the vintage 
grit that tape could have added to 
the overall sound—especially on 
?uestlove's drum tracks— Smeltz 

By Michael Ross 
Photographs by Ginny Suss 
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was happy with the switch. “The 
sound quality of Pro Tools has gotten 
to the point where I feel I’m able to 
get the event I recorded back from 
the equipment,” he says. "If I front end 
my rig with the same analog gear I 
have always used, Pro Tools doesn’t 
seem to hinder my ability to capture 
that special sound people attribute to 
the analog world.” 

Though the crew settled on using 
modern technology to track Lay It 
Down early on in the game, ?uestlove 
and Green decided to eschew the 
opportunity to multitrack their way 
through the album. "Initially, we were 
going to go in and just jam some stuff 
out, and then re-do the vocals," says 
Nichols. "But Al actually sang the stuff 
in the room with [?uestlove] and the 
guys. Everyone was playing together, 
and I think that had a lot to do with 
the way the album sounds.” 

T
hough jamming on tunes is a 
tried-and-true method of cre¬ 
ating band material, it was a 

new process for a solo artist like 
Green, who was used to composing 
with Willie Mitchell, and then laying 
his vocals down only after the rest 
of the tracks had been put to tape. 
"We brought the Roots approach to 
Al, which is about doing a bunch of 
stuff live, and then grabbing source 
material,” explains Nichols. “It was a 
bit foreign to Al. He asked, ‘What 
am I supposed to do?’ I said, ‘Just 
sing whatever comes to your mind, 
and we will follow you. You can hum 
a note or clap your hands.’ It was 
confusing to him for a while-

days of rhythm tracks, you have 
almost 13 songs—well, that’s an 
incredible accomplishment,” he 
adds. 

meaning only ten or 15 minutes!” 
Once he got comfortable Green 

amazed his comrades with his impro¬ 
visational abilities. “On the song 'Lay 
It Down,' we kept 60 percent of it 
freestyle,” relates ?uestlove. "We 
asked, ‘Do you want a second to write 
to this?’ But Al said, ‘Nah, I've been 
writing all along.' I said, ‘Where’s the 
paper?’ He said, 'It’s in my head. Just 
play the song—I got the feelin’.’ We 
started playing, and I couldn’t even 
drum to it. You’ll notice I didn’t even 
start drumming until the last chorus. I 
couldn’t play because I was jawdrop¬ 
pin’ that he was making up lyrics off 
the top of his head. I’m not used to 

According to Nichols, recording 
live also reduced the icon worship fac¬ 
tor. “You could think, ‘Hey, I’m in a 
room with Al Green'.' But you could 
only do that for a fraction of a second, 
because you had to be on top of 
what he was doing. The process also 
gave him a lot of freedom. At one 
point, he said, 'Do you mean if I sing 
this way, you guys are going to play 
that way? If I slow down, you are going 
to slow down?’” 

people catching on that quick.” 
Smeltz agrees that the sessions 

were almost supernatural in their fiow. 
"When a band gets together, writes 
songs on the spot, and, after four 

O
f course, playing together in the 
same room with minimal isola¬ 
tion led to an enormous amount 

of signal bleed. “There is a lot of bleed 
on there," Nichols says. "But I think 
what gave those old classics their sig¬ 
nature sound was a lot of ‘unwanted’ 
noise introduced into the recording. 
But it’s not just using old noisy gear 
that gets that sound. We were using 
tons of vintage equipment—Neve 
desks and all—but you could use all 
the same gear and it would sound 
really clean if all of the instruments 
were recorded separately. So we 
decided to set up all the guys in 
close proximity to one another in 
order to capture that old-school 
vibe. If you soloed the organ track, 
you would hear Al’s vocal and ?uest-
love's drums and all kinds of things 
in there. Sometimes, you’d even 
hear something happening 
underneath a track that you couldn't 
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Here I Am Again 

recognize. Bleeding sounds can glue 
things together that way. These days, 
everything is separated, and it can 
sound really cheesy." 

Jimmy Douglass—whose credits 
go back to early Aretha Franklin and 
Otis Redding recordings—came in at 
the mixing stage, and he was thrilled 

when he heard sounds that took him 
back to the days he worked under 
legendary producer Tom Dowd. 
“Pretty much every instrument 
leaked into Green’s mic,” Douglass 
says. "That gave me the inspiration to 
mix like an old fool—it got me all 
excited and crazy!" 

F
or all the effort put in to recreat¬ 
ing the glorious sound of Green’s 
Memphis-era recordings, ?uest-

love, Nichols, and the engineering 
team were equally concerned with 
making Lay It Down palatable to a 
younger crowd. “To a generation 
weaned on hip-hop and massive pop 
production, drums are more of a fore¬ 
ground instrument than they were in 
the past," Nichols states. "So people 
grab drum breaks from old records, 
put a bunch of compression on them, 
and when all the instruments fall out, 
the drums sound huge. No one would 
have processed drums like that on the 
original recordings because it wasn’t 
in vogue. But now, for bands like the 
Roots, that’s the standard approach. 
We had to partially adopt that 
approach to update the album's 
sound, and have the drums sound like 
hip-hop drums." 

“It’s all about the drums and bass," 
adds Smeltz. “I made them sound 
really modern, and then I pulled them 
back into a classic Al Green mode. For 
a project that integrates sounds from 
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a different era, it’s all about striking a 
balance. You get that modern drum 
sound, and then you pull the hi-hat 
fader back a little bit, or roll off the top 
end of the snare so it sounds a little 
more round." 

Douglass had a similar method for 
attaining balance in the mix. “Imagine 
that we are standing in the middle of 
the road, and we can go to the left— 
which is the way of that thick, round, 
analog sound—or we can go to the 
right, and make it sound nice and crisp 
in the modern way,” he says, describing 
his philosophy for mixing ?uestlove’s 
drums. “I mixed more to the left to 
ensure the drums had more of that 
old school character." 

uestlove was committed to mak¬ 
ing the old soul/new hip-hop con-

■ nection a part of his drum 
performance, but to make that happen 
required a bit of subterfuge. “There are 
two ways to see Al Green from a hip¬ 
hop perspective," he explains. "There's 
the pure Al Green sound that you get 
from listening to his records, and then 

there is hip-hop's interpretation of it. 
So I asked myself, 'If I was the RZA, 
what part of the tune would I want to 
take for my fellow Wu-Tang members 
like Method Man or Ghostface Killah?’ 

“There were some songs where I 
wanted to play as if I was in Al Green's 
band led by Willie Mitchell," ?uestlove 
says. “And then, there were some songs 
I wanted to play like I was the RZA sam¬ 
pling Al Green. The intro to 'What More 
Do You Want From Me’ clearly illustrates 
that frame of mind. I was playing that Al 
Green record groove, and then laying 
more drums on top of it, because RZA 
would take an Al Green loop and do the 
same thing. But you don't know how 
hard I fought for that intro. I didn’t want 
Al to sing on top of it, and I didn’t want 
to reveal to Al what my agenda was—to 
have that moment for rappers to grab 
onto. I mean, a name like Ghostface Kil¬ 
lah could possibly scare Al to death. He 
might say, 'Wait a minute, you want to 
use my music for a man named Ghost¬ 
face Killah?"’ 

As a large portion of the magic of 
Green’s classic recordings can be 

credited to the drumming of Al Jackson 
Jr. and Howard Grimes, ?uestlove was 
also tasked with nailing the slinky feel 
and fat sound of his predecessors for 
Lay It Down. “The funk sound I am known 
for is that ’crack’ snare,” says ?uestlove. “But 
I knew I might have to have a deeper sound 
to best match the feel we wanted for this 
record. So I did two takes of 'You've Got The 
Love I Need.’ One was reminiscent of 
‘Mighty Love' by the Spinners. It was very 
hard on the two and the four, as if I were 
playing it live. Then, I did one with an under¬ 
stated, sort of Charlie Watts-ish, noncha¬ 
lant feel to it. That’s the one I ended up 
using. I noticed that the lighter I hit the 
drums, the better they sounded on play¬ 
back. I had thought you had to have 
John Bonham’s heavy hand to make your¬ 
self heard, but that kind of approach does¬ 
n’t sound as good when you end up 
heavily compressing the drum tracks. 

“Now, I think I'm going to play light 
as hell on Roots albums, and on any 
other records I do,” ?uestlove says. 
“Playing that way establishes a pulse 
that’s understated, but it’s in your face 
at the same time.” 
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A
pplying copious amounts of 
compression to ?uestlove’s 
drum tracks on Lay It Down is a 

technique lifted from the hip-hop pro¬ 
duction playbook. It was a calculated 
move on behalf of the production team 
with the goal of adding some modern 
urban attitude to the mix. "The sam¬ 
ples you hear on hip-hop albums are 
basically just an old drum sound that 
has been squashed," explains Dou¬ 
glass. "The artist has taken the sound 
off a record that had been mastered 
already, and then that sound is stuck 
into a sampler which squashes it 
again, and it ends up totally grainy." 

"In the mixing stage, I like to over¬ 
compress,” adds ?uestlove, who 
wanted to mimic the sounds of sam¬ 
pled drums. “I go through four or five 
different stages of compression. I high 
the signal lightly with a Neve 33609 
when we record to tape, and then I 
compress the signal again—but a little 
harder. Then I apply bus compression, 
and, finally, I compress it once more in 
the mastering stage." 

The drummer says his heavy-
handed and liberal use of compression 
gives his snare the large, spreading 
bottom that is redolent of Al 
Jackson’s sound on Green’s earlier 
records. Though ?uestlove’s snare 
exhibits some distortion, Nichols 
laughs at the thought that this is 
indicative of poor engineering. "I’m 
sure it is distorted,” he says. "I once 
told an engineer that I wanted some¬ 
thing to sound like an old record, and 
he asked, ‘You want it to sound like a 
bad recording?’ I said, 'Sure.' Having 
certain aspects of a recording sound 
imperfect is part of achieving the feel 
of those old recordings." 

ccording to Smeltz, ?uestlove's 
distorted drum tracks aren't 
simply the result of squashing 

and limiting. 
"It's Line 6's Amp Farm," the engi¬ 

neer confesses. “I use Amp Farm on 
his hi-hat all the time. It’s one of his 
signature sounds. You can hear some 
of the grind from the hi-hat—which 
is recorded using a Shure SM81— 
bleeding into the snare. Sometimes, I’ll 
even split his bottom snare mic into 
two channels, and use Amp Farm on 
one of the channels, assigning it to a 
separate fader, and layering it under 
the dry track.” 

For ?uestlove's kick drum sound, 
Smeltz uses a Neumann U47 FET as 
the outside mic, and an AKG D112e as 
the inside mic. The Neumann is routed 
to a Moogerfooger Low-Pass Filter 
pedal, which Smeltz uses to tune the 
kick to the bass a little better, and also 
extend the drum’s resonance. (“That’s 
the glue that binds the kick drum and 
bass sounds together,” he says.) The 
D112e is employed mostly to capture 
the attack of the kick. 

As much as Smeltz is a fan of using 
analog outboard gear and quirky ped¬ 
als to dial in ?uestlove’s oftentimes 
bizarre drum sounds, he admits that 
he sometimes prefers using plug-ins 
when mixing. "I have all the actual 
Moogerfooger pedals," Smeltz says, 
“but I tend to mix with [Bomb Fac¬ 
tory’s] Moogerfooger plug-ins 
because the recall feature makes my 
life so much easier. Of course, plug-ins 
are really cool, but don't expect a Uni¬ 
versal Audio 1176 plug-in to sound like 
a real 1176. But I don't really care what 
a plug-in is trying to emulate if I can 
get a good sound out of it.” 

W
hen it came to establishing 
a balance between old and 
new sounds for Lay It 

Down, having both Smeltz and Dou¬ 
glass working on the project was 
exactly what ?uestlove and Green 
needed. Smeltz’s experience runs 
the gamut from the smooth soul 
stylings of Teddy Pendergrass to the 
remixing experiments of King Britt, 
and Douglass' ears have been 
employed by everyone from Donny 
Hathaway to Timbaland and Justin 
Timberlake. While the duo worked 
independently, they both agreed that 
handling the mix out-of-the-box, and 
with as much analog processing as 
possible, was the only way to go. 

"It just felt right,” says Smeltz, "I 
mixed at Legacy on the studio’s SSL 
J9000. They have 24 Neve 1081 EQs 
right behind the desk, and they also 
have an old plate reverb that’s dirty 
and noisy. I loved the way it sounded.” 

“I tried to avoid using plug-ins,” 
adds Douglass, "because I wanted to 
keep the mixes from sounding brittle 
and harsh. All of my EQ, compression, 
and effects were from outboard gear." 

A dry perspective is another sig¬ 
nature of the Al Green sound pre¬ 
sent on Lay It Down. Recording the 

instruments in a dead room was key, 
and to retain the natural sound, 
Smeltz and Douglass went light on 
applying reverb or any other effects 
that would dramatically alter the 
sense of organic ambience. "I use 
slight delays a lot—they give you the 
illusion of reverb, but they don’t give 
you the noise and clutter of reverb,” 
explains Douglass. "There is reverb on 
the record—I have a Sony DRE777 that 
I’ve used to sample every room in Man¬ 
hattan—but you can’t really hear it. My 
whole thing is that once you can tell 
there is reverb on the track, you've 
used too much. Reverb is supposed to 
enhance the sense of space, not take 
over the sound." 

While everyone agreed the amount 
of bleed and noise on the tracks were 
a plus, they also wanted to ensure the 
final mix was clear enough to be mar¬ 
ketable in this day and age. “Part of 
the looseness and openness of the 
drums came from tracking them 
mostly with room mies," says Dou¬ 
glass. “It wasn’t as tightly miked as a 
lot of drums on modern records. For 
example, there was one song where 
the toms weren’t very present, and I 
had to get them up there to sound 
like that old Philadelphia kind of 
pop. ?uestlove didn't hit them that 
hard, and if you tried to bring them 
up, you would be bringing up a com¬ 
bination of mush and sidewash. 
Those tracks required gating to take 
out some of the noise, compression 
to bring up the volume, and EQ to 
ensure the tones didn’t step on 
everything.” 

T
he fact that ?uestlove and 
Green’s team all had one foot in 
the vintage soul camp definitely 

helped the album deliver sounds that 
hearken back to the golden age of 
soul. But for all involved, Lay It Down 
was more than an attempt to recreate 
the sounds of the '70s—it was a 
unique opportunity to reconcile the 
recording methods of the present and 
the past. The team succeeded at inte¬ 
grating tried-and-true engineering 
practices and stellar performances 
with modern recording technology, 
and the end result is an album full of 
original Memphis sounds lightly 
buffed for the iPod age. “It sounds like 
an old record with the veil lifted off," 
says Douglass. CO 
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SIGNAL BLEED 
& BALLSY BLUES 

by Will Romano 

"When I record, the first thing I 
think about is, ‘How does the band 
sound live,’’’ says Nick Moss, a gui-
tarist/producer who recently com¬ 
pleted a bodacious double CD of 
retro-modern Chicago blues, Play It 
‘TH Tomorrow with his band The Flip 
Tops. "I want the band to sound as 
if you were in a club listening to us 
playing live. Some records are way 
too separated. I don’t want that on 
my recordings, so I don’t close mic 
anything. The closest I'll get a 
microphone to an amp is about six 
to eight inches away. Does that 
mean I’ll get some signal bleed? 
Sure. But who cares?” 

The concept of allowing disparate 
signals to bleed into a bunch of differ¬ 
ent mies is probably considered dar¬ 
ing in the age of multiple takes, swipe 
comping, and sonic isolation, but it 

makes plain sense when you are track¬ 
ing the blues. After all, the blues has 
never been about exploiting technol¬ 
ogy, and, back in the days of live-in-
the-studio tracking, bleed was 
inevitable. But artists and engineers 
found a way to make coagulating 
sounds work for them, and, in the 
process, turned out some of the great¬ 
est blues recordings ever. Here are two 
examples of how signal bleed can pro¬ 
duce ferocious blues-guitar tracks. 

