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the perfect mix... 

...of form and function 

The new MC Control brings the unparalleled speed, 

resolution and DAW integration of Euphonix' 

high-end professional consoles to your studio in a 

revolutionary, slim-line design. The high-resolution, 

customizable touchscreen and ergonomic controls 

let you effortlessly navigate and edit your projects 

without ever touching a mouse, and place 

everything from simple keystroke commands to 

complex custom macros at your fingertips to deliver 

an unmatched editing and mixing experience. 
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Bullet Proof. 
Introducing a new Arsenal of high quality audio tools by API. 
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EXPERIENCE MORE INSPIRATION 

New to ou ' family of 20 Series studio condensers, two remarkable large-diaphragm microphones: AT2050 Multi-Pattern 

Condenser and AT2035 Cardioid Condenser. Look to them for more quality, more clarity, more for your investment. 

Wherever your music takes you, experience more, audio-technica.com 

— 
AT2050 E AFIRES AT2035 ‘ EAT URES 

• Multi-pattern side-address studio condenser 

• High SPL handling end wide dynamic range 

• Three switcht We pola' patterns: 

omnidirectiorad, cardioid, figure-of-e ght 

• Switchable 8C Hz high-pass filter and :0 dB pad 

• Side-address cardioid studio condenser 

• Large diaphragm for smooth, natural sound & low noise 

• Cardioid polar pattern improves isolation of desired 

sound source 

• Switchable 80 Hz high-pass filter and 10 dB pad 
audio-technica 
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MIX, REMIX, OR RE-INVENTION? 

I saw the latest Indiana Jones movie the other day, and 
realized it's not only music that does remixes—so do 
movies. All the familiar elements were there: Evil people 
seeking power from some ancient artifacts, a Really Nasty 
Guy pounding Indy, car chases, clandestine government 
activities, and more, but... well... remixed. 

Then again, the more you think about it, lots of entities 
fall into mix and remix categories. Original iPod: Mix. iPod 
Shuffle and iPod Nano: Remix. Version 1.0 of a program: Mix. 
Version 2.0: Remix. Original Volkswagen Beetle: Mix. New 
VW Beetle: Remix. Guitar Hero: Mix. Rock Band: Remix. 

Now, I don’t have a problem with remixes. In fact, when it 

comes to musical remixes, I think great DJs are musicians, in 
the same way that an arranger or conductor is. But remem¬ 
ber that to have a remix, you need a mix in the first place¬ 
an original, creative, novel impulse. And if you’re going to do 
a remix, it had better bring something new to the party, not 
just be a re-shuffling of elements which then get the tag of 
“new and improved.” A good remix deconstructs pretty 
much completely, then re-constructs from the ground up, 
with fascinating new twists and additions. So while the ele¬ 
ments are recognizable, they’re put together in a way that 
makes them fresh. 

Think of performers who’ve sustained long careers: 
When they remix themselves, it goes beyond re-shuffling 
and borders on re-inventing (think Madonna, Prince, David 
Bowie, the Beatles, Miles Davis, and the like). It can be an 
instructive exercise to consider whether a remix is indeed 
“just a remix,” or something much closer to a re-invention. 

So how does this relate to us recording music? When 
creating something "new,” it’s easy to hit the default button 
and just use variations of what's gone before. And with 
today's gear, it’s easy to produce something with the 

“look and feel” of music, but without the soul that makes a 
unique musical statement. Believe me, this is not what 
audiences crave. 

One review of the Indiana Jones movie said that it met 
all expectations, while exceeding none of them. Whether 

you agree or not, that’s a perceptive comment—because a 
good test to apply to a “remix” is whether it simply meets 
expectations, or exceeds them. 

So the next time you’re producing yourself or someone 
else, ask yourself the following question: Is it a mix, a remix, 
or a re-invention? It’s a question well worth considering. 
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HOW DID YOU SPEND 
YOUR SUMMER HOLIDAY ? 

IF YOU CHOSE ANSWER'S', JOIN US ON 

WWW.AUDIOFANZINE.COM 

www.audiofanzine.com 
the Audio Community 



sou 
[Vocal Cords—7/08] I said to myself, 
“This is what is wrong with pop music!” 

Obviously Devine is starting with a 
singer that lacks the ability to 
convincingly put the song across. In 
fact, it sounds like this singer has little 
or no talent at all. While it may in fact 
be possible to create something that 
sounds reasonable by spending hours 
massaging inadequate performances, 
it sounds like his “demo singer" actu¬ 
ally has the chops. So why waste time 
polishing crap when he can just use 
the demo singer's performance? 

I understand the realities of the 
recording biz. Oftentimes we are pre¬ 
sented with singers who can’t quite pull 
off what they want to do. At what point 
are you doing them a disservice by 
completely transforming them into 
someone else? What happens when 
they get on stage? The extreme modifi¬ 
cations Evans suggests would be better 
replaced by singing lessons, perhaps 
from that "demo singer," before head¬ 
ing into the recording studio. 

It’s very hard to figure out where to 
draw the line these days, with tools 

WILD THINGS 
“Taming the Wild Upright Bass” was a 
great title for Paul Grundman's article 
[Bass Management—07/08], Not only 
is the upright bass hard to capture, it’s 
hard to get it to behave itself in the 
mix. For those folks who don’t have a 
[Neumann] U47 or Schoeps CCM sit¬ 
ting around, try wrapping a [Shure] 
SM58 in a piece of foam and then tuck¬ 
ing it into the tailpiece. For something 
a little more detailed with a bigger bot¬ 
tom, try a Crown CM-700. Neither of 
the mies will create as hi-fi of a sound 
as the Neumann/Schoeps combo, but 
they are way cheaper. You’ll be amazed 
at how good they do sound and how 
easy your bass tracks will be to mix. 

Steve Chiasson (via email) 

NOT KNOWING IS HALF THE BATTLE 
When reading Craig’s Talk Box ["All I 
Know is There's a Lot I Don’t Know’’— 
07/08], I remembered a recording 
seminar I attended ten years ago led 
by the one and only Roger Nichols. 
Nichols told us a story about making 
some digital copies of a Steely Dan 
album. [Steely Dan guitarist] Walter 
Becker asked Roger why the copies 
he made sounded different than the 
original. Roger assured Walter that he 
had used all of the test equipment at 
his disposal to identify any discrepan¬ 
cies and that all of the copies were 
identical to the original. Walter swore 
there were differences in the copies, 
so Roger conducted some blind lis¬ 
tening tests during which he did 
things like panning the tracks to dif¬ 
ferent speakers in an attempt to con¬ 
fuse Walter. Walter was able to pick 
out the copies every single time. 

Moral of the story: There really is a 
lot we don’t know . . . and technology 
is nowhere near as reliable as our 
own ears. 

David Smith (via email) 

WHAT IS THIS WORLD COMING TO? 

like [Celemony] Melodyne that allow 
us to mold recordings like wet clay. 
More and more I find myself drawing 
that line further away from plastic 
surgery, letting more of the warts 
show. That is due in part to my sense 
of right and wrong in regards to a per¬ 
formance being tweaked, but also 
because I like a recording that sounds 
like a human being. 

Maybe I’m not in the target audi¬ 
ence for pop music any more. Great 
singers performed the pop music I 
grew up with. Am I supposed to 
believe that there aren’t any new ones 
out there? 

Gary Mankin (via email) 

BAD, CHEATERS, BAD 
In Cheat Sheet [“Recording Electric 
Guitar"—07/08], you state in regards 
to combining direct and miked 
sounds: “The sound coming from the 
mic will be delayed compared to the 
direct sound ... nudge the miked 
sound forward (earlier) in time to 
compensate." 

This would be absolutely incorrect. 
First off, nudging the miked sound 
forward would put it later, not earlier, 
in the track, and thus further out of 

As I read Devine Evans’ “Turning Dreary 
Vocals into Pop Star Performances" 

time with the direct track. The correct 
method would be to nudge the track 

backwards to align with the direct. 
However, if the monitored track was 
the miked track, the better method 
would be to nudge the direct track 
forward to match the miked track, as 
that track was the player’s reference. 

Nick Joyce (via email) 

Craig Anderton responds: 
You’re confusing "forward in time” (as 
stated) with "forward with respect to 
physical position on a track." I realize 
it’s counterintuitive that moving a 
track's clip to the left on a linear time¬ 
line (what you would call moving 
"backward”) moves it forward (earlier) 
with respect to time, but that’s the way 
most DAWs work. That’s why I added 
"earlier" for further clarification. 

As to monitoring, your point is well-
taken but most engineers keep the mic 
pretty close to the speaker—a few 
inches—so we’re talking about only 
hundreds of microseconds of delay 
(which is exactly why there are comb 
filtering issues). If the mic is further 
away from the speaker and used more 
as a room mic, then not only does the 
engineer probably intend to include the 
ambient/delay sound, but comb filter¬ 
ing will not be as serious an issue 
because the delay differential is so 
much greater. 

But this brings up the opportunity 
to add one more tidbit beyond the 
scope of the original Cheat Sheet: 
Just because you’ve matched the two 
tracks doesn’t mean you’re done. For 
example, if the direct track is used for 
re-amping through a plug-in, there will 
be additional latencies that will 
require moving the direct track further 
forward in time (or if you prefer, 
"backward” on the physical timeline). 

Got something to say? Questions, com¬ 

ments, concerns? Head on over to 

www.egmag.com and drop us a line in 

our Letters to the Editor forum, send us 

an email at eaeditorcimusicplaver.com or 

snail mall 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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FUZZY LOGIC 
How the Kooks Mangled their Guitar Tones 
on Konk 

not having our amps super loud and 
our tones super saturated," remarks 
Hoffer. "Hugh would be playing, and 
I would be changing the pedals over 
the course of the song. Things got 
different on the guitar, rather than 
being static, and it made the sound 
more intense as it was morphing 
throughout the song.” 

Burke says the band also opted 
to leave their amp stacks at home. 
Harris' go-to setup was a '60s 
Fender Twin Reverb paired with 
either a WEM/Watkins Clubman or 
a Fender Champion 600. 

"The idea was to use a bigger 
amp to fill out the extreme cor¬ 
ners of the stereo field, and let a 
little amp—driven to be all nasty 
and fuzzy—sit at the center,” 
explains Burke. "It suited the 
band’s vision for the album 
to create different guitar 
personalities on a 'per 
song' basis, and it’s hard 
to find one amp that 
can suit all of those 
personalities. But with 
two or three amps, 
you can get into 
some higher-
level sound design. It’s like having 
more colors to draw with.” 

Listeners will notice that Harris' 
acoustic-guitar sound on Konk is 
slightly distorted. This is a decision 
the guitarist says was made in 
order to maintain a sense of unifor¬ 
mity between the electric and 
acoustic sections. 

“We miked his large-bodied '60s 
Martin with a single Shure SM57 and 
put the signal through a Neve 80 
Series console,” explains Burke. “You 
can open the preamp up on that 
board, bring the fader back, and get 
a really hot, hype-y sound. Then, we 

BY LILY MOAYERI 

The Kooks have done a lot in a 
short career. The young Brighton, 
U.K., quartet—singer/guitarist Luke 
Pritchard, guitarist Hugh Harris, 
bassist Max Rafferty, and drummer 
Paul Garred—have sold two million 
albums internationally, toured the 
globe, opened for the Stones, and 
recorded at Abbey Road. They still 
aren't allowed to legally rent a car 
in North America, but that minor 
detail isn’t slowing their progress. 
The band's new release, Konk [Vir¬ 
gin], is a serious sonic step up from 
its 2006 predecessor Inside 
ln/lnside Out. 

"We intentionally made Inside 
ln/lnside Out sound like a first 
record by using less expensive, 
gritty gear," says Todd Burke, who 
engineered both records alongside 
producer Tony Hoffer at the Kinks’ 
Konk Studios in London. “One of 
the adjectives that kept coming up 
was ‘humble’—letting the sounds 
be, and not dressing them up. For 
Konk, even though the Kooks are an 
aggressive, super-raw band, we 
weren’t shy about going a step fur¬ 
ther in terms of audio sophistica¬ 
tion and fidelity.” 

“I wanted to get away from what 
I know on this album,” says Harris, 
who employed everything from 
bowed guitar lines to octave pedals 
to add new dimensions of sound to 
his usual “straight" guitar approach. 
The guitarist also dabbled with cre¬ 
ating his own fuzz pedals prior to 
pre-production, placing his Franken¬ 
stein creations alongside favorites 
such as the Z. Vex Super Hard-On 
and the Maestro FZ-1 Fuzztone. 

"We were doing the wrong 
things, given this type of music—like 

would use a limiter 
on the signal. 
Obviously, that 
compressed 
the shl out 
of the 
acoustic-gui¬ 
tar signal, but 
it also injected a 
lot of personality 
and attitude into the 
song, and it helped the 
acoustic guitar tracks 
settle with the fuzzy 
and overdriven elec¬ 
tric guitars.' ea 

PUNGH 
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The Kooks (left to 
right)—Hugh Harris, Max 
Rafferty, Luke Pritchard, 

and Paul Garred. 

www.eqmag.com September ■ eq 9 



PUNCHIN 
Drew Daniel (left) 
and M.C. Schmidt 
(right) of Matmos. 

Matmos Cuts Up Improvisation to 
Construct Supreme Balloon 
BY MERRICK ANGLE 

“We’ve received our fair share of raised 
eyebrows because we've sampled every¬ 
thing from hair clippers to the sounds of 
plastic surgery," says Drew Daniel, one 
half of musique concréte powerhouse 
Matmos. “We’ve had crowds shouting, 
'Where is the music?' We've actually had 
a lot of fun with that. But for Supreme 
Balloon [Matador], we wanted to get 
away from the wacky samples and cre¬ 
ate something purely electronic." 

Departing from the electro-pop-
meets-Stockhausen fare of 2006’s The 
Rose Has Teeth in the Mouth of a 
Beast, the Baltimore, Maryland, two¬ 
some of Daniel and M.C. (Martin) 
Schmidt have created what they 
believe to be the most accessible 
release of their decade-long career. 
But make no mistake—Supreme Bal¬ 
loon isn't Matmos' attempt at pander¬ 
ing to radio program managers. In a 
sense, it’s as deep and challenging of 
a listen as the pair has ever produced. 