BUDDY GUY’S MULTIPLE AMP 
ATTACK 
Producer Tom Hambridge (Susan 
Tedeschi, Lynyrd Skynyrd, Johnny 
Winter) speaks fondly of his experi¬ 
ence recording legendary Chicago 
blues guitarist Buddy Guy for the 72-
year-old’s Skin Deep. 

"We would start playing, and, by 
minute four of the song, I’d signal the 
engineer to start rolling,” Hambridge 

says. “That way, the band would 
already be in the groove before the 
first note was recorded. Buddy’s 
amps were louder than hell. We just 
dimed 'em [turned the volume on the 
amps all the way up to 70]. My philos¬ 
ophy for those sessions was, ‘Go 
ahead and let Buddy’s guitar bleed 
into the overheads.’” 

To capture Guy’s signature ringing-
and-stinging attack, a total of six 
amplifiers were run simultaneously. 
Starting with two Chicago Blues Box 
amps, engineer Vance Powell employed 
a dual-mic approach, positioning a 
Neumann U67 and a Shure SM57 side-
by-side and up close to each grille. 

"Those are Buddy’s first-choice 
amps,” says Powell, “but I wanted to 
give Hambridge some other sonic 
choices, so we added a Marshall 
Super Lead 100 and a matching 4x12 
cabinet that was miked with an SM57. 
Then, there was a '59 Fender Bassman 
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miked with an AEA R92 ribbon. That's 
a versatile mic that clearly picks up 
high-end stuff, but it’s also great for 
documenting lower registers. An early 
’60s Fender Vibroverb was matched 
with a Royer R-121 ribbon to get a nat¬ 
ural and balanced tone, and a 100-watt 
Mesa/Boogie 1x12 combo was miked 
with a Royer R-122 ribbon—which is a 
little more focused when capturing 
low-end frequencies than the R-121. 
The mies were each positioned 
about an inch from the grille cloths. 
This approach picked up the sound 
of the amps, but not the room, so I 
placed a Neumann M50 about ten 
feet from the wall of amps, and 
about seven feet in the air. When 
Buddy played through all six amps— 
wide open in the room—it created 
this great, huge sound that bled into 
everything. But with that kind of 
massive, organic sound to work 
with, who cares about separation?" 

THE TINSLEY ELLIS MEAT WALL 
Guy isn’t the only blues guitarist to 
crank up and use bleed to his advan¬ 
tage. Georgia-born Tinsley Ellis is 
known by recording engineers for 
what they affectionately call his 
"meat wall” of sound. 

’’[Producer] Eddie Offord was the 
first guy who allowed us to have all 
the amps, drums, and vocals in the 
same room with no separation,” says 
Ellis. “I still try to set up that way as 
much as possible. I love the sound of a 
screaming guitar bleeding into those 
expensive drum mies [laughs]." 

“I only have one large recording 
room in my studio,” says Jim "Jimmy 
Z” Zumpano, Ellis’ longtime engineer. 
■‘I’ve built ‘guitar lockers’ into one 
wall for isolation purposes, but you 
have to close mic them when the iso¬ 
lation boxes are closed up, and that 
gives you a sound that can be too 
tight for blues.” 

So for Ellis’ newest release, 
Moment of Truth, Zumpano’s “lock¬ 
ers" went unused. Placing a Shure 
SM57 a half-inch off of the bottom 
right speaker on Ellis' Fender Super 
Reverb, and a Royer R-121 approxi¬ 
mately six inches behind the back of 
the cabinet resulted in a decent 
sound, but didn't produce the type of 
live sound the guitarist wanted. 

“We ended up adding in a Neu¬ 
mann TLM 170 as a room mic,” 
Zumpano says. “The 170 has a very 
open and wide pickup pattern, and 
it’s a warm-sounding mic. I put the 
mic approximately three paces away 
from the amp, shoulder-high, and 
pointed it a bit off-axis to the cabinet. 
I adhere to the Jimmy Page theorem 
of ‘distance equals depth.' You have 
to move away from the amp to catch 
the vibe of the room. More often than 
not, away from the amp is where the 
magic happens.” CO 

“I've always liked 
a beauty with brains.” 

Josh Homme. Artist/Producer. 
Queens of the Stone Age 
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STOMPBOX 
FEVER 
by Paul Grundman 

Hey! Let’s get out of the box for a 
while. Steal your guitarist's pedals, 
and use them to create your own 
original sounds. It's not too hard to 
do, and you’ll be that much more 
original. In fact, if you are an engineer 
or producer, you might just look like a 
seasoned innovator! 

Back in the '70s, Jan Hammer— 
whose career did not begin with the 
music he composed for the original 
Miami Vice television show—used 
external effects to create some of his 
keyboard sounds. Many players of 
the era did this in the prog, pop, and 
fusion worlds, but Hammer was 
exceptional in his ability to really 
push it like a guitarist. Armed with 
ring modulators, delays, and phasers, 
he traded solos with stage mates, 
and when he used distortion coupled 
with his Moog, it created a sound 
that was as powerful as any multiple-
Marshall roar. 

There’s a lesson to be learned here. 
So I set up a recent session with 

some friends, and I hijacked the 
guitarist’s pedal array: a Line 6 MM4 
Modulation Modeler and a DL4 Delay 
Modeler, a volume pedal, a wah-wah, 
and a Boss Blues Driver—all running into 
a Fender amp. At this point, you might 
be saying, "But my keyboard has built-in 
effects—why go to all this trouble?" Well, 
I don’t feel that going through tons of 
menus to find effects parameters is as 
conducive to creativity as simply turning 
a (very) few knobs on a stompbox. 

Let’s experiment with a less-than-
ideal source sound, such as a preset 
that's somewhat dry or has a short 
decay. Perhaps you've always blown 
right past that program on your synth 
because it just doesn't do it for you. 
But think of that sound as your build¬ 
ing block—much like an electric gui¬ 
tarist would consider a dry amp tone. 
Now, get your foot on a delay pedal 
and play with the delay time and mix 
level until you find the perfect blend 
of a wet/dry signal to lift your solos 
up to the “awesome” point. If the 
pedal offers preset delays—echos, 
slapbacks, long repeats, ping-pongs, 
etc.—try them out, as well. The 
sounds you hear might even inspire a 
new song! The beauty of this pedal 
approach is that it not only improves 
sounds you think are bad, it also 
enhances sounds you already feel are 
great. With the right delay working 
for you, your tones can sound bigger, 
wider, and more dimensional. 

Of course, you can combine ped¬ 
als just as you can layer effects in a 
DAW or keyboard workstation. I used 
the Line 6 Modulation Modeler’s cho¬ 
rus and tremolo quite a bit, and the 
ring modulator is so hot that it made 
my basic Rhodes sound seem like 
something out of, well, Jan Hammer’s 
tone library. In fact, every sound I put 
through this box either commanded 
more attention, became more 
intriguing, or morphed into some¬ 
thing more musical. 

I really had fun when I hit the 
Blues Driver in concert with the wah 

pedal. Many players may still think of 
wah-wah as the sound that drove 
disco music, but don't forget that 
Hendrix and Metallica were/are wah 
lovers, and they ain’t no disco dar¬ 
lings. I clicked in this signal chain for 
a repeating three-note lick on a 
clavinet sound, and even the guitar 
player seemed a bit jealous of the 
thick, meaty tone I was getting. 

The trick to getting pedals and 
keyboards to work best together is 
(aside from making sure levels are 
matched properly) to send the signal 
chain into a guitar amp in order to get 
the right crunch and warmth. A key¬ 
board amp usually won’t do, because 
they are typically designed to deliver 
clean and articulate sound reproduc¬ 
tion. You want a tube guitar amp that 
can deliver the rage! If you desire the 
best of both tonal worlds, you can 
use a splitter (or stereo processor 
with two outputs) to send your signal 
to a right nasty tube amp and a pris¬ 
tine, full-frequency keyboard amp. Or 
you can even send the effects (delay, 
modulation) to a clean amp, and use 
another amp for overdriven and dis¬ 
torted tones. Checking in with your 
guitar-playing friends for setup 
options, and experimenting with a 
number of pedal chains should pro¬ 
vide you with tons of new sound¬ 
sculpting ideas. I can't say enough 
about the fun I’ve had stepping on 
stompboxes—it makes the whole 
experience of being a keyboard player 
even more exciting. So get out there, 
get busy, and rock and roll! CO 
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ROCKING HARD WITH 
BUS COMPRESSION 

Fig. 1. The dbx 266XL can be used in stereo mode by pressing 
the yellow button in the middle. When the button is engaged, 
the settings on channel one control both sides of the unit. 

by Michael Papatonis 

If you love the sound of 70s rock 
drums, you should know that one of 
the main reasons drum tracks from 
that era sound so head crushing is 
because of the format they were 
recorded on—namely, tape. 

But why does tape make drums 
sound so good? The answer is tape 
compression, which occurs when the 
recording levels are driven hard and 
the hot signals hit the tape. Saturat¬ 
ing tape causes transient signals to 
get chopped off, leaving a fuller 
sound because more of the body of 
the source or room tone is squeezed 
into the mix. In effect, air is sucked 
into the sound, the "smack" is 
chopped off, and the body is turned 
up. This is part of the secret to John 
Bonham (Led Zeppelin) and Roger 
Taylor’s (Queen) thunderous tom sounds. 

NO TAPE? NO PROBLEM! 
So you don’t have an old Studer or 
Ampex tape machine. Does that 
mean you are S.O.L? Not necessarily. 
While the best way to get the sound 
of tape is to record with tape, apply¬ 
ing bus compression to your drums 
can produce a similar sound. The 
best part? All you need is a hardware 
or software stereo compressor. 

What is bus compression? In the 
case of drums, this technique 
involves busing (or summing) your 

drum tracks together by routing 
some or all of the individual tracks to 
your stereo bus—creating what is 
known as a submix—and then apply¬ 
ing compression to the submix. 

Many people apply a small 
amount of compression at the stereo 
bus (also called the left/right bus or 
the mix bus) to glue the overall mix 
together before mastering, and that's 
cool. However, applying processing at 
the mix bus affects all of the tracks, 
and that's not what we are trying to 
do here. We want to compress the 
drums independently, so we need to 
make a submix using a separate 
stereo bus. 

SERIAL VERSUS PARALLEL 
Before you start compressing the 
submix, you need to decide whether 
to use serial or parallel processing. 
Serial processing, in this context, is 
when you apply compression to the 
drum submix, and the compressed 
submix will comprise the song's total 
drum sound. In other words, the 
original drum tracks will not be sent 
to the mix bus. Conversely, parallel 
processing means that you keep 
your original drum tracks in the 
mix bus, and blend in the 
compressed drum submix to add 
some punch and vibe. If you want to 
keep your drums sounding fairly nat¬ 
ural, you might want to take the par¬ 
allel processing route. However, if the 

compressed submix is exactly the 
drum sound you want for your mix, 
just say “damn the torpedoes," and 
use serial processing. 

I prefer serial processing, as it’s a 
much simpler technique. On the 
other hand, parallel processing pro¬ 
vides more options when it comes 
time to mix, such as allowing you to 
make your compression a little more 
transparent. Parallel processing also 
allows you to leave certain elements 
of the drum kit out of the submix— 
such as the overheads—that you may 
not want to hit with the bus 
compressor. There is no right or 
wrong here. Trust your ears, and use 
whichever technique meshes best 
with your workflow. 

Note: With parallel processing, it is 
important to make sure you have vir¬ 
tually no latency on the processed 
submix, as latency causes phasing 
problems (or even actual delay) 
between the submix and the original 
drum tracks. This is rarely a problem 
when working with hardware mixers 
and compressors. Plug-ins, however, 
inherently have some latency, so 
make sure you use delay compensa¬ 
tion in your host program. 

SETTING UP AND DIALING IN 
With the drums subgrouped to a 
stereo bus, you can now apply com¬ 
pression to the submix. You have a 
few options in terms of physically 
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ROCKING HARD WITH BUS COMPRESSION 

implementing the compressor. If 
you’re working completely in the box, 
you can simply add a plug-in com¬ 
pressor to the subgroup track. If 
you’re using a standalone, stereo 
hardware compressor, you will need 
to either insert it into the master 
buses, or send the master buses’ out¬ 
puts to the unit and return the 
processed signals to two channels. 

Whether you’re using software or 
hardware, you’ll want to use the 
compressor in stereo mode (see Fig¬ 
ure 1) to avoid any undesirable ping-
pong effects within the stereo field. 
Stereo mode tells the compressor to 
treat both sides the same when the 
threshold is broken on either chan¬ 
nel. This way, louder sounds panned 
to either side won’t get compressed 
while the other side is untouched. 
Again, while there is no right or 
wrong in applying compression, you 
should understand your compres¬ 
sor—and how it will affect your drum 
sound—before you start twisting 
knobs and pushing buttons. 

I like using a fast attack, as this 
allows the compressor to clamp 
down on the transients of the drum 
strikes. Compressing the smack of 
the drum fattens the tone the way 
tape compression does, because 

Get the drums 
sounding the best 

that you can before 
you create the 

submix. 

you are pushing down the loudest 
part (the transient), and getting it 
closer in volume to the room tone. 
This creates more headroom 
(because the loudest part has been 
compressed), which therefore allows 
you to turn the signal up with the 
makeup gain, emphasizing more of 
the body of the drum and the tone 
of the tracking room. 

If you’re using a fast attack, I also 
recommend using a medium to fast 
release. Once you’ve manhandled the 
transients, you don’t want the com-

Fig. 2. This Waves L3 Ultramaximizer set¬ 
ting was used on a drum submix. Note the 
higher threshold setting, which produces 
less compression. 

pressor to hang out too long and 
squash the body, as well. In fact, you 
can actually thin the sound out if you 
compress too much of the signal. 
Slower releases can be more useful 
when parallel processing, because 
the "over-processed" sound is really 
more of an effect that you’re blend¬ 
ing with the original tracks, rather 
than a final drum sound. 

Lower compression ratios and 
higher thresholds can help you cre¬ 
ate your desired effect without mak¬ 
ing things sound too processed. Try 
somewhere between a ratio of 2:1 
and 4:1, and a gain reduction of 2dB 
to 4dB. That being said, certain 
mastering limiters (with inherently 
higher ratios) could be effective 
when used sparingly. For example, 
the Waves L3 (see Figure 2) can 
help create a very thick drum tone if 
you don’t overdo it For a more 
exaggerated, over-compressed 
sound, higher ratios and lower 
thresholds with more gain reduction 
are the way to go, as this heavy-
handed approach can be very effec¬ 
tive when parallel processing. 

Keep in mind that a compressor’s 
parameters greatly influence one 
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another. For instance, a fast attack 
allows for makeup gain, while a 
slower attack might not leave 
enough headroom. Also, an effect 
somewhere in the middle can be 
reached by using higher ratios and 
higher thresholds (like the L3 exam¬ 
ple), or lower ratios and lower 
thresholds. 

You must also be aware of all the 
equipment in the signal chain. Every 
piece of gear—be it hardware or soft¬ 
ware—imparts its own sonic charac¬ 
teristic to the tracks. Using the exact 
same settings on different equipment 
will yield different results. In the end, 
just turn the knobs until it sounds 
good—with “good” meaning “appro¬ 
priate for the song" or "pleasing to 
your ears." You don’t have to clone 
what your favorite producer deems 
as a good drum sound, unless that’s 
your idea of bliss, as well. 