"The album is full of friends of ours 
just soloing and improvising,” Daniel 
says. “We had a 20-minute solo that 
Marshall Allen from the Sun Ra Arkestra 

did for us. He was playing an EVI—basi¬ 
cally, it’s a breath-controlled oscillator. 
It was great to have this 80-year-old 
jazz legend bottlenecked through this 
one oscillator. Our craziest field record¬ 
ing never came close to that." 

Like Matmos’ previous albums, 
Supreme Balloon was created mostly 
in Daniel and Schmidt's home studio. 

"We just begged for and borrowed 
all of the equipment we needed— 
which, for this album, was all-analog 
synths like the Korg MS-20 we got 
from [San Francisco electro artist] 
Safety Scissors,” says Daniel. "We also 
got to perform on this rare, '60s mod¬ 
ular synth called a Coupigny at Maison 
de Radio-France. It has 11 oscillators! 
It’s truly one-of-a-kind. 

"We'd record long sections of 
improv, chop them up, create banks of 
samples, and then structure them into 
compositions using MOTU’s Digital 
Performer as our sequencer. We’d load 
alternate samples into two laptops— 
one running DP, and one running Able-
ton Live. We don't sync to a master 
clock, so with the two programs run¬ 
ning, the timing of the samples and 
loops gradually falls apart.” 

Though clearly unorthodox in the 
approach they take to creating their 
art, Daniel and Schmidt’s choice of 
mastering format is still bound to 
shock even the most ardent of experi¬ 
mental recordists. 

“We use DAT,” exclaims Daniel. “I 
know that must make us sound 
ancient, but I’m passionate about the 
format. We believe in it. We are part of 
a declining minority." 

But Matmos has always been single-
minded and reckless when it comes to 
recording. Case in point: the source of 
some of the samples that made up The 
Rose Has Teeth in the Mouth of a Beast. 

"That album was basically a bunch 
of biographical portraits of artists," 
Daniel says. "One of the tracks was 
about the late Germs vocalist Darby 
Crash. Amongst Germs fans there was 
this thing called a 'Germs’ Burn,' which 
was a brand on the inside of your 
wrist that was given to you by one of 
the band members. So we had former 
Germs drummer Don Bolles give me a 
Germs' Burn, and we sampled my cry 
of pain. Then, we manipulated it and 
put it on the album. How's that for 
suffering for your art?” CO 

"mis Month on EÇJTV 

Join us at EQTV—EQ's own video channel chock full of tips, 
tricks, tutorials, behind the scenes footage of some of the 
hottest sessions, and tons more. To check it out, visit www. 
eqmaq.com and click the pretty little link, or go direct to 
www.eqmag.tv. You’ll be glad you did. 

This month you’ll see: 
• Gear Porn! A Look Inside Deva Productions 
• More Bus Compression Tricks for Recording Drummers 
• Software Tips for Simulating Leslie B3s 

AND TONS MORE!!! 
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PUNCHIN 

PEKING 
Public Enemy’s Brian Hardgroove Visits the Great Wall ... of Sound 
BY MATT HARPER 

You know that Beijing is hosting the 
2008 Summer Olympics, however it’s 
also home to a thriving punk-rock 
scene. But when Public Enemy bassist 
Brian Hardgroove was invited to pro¬ 
duce the Chinese band Demerit—after 
connecting with the owner of Maybe Mars 
Records at the 2007 Beijing Pop Festi¬ 
val—his first Beijing experience was a 
studio that wasn’t designed for rock. 

“If you wanted 100 folding chairs 
and music stands for a string section-
no problem,” he says. "But there were 
no instrument cables over ten feet! 
And I had to be careful about pointing 
out problems because of the culture 
there. A technical issue might be taken 
as a personal criticism. In general, the 
engineers dictate how the artists do 
things. So the fact that we listened to 
the band’s suggestions set a standard 
for what they should demand for 
themselves in the future.” 

Hardgroove found a more conge¬ 
nial environment at A-String Enter¬ 
tainment studios. “It was beautiful,” 
he says. “Granite floors, wood 
accents, big glass doors, a Neve 
Capricorn, and a Taiwanese owner 
who had been working all night long. 
It was a much more passion-driven 
environment. The woman who 
showed us around was a singer, and 
into the music culture, so we didn’t 
feel like we were being looked down 
upon because of the genre of music 
we were doing.” 

As to the music itself, Hardgroove 

says, “All these guys are incredible 
players. The only issue we had was I 
needed to show the singer/bassist 
some bass techniques for recording-
like when going from an A to E, don’t 
go from one open string to another. 
You play the A on the E string. We 
also had an arrangement with Gibson 
where the band could pick what they 
wanted for recording from the local 
showroom. They chose a Thunderbird 
bass, a 1960 Les Paul reissue, and an 
Explorer. On the T-Bird—which has a 
hollow center—I encouraged the 
bassist to use the neck pickup instead 
of the bridge to get more low end. 
But aside from a few tweaks, it took a 
lot less to get something out of them 
than most bands I’ve produced. And 
they were playing great stuff—inter¬ 
esting changes, with a depth of har¬ 
monic knowledge that kids in the U.S. 
don’t have. They mixed genres seam¬ 
lessly—’50s, Metallica, AC/DC, Clash— 
but they also had their own voice.” 

There were a few modern techni¬ 
cal gaps, however. "Take tuning," 
notes Hardgroove. "They didn’t own 
any tuners before we came They 
tuned everything by ear. We tried to 
find a Boss tuner, and then we had to 
remind them constantly to tune up 
before a take. We wanted to raise 
the standards a bit. Even slightly 
out-of-tune records sound weak 
instead of powerful.” 

Punch-ins were also a bit unusual. 
According to engineer Michael 
Chavez: “They did punches as an 
entire band—not individual parts— 

because that kept a better vibe. 
We'd want them to keep going, and 
just punch the part, but they’d stop, 
then go ahead and pick up from 
where they left off. Besides, there 
was no timing reference on which to 
base the punches on because there 
was no click track.” 

For Hardgroove, that was a con¬ 
scious decision. “We wanted to make 
a rock record,” he says. “No click track. 
No, 'Hey, we'll replace that later.’ That's 
what happens when technical people 
start making the call, and I’m a music 
guy. It was a real pleasure working with 
the band, because they were good 
enough players that they nailed the 
way I wanted the record to sound.” 

As to the rock scene in general, 
Hardgroove notes, “The problem isn’t 
so much low standards, as no stan¬ 
dards. Many things that we take for 
granted don’t exist there—at least not 
yet. None of our reference points 
mean anything in China, and the 
sooner you realize that, the better.” 

So would Hardgroove go back? 
“Absolutely! Everyone was really 

friendly. But what’s most important is 
that music really matters to these 
kids. When you appreciate that only 
a few decades ago they might have 
been killed for what they are doing 
now, you recognize the huge changes 
that are happening. It’s great to be 
able to show them a thing or two to 
help them on their way. But I think 
the generation of musicians coming 
up in China might have a few things 
they can show us, too.” CO 
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PUNCHIN 
IN THE MOMENT 
The Wedding Present Applies Steve Albini’s Three 
Rules for Genuine Recordings 
BY MERRICK ANGLE 

When The Wedding Present decided 
to dust off their boots and get back 
into the studio, main man David 
Gedge said there was only one 
choice in terms of engineers: Steve 
Albini (he hates being called a pro¬ 
ducer, if you haven't heard). 

“We had worked with Steve 

Albini. "By contemporary standards, 
that is pretty quick, but most contem¬ 
porary records are terrible. All an 
album should be is a representation of 
a band doing its thing presented in a 
permanent format. It shouldn’t take a 
month to do that.” 

Gedge concurs with Albini’s get-in-
and-knock-it-out philosophy. "When 
we made our first album it took six 

complex with their interactions, and 
bands are a very fragile system. The 
recording process shouldn't interfere 
with their natural interaction. I don’t 
think it’s a coincidence that all the 
albums people refer to as classics or 
benchmarks are records that were 
tracked by the band together as an 
ensemble. And there is nothing in con¬ 
temporary recording that would make 

before, and it has always gone over 
really well," Gedge tells us from his 
Sussex, England, home. “He reminds 
me of some of the old engineers we 
recorded with at [legendary BBC 
recording studios] Maida Vale. He's 
totally dedicated to capturing the 
moment.” 

As Albini is the consummate EQ 
personality—namely, a recording musi¬ 
cian—we figured he could impart some 
useful knowledge about capturing the 
moment in the studio. Using The Wed¬ 
ding Present’s newest release, E7 Rey 
[Vibrant], as the backdrop, Albini dis¬ 
cusses his three rules for honoring a 
band’s natural state in the studio. Over¬ 
trackers and bands that fuss with mic 

weeks, despite being well-rehearsed, 
and having all our material already 
well-arranged,” the vocalist says. “But 
you’d listen to it, and wonder if it was 
worth all the trouble [/aughs], When 
we did Seamonsters with Steve, we 
recorded it quickly, and it sounded bril¬ 
liant. It also cost half the money!" 

RULE #2 TRACK LIVE 
“I prefer letting bands play in the studio 
like they play live or in rehearsal,” Albini 
says. "Eye contact and other non-verbal 
forms of communication are very 
important. It helps if they are in close 
proximity to each other—not reach-out-
and-touch-you close, but at similar dis¬ 
tances as when they are playing live. I 

this practice obsolete.” 

RULE #3 SPEAK YOUR MIND 
“David [Gedge] is comfortable around 
me,” says Albini. “He knows he is the 
boss, and he knows how to tell me what 
he wants. I tend to follow the band’s 
lead. If they don’t feel that they did a 
good take, then I believe them. If they 
think they did a good take, then I believe 
them, as well. If they feel burnt out or 
unproductive, we’ll drop the song for 
the day. You have to succumb to the 
group dynamic and not force anything. 
If there is a consensus on what everyone 
wants to do, then that is what you do— 
especially when it comes to a band like 
The Wedding Present, who have such a 

placement for three weeks would do 
well to make notes. 

resist screening one musician off from 
the others, because that is essentially a 
'live overdub’ situation. Bands are very 

strong identity. For a third party to 
come in after the fact and say, 'You 
have been doing this wrong for 25 
years, let me straighten you out' would 
be ridiculous. Bands should do their 
thing in the studio. They should always 
call the shots, ca 

RULE #1 BE BRIEF 
"I want to say you should take no more 
than four days for the basic recording, 
but it could be as little as three,” says 

The Wedding Present 
(left to right): Terry de 
Castro, Graeme 
Ramsay, David Gedge, 
Chris McConville. -
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NATURALISMO 

Devendra Banhart (left) and 
Noah Georgeson (right) 
working on a Rhodes 
arrangement for Smokey 
Rolls Down Thunder Canyon. 

In the Studio with the Kings and 
Queens of Freak Folk Bywm Romano 
Drawing on such wide influences as 
The Incredible String Band, Brazilian 
Tropicália, and obscure 1970s horror 
soundtracks, artists working in the 
fabled "freak folk” movement—an 
avant-garde strain of indie rock built 
upon the foundation of psychedelic 
folk—create music that is at once tra¬ 
ditional and groundbreaking. It’s a fas¬ 
cinating subgenre populated by some 
of the most creative musical minds of 
the modern day—one in which lo-fi 
recording techniques clash with acad¬ 
emic musical aesthetics to create a 
sonic style that is characterized by 
equal parts Byzantine experimental-
ism and roots orthodoxy. Jumping into 
the studio with the wunderkinds of the 
freak folk world—Devendra Banhart, 

Grizzly Bear, Midlake, A Fine Frenzy, 
and The Valerie Project—we offer a 
unique view into the diverse recording 
practices and philosophies of the new 
guard of Bohemian music. 

SMOKEY SIGNALS 
With a catalog of critically-celebrated 
releases spanning reverb-soaked folk 
recorded on a four-track to Kineto-
scopic psychedelia, singer-songwriter 
Devendra Banhart is one of the lead¬ 
ing lights of the freak folk movement. 
Surprisingly coherent given the schiz¬ 
ophrenic mishmash of musical 
elements contained therein, Banhart’s 
latest offering, Smokey Rolls Down 
Thunder Canyon [XL Recordings], 
finds the artist experimenting with 

analog tape to create soundscapes 
that are both rich and lo-fi. 

“We tracked nearly everything to 
tape using an old one-inch Scully 8-track 
at slow speeds,” says producer/ban-
dora player Noah Georgeson, who 
engineered the record with Beau Ray¬ 
mond, Maggie O'Brien, and Alex 
Pavlides at Banhart's Topanga Canyon 
home studio. "We were running at 15 
ips a fair amount of the time, but we 
were also running 7-1/2 ips, which the 
machine was not completely prepared 
to handle. The strange warble effect 
you hear in certain places is due to us 
running at 7-1/2 ips.” 

Georgeson says that the team mixed 
Smokey Rolls Down Thunder Canyon 
in Pro Tools, but often transferred 
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tracks back to tape in order to manu¬ 
ally manipulate tape speeds. "Deven¬ 
dra wanted a slow-motion sound for 
‘Samba Vexillographica,”' Georgeson 
says. “Something akin to a tape 
machine being shut down. We tried 
to achieve that sound with tape emu¬ 
lators, but it didn't really work. So we 
took a marker, marked a spot on the 
tape, grabbed the reel, and slowed it 
down with our hands. It took a bunch 
of passes to get it down right, 
because if you grab the tape too 
quickly the reel will stop spinning, 
but it produced the exact effect 
Devendra wanted." 

According to Georgeson, tracking 
Smokey Rolls Down Thunder Canyon 
to tape gave the album a kind of 
steadiness despite the disparate 
musical influences being conjured by 
Banhart. "Putting everything to the 
same brand of tape, on the same 
machine, makes for a very consistent 
sound—it’s almost pre-mastered in a 
sense," Georgeson says. "From track 
to track, you have an enriched low 
end and a sort of glow on top. It took 
a lot of time to record—six months— 
and it was because we were very 
careful to keep everything uniform. 
But, texturally, the album makes 
sense, even though it’s all over the 
place musically.” 