WORDS TO THE WISE 
It’s common to apply compression 
to individual drum tracks in addi¬ 
tion to the submix. One approach is 
to get the drums sounding the best 
that you can before you create the 
submix, allowing the bus compres¬ 
sion to be the icing on the prover¬ 
bial cake. However, you may find 
that you don’t need as much pro¬ 
cessing on the individual channels 
once you get the submix in place. 
For this reason, you might want to 
try dialing in the individual tracks 
with the bus compressor active from 
the beginning. 

Some people are eager to com¬ 
press and re-compress every track on 
a recording. I highly recommend you 
not be one of them. While applying 
bus compression to drum submixes 
can really add to your sound, this 
technique isn’t appropriate for every 
mix. A jazz drum recording, for 
example, probably wouldn’t benefit 
from a squashed sounding “rock” 
drums on a laid-back jazz drum track 
where the player is using brushes 
and playing very dynamically. Mixing 
approaches are all relative, and 
though you don’t always need to 
apply processing sparingly, you do 
need to apply it appropriately. CO 
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VOCAL 

canas 

TURNING DREARY 
VOCALS INTO POP STAR 
PERFORMANCES, PART II 
by Devine Evans 

Even after you've beaten a less-than-
stellar lead vocal into submission, you 
may need to apply a little more pol¬ 
ish before you can call it a day. I’ve 
found that a few single-line harmony 
parts can increase energy, as well as 
distract listeners from the main vocal. 
Although harmonies can be added 
anywhere throughout the song, I 
especially like to add these additional 
notes in the transitions from the 
verse to the chorus. 

Harmony synthesizers, pitch plug¬ 
ins, auto doublers, and other such 
processors offer infinite possibilities 
for creating harmony parts from an 
existing lead vocal. My personal pref¬ 
erence is to do all my pitch modifica¬ 
tions in Celemony Melodyne. To begin, 
I simply export a two-track mix of all 
the background vocals, a mono track 
of the vocals I will use to create the 
pitch variations, and a stereo mix of the 
music tracks. Once I open Melodyne, 
the first thing I do is set the session’s 
tempo to match the tempo of the 
incoming audio files. As with most 
DAWs, the tempo can easily be 
adjusted on the transport bar (Shift-
Command-T on a Mac, or Shift-Alt-T on 
a PC). Once the tempo is set, I can now 
import the audio files I exported from 
Pro Tools to begin the modifications. 

In Melodyne, there are a few 
things I always check to ensure the 
accuracy of my edits. The first 
thing I do is set the Scale Snap on, 
so I can properly analyze and trans¬ 
pose the vocals without any 
surprises. With the Scale Snap 
selected, I stop by the Prefs menu, 
and make sure the box that says 
“Consider original scale notes on 

Scale Snap" is checked. This enables 
Melodyne to understand which 
notes were—or were not—a part of 
the original scale. This is important, 
because as we generate new har¬ 
monies with different scale degrees, 
it will not force the original scale to 
snap to the new scales. 

Now, I open up the arrangement 
view (Shift-Command-A on a Mac, or 
Shift-Alt-A on a PC), select the audio, 
go to Edit and choose Paste Special 
Menu, and then select “Copy-and-
Paste selection to Parallel Track." This 
will create a new track with an exact 
replication of the original audio file. 
Of course, this is going to introduce 
phasing, but, lucky for me, Melodyne 
makes this problem easy to fix. All I 
have to do is select the duplicated 
region, go to Edit, scroll down to Edit 
Pitch, and select "Add Random Offset 
to Pitch Center.” This randomizes the 
pitch center of the notes to simulate 
natural human fluctuations in pitch. 
This is one of the best ways I have 
found to ensure two copied audio 
regions have unique qualities. With 
the pitch center randomized, I now 
click and drag each note to the 
appropriate interval to create my har¬ 
mony parts. With the new harmonies 
in place, I like to make a few minor 
adjustments to timing and formants. I 
do this to add a little more character 
to the vocal—making it even more 
different than the original file. As 
soon as I am pleased with my results, 
all that remains is to export my files 
and import them back into Pro Tools. 

FEEL INJECTION VIA WHISPER 
TRACKS 
The next time you listen to a song by 
Michael Jackson or Mariah Carey, pay 

attention to the techniques they use 
to increase the sense of passion in 
their words. You may notice these 
singers are masters of what I call "the 
breath to tone ratio.” A good ratio for 
this technique would be 70 percent 
tone to 30 percent breath. You want 
to hear the notes clearly, but you also 
want the intimacy of hearing the pres¬ 
ence of breath (or air) change the feel 
and texture of the performance. There 
are five keys to recording successful 
“whisper tracks": 

[1] The performer must perform 
the exact phrasing and intonation of 
the main vocal part. 

[2] They must sing as if they are 
whispering into the ear of a men’s 
magazine model like Vida Guerra, 
and that means no tone at all. 

[3] The performer must over annun¬ 
ciate the lyrics for maximum clarity. 

[4] Keep the headphone levels 
down! The vocalist will be whispering 
at such a low volume that you will 
need to boost the gain on your mic 
preamp quite a bit. The last thing you 
want is to increase headphone bleed 
to a ratio of 60 percent headphone 
bleed and 40 percent whisper. That 
would make this whole process 
painful and pointless! 

[5] Mute the lead vocals through¬ 
out the entire phase of the whisper 
track recording process. Believe me, 
you don’t want to deal with the chal¬ 
lenge of editing out a lead vocal that 
slipped through the headphone 
defense system. 

The actual recording process 
should pretty much be a breeze. 
The most important things to look 
out for are the little pops and clicks 
that a whispering mouth can make. 
Once I have stacked two stereo 
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pairs of whisper tracks, I’m done. 
Now that I have four amazingly 

recorded whisper tracks, I can begin 
the editing process. To begin, I solo 
each track for maximum focus. In 
addition to the quest to eliminate 
room noise—or any other glitches that 
slipped by me during the recording 
process—I do a simple "s,” “t,” and 
breath check for each whisper track. 
Especially at the end of a phrase, 

nothing sounds worse than eight out-
of-sync “esses” that sound like a flut¬ 
ter of open hi-hats, 16 “t” sounds that 
have a sixteenth-note triplet feel, or 
32 breaths that sound like an audience 
reacting to a scene. The goal here is to 
make sure timing and clarity are flaw¬ 
less in every performance. If the prob¬ 
lems are minor, I use Synchro Arts 
VocAlign Pro. In life or death sessions, 
I prefer to perform each edit and time 

Famous drummers. 

Inspiration in a box. 
DrumCore brings you the authentic grooves and 
drum sounds of over a dozen hit-proven drummers 
across a multitude of musical styles. Get award¬ 
winning software, audio loops and MIDI beats, 
plus MIDI drum sounds at a price any songwriter can 
afford. Start with just a DrummerPack and DrumCore LT 
for only $79. Want it all? Get DrumCore Deluxe! 

Available at Sweetwater, AudioMIDI, Sam Ash 
and other great stores at new promo pricing! 

Software, audio and video demos at submersiblemusic.com 
© 2008 Submersible Music Inc. DrumCore'M and DrummerPack™ are trademarks of Submersible Music Inc. 

alignment manually, one "s,” “t,” or 
breath at a time. 

With everything recorded and 
edited to perfection, I quickly solid¬ 
ify the presence of the whisper 
tracks with a few signal processors. 
At the top of the signal chain is GRM 
Tools Bandpass. As air transmits 
strongest in the midrange frequency, 
I bring focus to the mids by 
completely removing a lot of the top 
and bottom. Filtering out low end 
helps me eliminate as much room 
noise as possible, and cutting highs 
increases the clarity of the whisper 
tracks. Next, I slap on a Waves R-
Comp, because I don’t want the 
compressor to react to anything 
other than the specified frequencies 
of my filtered vocals. I tend to go 
with extreme compression settings, 
which are great for helping whisper 
vocals kick in and provide maximum 
support to the main vocal. The next 
step is to "double” de-ess my vocals 
using two Waves DeEsser plug-ins. I 
set the plug-ins to two different fre¬ 
quencies—6kHz and 10kHz—mostly 
to catch any sneaky "sss” sounds 
that may have slipped through the 
filters at the top of my effects chain. 
Occasionally, I like to add the Sound-
Toys Tremolator—no need to talk 
tech, it just sounds cool! Once my 
tracks are filtered, compressed to 
death, de-essed, and Tremolated, I 
send my “W-FX” track to a stereo 
aux return, where I enhance or alter 
the stereo field to taste using Waves 
SI Imager. 

BRINGING IT ALL TOGETHER 
Because I work in various platforms, I do 
a lot of importing and exporting. It is 
absolutely imperative I remain extremely 
organized with every move I make. Once 
all the editing, comping, creation of har¬ 
monies, and imported MIDI tracks are 
brought back into my master session, I 
spend a lot more time fine-tuning every 
vocal throughout the entire song. Some¬ 
times, making a song perfect means I 
need to undo one or two moves, or it 
could mean that I need to undo every¬ 
thing. The key to being a professional 
is being willing to do whatever it takes 
for as long as it takes to make some¬ 
thing right. If you give your clients this 
level of commitment, the rewards and 
reputation you earn will follow you 
through your entire career. CO 
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MIX 

STEMS AND 
HIDDEN TRACKS 
by Jonathan Stars 

For me, one of the handiest features 
of working with a software mixer over 
a physical mixer is that I can hide 
channels I don’t need to see. In this 
article, I’ll explain how to use stems 
and memory locations to group and 
hide channels in the Pro Tools mixer. 

Using stems is the same as creat¬ 
ing subgroups or buses to premix 
parts of your session to a fewer num¬ 
ber of faders, usually for processing. 
The way I use it most often is to take 
individual percussion instruments and 
combine them onto a single stereo 
fader. I’ve also used it to simplify 
working with background vocals, 
horns, and strings. After hiding the 
source tracks, you can really reduce 
the clutter of your mix. 

In Figure 1, you can see a few chan¬ 
nels of the mixer in a session I've been 
working on called “I’m Gonna Rock’’— 
a song I wrote with my 9-year-old 
niece. In order to fit all 21 tracks on my 
18-inch monitor I have to use the Nar¬ 
row Mix setting under the View menu. 
It’s not my favorite way to work, 
because in order to squash each 
channel, Pro Tools abbreviates text up 
and down the strip. And there's less 
throw in the horizontal pan sliders. 
Like many people, I use external per¬ 
cussion instruments such as BFD, 
Strike, Drumagog, and Reason, and I 
like to be able to keep all my volume 
controls and automation in Pro Tools, 
rather than switching between appli¬ 
cations. So Reason just sits in the 
background, and the MIDI is right 
there in Pro Tools. 

Fig. 1. Narrow 
Mix setting. 

Fig. 2. Send 
settings. 

button, I selected Bus 1-2, and I set 
the output button to Out 1-2. In Fig¬ 
ure 2, you can see a Tom track on the 
left being sent to the DM (drum) 
Stem on the right. 

At the same time, I created a sec¬ 
ond Aux channel and set its Audio 
Input Path selector to Bus 1-2—just 
like the stem. On this channel, I 
inserted a D-Verb set to Small Ambi¬ 
ent to give the drums and handclaps a 
little room sound. If I’d wanted to put 
the handclaps in their own space, I 
would have added a send selector to 
each of the percussion and handclap 
tracks, and I probably would have 
used Bus 3-4 for percussion, and Bus 
5-6 for handclaps. As it is, I did send 
the snare and toms out to an 
additional bus so I could add a more 
spacious auditorium-type reverb. 

GROUPING 
Then, I muted everything except the 
percussion tracks, and did a rough 
mix of them in relation to each 
other—both in volume level and 

Fig. 3. The Group dialog. 

to Mutes and Solos as in Figure 3. So 
far, so good. But then it started to 
bug me that the percussion tracks 
were all the way over on the left of 
my mixer, and the Aux tracks were on 
the right. Oh, sure—I could move the 
Aux tracks over next to the percus¬ 
sion. After all, they’re just virtual 
tracks. But I like to keep my sessions 
consistent with the processing over 
near the Master fader. So here is 
where I started hiding tracks. 

HIDING 
As all tracks were currently showing, 
I created a new memory location 
titled Show All. Now here’s the cool 
part: In the Time Properties area, I 
clicked the None button, and in the 
General Properties area, I checked 
the box next to Track Show/Hide. This 
doesn’t create a memory location at 
all. It just remembers what tracks are 
showing. Brilliant! 

After I had that set of tracks mem¬ 
orized, I created other "locations” 
with fewer instruments. In the track 

STEMMING 
In this session, I have eight percussion 
instruments and a stereo set of hand¬ 
claps. Instead of sending them to the 
mains on Audio Out 1-2,1 sent them 
to stereo Bus 1-2. Then, I created a 
new stereo Aux Input track. It’s 
important not to just create another 
audio track, because it won’t accept 
input from the buses (I pulled some 
hair out over that one). On the Input 

stereo panorama. The easiest way to 
do this is to create a Group for the 
percussion tracks, and then click the 
Solo button on any of those tracks. I 
Shift-clicked on each of the percussion 
tracks and the DM Stem, went to the 
Track menu and chose Group. In the 
Type area, I selected the Edit and Mix 
button, and I checked the boxes next 

window, I displayed the Track List 
pop-up. Then, I clicked on all non¬ 
percussion tracks (excluding the 
effects channels) to hide them from 
the mix window. Next, I created a new 
memory location titled Just Drums. 
Finally, I redisplayed the other tracks, 
and hid all the drum tracks except for 
the stem. I created a location for that 
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called Hide Drums. Now, by typing 
the key combinations for those 
“memory locations” on my numeric 
keypad, I can hide and display the 
drums at will. (How you recall mem¬ 
ory locations differs, depending on 
whether Numeric Keypad mode is set 
to Classic, Transport, or Shuttle.) 

SOLOING 
One thing that happens when you solo 
a stem track is that the source tracks 
don’t play, leaving you with silence. 
That's just not going to work! The way 
around that in this example is to set 
the percussion tracks to Solo Safe. 
Simply Command-click (Macintosh) or 
Ctrl-click (Windows) on the solo but¬ 
ton for each of the percussion tracks. 
The Solo button will turn gray. Now, I 
can hide the tracks and control 
whether they all play or not by solo¬ 
ing or muting the single stem channel. 
So after a little organizing by stems, I 
only need to concern myself with ten 
full-width channel sliders, rather than 

the 21 narrow channels I started with. 

OTHER POINTERS 
If you add other tracks to your ses¬ 
sion, you may need to edit your 
show/hide memory locations. Select a 
location, and add or subtract tracks 
until it looks the way you want. Then 
Control-click (Mac) or Start-click 
(Windows) on the memory location. 
Once the Edit Memory Location dia¬ 
log appears, simply click OK. 

But be careful! If you Option-click 
(Macintosh) or Alt-click (Windows) on 
a location, you’ll delete it! The keys for 
Delete and Edit are very close to each 
other. The good news is you can Undo 
if you mess up. You may also need to 
add or subtract from any Groups 
you've created. Just double-click on 
the letter to the left of the group 
name to bring up the Modify Groups 
dialog. Then, double-click items on 
the left to add them to the Group, or 
on items to the right to remove them 
from the Group. 

Finally, if many of your sessions 
use a similar setup, I suggest you 
make a template. That way, you’ll have 
all your tracks with their names, 
stems, groups, and memory locations 
already set up. Save the current ses¬ 
sion under a different name and loca¬ 
tion. Then, remove all the MIDI and 
audio tracks and any automation. I 
also clear the tracks from the Regions 
list. Be a little cautious about that 
process. When presented with the 
Clear Regions dialog, the Remove 
button is the correct choice. If you use 
the Delete button, you'll permanently 
remove the regions from the other 
session on your hard drive. Not good! 

THE END 
So there you have it. You can simplify 
your mixing by using stems and hid¬ 
ing tracks. You'll only have to use this 
technique a few times before it 
becomes second nature. There are 
some wonderful tools here. Start 
using them! CO 
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CHEAT 

PROPELLERHEAD RECYCLE 
by Craig Anderton 

Cheat Sheet delivers concise, explicit 
information on specific recording/audio-
related subjects. This installment 
describes techniques for Propellerhead 
Software’s ReCycle, which can time-
and pitch-stretch digital audio files. 