HORRIFYING SPILLS 
Greg Weeks, guitarist, multi-instru¬ 
mentalist and founder of the 
Philadelphia-based band The Valerie 
Project, recently led his group 
through the recording of an alternate 
soundtrack to the cult 1970 Czech 
horror-fantasy film, Valerie and Her 
Week of Wonders [Drag City]. “I’ve 
always been a fan of merging folk 
with psych and prog,” Weeks says. 

“The album was quite a 
challenge,” says recording/mixing 
engineer Brian McTear, who runs 
Philadelphia’s Miner Street Record¬ 
ings studio with partner Amy Morris¬ 
sey. “We captured the whole of the 
performances live in the studio with 
as many as seven musicians at any 
one time, stretched out across a span 
of only 15 feet. The amount of signal 
bleed from instrument to instrument 

was tremendous. A cello mic was act¬ 
ing like a room mic for the drums, 
and a six-foot concert harp was only 
eight feet away from the drums and 
it was picking up all the cymbals.” 

To combat this potential mix¬ 
killing malady, McTear was forced to 
develop a few unorthodox miking 
strategies. "For the harp, I used an 
old Revox M35OO, wrapped in foam 
as a shockmount, and stuffed inside 
the sound hole of the harp so that it 
functioned like a pickup,” the engi¬ 
neer says. “I also used a Shure KSM32 
on the outside of the harp's sound¬ 
board, but that was almost a foot 
away, and it was picking up the most 
bleed. I needed it to round out the 
harp sound, but, in reality, it wasn’t 
much more than a room mic for all of 
the other instruments. Thankfully, 
using the M35OO like I did allowed 
me one signal for the instrument that 
was totally malleable in the mix.” 

In order to avoid what was sure to 
be an enormous amount of bleed from 
Weeks’ searing, fuzzed-out guitar, the 
guitarist’s rig was isolated in Miner 
Street's isolation booth. "Greg’s sound 
is, in part, due to the ear-bleeding vol¬ 
ume he plays at,” McTear says. "There 
is no way any other instrument could 
be in the same room with him.” 

“My objective is to get a guitar 
tone that is as thick, nuanced, and 
filled with as many weird overtones 
as possible, while keeping a certain 
clarity," says Weeks. To that end, the 
guitarist matches up a Fender Deluxe 
Reverb with a Leslie 145 speaker. “I’ll 
use a Leslie cabinet without the 
effect. The Leslies have a really weird 
midrange-y sound even when not 
engaging the horn.” 

McTear used two Shure SM57s on 
the Leslie, and a Coles 4038 ribbon 
on the Fender Deluxe Reverb. "The 
57s were at either end of the Leslie-
180 degrees—pointing directly at the 
horns through the cabinet vent 
holes," McTear remembers. “The 
Coles would have been about 30 
inches from the speaker, pointed at 
the center of the cabinet." 

But even placing Weeks’ amps in 
the isolation booth didn't keep his 
signal clear of bleed. "The Deluxe and 

the Leslie were sitting between a pair 
of very old upright pianos. The mut¬ 
ing on the pianos is over 100 years 
old, so there’s always a little piano 
reverb finding its way into the track.” 

In spite of all the steps taken to 
drive out the demons of signal bleed 
during the recording of The Valerie 
Project, there is still a significant 
amount of spillage on each track. 
But that’s okay, according to Weeks 
and McTear. “Particularly with the 
mies placed next to Greg's metala¬ 
phone and recorder, the bleed from 
the other instruments added a glue 
to the band’s melancholic music," 
McTear says. “Those mies functioned 
as default room mies, and, even in 
the sections where those 
instruments weren’t being played, if 
I muted those tracks it became 
immediately clear that they should 
be ’on.’ I figured that out about two 
seconds into the mix. A little bleed 
works in favor of bands like this. It’s 
part of the sound.” 

THE BEAR’S TALE 
For Brooklyn-based experimental 
indie-folk collective Grizzly Bear, 
everything from 1930s Big Band 
music and bluegrass swirls together 
with folksy guitars, ghostly quasi¬ 
choral arrangements, and horn and 
woodwind swells to create the 
unique sound of their most recent 
effort, Yellow House [Warp], Accord¬ 
ing to multi-instrumentalist/producer 
Chris Taylor, the band's primary 
objective is to evoke a powerful, psy¬ 
chedelic image in the minds of listen¬ 
ers. “When recording, I think about 
how to convert visuals into sound 
and vice versa," says Taylor. “If we 
wanted an antiquated sound for a 
track, we’d pick antiquated instru¬ 
ments—like an old Steinway piano. 
And if we want to set a perspective 
for our audience, we place mies 
where we think their ears should be. 
For example, with the Steinway we 
wanted to reproduce the perspective 
of a person with their head in the 
instrument, so we opened the lid and 
placed a Neumann U87 inside the 
piano, facing diagonally across the 
sounding board toward the low 
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¡NATURALISMO BOHEMIO! 
VS-2480 digital workstation." 

Critical to Midlake’s sound is the 
group’s proclivity for integrating mul¬ 
tiple keyboards into sections. On 
'Roscoe,’ for example, the piano 
sound is an equal blend of a Kurzweil 
SP88X stage piano and a Korg 
MS2000B synth. "Blending the two 
creates a strange electric piano 
sound," Alexander says. "We ran both 
instruments straight into a Brent 
Averill BAE 1272 as it smoothed out 
the top end. It fattened the lows a bit 
too much, though, so we had to use 
the EQ on our Mackie 16*8 board to 
cut some of the low end and make it 
sound more natural." 

Alexander credits Van Occupan-
ther’s natural synth sounds to his 
trusty Empirical Labs FATSO. "We put 
the FATSO on virtually every synth 
track on the album, as well as the mix 
bus,” he says. "Not because we 
needed to even out the dynamics, but 
because it added warmth to the 
instruments. Applied on the mix bus, a 
good analog compressor will really 
help the instruments coagulate." 

A FRENZIED ATMOSPHERE 
Twenty-two-year-old Alison Sudol 
(a.k.a. A Fine Frenzy) crafts beautiful, 
piano-driven lite-rock mixed with freak¬ 
folk on One Cell in the Sea [Virgin]. The 
album saw her teaming up with co¬ 
producers Lukas Burton and Hal Cragin 
to create a tapestry of noises that serve 
as a foundation for the singer/pianist’s 
sweet-and-salty melodies. "This album 
is all about atmosphere," Burton says. 
"On one hand, it’s very produced with 
lots of layers of Roland Juno and Korg 
Triton synth patches. On the other 
hand, particularly for Alison’s voice, it 
was very bare bones. We didn’t want to 
trample on the wispiness, clarity, and 
vulnerability of her voice, so we tried to 
stay away from the compressor as 
much as possible." 

Engineer Brian Scheuble credits 
Sudol’s vocal sound on One Cell in the 
Sea to a modified Neumann U87, cour¬ 
tesy of Stayne from Innertube Audio. 
"It’s a tube mod for the U87," 
Scheuble says. "In that respect, it’s 
more like a U67. I’m not usually one 
for modded mies, but I heard how 

clear the mic’s sound was, and I had 
to use it on her.” 

Scheuble points out that the grit 
present on One Cell in the Sea is, in 
part, due to his applying a cheap cas¬ 
sette recorder as a room mic. "It picks 
up everything," he says, “and it adds a 
little bit of noise—which makes the 
recording feel more real.” 

While Burton and Scheuble claim 
that retaining the natural beauty of 
Sudol’s voice and her pianos (an 
upright Yamaha and a Steinway 
grand) was considered of ultimate 
importance, there are a few choice 
sections on One Cell in the Sea 
where the executive decision was 
made to slather a track or three in 
effects. "There were slow, vibe-y 
songs, like ’Whisper,’ ‘Ashes and 
Wine,’ and ’Almost Lover,’ which 
begged for some atmosphere,” says 
Scheuble. “So we’d put reverb on 
the piano, and flip the signal for a 
backwards effect so it had a long 
trail coming up to the hit. That cre¬ 
ated a real spooky, ominous vibe to 
the songs." CO 
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Todd Rundgren 
Comes Clean About 
Producing Himself, 
Others, and How His 
Music Has Survived 
Changing Technology 
and Times 
If you are anything like us, your pre¬ 
work morning shower is invariably 
scored with a begrudgingly 
performed rendition of Todd Rund¬ 
gren’s most immediately recogniz¬ 
able tune, "Bang The Drum All Day” 
(for the neophytes, the appropriate 
refrain is "I don’t want to work, I want 
to bang on the drum all day," and it 
succinctly sums up our work ethic). 
And if you are anything like many 
young readers, the aforementioned 
ode to the leisurely-challenged is 
where your familiarity with Rund¬ 
gren’s work begins and ends ... or so 
you may think. Rundgren himself 
owns up to his waning popularity in 
modern music circles, telling us, “I 
haven't had a charting album in years 
and years ... but I still make a living 
out of music.” 

The latter half of that quote was 
the main qualifier for the ensuing 
cover story you now hold in your 
hands. In 2008, Rundgren may not 
pack stadiums, but he's as active as 
ever. He’s not merely subsiding on 
mailbox dollars, though he’s certainly 
enjoyed his fair share of success over 
the years, from his illustrious solo 
career to his time in the trenches 

with artists such as Meat Loaf, the 
New York Dolls, Patti Smith, the 
Ramones, Cheap Trick, the New Cars, 
XTC, Ringo Starr, Bad Religion, the 
Residents, the Psychedelic Furs, and 
literally hundreds more. Simply put, 
Todd Rundgren is one of the most 
prolific musicians in the history of 
recorded music. And he’s been pro¬ 
ducing albums since long before 
practically any other musician had 
the bright idea to wear both hats in 
the studio. 

While his newest release, Arena 
[DeaconLight], isn't likely to get 
hyped by Pitchfork, receive rotation 
on TRL, or secure him a spot opening 
for Justin Timberlake, Rundgren 
couldn’t care less. He still enjoys a 
fanatic following, and real music 
junkies all know him by name. He’s 
out there touring right this moment, 
and when he’s done promoting 
Arena, you can count on him jumping 
headfirst into the next project and 
writing, playing on, and producing 
something wildly different, with 
seemingly no worry as to what the 
masses think. That fact alone is more 
than enough to secure him a promi¬ 
nent slot in these pages. His work has 

been to the top and the bottom of 
the charts, but he’s held steady and 
displayed an unwavering dedication 
to his craft. 

How did you go from being strictly a 

musician to getting into recording? 

It happened fairly early on. My best 
friend growing up and I had a reel-to-
reel, which we would use to record 
bits from the radio on and then play 
with. I had a little bit of experience 
with tape machines before I ever 
recorded an album. 

I remember discovering how to 
create a flanging sound by accident: I 
just made a fake stereo recording 
and copied it over twice. Invariably, in 
those days of analog recording, there 
would be speed variations, but you 
could get them in sync. At one point 
while trying to sync, the phase 
crossed, and I thought, “Wow. I’ve 
discovered the secret!” With the very 
first song [early psychedelic garage 
rock band] the Nazz recorded, “Open 
My Eyes," I knew that I wanted to use 
that technique to get that sound. 

We thought we had to get a “real" 
record producer [for the Nazz’s Nazz— 
SGC]. This guy named Bill Traut came 

By J.J. Blair 
Photograph by Jacques Lowe/Retna Ltd. 
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BANG THE DRUM 
in, and essentially just read all 
throughout the sessions and watched 
the clock. That's what old-fashioned 
record producers did. They were there 
simply to manage the process and 
make sure the band didn’t go over 
budget. By the time we got to the 
second album I was thinking, "What 
do we need this guy for?” 

So I took over the production side 
of the band, decided how things 
should sound. When it got time to 
remix the record—we initially did a 
slapdash mix, because the band was 
already breaking up—at Sigma Sound 
in Philadelphia, I figured that I had 
been watching this process long 
enough; I might as well sit down in the 
chair and start doing it myself. The 
process was simple enough. You only 
had three-band, fixed, notched EQs 
and pan pots. I remixed that record, 
and after that I had the skill. 

I left the Nazz and was brought into 
[ex-Bob Dylan manager] Albert Gross¬ 
man’s organization by Michael Fried¬ 
man, who was previously a partner in 
the management of the Nazz. I came 
in to record their stable of artists. This 
was before they started the record 
label. I mixed [the Band’s] Stage Fright 
[Capitol], worked with Jesse Winches¬ 
ter. All of these folk acts that came 
after the Beatles hit weren’t getting 
much attention because they weren't 
contemporary, so I worked with any of 
Grossman's artists that needed a refit. 
After I had a few projects under my 
belt, they let me cut a solo record 
[Runt: The Ballad of Todd Rundgren— 
Ampex] as an indulgence. 

You were an oddity back then because 

you were one of the few people in 

the world making records at home. 

What was your home studio like? 

It was based around an 8-track 
machine that I had rented, so that I 
could keep recording after I was done 
at I.D. Sound for the day. I’d record, 
come home and eat dinner, and then 
start recording again through the night. 

Not much sleep, I take it. 

I had a friend who was a psychiatrist 
and he gave me a bottle of Ritalin to 
try out and it was great. Time went by 
without a problem. 

How does being a musician and song¬ 

writer influence you as a producer? 

Do you sit with bands and say, "Hey, 

this doesn’t have a hook here?’" 

You don’t have to be a musician to 
recognize when a song has weak 
points, but I’ve always had the 
advantage of having a musician’s 
perspective. I can make suggestions 
in that regard, but the downside to 
that is that if a band has those 
shortcomings, I tend to start writing 
their music for them. For instance, 
when I produced the Tubes album, 
Remote Control [A&M], they had few 
songs, but a lot of ideas. I had to make 
good use of studio time, so I stepped 
in and started writing lyrics and stuff 
for the songs, just so it would get 
done. No one seemed to mind, and I 
always sort of looked at it as a produc¬ 
tion duty, so I never took credit for 
writing any of the songs. 

Over those years, did you ever come 

across a console that, looking back, 

you think “Wow, that sounded 

great!" 

I never really took to the SSLs like oth¬ 
ers did. I never really liked the way the 
EQ was designed. Everything seemed 
to get softened by the SSL. I’d crank 
up the dB and I couldn't seem to get 
much punch out of it. My favorite con¬ 
sole was the second one I built, after 
the console I built before we recorded 
A Wizard, A True Star [Bearsville]. 

Was that the Secret Sound console? 

Yeah. The faders went to a 12-band 

graphic EQ and they were "sound-
graphed.” They made these stereo 
EQs for home stereos, but I wanted 
the graphic EQ on every single chan¬ 
nel. There was nothing on the console 
but faders, panners, and a 12-band 
graphic EQ for every single channel. 
That setup informed my style of 
recording at Secret Sound. If some¬ 
body came in to record, we weren’t 
messing around all day trying to get 
drum sounds. We got the drum 
sounds done right off the bat, and 
everything else was relatively easy 
after that. As long as I was in my own 
environment, and was able to have 
microscopic control of the sound, 
everything was easy. Optimally I 
would want the perfect mic to match 
an instrument, but realistically I would 
be working with a collection of “util¬ 
ity” mies that work in many situations— 
[Shure] SM57s and [Neumann] U87s. 
Having the ability to hone in on one 
frequency and knock it out made so 
much of a difference in terms of the 
overall sound. 

For your vocals, what is that "perfect 

mic?” 

For years, I’ve used a U87. It became a 
question of having that graphic-y pic¬ 
ture of how I wanted my voice to 
sound, which involved notching out 
the frequency somewhere between 
200 and 500Hz—the upper midrange 
that makes the voice sound kind of 
woof-y. I like a nice clear bottom, not a 
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BANG THE DRUM 

clear top, so I’m careful not to boost 
anything up around 1 or 2kHz because 
that's the honky part of my voice. 

The U87 has plenty of 1kHz. 

It’s got plenty of it. I just go for some 
crystalline clarity on the top, usually 
putting a small boost at around 60 
and 100Hz and cutting everything 
after that. 

What about compression? 

I always use an [Urei] 1176. I can make 
it sound invisible or really present. 

Is there a specific method you use to 

get your vocal sound? 

Some people think that each subse¬ 
quent layering of the vocal tracks gives 
a perceptible qualitative difference, 
but I usually double up and then stop 
there. I remember working with the 
Rubinoos on Party of Two, and they 
insisted that any backup vocal had to 
be layered at least five times. I’ve 
approached those situations in a num¬ 
ber of ways. One is to have everyone 
sing the same part and then just layer 
them, but that makes for a homoge¬ 
nous sound. It gives the part more 
character, in my opinion, if you assign 
everyone a slightly different part and 
then double them up. For my personal 
records, I’ll sing every part twice. If 

that’s not enough, I’ll do one more 
track, but never more than three total. 
Frequencies seem to pile up, and that 
redundancy makes the song cloudy. 

You were talking about playing with 

tape speed when you were a kid. I 

noticed on a lot of your records you 

seem to play with the VSO quite a bit. 

You have to have the VSO for the 
flanging. You have to be able to con¬ 
trol the capstan speed. 

Or the old fashioned way, where you 

push on the reel to slow it down. 

At I.D. Sound I had a Stephens 
machine, which essentially had no 
controls on it. It had a tape guide 
spindle and due to the way the 
motors were tensioned, you couldn’t 
touch the reels or else the sensors in 
[the machine] would make it pull 
harder. You really had to control the 
capstan speed with a VSO. I had that 
machine available and used it on 
occasion to get those Hendrix-styled 
tape flanging effects. For as long as I 
was using analog tape I was working 
with Stephens and 3M machines, with 
the same kind of transport, so pushing 
on the reel never really worked for me. 

It’s hard to get people to use tape 

these days. 

At a certain point, I was happy to get 
away from tape. I made the transition to 
ADAT, because it eliminated the noise 
factor. As a side note, I always preferred 
dbx noise reduction. Dolby B tended to 
screw everything up. We couldn’t afford 
Dolby SR at Secret Sound. In some 
cases, the combination of compression 
and high frequency enhancement in the 
Dolby system could make a track sound 
great if you just turned the Dolby off 
once you recorded it. That was a trick 
we used to use on John Lennon’s voice. 
The problem was whether or not you 
can switch the encoder and decoder on 
separately. It became a monitoring issue. 

You were happy to switch to digitai? 

Well, I went to using ADATs because of 
something I gleaned from [Mark 
Lewisohn’s book] The Complete Beat¬ 
les Recording Sessions. The truth is 
that many of the songs we are familiar 
with are alternate versions that they 
had backed up. They would go off in 
one direction and then would decide 
that the previous week’s version was 
better. EMI was very anal. They had 
every pre-bounced version backed up. 
They would never record over previous 
takes. Everything was saved, logged, 
and filed away. I thought the ADAT 
was a perfect match to that way of 
working. Each one was an 8-track 
machine. You could bounce back and 
forth between the machines, but you 
also had the advantage of the media 
being much more affordable than 
$200 tape reels. You could just stack 
up those [S-VHS video] cassettes, with 
every phase of the recording process 
in them, for fairly cheap. 

Weren’t you initially put off by the 

sound? 

I had a couple of records that I did 
exclusively with ADATs and I had a 
pretty good experience on them. Then 
the "silver face” 20-bit versions came 
out and I used them on a project in 
the mid-’90s. We cut the basics on a 
regular old analog multitrack and then 
we started doing vocals on ADAT and 
it was just terrible. You had to clean 
the heads on every other pass of the 
tape. I don’t know what they changed. 
The black ones were temperamental, 
but the silver ones were a nightmare. 
Sometimes they wouldn’t sync up 
together. So when I got through that 
process I said, “I’m not going back to 
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tape." I adopted Pro Tools, and I've not 
used tape since. 

You’re clearly not techno-phobic. On 

the Bad Religion album you produced 

¿The New America—Atlantic], you 
used [Line 6’s] Amp Farm instead of 

real amps. On a punk album. In 1999. 

Yeah, we took the guitars all direct into 
the console and got all the sounds they 
liked for tracking [with Amp Farm], and 
then we had all the latitude in the world 
afterwards to decide if we wanted to 
use a different amp with the program. 

Do you find yourself using amp mod¬ 

elers on your own recordings? 

Recently, I’ve tended to not use as 
much guitar in my songs. But I’m going 
to start a new project that is very guitar¬ 
based, and my last recording [Arena— 
HiFi] had a lot of guitar solos, and we 
used a lot of [modeling], I use Line 6 
amps live, so I’m using modeling at 
some point in time no matter what. 
You’ve done a lot of synth stuff. On a 

song like “Breathless," was that mate¬ 

rial sequenced? 

It was pre-sequencing, as we now 
know it. You could get a sequencer 
back then, but sequencers in those 
days were way different. You’d have a 
wall of synths, and the way you would 
get these instruments sequenced 
would be by patching everything 
through a trigger device. You'd have 
rows of devices that would trigger one 
synth after the other. It was complex, 
but this was 1972. There was no MIDI. 
You could only sequence and record a 
little chunk of music at a time and then 
you would have to splice it into the 
piece. I would have been manually 
sequencing with an EMS "Putney" 
[VCS3] with a little keyboard. 

There’s a strange guitar sound I hear 

in the beginning of some of your 

songs, such as “Determination." What 

is that? 

On occasion I’ve used a [Univox] Uni¬ 
Vibe for that type of sound, but I think 
the sound on "Determination" was acci¬ 
dental, maybe from some dirt on the 
capstan. You could get an effect like 
that [on a tape machine] by taking a 

piece of splicing tape and putting it on 
half the radius on the spindle during an 
overdub. It would make everything war¬ 
ble. We did that on the second Nazz 
album [Nazz Nazz—SGC] and I’ve done 
it on home recordings as well. 

The readers will kill me if I don’t ask 

you about [XTC’s] Skylarking [Caro¬ 
line]. 

Everybody knows the basic gist of it, 
which was that Andy Partridge 
started to bristle at the level of my 
involvement. It was pretty much 
because Andy, due to stress, could not 
play on stage anymore—the only place 
he would play music was in the studio. 
He would wear producers down and 
the records would inevitably get fin¬ 
ished by Andy and the engineer. As a 
result, the albums were getting pro¬ 
gressively more difficult for the audi¬ 
ence to keep up with. When you spend 
that much time in a studio, you get 
bored, and you start tinkering with 
things that don’t need tinkering. By the 
time the records came out, they were 
wall-to-wall with detail. 
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BANG THE DRUM 
There's no doubt that Andy's clever, 

but the fact is that nobody kept a firm 
hand on the tiller. Andy was essentially 
running the record through a distillery. 
I knew to expect this going in, and I 
warned the band that I would finish 
the record. I would not quit. 

After the turmoil of the recording 
process, we went to Woodstock to 
mix. My mixing process is to go in 
alone, get a mix in the neighborhood 
of where it needs to be, and then 
invite everyone in to listen and make 
adjustments. By the time we got to 
the third song the band was so tired 
they just returned to London and I 
finished the record without them. It 
was the complete opposite of the 
process they had developed up until 
then. Andy was pissed that he had 
lost control of the project and started 
bad-mouthing the record before 
anyone had even heard it. Then, 
when the record came out, they did 
everything they could to sabotage it. 
They took “Dear God” off the record 
and threw it on the B-side of their 
first single. 

You seem to have such a great love 

for R&B music. What do you think of 

the current state of popular R&B, both 

in terms of songwriting and sound? 

Disappointing is kind of the least of it. 
Is it enough to put a drum machine on 
never changing, little “doot-doot" 
thing with somebody in hysterics on 
top of it? But there's a world of differ¬ 
ence between those artists, like Missy 
Elliot, and some of the other artists, 
like Mary J. Blige, who can really sing 
and put feeling behind it. Yet they are 
lumped together in the same category. 
The basis of R&B was always a great 
song. None of these Justin 
Timberlakes, or the people who write 
for them, seem to have any connection 
with that, or realize how far away they 
are from Marvin Gaye or the Four Tops. 
A lot of it is hip-hop claiming R&B 
because of a sample or a guest artist. 
That's not to say that there is anything 
wrong with hip-hop or the pure strains 
of rap. It's the equivalent of punk 
music. It's not supposed to be sophis¬ 
ticated, that’s not where it gets credi¬ 
bility. I think one of the greatest 

recordings of all time is [Public 
Enemy’s] Fear of a Black Planet. It’s an 
unbelievable record. But as we in the 
music industry know, 90 percent of the 
products are substandard. Most of 
these albums are manufactured as 
quickly and cheaply as possible. The 
remaining 10 percent are the industry 
standards, and about one percent of 
that are true, state-of-the-art products. 

Any advice to musicians recording 

themselves? How do they put out a 

state-of-the-art product? 

Music is a circular art form. Everything 
that was happens again. Things aren't 
too great right now. We have a lot of 
room for improvement. But if I was to 
give one piece of advice it would be 
this: Don't underestimate the value of 
woodshedding. It’s not a stampede to 
the top of the charts. 

J. J. Blair is a Grammy-winning producer 
and engineer based in Los Angeles. He 
moderates the Use Your Ears forum at 
www.eqmaq.com. Visit the site and leave 
him feedback on this interview. CO 
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BILLY ZOOM ON 
FINDING YOUR 
STUDIO STYLE 
by Michael Molenda 

As a founding member of X—which 
is currently touring to celebrate its 
31st anniversary—guitarist Billy Zoom 
brought jazz and R&B chording to 
punk guitar without compromising 
one molecule of vicious energy or 
feral tone. He built his own amplifier 
around 1984—a near indestructible 
monster that he still brings on the 
road—and he continues to do amp 
modifications for scores of today's 
rockers. The perpetually smiling 
rockin’ rebel was recently honored 
by Gretsch with a signature version 
of his iconic Silver Jet (the 
G6129BZ), and he produces acts in 
his own Studio A. 

As a producer, how do you iden-

like to do a lot of 
rehearsing before we go 
into the studio. 

Do you find that 
young guitarists want to 
emulate what’s popular, 
rather than mine their 
individuality? 

Not too much. I try to 
stay away from bands 
and players like that. I try 
to seek out musicians 
that I think have some¬ 
thing special, and I try to 
help them bring that out. 
I don’t tell them what to 
do. I just suggest better 
ways to get what they’re 
trying to get. It’s like, “I 
see what you're going for, 

tify, expand, and document a gui¬ 
tarist’s uniqueness? 

I just try to get them comfortable. 
I designed my studio so bands can 
go in there and actually play like a 
band, instead of being locked up in 
little isolation cubicles. I think it’s 
important for guitar players to just 
play, and play the way they’re used to 
playing—which is with other people, 
and usually quite loud. We might try 
playing a song before I even start 
recording anything, or maybe we’ll 
just do something straight to 2-track, 
and use it as a reference. The goal is 
that I don’t want the player feeling 
like he or she is in a recording studio 
where every note has to be perfect, 
and it all has to be done in a hurry, 
and their entire career hinges on this 
one moment. In my studio, we don’t 
even keep track of the hours, 
because I want the musicians to 
relax. If we don’t get it today, we’ll 
get it tomorrow—there’s no rush. 
Also, the pre-production phase is 
where I can really get to understand 
the band, its material, and the musi¬ 
cians’ strengths and weaknesses. I 

but you’re not quite getting it. Why 
don’t you try this!" If they don’t like 
what I suggest, they don’t have to do 
it, but, usually, they like it. 

How do you open up a 
guitarist’s mind to visualize new 
approaches, new tones, and maybe 
even new parts? 

You have to get them to realize 
that everything is a combination of 
everything. A recording isn’t just a 
copy of what you do live. You have to 
trick people’s ears into hearing some¬ 
thing different than what their ears 
are hearing—that is, something big¬ 
ger and more exciting. Playing some¬ 
thing that sounds good live, and then 
just recording it as is, is sort of like 
making a movie from a Broadway 
play by setting up a camera on a tri¬ 
pod in the center of the action, and 
filming the actors playing their parts. 
That would be the most ridiculously 
boring film you’ve ever seen—even 
though it’s exactly the same thing the 
audience sees when they see the play 
live. To make an interesting movie out 
of that play, you have to have all the 
lighting, camera angles, close-ups, 

long shots, two shots, and every 
other appropriate perspective. It’s 
the same way with recording. You 
need to find the right sonic angles 
and perspectives to really make the 
recording jump out. 