■ GETTING STARTED 

Before creating a loop, enter the origi¬ 
nal file’s length in the Bars and Beats 
fields. Observe the Original Tempo field 
to the right: If it’s double the original 
tempo, halve the number of bars. If it's 
half the original tempo, double the 
number of bars. 

■ ADD SLICES BASED ON TRANSIENTS 

ReCycle stretches tempo by slicing the 
file at transients into discrete blocks of 
sound. To add slices at transients, drag 
the Sens slider to the right until a marker 
appears at each transient. This works well 
for simple, highly percussive files. 

I ADD/REMOVE SLICES MANUALLY 
To add a slice marker, click on the Pencil 
tool, then click on the waveform where 
the slice should occur. To remove a 
marker, use the Arrow to click on the top 
of the marker (the triangular head), then 
go Edit > Delete. 

■ ADD SLICES ON A 16TH-NOTE GRID 

Go View > Show Grid, then Process > Add 
Slices at Grid. 

■ ADD SLICES ON AN EIGHTH-NOTE GRID 

Temporarily enter half the number of Bars 
in the Bars field. Go View > Show Grid, 
then Process > Add Slices at Grid. Return 
the Bars field to the original value; slices 
appear on each eighth-note. 

H REMOVE CLICKS CAUSED BY 
TRANSIENT PLACEMENT 

Choose the Arrow tool, and click within a 
slice in the waveform view to audition the 
slice. If you hear a click at the beginning or 
end, move the starting or ending marker 
respectively until the click becomes inaudi¬ 
ble. Usually this requires only a slight 
tweak, by moving the marker to a zero¬ 
crossing point (zoom in if needed). 

An wn _ 

■ REMOVE CLICKS BY ADDING AN ATTACK 
TIME 

If moving markers doesn’t eliminate clicks, 
enable the Envelope section by clicking on 
its Effect On/Off button. Add a slight 
attack time (l-10ms). This will “soften” the 
slice’s initial transient and often remove 
stubborn clicks. 

■ NAVIGATE THROUGH SLICES 

In ReCycle’s "transport” section, click on the 
"Fast Forward” button to move to, and play, 
the next slice. Click on the "Rewind” button 
to move to, and play, the previous slice. 
The “up" button plays the current slice. 

■ REMOVE ALL SLICES 
Type Ctrl-A and go Edit > Delete. 

■ EXTEND SLICE DECAY 

If you slow down a loop, a gap opens up 
between the end of one slice and the 
beginning of the next. Set the Stretch 
control to 0% and listen. If the loop 
sounds okay, leave Stretch down. Other¬ 
wise, turn up Stretch to extend the 
slice’s decay until it fills the gap 
between slices. If you speed up a loop, 
Stretch is usually best at 0%. 

H CROP LOOP 

Drag the left and right locators on the 
bottom of the waveform view to the 
desired trim points, then go Process > 
Crop Loop. 

■ CREATE PERCUSSIVE EFFECTS 

Normally, Decay is set to Inf so that a 
slice plays through to the end. To 
make slices more percussive, turn 
down Decay to give each slice a short 
decay time. 

■ CREATE COMPLEX RHYTHMIC PATTERNS 

You can silence individual slices, thus 
creating complex “gapped” rhythmic 
patterns. Use the Arrow tool to click on 
the marker that starts a slice you want 
silenced (thus creating a gap in the pat¬ 
tern). To select additional slices to 
silence, Shift-click additional markers. 
Go Process > Silence Selected; the 
slices will be replaced by a blank space 
in the waveform view. To hear them 
again, uncheck Silence Selected. 

■ NORMALIZATION OPTIONS 
Go Process > Normalize. You have two 
options: Whole File, which normalizes 
the entire file by bringing its maximum 
peak to OdB, or Each Slice, which brings 
the peak of each slice to OdB. 

■ ADD COMPRESSION 

ReCycle includes a compression-like 
function. Enable the Transient Shaper 
section by clicking on its Effect On/Off 
button. Threshold is like a compressor's 
threshold control, while Amount acts as a 
ratio control. The Gain meter shows the 
amount of gain reduction being applied. 

■ FIX EQ-INDUCED DISTORTION 

ReCycle has an EQ section with low cut, 
high cut, and two parametric mids. If 
you use this to add excessive gain, the 
sound can clip. Use the Gain control (to 
the left of the Tempo control) to reduce 
the overall level. 

■ THE TWO WAYS TO SAVE A REX FILE 

ReCycle lets you save a file as a single 
REX-format file, or save each slice indi¬ 
vidually. To save as a single file, go 
Process > Export as One Sample, then 
click on Save. To save each slice individ¬ 
ually, uncheck Export as One Sample, 
choose the file format (e.g., WAV or 
AIF), then go File > Export. Choose the 
sample rate (H.025-96kHz) and bit 
depth (16/24 bits), and check “Export 
MIDI File with the Same Name" if you 
want to create a MIDI file that can trig¬ 
ger the individual slices when both are 
loaded into a host program. Click on OK. 
Careful: This might produce a lot of files 
(one for each slice), so it's a good idea 
to create a folder and save into that. 

■ SAVING AS A STRETCHED WAV/AIF 
FILE 

Set up the slicing and all controls 
(Attack, Stretch, Pitch, Tempo, etc.) so 
that the file sounds exactly as desired, 
including pitch and tempo. Then go 
Process > Export as One Sample, click on 
Export, choose the file format (e.g., WAV 
or AIF), select the sample rate and bit 
depth as described above, then click on 
OK. The result will be a digital audio file, 
stretched according to ReCycle's settings, ca 
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BY CRAIG ANDERTON 

CAKEWALK SONAR 7 
Creating stretchable files doesn’t have to be difficult 

Convert rhythmic loops into Sony-format "Acidized” files in the easiest possible way. 
"Acidizing" a file so it stretches over a wide range of tempos can be difficult with complex material. But with 

Beats In Ckp: Ong. BPM: 

Trans Detect (%):| 

I. 8PM: [ 

3 0.000 J 

Erase Marker [E] | 

A 

TIPS EG 

In step 8, you can also save the file by dragging the clip to the desktop. 
www.eqmag.com 

OBJECTIVI 
BACKGROUNI 

WWW 

4. In the Slices field, choose the rhythmic 
value that matches the pattern ie.g., with a 
16th note-based pattern, choose 16th notes). 

2. Click the Enable Looping button. Sonar 
estimates the number of beats in the file; if 
correct, the Orig. BPM field displays the 
original tempo. If not, enter the correct 
number of beats in the Beats in Clip field. 

With many patterns, steps 5 and 6 may not be necessary as 16th note slicing 
will work just fine. 

8. Click on the floppy disk button to save 
the file; it will contain the additional 
stretching metadata. 

5. If a beat doesn’t have a transient marker, 
like a 32nd note accent in a 16th note 
pattern, add a marker in the strip with the 
other marker triangles by double-clicking 
above the transient. 

If the drum pattern was played by a human, transients likely won’t fall right on 
the beat. Move them to line up with the transient start by clicking on the red 
triangle and dragging. 

When creating a file from scratch that you want to stretch, choose a slow 
tempo, like 60bpm. Tempo-stretching works better for speeding up than 
slowing down. 

6. If there’s an unneeded transient marker 
te.g., in the middle of a sustained eighth 
note cymbal crash where nothing happens 
underneath it), remove it by clicking on the 
Erase tool, then clicking on the marker you 
want to remove. 

3. For Transient Detect, enter 0 and hit 
Return. The transient markers that control 
slicing will jump to the current value in the 
Slices field. 

7. If the material is pitched (e.g., synth 
arpeggiation), click the Follow Project Pitch 
button and select the file’s original key from 
the drop-down menu. With unpitched 
material, leave this field grayed-out. 

simple rhythmic loops, if you’re more interested in speeding up than slowing down the tempo, you can “Acidize" the file in a few 
easy steps. 

STEPS 
1. Double-click on the file to be stretched to 
open the Loop Construction window. 

16th Notes 

No Slicing 
Whole Notes 
Half Notes 
Quarter Notes 
Eighth Notes 

«ï 

E: 

C# 
D 
L1* 
E 

Slices: 1 Notes 



Better with tubes. 

What do you need to record a band? 

INTRODUCING THE FIRESTUOIO™ TUBE. 

IB PreSonus 

tu 

C€ 

2 

Two tube preamps with analog limiters for vocals, bass guitar, guitars and overdubs, eight high-
headroom preamplifiers for drums, six balanced TRS inputs for keyboards, drum machines, and 
sound modules, MIDI I/O, zero-latency monitoring, multiple headphone mixes and recording 
software with samples, loops and plug-ins. 

www.presonus.com 
©2008 PreSonus Audio Electronics, Inc. All Rights Reserved. 

.W  ®B • *• ® 



BY CRAIG ANDERTON 

APPLE LOGIC PRO 8 
OBJECTIVI 

BACKGROUN 

Expand Logic Pro with ReWire-compatible synthesizers and programs 
■¡is ReWire programs like Ableton Live or Propellerhead Software Reason into Logic Pro 8 

¿¿¡¿¡Ui with Logic Pro to stream audio into Logic Pro's mixer used to be complex but version 8 simplifies the 

S““ ’tz r" how ,o Rewi'e Re~",s mi»d «° «X" ».™ zz « vidual tracks. Make sure Reason is not open before opening Logic. 

STEPS 

format: 

No Input 

z Create ' 

8. A new track appears with the individual 

instrument. Keep repeating step 7 until 

you’ve assigned all desired instruments. 

4. Click on the Mixer tab, and under 

Options, select Create New Auxiliary 

Channel Strips. 

2. In the New Tracks dialog box select 1 

track, External MIDI, and Open Library. 

Then, click on Create. 

5. Specify the Format (stereo), Input, and 

Output. Under Input, select Reason and 

RW:Mix L/R to pick up Reason’s mixed out¬ 
put; then click on Create. 

3. Under the Library tab, your ReWire 

devices appear. Double-click on (in this 

example) Reason, or whatever ReWire 

device you want to use. The ReWire 
device will launch. 

1. Assuming there’s an open Logic project, 

click on Track and select New. 

0 Ascending 

Ascending 

7. You can also bring individual instruments 

into tracks. Repeat steps 4 and 5, but this 

time select a different input, then click on 

Create. Here Reason output channels 3+4 

are being selected, because Dr. REX has 

been patched into these outputs in Reason 
itself. 

6. Assuming the Mixer tab is still selected, 

you’ll see Reason’s output appear as a 
track. 

Duplicate Setting 

New with Next MIDI Channel 

New with Next Channel Stnp/lnst 

New with Same Channel Strip/Ins 

The ReWire-compatible program has to be opened after Logic Pro, and 
closed before Logic Pro. 

TIPS 
Step 8 is a good time to rename your tracks. Assuming Track Name is 
selected under View, double-click on the track name and enter text into 
the text field. 

Input 

BGT“ 

Srmat S(«reo 

Input KWOujt 

Output 1 ¿ 

New Auxiliary Channel Sirios 

Number. 1 

New Auxiliary Channel Strips 
Number. 

I rack * ion * MIDI 

RW:Cha 5/6 

RWXha 7/8 
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MICS MEET USB- I 
THE UNIVERSAL A 
STUDIO BUS 
NOT ONLY HAVE USB MICS COME OF AGE, SO HAS THE USB BUS 

by Craig Anderton 

What's that? USB stands for Universal 
Serial Bus? Okay, but when you con¬ 
sider what it does in the studio, it's 
understandable some might think it 
has the alternate meaning in the title. 

Of course, there are so many USB 
audio and MIDI interfaces—as well as 
controllers—that we’re not even 
going to go there. Instead, we’re 
going to delve into USB mies, and 
sprinkle additional tips and 
techniques on getting the most out 
of USB. So, let’s get on the bus—it's 
quite a ride. 

USB MICS: STUPID IDEA OR 
INSANELY GREAT? 
Plugging a mic into a USB port 
seems weird: Mies are analog 
devices, and so it shall ever be. 
Except it isn't any more, because we 
have USB mies that plug into your 
computer’s digital innards. Say what? 

Some "real" recording engineers 
don’t take USB mies seriously, 
because of a few inherent 
limitations—but after working with 
USB mies for well over a year, I’ve 

become a fan. Let’s look at the limita¬ 
tions first, then get to the good stuff. 

* You’re locked into a specific A/D 
converter. A standard analog mic 
can plug it into any A/D converter 
for digital recording, so you can take 
advantage of technological improve¬ 
ments and match your needs to your 
budget. A USB mic’s A/D converter 
can't be changed—but A/D conver¬ 
sion technology has matured to the 
point where quality differences 
among A/D converters are relatively 
small. While that $70 USB mic might 
not have the "converters of the 
gods,” it's not going to suck. 
• USB mies are disposable. The 
computer world changes so fast 
there’s no guarantee the USB bus will 
even exist in ten years—but your 
1950s vintage mic will still plug into a 
preamp. Although sE Electronics 
hedges their bets with a dual-output 
mic, that adds to the cost and so far, 
is not the norm. So yes, it’s likely 
your USB mic will have a limited life 
span. But thanks to aggressive pric¬ 
ing and the convenience factor, your 
USB mic will have paid for itself 

many times over by the time you 
have to retire it to your personal 
Museum of High-Tech Things that 
Are Now Doorstops. 
* USB was never designed for audio. 
There are two problems with audio 
over USB: voltage (there's no +48V 
for phantom power) and, for lack of a 
better term, "dirt"—peripherals on 
your USB bus (eg., hard drives) can 
spray clicks and noise onto the bus. 
Proper filtering can reduce the noise, 
and voltages can be multiplied; how 
well a manufacturer addresses these 
two issues is one of the main differ¬ 
ences among USB mies. 

And now, let’s look at the good 
stuff—because if there wasn’t good 
stuff, I wouldn’t be writing this article. 

• Exceptional convenience. USB 
mies have been a great addition to 
my mobile computing world of 
recording and video narration/edit-
ing compared to bringing a mic, pre¬ 
amp, and bulky XLR cable. What’s 
more, no one has ever noticed a dif¬ 
ference between the narration I 
record on the road with the USB mic 
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and the narration I record at home 
with a full setup. 
* Instant annotation for sessions. 
Why take written notes for sessions? 
Just record a track with comments 
and annotations. I don’t have a huge 
mic locker, and I don’t want to use my 
$995 tube mic just for taking notes. 
But when the mood hits I can feed a 
USB mic into a track, and hit record. 
• Recording rehearsals. Yes, those 
cute little portable recorders are great 
for recording rehearsals. But USB mies 

often provide better sound quality, 
and a better choice of patterns, than 
the ultra-small mies included with typ¬ 
ical recorders. Take your laptop to the 
rehearsal, plug in a USB mic, and go. 
• Songwriting. I’ve sometimes used a 
USB mic with a laptop to sing an idea 
for a song. Nothing too exceptional 
there, but the current generation of 
USB mies is good enough that if you 
record a really great take that you can 
never quite duplicate, you can fly in 
that part, add a little processing if 

needed, and have something that’s 
useable for your final recording. 
• The “I just need one more mic” 
situation. Surely you’ve had those 
occasions where you needed "just 
one more mic” and your mic locker 
comes up empty. Break out your USB 
mic, plug it in, and capture that one 
extra signal source. 
• All the other obvious stuff. Pod¬ 
casting, interviews, taking audio 
notes—they're all candidates for 
USB mies. 

BETTER USB PERFORMANCE 
Software isn’t all that gets updated: Take your motherboard. For example, for me Line 6’s USB-based UX8 worked 
fine at 44.1/48kHz, but not 88.2/96kHz. The computer manufacturer (PC Audio Labs) recommended updating my 
motherboard, and that solved the problem. 