Any specifics? 
Not really. You add little things. It 

could be using different amps and/or 
guitars for certain parts. It might be 
EQ and compression. It might be lit¬ 
tle counterpoint lines. It’s different 
for every band, every player, and 
every song. It’s the old “whatever 
works” approach. 

The ability to listen to a perfor¬ 
mance openly and critically is essen¬ 
tial, of course, but are there other 
ways a guitarist can develop a facil¬ 
ity for coming up with more options 
to make something work better? 

This is probably a really bad thing 
to say to a music journalist, but gui¬ 
tarists probably need to spend less 
time reading in magazines and on the 
Internet about how to play, and just 
spend more time playing. You have to 
experiment. Ultimately, that’s the way 
you learn CO 
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MIKE GORDON’S 
SELF-PRODUCTION 
STRATEGIES 
by Shane Mehling 

When bassist Mike Gordon—most 
famously known for holding down 
the low end for now-defunct Jam 
Band demigods Phish—began work 
on his second solo album, The Green 
Sparrow [Rounder], he knew that he 
didn't want to rush the recording 
process, but he also didn't want to 
indulge every production neurosis 
that may arise. "I vowed not to over¬ 
think anything,” the bassist says. 

Recorded in his recently built 
home studio in rural Vermont, Gor¬ 
don’s newest album is truly an all-star 
offering (the album features ex¬ 
Grateful Dead drummer Bill Kreutz¬ 
mann, keyboard king Chuck Leavell, 
and Phish alumni Page McConnell 
and Trey Anastasio). But when it all 
comes down to it, The Green Sparrow 
is no Phish-styled trade-off jam. As 
Gordon says, "This is a bass player's 

experimented with switching up 
dynamic micsand stumbled 
upon a new technique in the 
process that he quickly added 
to his repertoire. "I had a 
[Shure] SM-7 set up to record 
my amp on one song, and after I 
did my first take I noticed the 
track was clipping pretty hard,” 
the bassist says. “I wasn’t pay¬ 
ing close attention to the levels 
and the entire track was just 
pegged. [Co-producers John 
Siket and Jared Slomoff] didn’t 
want to re-record the part 
because they thought it had a 
strong vibe, so we just left it as 
it was. The track ended up 
sounding lo-fi but that’s what 
the song needed. Sometimes 
the best thing you can do in the 
studio is let something that is 
'wrong' stay as is.” 

record ... I followed my gut on it to 
make the best songs possible. That’s 
what was important." 

TRACKING 

For The Green Sparrow, all of Gordon’s 
bass parts were recorded using an 
SWR Workingman’s 10 Bass Combo. 
“It only has a single ten-inch speaker 
and it creates a very focused, 
controlled, and punchy bass sound," 
Gordon explains. “I didn't record direct 
for this album, though I have on a lot 
of past releases. When going direct I'll 
use my [Retrospec] Juice Box DI into 
a [Universal Audio] 1176 compressor. 
For this album it was all amp.” 

Gordon says that his go-to 
mies for bass recording are the 
Sennheiser MD409 and the Electro¬ 
Voice RE20. "I'll put the mic about 
eight inches back from the cabinet 
and point it slightly off-center to 
the speaker, halfway between the 
cone and the rim,” he says. 

But this time around Gordon 

MIXING 

When it came time to mix The Green 
Sparrow, Gordon moved from his 
home digs to another familiar locale: 
former Phish HQ the Barn. But set¬ 
tling into this old haunt wasn’t 
enough to thrust Gordon back into 
old habits. “With Phish I recorded a 
lot of intricate parts and songs, and 
when you are recording intricate 
music it can seem logical to take a 
very scientific approach to mixing,” 
Gordon says. “I stayed away from 
that for this album. I didn't pull every¬ 
thing apart. I’ve heard that Brian Eno 
doesn’t allow you to solo every track 
when mixing, and that’s a good thing 
because there is some stuff you don’t 
really want to solo. It’s all about how 
a track sounds in context to the rest 
of the instruments. I may spend a 
week writing one line in a song, but I 
don’t need to spend a week record¬ 
ing it. A bassline with a little fret buzz 
can sound great when mixed in with 
everything else.” 

According to Gordon, processing 
his bass signal was an exercise in 
restraint. "I played this album with a 
pick and as a result I had to be care¬ 
ful with compression," he explains. 
"Too much compression kills the 
attack. I don't mind the ‘felt instead 
of heard’ bass sound, but I don’t like 
it to sound distant." 

Since preserving the bass's 
attack was of ultimate importance 
to Gordon, Siket, who handled mix¬ 
ing duties, broke out the EQ and 
applied some judicious boosting. 
“The bass was getting lost,” Gordon 
says, "so we boosted the mids at 
1.5kHz and also at 600-700HZ. I 
find that if a bassline is missing 
attack, boosting at 6OO-7OOHz as 
well as around 1.5kHz really helps 
bridge the gap and fill in the mid¬ 
dle. Just boosting the 1.5kHz range 
makes the bass sound artificial. You 
can hear it fine, but it's not very 
warm and swimmy—you just get an 
edginess with a low rumble.” CO 
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Lachey, Sting, Bruce Springsteen, Dire Straits, Beyoncé, Björk, Kiss, Joss Stone, Genesis, John Mayer, Fiona Apple and Chris Cornell. 

ALL YOUR MIDI-ONE PLAYER 
Superior Drummer 2.0 ships with a customized version of the 
plugin MIDI engine EZpIayer pro filled with MIDI played by Nir Z. 
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Fig. 1. Reason's PH-90 Phaser showing the settings. 

Fig. 4. Some MIDI notes and controller data. 

blocks 
regions 

✓ notes 
velocity 
volume 
mute 
pan 
pitch bend 
mono aftertouch 
program change 
sysex_ 
controllers ► 

volume 

mute 
pan 

-1 

mod wheel (1) 
breath cntrl (2) 

foot cntrl (4) 
undefined (14) 

sustain (64) 

Add/Remove Controller 

Fig. 3. The Track View selector. 

SIMULATING A LESLIE For more, go to 
eqmag.tv . 

by Jonathan Stars 

I do my musical projects in Pro Tools 
and use Reason for most of my soft¬ 
ware instruments. Every once in a while, 
I need the sound of a Hammond B3 
with a Leslie. But the Reason B3 
sounds always disappointed me 
because they use vibrato rather than 
that wonderful swirling speaker 
sound a Leslie provides. Recently, I 
was working on a project where the 
organ sound was just too exposed to 
get away with that cheesy vibrato. So 
I set about to solve the little problem, 
and I came up with a pretty good 
solution. It should work for any pro¬ 
gram that uses Reason as a sound 
source, and the concept should also 
work for other sound sources. 

THE REAL THING 
Many organ patches use vibrato to 
add movement to the sound. But 
vibrato is only a pitch change. Some 
even go as far as adding tremolo, 
which alternates between the loudness 
and softness of the sound. The won¬ 
derful texture of the Leslie speaker 
effect is the result of the Doppler 
Effect that occurs when the speakers 
rotate toward and away from the lis¬ 
tener, and bounce off other surfaces. 

The real Leslie also has two 
speeds, and it takes a few seconds to 
change from one speed to the other. 
So to recreate that part of the effect, 

you need to find a way to duplicate 
the ramping up and down of the 
motor in order to make a simulation 
sound believable. 

DO IT YOURSELF 
Let’s start by building the B3 instru¬ 
ment in Reason. Go to the Create 
menu and choose NN-19 Digital Sam¬ 
pler. Then create a PH-90 Phaser. 
Route the left and right audio outputs 
from the NN-19 into the left and right 
inputs of the PH-90. Then, take the 
outputs from the PH-90 and send 
them into the Reason Hardware Inter¬ 
face—in this example I’ll use inputs 1 
and 2. (I don’t use the Reason mixer 
because I prefer to do all my mixing 
in Pro Tools.) Make sure the PH-90 is 
switched to the On position, and use 
these settings: 

FREQ: 58 
SPLIT: 64 
WIDTH: 127 
RATE: 45 
F.MOD: 44 (F. Mod) 
FEEDBACK: 53 
Leave the SYNC button off, and 

check out Figure 1 to ensure all is 
well. Now, go to the NN-19 and using 
the Patch Browser, find the 
ORGAN!.smp preset in the Organ 
folder. Click the Save Patch button (it 
looks like a floppy disk, and it’s the 
third button to the right of the patch 
name), and name it B3 Leslie. Also, 
rename the NN-19 by clicking the little 

piece of tape that runs vertically on 
the left of the instrument and typing 
NN B3 in the little window. This will 
make it easier to find in Pro Tools. 

THE PRO TOOLS INSTRUMENT 
Back in Pro Tools, create a Stereo 
Instrument track, and name it B3. In 
the Instrument area of either the Mix 
or Edit window, go to the MIDI Input 
selector drop-down (marked 
DgOO2,Prtll in the red circle in Figure 
2), and choose your interface. In my 
case, I’m choosing the Digi002 Port 1, 
Channel 1. In the MIDI Output selector 
drop-down (marked NN B3 51-2 in 
Figure 2), choose the NN B3 you just 
created. That will send your MIDI 
notes out to the NN B3. 

In the Insert section, click the 
arrows to create a multichannel plug¬ 
in, Instrument, and choose Reason 
from the flyout menu. This should 
bring up the ReWire dialog (Figure 
3). In the drop-down next to Reason, 
choose Mix L - Mix R, which come 
from inputs 1 and 2 of the Reason 
hardware Interface we set up earlier. 

You could control the rate of the 
PH-90 on the B3 track in Pro Tools, 
but I’ve developed a method that 
allows me to both view and work with 
the controller modulation more easily 
by using a different track. To do that, 
create a new mono Instrument track 
and name it Phaser. From the MIDI 
Output selector drop-down, choose 
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Phaser 1. You won’t need an instrument 
insert on this channel because you’ll 
only be sending out MIDI controller 
information that will affect the sound 
you hear on the B3 track. 

There’s another reason to use a sepa¬ 
rate track for the controller. If you want to 
turn off the effect when the controller for 
the phaser is on the same track as the 
notes, you can’t do it without switching it 
off in Reason. MIDI controllers are not the 
same as automation in Pro Tools. How¬ 
ever, if the controller data is on its own 
track, you can mute the effect by clicking 
the Mute button in the Instrument section 
of the track. Just keep in mind that the 
effect will continue to play at the setting it 
was at when you last stopped playback. 

LET’S HEAR IT FOR THE BOY 
Okay, so now you should be able to play 
your MIDI keyboard and hear the organ 
sound. Go ahead and record a few notes 
or chords. Alternatively, you can just 
draw your notes onto the B3 track. To 
control the speed of the PH-90, go over 

to the Phaser track in Pro Tools and 
click the Track View selector as shown 
in Figure 3. Choose controllers, 
Add/Remove Controller. In the Auto¬ 
mated MIDI Controllers dialog, select 
the radio button next to Controllers (1-
31). Then, double-click undefined (14) to 
send it to the list on the right. That's the 
controller Reason uses to change the 
speed of the PH-90. Click OK. Now, just 
because you set up this controller does¬ 
n’t mean that Pro Tools automatically 
switches from notes view to the con¬ 
troller. You have to click the Track View 
selector drop-down again, go to con¬ 
trollers and choose undefined (14). 

Now, you can use the Pencil tool (set to 
Line) and draw in controller data. I used 
a range from 45 to 95. Anything more 
or less is either too extreme or too sub¬ 
tle. In Figure 4, you can see the MIDI notes 
I played, and the controller data on the 
track just beneath it. A real Leslie never 
stops completely, so you’ll want to keep 
the speed line at 45 when it’s “off." Of 
course, you can use a realtime outboard 

MIDI controller to change the rate, but 
you may find it hard to keep from going 
below 45 and above 95. 

One other thing you might want to 
know is that sometimes organists will 
bring up the volume of the organ at 
the same time they switch to the high 
speed setting on the Leslie. You could 
also experiment with changing the Fil¬ 
ter controls for the NN-19 to simulate 
pushing and pulling the stops on a B3. 

GO CRAZY 
What if you routed the left and right 
outputs separately to two Phasers? 
You might even try to separate the 
channels so that lower pitches come 
out of one Phaser, and higher pitches 
out of another in order to more accu¬ 
rately imitate the bass speaker and 
high-frequency drivers of the Leslie. 
Now that you have a handle on the 
process, it’s up to you to decide how 
far you’ll take it. As for me, I’m just 
happy to have that sound I’ve been 
missing all this time, co 
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(724-4327) 

SCHOEPS 

500 Series Deals All 
Month Long 

Solid State Logic 

Radial 

Solid State Logic 

’Cl® 

GEARHEADS WANTED! 
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Reseller 

ErZ3ETüHm3l)ll 
Pendulum Audio 
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TRACKING 
CRYPTOPSY’S 
RAPID-FIRE 
GROOVES 
by Roberto Martinelli 

Montreal-based Cryptopsy is largely 
responsible for the boom in technical 
death metal the world over. 
Cryptopsy started in 1992, and ever 
since, they’ve been upping the bar in 
terms of extreme musicianship. At 
the forefront of the Cryptopsy mys¬ 
tique is drummer Flo Mounier—the 
band's only remaining founding 
member—whose style, skill, and 

Flo’s performances, we 
took tons of samples of 
him hitting his drums at 
different intensities: left 
and right hand hits, hits 
with low- and high-hand 
placement, rim shots, 
ghost notes, and every 
other kind of hit we could 
think of. Later on, I chose 
what samples to use 
based on what he played. 

ridiculous drum kit setups have 
earned him renown, as well as 
endorsements from Pearl and Roland. 
In June 2008, Cryptopsy released its 
sixth full-length album, The Unspoken 
King [Century Media]. We spoke to 
Mounier and engineer Chris 
Donaldson (who is also Cryptopsy’s 
guitarist) about the monomaniacal 
approach they took to getting the 
sounds they wanted. 

Flo, how much control did you 
have over the recording of the 
drums on The Unspoken King? 

Mounier: We recorded the drums in 
my home studio. It’s not a huge room, 
and the ceilings are pretty low, but I 
wanted to have the most comfortable 
situation possible. We recorded the 
drums in six days—even though we 
didn’t practice as much as for The 
Unspoken King as we did for the other 
albums. It was more improv this time, 
and the tracks flowed a little more. 

You didn’t miss recording your 
drums at a commercial studio with a 
big room? 

Mounier: No. Everything is sam¬ 
pled and replaced, so there’s no 
necessity for a great-sounding room. 
And anyway, our music is so fast and 
busy that any natural drum reverb 
wouldn’t be heard. 

Did you trigger the drum samples? 
Donaldson: Yes. After we recorded 

I worked like a maniac to get the trig¬ 
gers to sound real. This is where the 
editing comes in. You check the 
tracks, and if there's anything wrong, 
you fix it. 

You’d actually audition every indi¬ 
vidual drum hit and match each one 
dynamically with the right sample? 
Why didn’t you just use an automatic 
program like Sound Replacer? 

Donaldson: If I’m writing a MIDI 
track to Flo’s playing, then I know pre¬ 
cisely where he’s using his right hand 
to hit a rim shot, or his left hand to 
perform a ghost note. A program that 
replaces hits automatically based on 
the intensity of the note played won’t 
know what hand played what. If you 
do it yourself, it’s more accurate. 

How long did this process take? 
Donaldson: A month. 
Why not just record the drums, 

not use sample replacement, and be 
done with it? 

Donaldson: Because everything is 
clearer, and there’s no signal leakage. 
You get a huge drum sound. 

What ratio of sample to acoustic 
sound did you use? 

Donaldson: It was about 60 per¬ 
cent sample replacement against 40 
percent original acoustic drum 
sound—except the bass drums, which 
are 100 percent samples. 

Flo, did you play each song all 

the way through several times and 
pick the best bits for comping? 

Mounier: I’m pretty big on perfec¬ 
tion, so I didn’t play any songs all the 
way through. We had a scratch guitar 
track recorded to a metronome, and I 
went through the parts on each song 
about ten different times. It’s usually 
the easiest parts that give you the 
most problems, and the harder parts 
that get done in one take 

How many channels were needed 
to get the drum tracks down? 

Donaldson: One for the snare, 
four tom tracks, six overheads, one 
for a second snare, and one for a 
submix of his two kick drums—a 
total of 13 channels. 

What gear was used to record 
the drums? 

Donaldson: I used Pro Tools LE 6.4, 
and we rented an Apogee Rosetta 800 
8-channel AD/DA converter into which 
I routed two API 7600 channel strips. 
The API compressor puts the snare 
sound right in your face. I also used 
two Vintech X73 preamps and a 
Vintech 473 preamp for the overheads. 
They’re so crystal clear. As for mies, I 
used a Shure SM57 on the snare, 
Neumann KM184s for overheads—one 
mic for every three cymbals—and 
these beyerdynamic clip-on mies. My 
gear was very minimalist. My main gear 
was patience, co 

36 ■ Q sert«mqer ■ www.eqmag.com 



From the world's most awarded studio complex 
a Revolutionary Virtual Instrument 

19 Killer Drum Kits immaculately recorded in 
legendary Ocean Way Studio B - where artists 
like Radiohead, Green Day, Eric Clapton, Kanye 
West and Paul McCartney create hit records. 

Ocean Way® Drums features Phenomenal 
Presets - instant"album quality" mixes-from 
dry to shockingly live! 

Stand alone and plug-in drum software for ProTools*, 
Cubase*, Logic* and all major DAWS for Mac and PC. 

- High Resolution Virtual Drum Instrument 

- Engineered by Allen Sides and Steven Miller 

- Unique multi-microphone recording technique 

-The most expressive performance : IMAP & V-Drum 

Gold Edition: 24bit/48K, 40GB on DVDs 

Platinum HD: 24 b it/48K & 96K, 120GB on Hard Drive 

Available Now In Stores! 

“There’s simply no way to get the same 
results for less time and less money. " 
-Keyboard 

www.oceanwaydrums.com 
All trademarks are the property of their respective owners. Specifications are subject to change without prior notice. Nc affiliation with recording artists implied. 
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I VOCAL 

From top to bottom: 
Preamps from Universal 
Audio, Manley, and 
Avalon. 

MIC PREAMP BASICS 
by Cliff Goldmacher 

When it comes to the nuts-and-bolts 
of recording vocals, the signal path is 
everything. While microphone choice 
is an article in and of itself, a high-
quality mic preamp is not only a valu¬ 
able addition to your vocal mic, but 
to every microphone you own. 

A good mic preamp takes the 
audio signal from your mic and adds 
the punch, warmth, clarity, and pres¬ 
ence needed for the source sound to 
really stand out in a mix. In fact, one 
of the first things I noticed when I 
integrated a high-quality mic 
preamp/compressor into my vocal 
chain was that I had to do much less 
fiddling with EQ and compression in 
the actual mix. This was a very pleas¬ 
ant surprise, not only because of the 
time I saved, but also because the 
raw vocal actually sounded better 
than I was able to get with even my 
best efforts using plug-ins. 

TO EQ OR NOT TO EQ 

While it's fairly common practice to 
compress a vocal on the way in to 
your DAW, EQing the vocal at the mic 
preamp is a somewhat riskier propo¬ 
sition. The main reason for this has to 
do with the function of compression 
and EQ. At its simplest, compression 
brings up the soft sections of a vocal 

and tames the hot spots. Compres¬ 
sion is something that, when used 
with discretion (I typically don’t use 
more than 3dB of gain reduction 
when tracking a vocal), is almost 
inaudible upon playback. 

EQ on the other hand, colors the 
sound in ways that should be audible. 
That’s the point. The potential risk of 
EQing while you’re tracking is that you 
most likely won't have the final mix 
together yet, and the EQ that sounds 
good while tracking might not be the 
EQ you need to sit the vocal in the mix. 
There are also whole schools of 
thought that recommend getting 
exactly the sound you want during 
tracking, so that mixing is essentially 
just bringing up the faders. While there 
is a certain freedom in doing things 
this way, you should really get to know 
your stuoio and your equipment before 
you EQ something during tracking. 

AFTER THE FACT 

Another valuable use for a high-end 
mic preamp/compressor/EQ is the 
ability to "re-amp" already recorded 
tracks by sending them out of your 
DAW into your preamp, and back into 
the DAW on another track. Now is the 
perfect time to try subtle—or even 
radical—EQ and compression because 
you've always got the original track to 
go back to if need be. More impor¬ 

tantly, you can go back to any vocal 
track you've ever recorded, and add 
the sound of a great mic preamp. 

READ THE MANUAL 

This may sound obvious, but getting 
to know your preamp inside and out 
is the key to truly getting the most 
out of it. More often than not, the 
manuals offer not only the basics of 
the preamp, but also suggest ways to 
use it creatively. The manual for the 
Manley VoxBox—my mic pre/com-
pressor/EQ of choice—made a sug¬ 
gestion I’ll always be grateful for, and 
it’s one I’d have never come up with 
on my own. The VoxBox includes a 
de-esser (a frequency-specific com¬ 
pressor), which I assumed was only 
for taking the sibilance out of vocals. 
Instead, Manley recommended set¬ 
ting the de-esser to 3kHz to tame 
some of the piercing brightness that 
some female singers exhibit in that 
part of their vocal range. The result 
was that vocals I recorded using that 
application ended up sounding fuller 
and more listenable, and could even 
be brought up to higher levels in the 
mix—all while maintaining their warmth 
and clarity. So be sure to learn all 
about your gear, and don’t hesitate to 
experiment with atypical EQ and 
compression settings. You never 
know what you might get. CO 
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LOOKING FOR EXCEPTIONAL TONE? Then prepare to be shocked. 
Native Instruments' GUITAR RIG SESSION combines new GUITAR RIG 3 XE software 

with a portable, studio-quality audio interface... all at a very un-scary price. 

You get a selection of the best-sounding amps, cabinets and effects from 

GUITAR RIG 3 - the world’s No. 1 amp modeling software - plus a full-featured 

audio interface with mic and guitar inputs 24-bit/192 kHz sound, and a solid 

black aluminum housing. Packaged with the Cubase® LE and our new POP DRUMS 

soundpack, GUITAR RiG SESSION is a complete, tone-heavy recording system that 

has our competition feeling a little, well, frightened. 

Visit www.native-instruments.com to learn more. 
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Ted Hewitt (left) and Billy Decker. 

THE COUNTRY ROAD 
TO A GREAT MIX 
by Chris Dunnet 

Lately I’ve been concentrating my 
songwriting efforts in the country 
area, and, like any smart producer, I 
reference my mixes off great-sound¬ 
ing major releases. My CD of choice 
for country has been the latest 
release from Rodney Atkins, If You’re 
Going Through Hell [Curb]. 

Why this album? Well, country 
albums are usually the combination 
of stellar producers, state-of-the-art 
studios, and Nashville’s A-list session 
players. I recently had the honor of 
chatting with producer Ted Hewitt 
and engineer Billy Decker, and they 
shared some insights about mixing 
Atkins’ recent big hit. 

I heard Rodney did a lot of 
recording at his home studio. 

Hewitt: This freaks out a lot of the 
engineers in town, but Rodney did all 
the lead vocals at his house with a 

Digidesign Mbox. He had a great 
mic—a Manley Gold—which has a lot 
of high mids. That mic really works 
for his voice. 

Decker: He used the actual Mbox 
preamps with no compression. I usu¬ 
ally use four compressors on his 
vocals, along with a de-esser and an 
EQ. I use a lot of compressors, but I 
just use a little bit of each one. One 
will catch the peaks, one will bring 
up the bottom, one will emphasize 
the voice, and one will really make 
the vocal pop to the front. 

The CD has quite a bit of subtle 
layers and textures. 

Hewitt: I try to make sure nothing 
is competing with Rodney’s vocal in 
the midrange frequencies, so we 
tend to put a lot of things up high. 
On “If You’re Going Through Hell,” 
the Ullian bagpipes, the fiddle, and 
the B3 are all up above where the 
vocal is. The layering really comes 

about from keeping things out of 
Rodney's way. 

I know a few engineers who have 
trouble getting the vocal up front 
and the snare right behind it. Are 
there any tricks you do to get them 
both sitting well in the mix? 

Hewitt: One of the things we con¬ 
stantly battle with is getting some¬ 
thing we think sounds great, and 
then hearing how different radio sta¬ 
tions treat the mix. 

Decker: On the last couple of 
mixes, we thought we were losing 
the snare on the radio. So I actually 
called about three radio stations, 
and asked the techs what they were 
doing as far as processing. As a 
result, we readjusted our radio mix 
for “Cleaning this Gun," coming up 
with a real obnoxious snare crack 
between 1kHz and 2kHz—as opposed 
to our usual boost between 5kHz 
and 6kHz—and we took the bass 

40 eq SERTEMBER sana www eqmag com 



THANK YOU! 
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THE COUNTRY ROAD TO A GREAT MIX 

down about 2dB from the album mix. 
We also boosted the vocal by 2dB. 

Hewitt: The main thing we agonize 
over is the level of the lead vocal. Rod¬ 
ney likes the vocals really loud, and, 
sometimes, I’m like, "Wow, that’s too 
loud!" But he is the artist, so he has to 
be happy with it. Also, I'm really big 
on not being timid if you have a cool 
guitar lick. A lot of engineers go to a 
default move where you can hear the 
lick, but it’s tucked into the 
background. But I say, “If you’ve got 
something great, turn it up!” 

Do you go with the view that you 
should monitor at low levels to make 
sure everything is balanced? 

Decker: I don’t monitor real quiet. I 
monitor at a medium volume, and 
then I crank it up so I can feel the low 
end. I have a set of 18-inch Quested 
subs hooked up to Mackie 824 moni¬ 
tors. I’m a firm Mackie user. I've had 
everything in here, and I always go 
back to these Mackies. I also wired in 

a cruddy boom box, so we could eas¬ 
ily reference that “lowest-common 
denominator” playback system. If it 
sounds good on the boom box, then 
we're probably okay. 

How do you approach EQ? 
Decker: There’s an old saying I 

adhere to: “Find the pain, reduce the 
gain.” So I jam the EQ at 24dB, find 
where a frequency sounds the nasti¬ 
est, and then I cut it back. I cut way 
more than I boost. In fact, hardly 
boost at all—it’s all cut. The main EQ 
plug-in I use is the Metric Halo Chan¬ 
nel Strip. I pretty much use a lot of 
presets, and kind of change them 
from there. Everything I do is 100 per¬ 
cent in the box. No outboard gear, no 
summing—nothing like that. 

What about compression? 
Decker: I don’t use stereo-bus 

compressors. I just compress the indi¬ 
vidual channels. 

Do you think about the mastering 
phase when you’re mixing? 

Hewitt: The main thing I do is try to 
get Billy to leave us some headroom! 
Billy will mix things really hot some¬ 
times, and if you give the mastering 
guy a mix that’s too loud, there’s not 
much he can do except compress the 
stereo mix and make it sound smaller. 

Do you tend to agonize over the 
individual elements of the mix? 

Decker: I mix really fast. Most of 
my mixes are finished in between two 
and three-and-a-half hours. To be 
able to do this, I use a lot of 
templates in Pro Tools. Instead of 
spending two hours EQing a kick 
drum, I can do it in 30 seconds, 
because I’ve set up templates for the 
album that outline all the basic para¬ 
meters for each instrument. Then, I 
can focus on fine-tuning and bringing 
levels up and down—working on the 
entire mix, rather than focusing on 
individual adjustments. It's a good 
way to work. It's real fast, efficient, 
and, most importantly, it’s fun. CO 
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MODULATION EFFECTS 
by Craig Anderton 

Cheat Sheet delivers concise, explicit 
information about specific 
recording/audio-retated tasks or 
processes. This installment describes the 
parameters found in modulation effects 
such as flanging and chorusing. 

I INITIAL DELAY 

Modulation effects vary the delay time 
around a particular initial delay time, usu¬ 
ally specified in milliseconds. Shorter delay 
times (0-15ms) are common with flanging, 
longer delay times (10-20ms) with chorus¬ 
ing. Attempting to change this value in 
real time often causes zippering, so it’s 
generally a set-and-forget parameter. 