Updating a motherboard is not always trivial. PC Audio Labs had a utility available online that you burned to 
CD-ROM, then booted the computer from the CD; from there on, the process was pretty much automatic. However, 
it’s not always that easy—check your motherboard manufacturer’s website for details. Should the flash process 
misfire (power your computer from an uninterruptible power supply!), you could lose your motherboard until the 
flash memory is physically replaced. Consider having a pro shop do it for you. 

CONNECTING USB MICS 
USB mies aren’t quite as simple as 
just plugging a standard mic into a 
patch bay. Here's what you need 
to know. 

Patch the USB cable from the 
mic directly to the computer. Most 
companies recommend not plug¬ 
ging their mies into a USB hub. If 
your computer doesn't have a lot 
of USB ports, a USB hub can 
expand the number of USB ports 
for low-bandwidth devices such as 
mice, printers, and keyboards, thus 
saving computer ports for your 
music devices. 

A better way to add more USB 
ports is by plugging a USB port 
card (e.g., PCI) into your 
computer. Get one with as many 
ports as possible; you'll fill them 
up sooner or later. Avoid combo 
USB/FireWire port cards, as some 
FireWire interface manufacturers 
report problems with the FireWire 
section. If you install a USB port 
card, use it for your audio periph¬ 
erals; plug electrically “dirtier'' 
peripherals, like USB hard drives, 
into your computer motherboard’s 
USB ports. 

Most USB mies will work with 
either USB 1.1 or USB 2.0. See the 

section "Sorting Out USB 
Speeds” on page 50. 

With Mac OS X 
machines, Core Audio will 
recognize the mic and it 
will operate at relatively 
low latency. Simply call 
up System Preferences, 
click on Sound, click on 
the input tab, and select 
the mic as the input 
source, as shown in the 
screen shot. 

With Windows, there 
are two options. USB mies 

A  Sound 

I « ► 1 1 ax»*» I ã 

Sound Effect» Output ■ top« ? 

Input volume I. - — II 
@ © 

Output volume « - <9 ^») _ Mute 

Show volume m menu bar 

are class-compliant devices that will 
show up as input devices with Win¬ 
dows XP (and generally Vista), simi¬ 
larly to how they do with the Mac. 
Specify your mic as the Sound 
Recording device by going Start > 
Settings > Control Panel > Sound 
and Audio devices, then clicking on 
the Audio tab. However, this will 
likely have considerable latency. 
Check the manufacturers’ web¬ 
sites for custom ASIO drivers for 
their mies or mic interfaces (e.g., 
CEntrance, which uses a universal 
ASIO/GSIF/WDM driver for the Mic-
Port USB mic adapter). ASIO4ALL 
(www.asio4all.com) is another 
low-latency driver option that will 

generally give better performance 
than standard Windows drivers. 
Many manufacturers also offer 
small applets designed to give 
more flexibility, such as phase 
reverse or gain control. 

As to Vista, how it handles USB 
audio is somewhat different com¬ 
pared to XP, so check the manufac 
turer’s website for compatibility. 
Most USB mies are 32-bit Vista¬ 
compatible. 

If you're a complete newbie to 
installing USB mies, check out 
Sweetwater’s helpful PDF tutorial 
at www.sweetwater.com/ 
sweetcare/techlib/support/ 
USB-Microphone_Guide.pdf. 
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THE WORLD OF USB MICS 
Let’s take a look at some representative USB mies (all prices are list prices). This isn’t meant to cover Everything That’s Out 
There because, well, there isn’t time or space. Instead, we’ll cover representative mies that indicate the breadth of what’s 
available. All were tested on a Mac running OS X 10.4.11, and recorded into BIAS Peak LE 5.2. Playback was monitored 
through a Mackie Onyx Satellite feeding ADAM A7 speakers and Audio-Technica ATH-M40 headphones. 

(WWW.BLUEMIC.COM) 

BLUE got an early start with the 
Snowball ($139 with desktop stand 
and cable), a dual-capsule condenser 
mic with a 3-pattern switch that 
selects among cardioid, cardioid with 
-10dB pad, and omni-directional 
responses. Of the two capsules, the 
cardioid is optimized for voice and 
sounds relatively neutral, while the 
omni-directional has a brighter, more 
present high end that I generally pre¬ 
ferred. Resolution is l6-bit/44.1kHz. It 

option certainly helps for loud 
sources), and the higher gain makes 
it more useful with low-level audio 
source. 

BLUE’S latest entry is the 
Snowflake ($79), one of the least 
expensive (and most convenient) 
USB mies you can buy. Even if you 
never plan to use a USB mic, the 
cardioid-response Snowflake is inex¬ 
pensive enough that you can have 
one sitting around for, if nothing else, 

works with any mic stand with a stan¬ 
dard thread, but the package also 
includes a tripod desktop stand. 

getting better sound with Skype 
than the weird little mic built into 
your laptop's screen. I suspect that 

One limitation for recording is the 
Snowball’s lack of any monitoring 
facility—and you know what monitor¬ 
ing through a computer is like in terms 
of latency. Not a huge deal, but USB 
mies that can monitor are very handy. 

The Snowball has been re-designed 
since its introduction, with a better¬ 
sounding chip and higher gain struc¬ 
ture than the original (which needed 
some software applets for assistance). 
The new model is much harder to 
clip than the original (the -10dB pad 

over time, though, you'll find other 
advantages of mic life in the USB 
lane. Like most USB mies, it offers 
16-bit/44.1kHz resolution. 

The Snowflake weighs next to 
nothing and folds up in a small case 
that holds the mic element and even 
a USB cable (included). You can also 
pull off the plastic case back, leaving 
a metal clip that can hook over your 
laptop screen. The mic not only 
rotates front and back, but swivels. 
The USB connector is a mini-USB 

type, saving further space and mak¬ 
ing the package even smaller. 

And what about the sound? This 
little condenser mic exceeds expec¬ 
tations. It hypes the high end a bit and 
is subtly "peaky’’ in the upper mids 
(actually, though, that's a good thing 
for voice applications); I wouldn’t 
record the Vienna Philharmonic with 
it. But for narration, quick acoustic 
guitar sketches, and recording 
rehearsals, it’s surprisingly good— 
and the price is right. 

USB FOR GUITAR 
Wouldn’t it be nice if you could plug your guitar right into your computer? Now you can, thanks to USB. 

IK Multimedia’s Stealth interface is a small USB gizmo: Plug your guitar into it (and optionally headphones), and 
your guitar becomes an audio source for your program of choice. You’ll still have the usual latencies caused by run¬ 
ning your guitar through a computer, but it does have low-latency ASIO drivers and works with Core Audio. 

Another option is IK'S Stomp I/O, which is primarily a footswitch control for their "powered by AmpliTube” series 
of programs (AmpliTube 2, AmpliTube Jimi Hendrix, AmpliTube Metal, and Ampeg SVX). However, the Stomp I/O 
also includes a USB audio interface, so you can use it with guitar—no need for other audio interfaces. And Native 
Instruments’ Guitar Rig Session includes not only their Guitar Rig XE software, but also, a quality USB interface. 

But if you really want to cut out the middleman, there’s Behringer's ¡AXE USB guitar line, which plugs directly 
into your computer. Granted, the $120 street price means you’re getting more of a beginner's guitar than a Paul 
Reed Smith, but for laptop jockeys on the road it simplifies life: Just bring the guitar and a USB cable. And once you 
change the strings and set up the action to your liking (setup tools are included), it’s more playable than you might 
expect. Extra points: It includes low-latency drivers for Windows, Nl's Guitar Rig combo software, Kristal multitrack 
recorder, and Audacity editing software. 
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ARTIST Take a Private Lesson 
from Your Favorite Pro! 
Coming Soon: Craig Anderton’s Secrets of Signal MUSIC 

"I learned even 
more than I had 

hoped for!" 

"This is a great 
teaching medium. 
Please continue to 
expand the series!" 

Processing, At DiMeola, Marcus Miller, Chick Corea 
and more! New Master Classes are added regularly! 

PLAYER 
NETWORK 

"These seminars 
are a great idea. 

Encore!" 

"Thanks for the 
insights; I got 

validation for some 
things I'm doing 

already." 

Artists such as guitar great Larry Carlton, keyboard virtuoso Jeff Lorber, bass hero Victor Wooten, and recording expert Craig 
Anderton teach techniques for refining your playing, and also offer tips on everything from soloing to composition to live performance 
to maximizing your music production. 

JEFF LORBER 
The Art of the Groove 

MASTER CLASS 
WEB SERIES 

JORDAN RUDESS 
Keyboard Wizardry 

VICTOR WOOTEN 
Slap Technique and 

Fundamental Groove Concepts 
LARRY CARLTON 

335 Blues 

MICHAEL MANRING 
_ Full Range Bass 

a 

CRAIG ANDERTON 3^ 
Bethe Master of Your 

Studio Domain 

Sponsored by leading manufacturers, the archived versions of the live simulcasts are available to you any time at a special rate. Log on 
and play along in the comfort of your own home studio-it’s the next best thing to taking a private lesson from your favorite artist! 

TAKE YOUR MASTER CLASSES ONLINE AT: 

www.visualwebcaster.com/musicplayernetwork/storefront 



FINALLY: NO MORE EXCUSES NOT TO BACK UP 
You know you should back up your data (which is on a separate drive from your operating system—right?), but don't 
“because it's a hassle.” So, grab a 500GB, 750GB, or even 1TB USB 2.0 hard drive. Just before dinner, plug it into 
your computer, and copy over all your data. Do this at least every couple of weeks, and when your data dies a horri¬ 
ble death (which it will), you’ll be soooo glad everything’s backed up. You can even buy packages at office supply 
stores with a hard drive and backup software that makes the process even easier. 

sE ELECTRONICS 
(WWW.SEELECTRONICS.COM) 

sE made a name for itself with the sE 
2200a, so sE adapted the cardioid, 
large diaphragm, gold-sputtered 
2200a to the USB22OOa ($499). How¬ 
ever, it wasn't just a straight adapta¬ 
tion, and sE has added a couple ideas 
other manufacturers would do well to 
steal—I mean, emulate. 

Most importantly, while the 
USB2200a is a USB mic, it also 
includes an analog, XLR out (that 
requires +48V) so the mic’s lifetime 
is not tied to USB's lifetime—good 
move. What’s more, both outputs 
are available simultaneously, so you 
can record straight with one out and 
at, say, -10 for the other as a 
‘‘safety’' in case of overload on the 
primary channel. It also includes 
headphone monitoring with a mix 
control (and headphone minijack) 

pad, low-cut filter, and a "Mac/PC" 
switch that optimizes levels for the 
way the two platforms handle audio 
(there’s also a third position you 
can try). 

Sound-wise, the USB22OOa is 
"honest’’ and neutral, with a smooth 
response over the frequency spec¬ 
trum. I’d use this more for, say, piano 
and other acoustic instruments where 
I wanted a natural, warm sound. 

Although it records at 16-bit/ 
48kHz and outputs at 24-bit/48kHz, 
sE claims the USB22OOa will lock to 
88.2/96kHz clocks with “most soft¬ 
ware, writing files as 16 bit and, with 
the automatic conversion (bit stuff¬ 
ing), 24-bit files.” 

Bottom line: It’s about $100 more 
than the non-USB version, but that 
buys you portability to go along with 

for zero-latency monitoring, -10dB quality electronics. 

SORTING OUT USB SPEEDS 
USB 1.1 is slow—good for computer peripherals, and audio 
interfaces up to about four channels at 44.1kHz, but that’s 
about it. USB 2.0 is much faster. 

You’d think a port labeled “Full Speed" would be USB 2.0-
compatible, but actually, that term applies to USB 1.0 and 1.1. 
USB 2.0 is called “High-Speed” and has a maximum rate of 
480Mbps, as opposed to USB 1.1’s 12Mbps. Got it? 

Thankfully, USB devices are totally compatible. A USB 1.1 
device will work with a USB 2.0 port, and a USB 2.0 device 
will work with a USB 1.1 port—but only at 1.1 speeds, of course. 

All modern Macs use USB 2.0 ports. USB has been standard on Windows machines going back to Windows 
98SE, so with older machines you may not know if it has 1.1 or 2.0 ports. To find out, right-click on “My Computer" 
then go Properties > Hardware tab > Device Manager. Expand the Universal Serial Bus Controllers tree; if you see 
"enhanced” for a host controller, then your computer has USB 2.0. You should also see standard controllers too, 
which handle 1.0 and 1.1 devices transparently. 
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SAMSON 
(WWW.SAMSONTECH.C 

My first USB mic was the cardioid 
C01U ($134.99), based on Samson’s 
C01 mic. Substantial and efficient, I use 
it a lot for narration on video projects 
edited on the road because it’s a little 
“forward'' in the upper mids, bringing 
out intelligibility in vocals. While it 
lacks a bit of "air” in the high end com¬ 
pared to more costly mies, the overall 
frequency balance works well. It fea¬ 
tures a 19mm internal shock-mounted 
diaphragm, but includes a nice extra: 
custom software "SoftPre” drivers for 
Mac and Windows that offer low-cut 
filters, phase change, gain control, and 
metering. It’s reasonably-well acces¬ 
sorized, with a swivel stand mount and 
10’ USB cable; resolution is 16 bits, and 
it supports 8/11.025/22.05/44.1/48kHz 
sampling rates. 

Samson also makes the C03U 
($389.99), a USB version of the multi¬ 
pattern C03, with switchable super¬ 
cardioid, omni, and figure-8 pickup 

patterns. It also features a 16-bit/ 
48kHz A/D converter, low-cut filter, 
and -lOdB pad switch; it comes with a 
USB cable and carrying pouch. 

If you prefer dynamics, the Q1U 
($89.99) is a super-cardioid dynamic 
mic with a neodymium element. Its 
A/D converter runs at 16-bit/48kHz, 
and the package includes a tripod 
desk stand and carrying pouch. 

Finally there’s the GTrack 
($232.49), reviewed in the 01/08 
issue. To summarize, it goes one step 
further than a USB mic, offering a 
USB interface where you can choose 
mic in, instrument in, or stereo line in. 
It also has level controls for 
headphone/line out volume, mic sen¬ 
sitivity, and the instrument/line ins. 
There’s zero-latency monitoring in 
mono or stereo from the inputs, as 
well as the option to monitor playback 
from the computer. 

The package includes a desktop 

mic stand and extension cables for 
instrument and headphones (a good 
idea, as the GTrack jacks are 1/8”), 
and USB. GTrack is fairly heavy; I’d 
put it in my suitcase, not carry-on. 
Nonetheless, the combination of a 
good-sounding mic, interface, mixer, 
and monitor, all in one relatively 
compact package, is very appealing. 

SOUND ENGINEERING 

"I am incredibly impressed by the 
seehningly contradictory combina¬ 
tion of warmth, crispness and 
definition that was captured in the 
tracks by the sE Gemini and the 
sE Reflexion Filter. It was a beau¬ 
tiful, natural sound, we didn't 
even use any EQ. 

WWW.SODiCUS.net ■ 617.623.5581 

Don Was 
Bob Dylan. Bonnie Haiti 
The Rolling Stones 

"I love the warmth, fullness, pres¬ 
ence and the fat sound of the sE 
Gemin , and every studio should 
have a Reflexion Filter. It's great 
for isolating sound and it's perfect 
for on the road. The Reflexion 
Filter is exactly what I've been 
waiting for. 

Stevie Wonder 



MARSHALL ELECTRONICS 
(WWW.MXL-USB.COM) 

MXL’s USB mies were some of the first 
models that made people realize they 
were for more than just, say, podcast¬ 
ing. The USB.007 ($219.95) is a stereo, 
gold large diaphragm condenser mic 
with two capsules (identical to the 
ones used in their 990 mic, in an XY 
pattern). It comes well-accessorized: 
Rugged travel pouch, desktop mic 
stand, mic stand adapter, 10’ USB 
cable, wind screen, manual, applica¬ 
tions guide, and (how's this for a 
bonus?) free downloadable stereo 
recording software. 