■ VOICES 

Some chorusing processors have several 
delay lines, each with its own set of con¬ 
trols. This can create a more complex, 
evolving sound compared to using a 
single delay line. Each set of delay lines 
and controls is called a voice. Chorus 
units typically have 1, 2, 4, or 8 voices. 

■ PAN 

In modulation effects with multiple 
voices, you’ll generally find a Pan con¬ 
trol for each voice to place it as desired 
in the stereo field. 

■ MODULATION SOURCE 

There are many possible modulation 
sources. An LFO provides a cyclic 
change at a particular (usually slow) 
rate. Other sources include envelope 
follower (tracks the dynamics of the 
input signal), footpedal, MIDI continuous 
controller, etc. 

■ MODULATION DEPTH 

Also called Modulation Width. This sets 
the difference between the minimum 
and maximum delay time. With chorus¬ 
ing, this is usually a relatively small dif¬ 
ference, such as between 12 and 15ms. 
Flanging covers a much wider range, 
such as 0-15ms. High depth settings 
coupled with high rate settings tend to 
give a “warped record” effect, with 
unwanted pitch changes. Either lower 
the depth, or slow the rate. 

■ MODULATION LFO WAVEFORM 

This determines how the Low Frequency 
Oscillator-induced modulation varies 
over time. Examples: A square wave 
switches between two different delay 
times. A triangle wave varies linearly 
from a maximum to minimum delay time, 
then back again. A random wave 
changes the delay time randomly. 

U MODULATION LFO RATE 

Also called LFO Speed or LFO 
Frequency. The Rate sets the frequency 
of the modulation LFO. Typically, faster 
rates are used for chorusing, and slower 
ones for flanging. 

■ MODULATION LFO PHASE 

Choruses with multiple voices often 
have multiple LFOs (even a stereo cho¬ 
rus might have one LFO for each chan¬ 
nel), and the Phase parameter varies 
the phase between the LFOs. Example: 
You might set two LFOs 180 degrees 
out of phase to modulate the channels 
in an equal and opposite manner. 
Increasing phase tends to increase the 
apparent stereo field width, as there’s 
less correlation between the right and 
left channels. 

■ MODULATION LFO RATE TEMPO SYNC 

LFOs can usually be either free-running 
(the frequency is fixed at a user-set rate) 
or in the case of a software plug-in (or 
hardware unit with MIDI input), sync to 
the tempo of a host program or master 
clock. Tempo sync values are expressed 
as rhythmic values (1/4 note, 1/8 note, 
1/8 note triplet, dotted 1/2 note, etc.). 

■ MODULATION SMOOTHING 

This provides a mathematical integra¬ 
tion of the LFO waveform (rough trans¬ 
lation: it rounds off square edges). It’s 
used mainly with a random waveform to 
change the standard “stairstep” shape 
into a smoother curve, thus producing 
smoother delay time changes. 

I FEEDBACK 

Sends audio from the output back to 
the input, creating a more resonant 
sound. There may be separate feedback 
controls for each channel or voice. 
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■ FEEDBACK PHASE ¡ 

Also called Feedback Invert. Positive ¡ 
feedback feeds the audio back in-phase ¡ 
and creates a “sharper” sound. Negative ! 
feedback feeds back audio out-of-phase ! 
and creates a “hollower” type of sound, ! 
like a resonant tube. < 

I 
I 

■ CROSS-FEEDBACK 

With stereo effects, this feature feeds 
back audio from one channel to the 
other channel’s input. This can create a ¡ 
more complex effect than simply feeding ¡ 
back the output of one channel to its ! 
own input. Feedback and Cross-Feed- ! 
back can sometimes both be present. । 

I 
I 

■ DAMPING 

Also called High Cut, Rolloff, etc. This 
inserts a filter in the feedback path that [ 
reduces high frequencies, creating a 
somewhat more subdued feedback [ 
sound. Additional filtering may be avail- ¡ 
able to tailor the low and mid frequen- ¡ 
cies as well. ! 

I 
I 

■ BALANCE (WET/DRY MIX) 

Sets the ratio of processed to 
unprocessed sound. Typically with 
flanging, these are mixed equally to 
provide the most dramatic flanging 
effect. With chorusing, the delayed ¡ 
signal is often mixed a bit lower than ¡ 
the dry signal to prevent the chorus ¡ 
effect from "taking over.” When set for ¡ 
wet sound only, it may be possible to ! 
obtain vibrato effects by shifting pitch । 
cyclically without mixing it with the 
dry signal. 

I 

■ MIX PHASE 

In addition to feedback phase, a flanger j 
might have a Mix Phase switch that allows j 
throwing the wet signal out-of-phase. This ¡ 
produces a different type of tonality for ¡ 
flanging and to a less extent, chorusing. ! 

I 
_ I 
■ THROUGH-ZERO FLANGING 

Also called Tape mode. With through-
zero flanging, the delayed sound is 
mixed with a very slightly delayed dry 1 

sound. This allows the delayed signal to • 
pass through a point where there is zero ¡| 
delay time between the dry and 
processed signals co 
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Use drum maps to record MIDI drum parts quickly and easily 
When recording MIDI drum parts, use drum maps containing drum names instead of the usual keyboard-style 

piano roll note list. 
Acid has gone from a basic DJ tool to a sophisticated DAW with looping, hard disk recording, and MIDI. The Drum 

Map feature makes it easier to create MIDI drum parts within Acid; we’ll show how to do this using Native Instruments’ Battery. 

SONY ACID 6 
OBJECTIV 

BACKGROUNI 

Enable Inline MIDI Editing (G) 

□ itoctranc Set 
□ Analog Set 
□ taW 
□ Brush Set 
□ Orchestra Set 
□ SFXSet 
□ Battery (1) 

STEPS 
A $ 16th Note Swog -

Select a Soft Synth from the «valable kst : 

; Type Vendor 

Native instruments Software Synthese 

¿ Aucko Track 

" MIQI Track 

VSTi 
VSTI 
VSTi 
VSTi 
VSTi 
VSTI 

Native Instruments Software Synthese 
Native Instruments Software Synthese 
Native Instruments Software Synthese" 

VST) 
VSTi 
VSTi 
VSTi 

DropZone 
Elektrk Piano 

2. Load a drum kit into your drum 

program. In this screen shot, a General 

MIDI 2 program is being loaded into 

Battery. 

1. Go Insert > Soft Synth, and from the win¬ 
dow that pops up, choose a virtual drum 

synth (in this case, Battery 3). 

O amate Percusson 
DropZone 
Etektrk Piano 

¿ommand... 

CD Track Marker 

Section 

Insert Iods Option: Help 

Marker 

L-* ■ Iff!1. ! .T 
Tme Marker 

Tempo/Key/Trw S Synths | ReWke Devices | 

Name 
Absynthe 
Absynth 4 
Akoustk Plano 

Product 
Absynth* 
Absyntha 

1.1.112 

3 □ 

tn □ 

6. Click on “Enable Inline MIDI Editing” so 

that the drum map names appear within 

the MIDI track itself. 

7. The names for the various drums 

now appear along the left side of the 

MIDI track Instead of note names. The 

up and down arrows at the top and bot¬ 

tom of the list respectively means 

there are more drums than are visible; 

click on these to show the other drums. 

Now grab your Paint Tool, and create 

a part! 

TIPS 
In step 5, if a GM2 drum kit hadn’t been selected, you would check the box 
"Battery,” then click on “Open Editor" to create a drum map specific to 
Battery. After creating a map for a specific drum set. you can save it for 
future use. 

a i j pi i I p 11 □ 
~ □ □. o. p bi p 

3. Insert a MIDI track to drive the drum 

synth. 

4. In the MIDI track, click on the Program 

button (the keyboard icon) and go Drum 
Maps > Select Drum Map. 

5. As we’ve loaded a GM2 drum set, you 

can choose the “Standard Set—GM2 

Device” drum device. Then, close the win¬ 

dow (don’t click on “Open Editor”). 

Shft+T 

Aucko Track 
00:00:00.000 1.1.000 

Insert Program Change Keyframe 

Synth Control of Program Change 

Insert look Options Help 

Marker 

B«9>on 

lime Marker 

Tempo/^eyfTme Signature Change 

¿omnand... 

CD Track Markçr 

Section 

01 ■ Acoustic Kits ► 
02 ■ Production Kits ► 
03 • Percussion Kits 
04 ■ Electronic Kits 
05 - Synthetic Kits 
06 - Special Kits 
07 - Battery 3 Kits 
08 ■ Battery 2 Kits 
09 - Battery 1 Kits 

»g—-L 

Eort«», ¡PH 
Empty Instrument 

b Filo V 'Edit V Qview ▼ 

batterv “ 
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Better with tubes 

What do you need to record a band? 

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. 

INTRODUCING THE FIRE^TUDIO TUBE. 

O PreSonus 
III 

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



BY CRAIG ANDERTON 

2 MIDI 3 Audio 

□ I □ I □ I 

loop II^bJ 10 00 ««»l 

" B 

... -

© 

6. You can adjust rack chain parameters (vol¬ 

ume, pan, MIDI note receive and play, choke 

for drum groups, solo, etc.) in the Chain List 

in the Track View Selector (click on the but¬ 

ton shown circled In red), or the Session View 

Overview (dick on the button shown circled 

in blue at the top of the “parent” drum track 

to “unfold” the additional mixer channels). 

Drum Racks have their own sends and return chains. In the “mini toolbar” 
toward the left, under the Device Title Bar, click on the Show/Hide Sends and 
Show/Hide Return Chains to see these. To create a return chain, simply drag 
an effect into the space indicated when showing Return Chains. 

7. To edit an instrument’s sound, click on 

the Track View Selector, then click on the 

“pad” with the instrument you want to 

edit. In the “mini toolbar” toward the 

left, under the Device Title Bar, enable 

Show/Hide Devices to see the drum sound 

parameters for editing. 

To save the current Drum Rack, click on the save button (floppy disk icon) 
toward the right side of the Drum Rack's Device Title Bar. 

2. In the Browser, click on the Live Devices 

button. Unfold the Instruments folder, 

select Drum Rack, and drag it into the “drop 

zone” section of the Track View Selector. 

3. Use the Drum Rack note selector to show 

the full range of notes where you can 

assign drums. 

4. In the Browser, locate the hits you want 

to collect into a drum kit. Drag the desired 

hits from the Browser into the Drum Rack 

device (one hit per “pad”). 

5. If a MIDI dip doesn’t yet exist, double¬ 

click on a MIDI clip slot (not the slot’s 

Record button), then program the desired 

drum part within the MIDI Clip Overview. If 

you want to work with an existing MIDI clip, 

single-click on its clip slot. 

TIPS 
In step 7, if you hide Macro Controls and Chain List (these are hidden in the 
screen shot), you can see more of the instrument editor without having to 
scroll in the Track View Selector. 

STEPS 
1. Select a MIDI Track. 

O 
© 
o 
© 

Get acquainted with Live 7’s new way to create drum setups 
Create, sequence, and edit a drum set using Live 7’s Drum Rack feature. 
HLive's Drum Rack makes it easy to assemble complete drum kits, with processing, transposition, different sound 

characteristics, and other options. Although a very deep feature, this introduction will get you started with the basic concepts. 

□ 
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AVOX 2 Antares Vocal Toolkit 
47 

WARM 

C*" C (ï“ (>•= Ö 

Ï AV0X2 

Combine AVOX 2 
and Auto-Tune 
See your Antares dealer 
for money-saving bundles 
of AVOX 2 with Auto-Tune 
Native or TDM. 

Building on the unprecedented power of the original AVOX 
Vocal Toolkit, AVOX 2 adds an additional five groundbreaking 
vocal-processing plug-ins to give you entirely new ways to 
create stunning vocal tracks or design unique vocal effects 
for audio post-production applications. 

DUO Vocal Modeling Auto-Doubler: Automatically generates a doubled 
vocal part with unmatched ease and realism. 

CHOIR Vocal Multiplier: Turns a single voice into up to 32 distinct 
individual unison voices. Assign instances of CHOIR to voices singing 
harmony and voilà, instant choir. 

SYBIL Variable Frequency De-Esser: An easy-to-use tool for taming 
vocal sibilance. 

PUNCH Vocal Impact Enhancer: 
Gives your vocal more dynamic 
impact, allowing it to cut through a 
dense mix with clarity and power. 

Antares Audio Technologies 231 Technology Circle, Scotts Valley, CA 95066 USA 

info@antarestech.com I www.antarestech.com 

AVOX 2 is available in Native formats 
for Mac OS X and Windows XP and 
Vista. Upgrades are available for 
registered AVOX, AVOX AT, and 
Harmony Engine owners. 

Check it out at your local Antares 
dealer or come to our website for more 
details and a fully functional 10 day 
trial version. 

antares® 
FOR ALL THE VOICES IN YOUR HEAD 

And at the same suggested retail price as the original AVOX, 
AVOX 2 matches its unbeatable creative power with truly unbeatable value. 

The AVOX 2 Antares Vocal Toolkit includes: 

Harmony Engine Vocal Modeling Harmony Generator: 
Puts professional-quality harmony arrangements within reach of any 
songwriter, producer, musician or engineer. The quickest, easiest tool for 
creating realistic harmonies. 

MUTATOR Extreme Voice Designer: Creates unusual, weird, or downright 
wacky voices. Perfect for special effects and post-production sound design. 

WARM Tube Saturation Generator: Warms up your vocals witn Antares' 
world-renowned tube modeling technology. 

ASPIRE Aspiration Noise Processor: The world’s first tool for modifying a 
voice’s breathiness independently of its harmonic content. 

ARTICULATOR Vocal Formant and Amplitude Modeler: A modern-day 
version of the venerable talk box, ARTICULATOR extracts the formant and 

amplitude information from a vocal and applies it to any other 
audio track. Perfect for talking guitars, singing synths, 

and a wide range of special effects. 

THROAT Physical Modeling Vocal Designer: 
A radical new vocal tool that, for the first time, 
lets you process a vocal through a meticulously 
crafted physical model of the human vocal tract. 