Using the mic is straightforward. 
Set the low/medium/high switch for 
the corresponding level you expect to 

record, plug in the USB cable, and go. 
You’ll find the USB.007 sounds really 
good—at least on a par with any 
other mic in the same general price 
range, and it can withstand seriously 
high SPLs (they spec it at 137dB). 
What’s more, the stereo image is 
impressively convincing—much more 
spacious and realistic than I expected. 
Like most other mies, it’s 16-bit reso¬ 
lution but handles both 44.1/48kHz 
natively. Overall, this is a very sweet 
mic that offers really good value and 
smooth sound quality—I wouldn’t 
hesitate to use this for “keeper” takes 
with serious portable recording. Yes, 
it’s that good. 

USB MEMORY STICKS: YOUR EXTRA HARD DRIVE 
USB memory sticks can serve as solid-state drives that hook right into your computer. This is particularly good with 
laptops, which typically have only a single, 5400 RPM internal drive. 

If you store your project on a USB drive, it will play back tons of tracks without hard drive issues like seek times. 
USB sticks don’t record as fast as they can play, but still. I've been able to record a couple dozen simultaneous 
tracks to a USB 2.0 stick (and a hard drive would have given up sooner). To back up the stick data, just bounce it 
over to your hard drive. 

Another good application for USB “drives” is with samplers that stream samples from disk, like TASCAM’s GigaStu¬ 
dio 4. Although USB memory stick capacities still haven’t reached the point where it’s practical to store your beloved 
60GB orchestral library, 4-16GB is still a lot. Besides, the way memory capacities are going, just wait a year.... 

(WWW.AUDIO-TECHNICA.COM) 

Audio-Technica's AT2O2O needs no 
introduction: This side-address, car¬ 
dioid condenser mic with a low-mass 
medium diaphragm has become a 
mainstay in project studios, both for 
its reasonable price ($169) and high 
performance. It also handles a quoted 
144dB SPL. 

So it’s no wonder that A-T adapted 
the 2020 for the USB world with the 
AT2020 USB ($249). Why the heftier 
price? Well, it sure sounds like they 
put some serious effort into the elec¬ 
tronics, because the USB version has 
the same kind of "open" quality and 
low noise as the non-USB version (as 
expected, the output is 16-bit/ 
44.1kHz). It also has a relatively "hot” 

output that will let it drive anything 
within reason, and the bass is tight, 
solid, and defined, with what sounds 
like just a bit of a high-end lift for 
added intelligibility. 

Accessories include a tripod desk 
stand, pivoting stand mount, threaded 
adapter, 10' USB cable, and storage 
pouch. You won't find any additional 
applets or software, but the AT2O2O 
USB works out of the box seamlessly 
with XP, OS X, and Vista. 

In use, the AT2020 USB feels solid, 
sounds very quiet, and has the same 
quality of sound associated with the 
AT2O2O. It's great for when you want 
to go beyond podcasting into the 
world of quality recording. 
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MAKE IT LONGER 
The typical recommended USB cable 
length is 5 meters, which may not be 
enough if your computer is in a "machine 
room" and you need to feed it with a USB 
peripheral. Solution? USBthere, 
Startech’s line of USB extenders 
(www.startech.com). For example, their 2-
port, bus-powered extender (approx. 
$140) runs USB 1.1 up to about 165 feet 
over standard CAT-5 Ethernet cable. But for USB 2.0, a one-port exten¬ 
der will set you back $700 and a 4-port, $800. 

For an inexpensive USB 1.1 option, check out lOGear’s GUCE51 USB 
(shown in picture; around $80). It’s single-port, and extends to a claimed 
198 feet using standard Ethernet cable. 

I’VE SEEN THE LIGHT 
Kensington’s USB Flylight 
(www.kensinqton.com) is a small 
light that plugs into your USB port-
great for working with laptops under 
low lighting. It typically costs under 
$20, and the flexible neck lets you 
aim the light wherever needed. 

OUT OF SPACE, BUT NOT OUT OF MICS . . . 
Other popular USB mies include the Rode Podcaster ($349), a dynamic 
cardioid USB mic; we didn’t give it the full treatment here because Rode says 
it’s tailored for voice. However, while it’s great for podcasting, some musicians 
also swear by it for recording vocals. Nady’s USB-1C ($229.95) features a large, 
pressure-gradient condenser gold-sputtered diaphragm, cardioid polar pattern, 
and FET preamp. And there are others, but let's wrap up. 

CONCLUSIONS 
USB mies started out as the Rodney Dangerfields of the mic world, getting no 
respect. But over time, that opinion has changed. Laptop jockeys and podcast¬ 
ers were the first to appreciate the simplification USB mies provide. Then 
songwriters got into the act, realizing that they could nail vocal ideas anywhere 
they had a laptop—and could often get up and running faster with a desktop 
system, as well. Now, even audio engineers recognize that when you run out of 
mies, pressing a USB mic into service can not only save a session, but often, 
produce results on a par with non-USB, upper-middle-class mies. 

Even if you have no interest in USB mies, at least get an inexpensive one. You’ll 
find uses you never considered, such as speech recognition for your computer, 
online telephony, and other applications that don’t necessarily involve music. Then 
one day, you’ll need to get down a song idea or do some narration, and you’ll be 
hooked. The Snowflake is a fine choice due to its convenience, low price, and 
decent all-around performance. The Snowball is a logical step up from that. 

If you’re a songwriter with a laptop, consider a USB mic with zero-latency 
monitoring and a headphone jack (make sure you check out the GTrack). That 
eliminates additional gear you’d otherwise need. If you have to use a particular 
non-USB mic because it flatters your voice, then the MicPort Pro is an excellent 
option if you need monitoring (it can also provide high-quality audio from your 
laptop—I take it on trips). For tighter budgets, the MXL Mic Mate is ideal. 

Or you can hedge your bets and get a solid, high-quality mic like the 

r by David Royer 

On the MA-100 
“How does such a small mic 
make such a big sound? This 
thing [MA-100] is fat!” 
Ross Hogarth 
(Grammy winning 
Producer/Engineer, Ziggy Marley, 
Jewel, Keb Mo, Black Crowes, REM) 

On the MA-200 
“I've tracked great sounding 
vocals, drums, guitars and bass 
through these mies, and my 
clients are consistently blown 
away by the results. From tne 
moment I first put a pair up, they 
have continued to impress me 
with a wide open and balanced 
sound. " 

Burbank, CA. 

Ryan Hewitt 
(Engineer/MIxer: Red Hot Chili 
Peppers, blink-182, Alkaline Trio) 

mojaveaudio.com for
sjnd audio 

W J J 
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BUT I WANT TO USE MY OWN MIC! 
You have your own favorite mic, but it’s not USB. Fortunately, both 
CEntrance and MXL make interfaces with an XLR connector at one end, a 
USB connector at the other, and electronics in between. 

The MXL Mic Mate ($99, www.mxl-usb.com) is the simpler of the two, 
with +48V phantom power, 3-position analog gain control, 16-bit resolution, 
and like other MXL USB mies, 44.1/48kHz sampling rates. The USB output 
works with any standard USB cable. 

We reviewed CEntrance’s MicPort Pro ($149.95, www.centrance.com) in 
the 03/08 issue. It’s similar to the Mic Mate, but the extra expense goes to 
adding a headphone jack (with volume control) for monitoring, mic level 
control for zero-latency monitoring, and 24/96 resolution. There's also a 
+48V phantom power switch. 

For either adapter, I’d recommend throwing a female-to-male XLR cable 
in your backpack. While it’s convenient to plug your XLR mic into either 
adapter directly, sometimes you might not want the extra length/weight. FYI: 
CEntrance is about to introduce the AxePort interface for guitar, but it was 
not yet available for review. _ 

USB.007, sE USB2200a, or AT2020 
USB. These mies illustrate why people 
have more than one mic in a mic 
locker: The MXL’s stereo capabilities 
and sonic accuracy are welcome in a 
USB mic, the AT2020 gives a hotter, 
more present sound that’s great for 
cutting through a mix, and the 
USB2200a’s smooth, neutral response 
is ideal for capturing a variety of 
acoustic instruments, including per¬ 
cussion. These are all fine mies on 
their own that you can use in record¬ 
ing situations, but if you need porta¬ 
bility, you have that as well thanks to 
USB. The USB2200a is of particular 
note, because while it’s more costly, 
having the analog and USB outputs is 
a nice touch—and it has monitoring 
options if needed. And don't overlook 
the C01U, just because it’s been 
around a while; it’s a good compro¬ 
mise of price and performance. 

Granted, not everyone needs a 
USB mic. But for those who do, the 
time has come where you no longer 
need to make any sonic apologies for 
using one. CO 

©SONIC 
CIRCUS 

SERIOUS STUDIO INFRASTRUCTURE 
www.soniccircus.com 

Toll Free: 1-888-SC4-GEAR 
(724-4327) 

i Solid State Logic 
SOUNO II VISION 

¿-»ADAM 
••• rwiM.taa *•••• CHANDLED LlMIUtD 

Authorized 
Reseller 

Representing the best in new analog and digital 
recording equipment. Sonic Circus has the 
world's largest showroom of API. Neve and SSL 
consoles, as well as choice vintage outboard 
gear and microphones. We provide expert ser¬ 
vice. support, and integration to project studios 
and commercial facilities worldwide 

GEARHEADS WANTED! 

Inquire about career opportunities at Sonic Circus. 
Send your resume to: jobsosoniccircus.com 

i NO MONTHLY PAYMENTS 

& NO INTEREST FOR 6 

MONTHS. 
lor quabhi .1 .| i 

I WU 

ABBEY RHODES 

Apply Online And Get 

Fast Approval 
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Are your mixes not what you expected? Numerous obstacles exist in oven the best designed studios that provont you 

from achieving that perfect mix. Our solution: The 08 - the latest in the acclaimed Equator Q Sonos monitor Iino. 

By incorporating time and phase-accurate Zero-Point Reference'“ Co Axial transducers with cutting odgo DSP, 

the Q Series deliver a level of performance that until now was unimaginable. 

Each 08 monitor includes a dedicated internal CPU which executes a series of complex tasks designed to eliminate 

sonic obstacles. All Q8 Digitally-Controlled Transducers'” are internally matched every time to ensure perfect 

imaging. A slope-less crossover approach eliminates mid-range distortion associated with traditional crossovers. 

Complete analysis and compensation of environmental acoustic anomalies including Secondary Reflection 

Correction 1” automatically take the room issues out of the equation*. 

The accuracy and control are astounding but the results are even more delicious. Hi-powered, real compression 

driver horn, incredible software control, unparalleled translation, 13-ply Baltic Birch cabinet ... a small 13" cubed 8" 

2-way monitor with no compromises. The Q8s - they just may be the last set of monitors you ever need. 

Zero Point Reference. Digitally Controlled Transducer* and Secondary Reflection Correction are trademarlre of I quator Audio Research 

‘Automated SRC Software A Mic optional Manual Control Software Included 

equator 
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CHAMELE 
7720 STEREO COMPRESSOR 

Chameleon Labs 7720 

Stereo Compressor. 

by Jeff Anderson 

Chameleon Labs’ 7720 1U rackmount 
Stereo Compressor is sparking a lot 
of conversation amongst “pro-lever’ 
recording enthusiasts. While there 
are plenty of stereo compressors on 
the market, the 7720 appears unique 
in that it resembles certain high-end 
hardware compressors in functional¬ 
ity (such as the SSL Buss Compres¬ 
sor), yet it streets at a modest price. 
So we grabbed a unit to see if we 
could answer the obvious question: 
Does the 7720 really offer 
professional sound quality at a low 
price, or is this just another cheap 
knockoff? 

OVERVIEW 
Electronically balanced and utilizing 
THAT Corporation VCA circuitry, the 
7720 is based on what Chameleon 
Labs calls a “trusted design” (hint: re¬ 
read the intro). The best part is that 
Chameleon Labs has made a few 
tweaks to said "trusted design”— 
tweaks that were informed by con¬ 
sumers during the design process. 
See if you can spot them, then head 
over to www.eqmag.com, log in to our 
“Letters to the Editors” forum, and tell 
us what the changes are—and if you 
think they were a good call. 

Front panel controls are Threshold 
(-20 to +20), Attack (0.1, 0.3,1, 3,10, 
30msec) Release (0.1, 0.3, 0.6,1.2secs 
and Auto), Ratio (1.5:1; 2:1; 4:1, and 
10:1), and Output. Additionally, the 
7720’s Meter knob lets you meter, via 
a retro VU meter, either the channel’s 
input level, output level, or compres¬ 
sion amount; other features are a 
compressor in/out switch, Sidechain 
switch (accessible via a rear XLR 
jack), and a High Pass Filter for the 
detection circuit (it doesn’t affect the 
audio itself) that will EQ your 

selected frequencies down 3dB with 
a 12dB/octave rolloff (cut settings are 
60, 90,130, 200, and 440Hz). 

Around back, you’ll find the XLR 
ins and outs. (Note that while the 
7720 is a stereo compressor, it can be 
used as a mono compressor by sim¬ 
ply using only the left in and out.) 
You’ll also notice the two power 
options: DC or AC 24v. While the unit 
comes with a mid-line power 
supply—not a wall wart, but an out¬ 
board AC transformer—the optional 
CPS-1 rackmount dual power supply 
($110 MSRP) includes grounding. 

IN USE 
After pulling the 7720 out of its box, I 
noticed there was no power plug 
ground. When I read in the manual 
that “DC filtering and regulation is 
accomplished inside the 7720 itself," 
things became a little more clear, and 
when I failed to detect any ground 
hum or buzz, my fears were allayed. 
But a word to the wise: Purchase the 
CPS-1 if you’re using dirty power, or 
hear any noise in your audio lines. 

I decided to test the 7720 in a sin¬ 
gular scenario that showcased one of 
the more practical and widespread 
applications for a stereo compressor: 
compressing a drum submix. This par¬ 
ticular submix consisted of kick, snare, 
toms, and a bit of overheads. The goal 
was to compress the submix, then 
add it under the original tracks to 
“glue” the drum sound together. 

According to the Chameleon Labs 
site, the 1.5:1 ratio setting “allows the 
user to maintain control over the 
dynamics of the input signal without 
squashing the life out of the mix.” 
Giving this setting a try, I have to 
echo that statement. This controlled 
the level of the drums without 
imparting that pumping, pulling 
sound. This is a great setting when 
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using the 7720 as a bus compressor 
across your entire mix. 

However, for a submix "helper,” I 
needed a squashed sound, so I set 
the ratio to 10:1, threshold to -12, 
attack to 0.1, used Auto release, set 
the meter to “Comp", and watched 
the needle get knocked all the way 
down to -10. The result was a healthy 
pump that added a nice effect when 
mixed under my original drum tracks. 

I wanted to see if the high pass 
filter could control the pumping so 
that it wasn’t so overbearing. Setting 
the filter to 200Hz took away some 
of the pump's "attack” (presumably 
because it was knocking down some 
of the “mud” frequencies in the kick 
drum). My final setting, however, was 
440Hz—it kept just enough pumping 
for a good effect without letting it 
get out of hand. 

CONCLUSIONS 
I feel very comfortable saying that 
the 7720 is worth a whole lot more 
than what Chameleon Labs is charg¬ 
ing for it. It offers some unique fea¬ 
tures that can’t be found elsewhere, 
and the unit’s sound quality ranks up 
there with other compressors that 
charge five times the admission 
fee. I will be buying at least two of 
these! CO 

Stereo compres¬ 
sor with sidechaining. 

Bargain-hunting 

Great sound. Huge 

Nothing significant. 
$679 

www.chameleonlabs.com 

PRODUCT TYPE: 

TARGET MARKET: 

STRENGTHS: 

LIMITATIONS: 
LIST PRICE: 
CONTACT: 

bang-for-buck ratio. Expanded fea¬ 
ture set offers more options than 
similar, better-known units. 

recording musicians who want a 
quality stereo compressor in the 
prosumer price range. 



LET’S BE CLEAR 

Are your mixes not what you expected? Numerous obstacles exist in oven the best designed studios that prevent you 

from achieving that perfect mix. Our solution: The Q8 - the latest in the acclaimed Equator Q Serios monitor Imo. 

By incorporating time and phase-accurate Zero-Point Reference'“ Co Axial transducers with cutting edge DSP, 

the Q Series deliver a level of performance that until now was unimaginable. 

Each 08 monitor includes a dedicated internal CPU which executes a series of complex tasks designed to eliminate 

sonic obstacles. All 08 Digitally-Controlled Transducers'“ are internally matched every time to ensure perfect 

imaging. A slope-less crossover approach eliminates mid-range distortion associated with traditional crossovers. 

Complete analysis and compensation of environmental acoustic anomalies including Secondary Reflection 

Correction'“ automatically take the room issues out of the equation*. 

The accuracy and control are astounding but the results are even more delicious. Hi-powered, real compression 

driver horn, incredible software control, unparalleled translation, 13-ply Baltic Birch cabinet ... a small 13” cubed 8” 

2-way monitor with no compromises. The Q8s - they just may be the last set of monitors you ever need. 

Zero Point Rafarence, Digitally Controlled Transducer« and Secondary ReHeclion Correction are trademarks of I quatm Audio Research 

‘Automated SRC Software A Mlc optional Manual Control Software Included 
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CHAMELEON LABS 
7720 STEREO COMPRESSOR 

Chameleon Labs 7720 

Stereo Compressor. 

by Jeff Anderson 

Chameleon Labs’ 7720 1U rackmount 
Stereo Compressor is sparking a lot 
of conversation amongst ’’pro-lever 
recording enthusiasts. While there 
are plenty of stereo compressors on 
the market, the 7720 appears unique 
in that it resembles certain high-end 
hardware compressors in functional¬ 
ity (such as the SSL Buss Compres¬ 
sor), yet it streets at a modest price. 
So we grabbed a unit to see if we 
could answer the obvious question: 
Does the 7720 really offer 
professional sound quality at a low 
price, or is this just another cheap 
knockoff? 

OVERVIEW 

Electronically balanced and utilizing 
THAT Corporation VCA circuitry, the 
7720 is based on what Chameleon 
Labs calls a "trusted design" (hint: re¬ 
read the intro). The best part is that 
Chameleon Labs has made a few 
tweaks to said "trusted design’’— 
tweaks that were informed by con¬ 
sumers during the design process. 
See if you can spot them, then head 
over to www.eqmag.com, log in to our 
"Letters to the Editors" forum, and tell 
us what the changes are—and if you 
think they were a good call. 

Front panel controls are Threshold 
(-20 to +20), Attack (0.1, 0.3,1, 3,10, 
30msec) Release (0.1, 0.3, 0.6,1.2secs 
and Auto), Ratio (1.5:1; 2:1; 4:1, and 
10:1), and Output. Additionally, the 
7720’s Meter knob lets you meter, via 
a retro VU meter, either the channel’s 
input level, output level, or compres¬ 
sion amount; other features are a 
compressor in/out switch, Sidechain 
switch (accessible via a rear XLR 
jack), and a High Pass Filter for the 
detection circuit (it doesn’t affect the 
audio itself) that will EQ your 

selected frequencies down 3dB with 
a 12dB/octave rolloff (cut settings are 
60, 90,130, 200, and 440Hz). 

Around back, you’ll find the XLR 
ins and outs. (Note that while the 
7720 is a stereo compressor, it can be 
used as a mono compressor by sim¬ 
ply using only the left in and out.) 
You’ll also notice the two power 
options: DC or AC 24v. While the unit 
comes with a mid-line power 
supply—not a wall wart, but an out¬ 
board AC transformer—the optional 
CPS-1 rackmount dual power supply 
($110 MSRP) includes grounding. 

IN USE 

After pulling the 7720 out of its box, I 
noticed there was no power plug 
ground. When I read in the manual 
that "DC filtering and regulation is 
accomplished inside the 7720 itself,” 
things became a little more clear, and 
when I failed to detect any ground 
hum or buzz, my fears were allayed. 
But a word to the wise: Purchase the 
CPS-1 if you’re using dirty power, or 
hear any noise in your audio lines. 

I decided to test the 7720 in a sin¬ 
gular scenario that showcased one of 
the more practical and widespread 
applications for a stereo compressor: 
compressing a drum submix. This par¬ 
ticular submix consisted of kick, snare, 
toms, and a bit of overheads. The goal 
was to compress the submix, then 
add it under the original tracks to 
“glue” the drum sound together. 

According to the Chameleon Labs 
site, the 1.5:1 ratio setting “allows the 
user to maintain control over the 
dynamics of the input signal without 
squashing the life out of the mix.” 
Giving this setting a try, I have to 
echo that statement. This controlled 
the level of the drums without 
imparting that pumping, pulling 
sound. This is a great setting when 
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using the 7720 as a bus compressor 
across your entire mix. 

However, for a submix "helper,” I 
needed a squashed sound, so I set 
the ratio to 10:1, threshold to -12, 
attack to 0.1, used Auto release, set 
the meter to "Comp”, and watched 
the needle get knocked all the way 
down to -10. The result was a healthy 
pump that added a nice effect when 
mixed under my original drum tracks. 

I wanted to see if the high pass 
filter could control the pumping so 
that it wasn’t so overbearing. Setting 
the filter to 200Hz took away some 
of the pump’s "attack” (presumably 
because it was knocking down some 
of the “mud” frequencies in the kick 
drum). My final setting, however, was 
440Hz—it kept just enough pumping 
for a good effect without letting it 
get out of hand. 

CONCLUSIONS 

I feel very comfortable saying that 
the 7720 is worth a whole lot more 
than what Chameleon Labs is charg¬ 
ing for it. It offers some unique fea¬ 
tures that can’t be found elsewhere, 
and the unit’s sound quality ranks up 
there with other compressors that 
charge five times the admission 
fee. I will be buying at least two of 
these' ca 

Great sound. Huge 

Nothing significant. 

PRODUCT TYPE: 

RGET MARKET: 

STRENGTHS: 

LIMITATIONS: 

LIST PRICE: 

CONTACT: 

bang-for-buck ratio. Expanded fea¬ 
ture set offers more options than 
similar, better-known units. 

recording musicians who want a 
quality stereo compressor in the 
prosumer price range. 

$679 
ww.chameleonlabs.com 

Stereo compres¬ 
sor with sidechaining. 

■ i Bargain-hunting 



HEAR THE TRUTH. 
Shure SCL Sound Isolating1 Earphones 
Used with personal monitoring systems or personal listening devices. SCL 
Sound Isolating Earphones combine superior sound quality, sound isolating 
design and extended comfort for the best in professional audio earphones. 

SCL5
Dedicated high-definition tweeter and woofer drivers deliver exceptional audio with clarity often difficult to detect with traditional stage 

I wedges or studio headphones. Available in clear. 

r I SCL4 
Featuring unique, balanced armature drivers and tuned port, the lightweight SCL4 provides high-definition audio with remarkable isolation 
for performers and enthusiasts alike. Available in black and white. 

rSCL3 
Designed for live performance, the SCL3 combines low profile design and WideBand microdrivers with incredible isolation for detailed tone 
across the frequency range. Available in grey, black and white. 

rSCL2 
An excellent introduction into premium audio via sound isolation, the SCL2 features single dynamic microdrivers for full sonic range and 
resonant bass. Available in clear and black. 

SCL earphones come with Shure PSM® Personal Monitor Systems. 
Models available: PSM® 200, PSM® 400, PSM® 600, PSM® 700. 

2008 Shure Incorporated 

Call a Sales Pro today 800-356-5844 or visit fullcompass.com 

PRO AUDIO I VIDEO I AV I LIGHTING 

SHURE 
LEGENDARY 

PERFORMANCE 

££ SONIC 
Ml UPDATE 

downloadablesoundz .com 
All the loops and multi-sample instruments 
you'll ever need anytime, anywhere!! 

Featuring thousands of downlaodable REX, 
Apple Loops and Acidized Waves for every 
style of music from rock to hip hop to jazz 
to electronic and more. 

Plus, cutting edge sound libraries for 
Reason'" 4, Stylus '"RMX, SampleTank,® 
Kontakt1", HALion'”, EXS24” and other popular 
software samplers all instantly available 
through electronic delivery. 

Purchase Sonic Reality Download Cards from 
participating dealers or get download 
creditz from downloadablesoundz.com today! 
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SOUNDS 

The Kontakt Player 2 hosting 

Ocean Way Drums. Note the 

configurable mixer toward 

the bottom. 

SONIC REALITY: OCEAN WAY 
DRUMS 

The competition for amazing-sounding drum samples is 
fierce—which is great, because the drum sounds on my 
tracks keep getting better every time a manufacturer 
decides it's time to put out a better library than “the other 
guy.” But really, what can anyone bring to the party that 
hasn’t already been done? 

In this case, it’s the combination of Ocean Way Studios 
(great drum room), Allen Sides and Steven Miller (great 
engineers), multiple miking setups (great options), Nl's Kon¬ 
takt Player 2 (KP2 for short; great host instrument, compati¬ 
ble with XP/OS X and VST/RTAS/AU), and Sonic Reality, 
who’ve definitely been around the block a few times when it 
comes to sampling. Of course, a good pedigree doesn’t 
guarantee a good product, but it certainly got my attention. 

First up: installation of both the KP2 "host” for the sam¬ 
ples and the 40GB library itself. This is a good time to train 
your pet monkey to shuffle DVDs in and out of your com¬ 
puter, as that’s a lot of content and it takes a while to get it 
on your hard drive. When you think about how short drum 
samples tend to be, this is your first hint that there’s a lot of 
ambience captured in those samples. 

Second up: listening. And believe me, it takes a while because 
there is a huge selection of drum sounds. I started off by loading 
some kits to get an overview, and the first few were stellar—crisp, 
present, with lots of velocity samples, and a solid room sound-
all you could ask for. Thinking that maybe I got lucky, I checked 
out the 19 kits (each with 12 presets in both snare-on and snare-
off versions) and you know what? They were all good. 

The KP2 advantage. But the story doesn’t end there. With 
KP2, each drum sound is essentially its own instrument, 
addressable over its own MIDI channel, with up to 13 
mono/stereo mic channels. For example, a snare might have 
left and right main and “under” snare mies, three room mies, 
overhead, and, oh, a couple other mies thrown in (like 
“thwack,” an über-compressed sound) for good measure. You 

tweaking, you can get really strange, twisted, electronic-
sounding drums. 

What's more, there are four aux buses available, with the 
same roster of effects as individual channels. And, you're 
not limited to just the channels programmed into a kit—you 
can have up to 32 mono outputs (a kit with 19 snares, any¬ 
one?), as well as configure multi-channel outs. Yes, you can 
use all those room mies on multiple instances of an instru¬ 
ment to set up a very cool surround d'um kit. 

Mapping. There are two possible mappings for each 
drum. Sonic Reality's "l-Map" is basically a variation on Gen¬ 
eral MIDI mapping and is suitable for triggering with a key¬ 
board, but designed to handle the increased sophistication 
needed for these drums. The second mapping is for 
"real" drummers, who want to trigger the kit with Roland 
V-Drums. The l-Map thing is definitely cool, as it maxes it 
easy to play from a keyboard, and the V-Drums map is a 
thoughtful touch. These are also explained on the accompa¬ 
nying video DVD. 

Conclusions. I was a little skitt sh about the price—until I 
realized it's about as much as an 8-bit Drumulator drum 

can go from dry and tight to wet and wild with a few knob 
twists. And yes, the room sound is as good as the hype—and 
you can dial in as much of it as you want. 

The other advantage of the instrument approach is that 
you can apply KP2’s processing to individual channels. Each 
can have up to four insert effects, including compressor, lim¬ 
iter, inverter, saturation, lo-fi, stereo modeller, distortion, 
phaser, flanger, chorus, reverb, delay, 19 different filters, and 
a convolution reverb. (Regarding the latter, there are no 
impulses included; however, KP2 will accept impulses from 
Kontakt 2 and other sources in stand-alone mode, but not 
when inserted as a plug-in.) You can even go so far as to 
degrade the otherwise crystal-clear sounds with total aban¬ 
don. Don’t laugh (and Allen Sides, don’t cry): With a little 

machine cost back in the ’80s. And it only takes is about f ve 
minutes of listening to realize that a huge amount of work 
went into miking, setting up, sampling, and mapping these 
drums. The editability is icing on the cake, but it’s pretty rich 
icing—you can do a lot with these sampled sounds. Overall, 
Ocean Way Drums delivers 100% on its promise: great¬ 
sounding, extremely flexible drum sounds that go beyond 
the norm. —Craig Anderton 

6 DVD-ROMs with 40GB of samples and 1 educa¬ 
tional video DVD; 24-bit/48kHz resolution 

www.oceanwaydrums.com 

FORMAT! 

LIST PRICI 
CONTACT 

$995 
Sonic Reality/Ocean Way Drums, 
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SPECIAL ADVERTISING SECTION PRODUCT SPOTLIGHT 

Radial Phazer Phase 
Alignment Tool 
Radial Engineering 
Now Available 
This Class-A analog device lets you 
phase align two signals to create rich 
sonic textures. Works with any 
instrument, mic or pickup. Delivers 
huge tones instantly with a turn of a dial! 
SRP: $349 USD 
www.radialeng.com 
604-942-1001 

AT2020 USB Cardioid Condenser Microphone 
Rudio-Technica 
Now Available 
The AT2020's gone digital. Audio-Technica's remarkable new USB 
microphone offers studio-quality articulation/ intelligibility and 
functions seamlessly with your favorite recording software. Plug it 
in and transform your sound. 
SRP: $249 
www.audio-technica.com 
330-686-2600 

GRAMMA 
Auralex Acoustics 
Now available 
The GRAMMA (Gig and Recording, Amp and Monitor, 
Modulation Attenuator) is an incredibly effective patented device 
that's used to float an amp or loudspeaker. GRAMMA yields 
nearly total acoustic isolation, resulting in a purity of tone that 
has to be heard to be believed! 
SRP: $59.95 
www.auralex.com 
317-842-2600 

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 mies you used to hate 
SRP: $2,998 for set of 8 traps. Free delivery. 
www.asc-studio-acoustics.com/qsf.htm 
1-800-ASC-TUBE (272-8823) 

Model TC 
AOK Microphones 
Now Available 
This Class A tube, fixed cardioid, 1-inch diaphragm 
condenser mic is perfect for lead vocals, all guitars, 
or anywhere you would use a vintage tube 
microphone, but at a better price! 
SRP: $969 
www.adkmic.com 
805-644-6621 

To advertise in this section contact; Mike Montgomery at 650-238-0307 mmontgomery@musicplayer.com www.eqmag.com august EÇ 59 



CLASSIFIEDS 

CATEGORIES MARKETPLACE 

MARKETPLACE 

DUPLICATION 

MIXING/MRSTERING 

EDUCRTIDN/TUTORIALS 

ACOUSTIC PRODUCTS AND SERVICES 

STUDIO FURNISHINGS 

WEBSITES 

GEAR FOR SALE 

ACCESSORIES 

MARKETPLACE 

CD»/DVDs MASTERING/EDITING GRAPHIC DESIGN MULTIMEDIA 

WHERE SIGHT AND SOUND MERGE 

PLAY- T 
PRODUCTIONS 

259 W. 30th Street, NY, NY 10001 
TOLL FREE: I «00-Í 15-3444 er 212-695-6530 WWW.PLAY-ITPRODUCTIONS.NET 

OMNIRAX Studio Fumiture 

SurroK wng Cklatmty with Innova i ion and Styiti 

Synergy XL Series 

The Synergy XL’» arc designed to provide beautiful 

and ergonomic console housings for all the popular 

mixers, providing you with optimum functionality to 

accommodate these mixers and associated peripherals. 

F. O- box 17?2 5ausalito, CA 9+916 
400.552.5555 + IJ.552.5552 FAX +1 5-552.2ÍO7 

www.omnirax.com info@omnirax.com 

CLASSIC STEREO COMPRESSION 

MODEL 7720 

• FAST, TRANSPARENT, VGA DESIGN 

• SIDECHAIN INPUT WITH VARIABLE HPF 

• MULTIPLE METERING SELECTIONS 

• 1.5-10:1 COMPRESSION 

$679 
MSRP 

WWW.CHAMELEONLABS.COM 206-264-7602 

GET IT SOLD IN EQ CLASSIFIEDS! 

CALL Allison Smith 

650-238-0296 or EMAIL at: 

asmith@musicplayer.com 

DUPLICATION 

CDS • DVDS • SHAPED DISCS • SPECIALTY PACKAGING ■ CASSETTES 

ra Í0S ? THE CHOICE IS CRYSTALCLEAR U 
DISC II II D T a P E 

CiJsCX UUf UUli CUlLisU/ jWLM.J! 
1000 CDs • $999 (COMPLETE RETAIL READY) T4MB 

1000 PROMO CD PACK • $59aMMBBB^Ha 
1000 DVDs • $14999 
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DUPLICATION ■ ACOUSTIC PRODUCTS AND SERVICES ■ ACOUSTIC PRODUCTS AND SERVICES 

r.yourmusiconcd.com 

PACKAGE 

E1l0.01BWL!KíGDHSI$59 

s^s 

■Æ^MATLANTA 678-442-0933 
¡□fe TOLL FREE 1-877-442-0933 

DIGITAL 100 BASIC DVDRS-SÍ10 
-, INC 1000 FULL PACKAGE DVDRS -$1199 

100 FULL COLOR CDR 
PACKAGE $169 

I IMITFD TURF -SPECIALS! 

500 FULL 
COLOR 

MIXING I MASTERING 

Chances are. 
Most studios could master your music. 

If you don't want to leave it to chance, call 

Sound Affair Mastering 
800-570-6656 www.SoundAffairLtd.com 

Celebrating 30 yrs of quality service. 

You will have the fat, slammin' major-label 
sound that sells discs... or the work is free. 
Custom gear. First-class results. Free 16-pg brochure 

800-884-2576 www.drtmastering.com 

DRT Mastering 
Analog Specialist^^^ 

MASTERING 
“BIG LABEL” Sound...Guaranteed! 
Located in New York ip A f" Complete q>4 /□. Album Deal! 
E 1-800-692-1210 H 
www.iTtusichousemasterin14.corn 

ER EE  TEST 

HANS DEKLINE !!/f. 
MASTERING ENGINEER 

EARS, GEAR & EXPERIENI 
AT INDIE RATES 

310.621.1896 
SOUNDBITESDOG.COM 

EDUCATION/TUTDRIALS 

RECORDING ENGINEER HOME STUDY COURSE. 
Licensed School. Diploma. FREE information: 
Audio Institute of America, 814 46th Avenue, 

Suite AN, San Francisco, CA 94121 

Phone:(415)752-0701 

www.audioinstitute.com 

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

skinny ads work too 

SOUND ISOLA-ION ENCLOSURES 

Celebrating over 1 7 years of reducing 
sound to a Whisper! 

Recording. Broadcasting. Practicing 

19 Sizes and 2 Levels of Isolation Available 

Immediate Shipping! 
www.whisperrooni.com 

PH: 423-585-5827 FX: 423-585-5831 

NEED HELP MAKING YOUR 
AD STAND OUT? 

You need a 
professional designer 

www.joellekatcher.com joellesk@gma1l.com 

VOCALBOOTH.COM, INC 
Professional Sound Isolation 
& Pro Audio Solutions 

Custom Gold Series ♦' x 6' 

www.vocalbooth.com 
Toll Free 866-330-6045 

information@vocalbooth.com 

RfalTraps® 
High-Performance Acoustic Treatment 
The room is so much flatter and true, the peaks arta 
nulls remarkably smoothed out. mixing there is now 
sonically accurate and a real pleasure. Re al Traf» 
eliminated the guess work in getting my mix roorr 
acoustically correct. Tony Maserati, mixer for Biao* 
Eyed Peas. John Legend Manah Carey R. Kelly. Tupac. 

Please visit ou r web site for information on all our products 
Toll I ¡866-732-5872 mm. REALTRAPS com 

ORDER (800) 583-7174 
lnfo@sllentaource.com • www.silentsource.com 

Acousticore Fabric Panels • Sound Barrier 
Isolation Hangers • A.S.C. Tube Traps 
Silence Wallcovering • WhisperWedge 
Melaflex • S.D.G. Systems • Tecnifoam 

_R.P.G. Diffusors • Sonex • Sound Quilt 

GEAR FOR SALE 

DEMARU 

ADL 660 MONO TUBE LIMITER 

"FINALLY, TRUE FAIRCHILD COMPRESSION IS 
AVAILABLE IN THE NEW, SERVICEABLE UNIT. I 
WON'T DO A SESSION, WHETHER CUTTING 
OR MIXING, WITHOUT MY ADL 660." 

PETE MATHEWS 

845-255-4695 
WWW.ANTHONYDEMARIALABS 

Matrix Audio Systems 

Have You Heard? 

go to: 

MATRIXAUDIOSYSTEMS.NET 

www.eqmag.tv 
www.eqmag.com august eggb eq 61 



CLASSIFIEDS 

STUDIO FURNISHINGS ACCESSORIES 

Studio Transformation 
800.315.0878 

www. argosyconsole, com 

CALL ALLISON SMITH AT: 

650-2380296 OR EMAIL AT: 

asmith@nbmedia.com 

WEBSITES 

Pro Audio - Guaranteed Lowest Prices 
You Save - We Donate 

Act Now! 

www.FunkyMusicStore.com/EQ 

ACCESSORIES 

Case Specialists 
www.newyorkcasecompany.com 

We Will Beat 
ANY Price! 
877-692-2738 

JustStrings.com 
World's Largest Selection of Guitar & Bass Strings! 

www.juststrings.com (800) 822-3953 

EKTREIHE ISOLHTIOn 

mcdei 
EX-29 

314-845-7667 
extremeheadphones.com 

Perfect headphone 
for serious musicians 
and studio engineers. 
Ultra-fidelity high input 
speakers integrated with 
29 dB of passive isolation 
will not bleed sound into 
live microphones! 

An excellent choice for 
project studios, personal 
audio, and travel. Using 
passive isolation technology, 
this headphone eliminates 
25 dB of surrounding 
ambient sound. 

Outstanding affordable 
hearing protection. Can be 
used for practicing, sport, or 
work to eliminate 25 dB of 
surrounding sound. Compact 
and lightweight with many 
benefits-even for kids. 

AD ORDER FORM 

Company Name _ Contact Name_ 
Address_City_ State_ Zip _ 
Telephone_ E-mail_ 
Please print your ad clearly. Use a separate sheet of paper if you need more room. 

(do not include address when counting words) 
Category: □ Marketplace □ Duplication □ Talent and Employment □ Sounds/Sequences/Software □ Mixing/Mastermg 

□ Instruments □ Accessories □ Gear for Sale 0 Acoustic Products & Svc's □ Studio Furnishings □ Other 

TO COMPUTE COST OF AD 
#_ words x $2 40 -_ 

#_ bold words x $ 50 =_ 
#_ ALL CAPS wds x $ 25 =_ 

Address $7.00 »_ 
Total cost per issue »_ 

(minimum $25 00) 

x number of issues to run x_ 
Total payment =_ 

□ Payment enclosed, or Charge my 
□ Visa 0 MasterCard 

Card #_ 
Expiration date:_ 
Signed: _ 
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I 1 1 ■ W These companies would be very happy to assist you in obtaining more informa-
1 1 ^1 J tion about their products and services. Please contact them via phone or online. 

COMPANY PHONE WEB PAGE « 

T/. ;? i 

: -

5': ■ i’’» 

• 

i'!V-

AES Convention www.aes.org 37 Akai Professional 401-658-4032 www.akaipro.com C3 Antares Audio Technologies www.antarestech.com 23 Arsenal Audio by API www.arsenalaudio.com 3 B&H Pro Audio 800-947-5518 www.bhproaudio.com 29, 45 Behringer www.behringer.com 1 Blue Mircophones 818-879-5200 www.bluemic.com 35, C4 CAD Professional Microphones 800-762-9266 www.cadmics.com 32 CDIA Boston University 800-808-CDIA www.cdiabu.com 57 Conservatory Of Recording Arts & Sciences 888-604-4075 www.audiorecordingschool.com/eq.html 39 DigiTech www.digitech.com/products/Vocalistlivepro 27 Downloadablesoundz / Sonic Reality www.downloadablesoundz.com 57 Equator Audio Research 888-772-0087 www.equatoraudio.com 55 Eventide 201-641-1200 www.eventide.com 5 Full Compass 800-356-5844 www.fullcompass.com 41 Full Compass/ Shure 800-356-5844 www.fullcompass.com 57 Genelec www.genelec.com 7 Mojave Audio 818-847-0222 www.mojaveaudio.com 53 Music Player Network Artist Master Clas s www.visualwebcaster.com/musicplayernetwork/storefront 49 Ocean Way www.oceanwaydrums.com 31 Peterson Strobe Tuners 708-388-3311 www.strobosoft.com 41 PreSonus 800-750-0323 www.presonus.com 43 Primacoustic 604-942-1001 www.primacoustic.com 20-21 
wM 
■ 

SAE Institute www.sae.edu C2 sE Sound Engineering 617-623-5581 www.sonicus.net 51 Sonic Circus 888-SC4-GEAR www.soniccircus.com 54 Sonic Reality 800-232-6186 www.studioprofiles.com 33 Sonic Reality / Downloadablesoundz www.downloadablesoundz.com 57 Sontronics www.sontronicsusa.com 25 Submersible Music Inc. www.submersiblemusic.com 36 Sweetwater 800-222-4700 www.sweetwater.com 19 Tascam www.tascam.com 11 
A, ■H Group Publisher. JOE PERRY )perry@musicplayer.com, 770.343.9978 

f '..w_ HMHB Advertising Director Midwest. JESSICA SULLIVAN jsullivan a musicplayer, 661.255.2719 
Í 1 \ ; * • _ 

/ ... 1 '5-‘ -—¿. y W Advertising Director West & New Business Development. GREG SUTTON gsutton amusicplayercom. 925.425 9967 

Advertising Director Southwest. ALBERT MARGOLIS amargolisiaimusicplayer.com, 949-582-2753 

-«find 1 Director of Specialty Sales, MIKE MONTGOMERY mmontgomery a musicplayer.com, 650.238 0307 

Specialty Sales Advertising North. ALLISON SMITH asmith a musicplayer.com, 650.238.0296 

Specialty Sales Advertising South. WILL SHENG wsheng@musicplayer.com, 650.238.0325 

This index is provided as a service to our readers. Publisher is not responsible for any omissions or errors. www.eqmag.com august 1 
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STUDIO NAME: Welcome to 1979 
LOCATION: Nashville, TN 
CONTACT: www.myspace.com/welcometo1979 
KEY CREW: Chris Mara, Matt Allen 
CONSOLE: 1978 MCI JH-428 (upgraded with Advent op 
amps, sealed relays and Transamp mic pres) 
TAPE MACHINES: Ampex ATR-800 1/4-inch; MCI JH 
24/24 two-inch (16-track head stack also available), JH 
110B 1/2-inch 
AMPLIFICATION: Crown DC 300, DC 150; Hafler Pro 5000 
MONITORING: Focal SM8s; Yamaha NSlOs 
MICS: AKG D112, C12a; Audio-Technica AT-4033 (2); Neu¬ 
mann U87 w/Bill Bradley mods, U87; Sanken CU-32; Shure 
SM57 (7), SM91 (2) 
PREAMPS: API 512c (custom built from vintage API parts 
with Jensen input/output transformers) (4); Trident TSM 
channel strips (4); Vintech X73 (2) 
DYNAMICS: Altec 1591 pre/compressor; Avalon VT-737SP; 
dbx 160 vu (4); Drawmer 1960; Gates Level Devil; Pan¬ 
dora stereo compressor/limiter (2); Sontec DRC 202; TL 
Audio pre/compressor; Valley People Dyna-Mite 
compressor/limiter (2) 
EFFECTS: AKG BX-20; Lexicon LXP-15; Real Reverb Chamber 
NOTES: In the face of a seemingly endless sea of DAW-
based studios, Chris Mara decided to buck the trend and 
build a very large—yet intimate—all-analog tracking facility 
geared toward independent artists who wanted to step 
back in time every time they stepped back into the studio. 

"I wanted to put together the largest studio equipped 
with the best-sounding gear that any independent artist 

could ever hope to afford,” states Mara when asked about 
the philosophy underpinning the 6,000 square foot stu¬ 
dio. "Finding a building that didn’t require much build out, 
and slowly collecting the gear over the past ten years, 
really helped me keep it affordable.” 

The sole occupant of an ex-record pressing plant, Wel¬ 
come to 1979 is tru y a throwback to the yesteryears of 
analog recording. "As everybody and their mother has a 
Pro Tools rig these days, I've found my niche is offering 
serious square footage, a great-sounding console, and a 
solid two-inch machine,” Mara explains. “A lot of bands 
love getting out of the box. In fact, a lot of guys have been 
coming in to track and overdub on analog, then bringing 
their rigs over to transfer when they wrap things up. It’s a 
best of both worlds situation. 

"Analog is experiencing a serious resurgence,” Mara 
observes, flashing a boyish smile while gazing around a 
room full of goodies. "Even though the whole integration 
thing is huge—and has been for a while—I see a lot of 
people trying to stay in the analog world as long as 
possible. I even have bands bringing in their existing 
projects on Pro Tools to run tracks through the console, 
tape machine and outboard gear. That’s cool with me—I 
have tons of tape and a hell of an assistant to keep 
things running smoothly.’ 

And you know now important that is if, like Chris, 
you're going to party like it’s 1979. C3 

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

SEND PICS AND INFO TO eq a musicplayer.com. 
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PRODUCTION UNLIMITED 
Introducing the MPC5000, the most powerful MPC on the planet. Delivering 

that classic MPC feel responsible for countless hit records, the 5000 packs a 

ton of new capabilities as well, including a powerful virtual analog synth, all 

new effects engine, an 8-track hard disk recorder and more than a hundred 

other new features and improvements. 

The new MPC5000. Production without limitations. 

4x2 Buss Effects Processor 8 Track Hard Disk Recorder Enhanced Workflow Virtual Analog Synthesizer 

MFC 
MUSIC PRODUCTION CENTER Studio photo provided courtesy of Quad Recording Studios, New York City www.akaipro.com 
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W Say hello to the Snowflake, the first professional 

* portable USB mic. Made to travel, the Mac/PC-

« * compatible Snowflake's unique design allows 

• y°u to place it on a desk or flat surface near 

your computer, or mount it to the screen of 

■' most laptops. It's perfect for podcasting, voice 

recognition software, ¡Chat/AIM, and VoIP 

software such as Skype and Vonage. Or use it for dictation, 

field recording, lecture recording, and narration for slideshows 

and PowerPoint/Keynote presentations. Like the Snowball, 

the Snowflake is plug 'n play - no drivers required! With Blue's 

superior proprietary capsule and circuit design, the Snowflake 

sets a new standard for digital recording on the go! 