PORTABLE 
RECORDER 

SHOWDOWN 
THE WORLD IS YOUR WAVEFORM 

by Craig Anderton 

They’re cute. They’re little. They fit in 
your pocket. No, we’re not talking 
about Smurfs, but the latest genera¬ 
tion of portable recorders. This is one 
of the hottest segments of the record¬ 
ing world—and with good reason. 

Portable recording isn’t new, 
whether you're talking reel-to-reel 
Nagras from the late Bronze Age, 
Sony's Walkman Pro cassette deck or 
Minidisc, or portable DATs. But noth¬ 
ing kicked the concept up another 
notch more than cheap memory 
prices, because it became possible to 
stick a few GB of RAM in a recorder, 
and do several hours of recording (or 
even days, using data-compressed 
formats) with no moving parts ... all 
in a package not much larger than a 
TV remote. Now that’s progress. 

I’m a major fan of portable record¬ 
ing. I’ve recorded airport announce¬ 
ments in the bathroom at the Atlanta 
airport while laying over during a hur¬ 
ricane, whales off the coast of 
Alaska, the testing room at Yamaha's 
piano factory in Japan (think John 
Cage on methedrine), a killer DJ set in 
Zürich, and much more. All in a day’s 
work, right? Oh yes, and of course, 
band rehearsals, song ideas, and all 
the usual stuff. 

So given that kind of background, 
it’s a treat to sit down with virtually all 
the portable recorder products from 
the major players and compare. The 
first thing I noticed: There’s an 
extremely tight correlation between 
price and features, because the com¬ 
petition is so fierce. The only big 
schism I did notice was a separation 
between units designed more as 

musician-oriented portable studios 
(incorporating features like a tuner, 
metronome, etc.) and those that seem 
more for journalism/podcasting/field 
recording. 

Interestingly, if you check around 
web forums and user reviews, you'll 
find most people are very satisfied 
with their portable recorders, regard¬ 
less of which model they bought. This 
further underscores that the various 
products have achieved a certain par¬ 
ity in terms of giving value received. 
Because of this parity, we'll cut to the 
chase and instead of presenting infi¬ 
nitely boring descriptions of all of a 
unit’s features, we’ll cover what each 
unit does best, as well as the most 
significant limitations. Units are 
described in the order that our layout 
artist thought fit best on a page. 
Ready ... set... record! 

ALL HAIL LO-FI! 
Sometimes what sounds ’’good” and 
what sounds “right" can be mutually 
exclusive. Case in point: your raw, 
dirty, filthy and visceral music styles. 
Think garage punk, screamo, hard¬ 
core techno, and black metal. 
Even if you're not a fan, consider the 
early '90s recordings out of Norway, 
particularly black metal. The lo-fi 
atmosphere and vibe was there 
because that’s all the dudes back 
then had access to—but that's also 
what cemented their sonic values 
into the permanent world-wide lexi¬ 
con of the cult underground. 

Nowadays, so many bands have it 
back asswards, trying to get their 

fancy plug-ins, expensive mies, and 
purty DAWS to make gnarly and vis¬ 
ceral sounds. But it never sounds like 
you were actually in a dank concrete 
room with a bunch of maniacs play¬ 
ing music so fiercely it barely held 
together. It was the vibe that made it 
sound good. 

Using a portable recorder (I favor 
Sony’s PCM-D50) can open up a 
huge range of applications beyond 
getting some nice bytes of your 
cracker-loving parrot for your "wild 
kingdom" project: It can also provide 
a quick, easy, and effective way to 
document your super hard and/or 
evil band’s practice sessions. You’ll 

be glad you did when you hit it big 
in the global underground circuit, 
and your numbered-in-blood prac¬ 
tice demos sell for $100 on eBay. 

But when you have kinder, gentler 
intentions, like recording an opera 
recital of the stunning diva you 
somehow convinced to be in your 
rock band, or capturing the gentle 
lapping of ocean waves on the 
beach, a portable recorder will also 
give wonderful results. Besides, 
what’s more rock and roll—setting 
up your laptop DAW, or whipping a 
shiny little recorder out of your 
pocket and pressing record? 
—Roberto Martinelli 
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KORG MR-1 
($899, WWW.KORG.COM) 
Korg doesn't make me-too products, 
and the MR-1 is no exception. It does 
just about everything differently: Stores 
to a 20GB hard disk instead of RAM 
cards, records via 1-bit DSD-type tech¬ 
niques as well as BWF \NM PCM files, 
has a metal instead of plastic casing, 
and the AudioGate software that comes 
with it is extremely sophisticated, as it 
can take the 2.8MHz data stream and 
convert it into just about anything the 

just decent, and while it weighs a bit 
more than RAM-based units, it's still 
small enough to slip into your shirt 
pocket. What's more, the MR-1 is valu¬ 
able in the studio; you can treat it like 
a two-track mastering deck, which is 
particularly helpful if you have an ana¬ 
log mastering chain—just record the 
analog out into the MR-1, then convert 
it to 16/44.1 or whatever your final 
delivery medium might be. I’ve also 

"real world” uses. In fact, Korg touts the used it to sample the notes coming 
MR-1 as "future-proof” because 
although it stores signals with the high¬ 
est possible fidelity available today, you 

out of vintage keyboards, secure in 
the knowledge that I've preserved the 
essential sound of keyboards that are 

solid-state units by simply plugging in 
another memory card; what's more, the 
hard drive makes it more sensitive to 

can "downshift” into more common 
formats currently in use. 

What it does best: Fidelity and 
storage. This is a significant, pro-ori¬ 
ented unit—with a price tag to match. 
Its sleek, shiny packaging is classy, as 
is the sound quality. The mies 
included with it are far better than 

on their last legs. 
Limitations: The battery is not user-

replaceable, so if it runs out of juice, your 
only option is to plug in an AC adapter 
(and when the battery itself dies eventu¬ 
ally, it will need to be returned to Korg). 
Also, due to using a hard drive, you can’t 
upgrade the memory as you can with 

vibration. Finally, it belongs to the camp 
that doesn’t include specific musician-
oriented features. 

Bottom line: If you have the bud¬ 
get and plan to do seriously high-
fidelity field recordings, and don't 
need to record for hours on end, this 
is about as good as it gets. 

($450, WWW.ROLANDUS.COM/EDIROL) 

RO9HR 

EDIROL BY ROLAND R-09HR 
EDIROL 

FWMR MENU 

J RO9 0008.MRV This is a second-generation device, 
and the additional experience shows 
up first in terms of ergonomics. “Set-
and-forget" switched functions like 
Hold, Limiter/AGC, Low Cut, and Mic 
Gain Lo/Hi are tucked away on the 
back, using switches that are hard to 
move accidentally but easy to move 
when wanted. You'll also find a moni¬ 
tor speaker on the back, and the case 
has a rubberized, no-slip type of sur¬ 
face that makes dropping it less likely. 
There are two internal mies, but these 
don’t rotate. Although the unit comes 
with a 512MB SD card, it handles SD 
HC memory cards up to 32GB—the 
extra capacity is particularly handy if 
you choose to do 24-bit/96kHz 
recording. It runs off two AA batteries, 
and has basic I/O: 1/8" stereo mic with 
plug-in power switch, 1/8” line in, and 
1/8” headphone out. 

What it does best: The OLED 
(Organic LED display) is bright, clear, 
and the most readable of the bunch 
lunder just about any lighting condi¬ 
tions. You can change playback speed 

from 50% to 150% with sample rates 
below 88.2kHz, add reverb, or “split” a 
file when recording—sort of like 
adding markers, except these actually 
create separate files. And there’s a big 
surprise: A wireless remote. When you 
consider how important placement is 
with a unit that has built-in mies, the 
remote lets you do something like 
hang the R-09HR from the ceiling and 
still control it from a convenient loca¬ 
tion. It can also let you split a file with¬ 
out having to press the R-09HR’s 
buttons, which might otherwise pro¬ 
duce noise when using the built-in 
mies. Finally, the documentation is 
excellent, and Cakewalk Pyro Audio 
Creator software is included. 

Limitations: You can’t charge 
rechargeable batteries sitting in the 
R-09HR via USB or its AC adapter— 
you need to charge them with a con¬ 
ventional outboard battery charger. 
So just carry a bunch of AA lithium 
batteries, which last for around 13-15 
hours when recording (6.5 hours for 
alkalines). Splitting a file will produce 

a slight gap when playing back on 
the R-09HR, even though the record¬ 
ing itself is continuous, which you 
can verify by exporting the file into a 
computer. 

Bottom line: This one says "work¬ 
horse”: Rubberized case, monitor 
speaker, good ergonomics, wireless 
remote, and sound quality. While a 
review can’t evaluate how these units 
will hold up in two years, I think this 
one would still be working just fine. 
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($499.95, WWW.M-AUDIO.COM) 
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($334.99, WWW.SAMSONTECH.COM) 

M-AUDIO MICROTRACK II 

ZOOM H2 

musician-oriented features, it does 
have additional goodies, like being 
able to record to files larger than 
2GB—something most portable 
recorders can’t do, because they use 
the FAT32 memory formatting system 
for memory cards (so does the Micro¬ 
Track II, but they’ve figured out a way 
around that). It’s also easy to put in 
markers (Broadcast Wave Format) 
while recording, so when you bounce 
files into the computer, you can find 
what you want. It’s also rich with I/O, 
including S/PDIF and RCA line outs, 
1/4" balanced TRS mic/line ins with 
switchable phantom power, 1/8” 
stereo mic in, and headphone out. 

Limitations: Like the Korg MR-1, 
the battery is not user-replaceable 
although you can send power through 
the USB in during an emergency. 
When the battery does die, it’s about 
$70 to get it replaced by the factory. 
Storage is to Compact Flash cards; 

M-Audio was one of the first compa¬ 
nies with a small, portable recorder, 
and the MicroTrack II benefits from 
being a second-generation device. It’s 
small and light, in a tough plastic case, 
and comes with a T-design stereo mic 
that’s great for recording interviews—I 
have the person talk into one channel, 
and use the other channel for ambi¬ 
ence, mixing in as much as I want. It 
comes well-accessorized, including an 
AC adapter but it can also recharge 
from any USB connection. This also 
means you can use some of those 
“instant power” accessories for cell 
phones to get extra juice if needed. 

What it does best: The MicroTrack 
II is so small and convenient you 
won’t hesitate to carry it around with 
you. And, the operating system is 
about as idiot-proof as it comes; you 
can definitely figure it out under pres¬ 
sure, and use it on a gig the day you 
get it. Although this unit doesn't have 

This is another second-generation 
device, following up Zoom’s H4. It 
seems Zoom’s forte is to include a 
feature set like “the other guys,” 
throw in some innovative aspects, 
then cut the price to the bone—and 
the H2 is no exception. Clearly 
designed for musicians as opposed 
to, say, journalists, the H2’s main 
claim to fame is an unusual approach 
to miking that allows for different 
miking configurations in a portable 
unit. It runs off alkaline/rechargeable 
batteries, or AC power. 

What it does best: The H2 is the 
only device in this roundup that’s 
intended to capture audio suitable for 
surround. It does this with two sets of 
mic pairs, one on the front and one 
on the rear, with each pair configured 
in a dual X/Y configuration (90 
degrees front, 120 degrees rear). You 
can use the 90 degree mies when you 
want to record a narrow field, the 120 
degree mies for recording something 
broader (like a full band), or record 

feet to minimize vibrations. There’s 
a maximum of 10 folders for stereo 
files, and one folder for 4-channel 
recordings. 

Bottom line: This is one of the 
most cost-effective offerings, and 
exceeds expectations. However, the 
surround capabilities are unique—if 
that’s something you want, this is the 
only game in town. 

there's nothing wrong with that per 
se, but SD cards are more current and 
smaller/lighter. 

Bottom line: The MicroTrack Il's 
small size, sound quality, and low 
price definitely put it on the short list 
of portable recorders. It’s ideal for 
general-purpose applications (field 
sampling, journalism, recording), and 
simple to use. 

on all four channels. You can mix 
these to stereo, or if you have 
surround sound encoding software, 
the tracks can provide source mater¬ 
ial for 5.1 surround files. It’s also com¬ 
pact, and comes with a 512MB SD 
memory card. Musician-oriented fea¬ 
tures include a metronome, tuner, 
three types of dynamics control, and 
the ability to use it as an audio inter¬ 
face via the USB connector. It also 
does time-stamping. 

Limitations: The H2 can’t record 
files bigger than 2GB (although it can 
handle 16GB SDHC cards), and while 
it can record the raw materials for 
surround, you’ll need authoring soft¬ 
ware—try www.wavosaur.com. Also, 
sampling rates are limited to 
44.1/48kHz for WAVs in 4-channel 
mode, although it can do 96kHz for 
stereo. Furthermore, while the built-
in mies are convenient, you have to 
be careful with placement—if you 
rest it on a surface, then use the 
included tripod with rubberized 
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Re”"'ver 
AMP MODELING SOFTWARE 

“Peavey ReVaiver amps sounded and felt more like 
real amplifiers than any other software to date.” 

- Guitar Player Magazine, June 2008 < 

“I will stack ReVaiver against any other software, and 
more than a few boutique amps.” 

- EQ Magazine, June 2008 

FINALLY, REVOLUTIONARY AMP MODELING SOFTWARE FROM A 
COMPANY THAT ACTUALLY BUILDS TUBE AMPLIFIERS! 

ReVaiver Mk III from Peavey is a revolutionary 64-bit amplifier modeling 
software that captures the true characteristics of vacuum tubes while 
giving players unprecedented control over their tone and gain structures. 
With 65 linkable sub modules that model legendary amps, stomp boxes and 
rack effects, plus in-depth tweaking on the circuit level, ReVaiver is the 
most advanced virtual amplifier on the planet. 

Peavey knows tone and the Sales Engineers at Sweetwater know amp 
modeling software. Let the experts at Sweetwater plug you into Peavey 
ReVaiver Mk III today. 

Sweetwater 
Music Instruments & Pro Audio 

www.sweetwater.com 
(800) 222-4700 

ACM AX' 

a 0 0. Q Q Q Q Q 

aa aaa aaaa a 

* * • ♦ * e 
HBSE 1 

2 e 9 « O 9 Q 
QQ Q 
Ö00 000 Q 

iiiiiniiiiiiiiiiii iiiiitiiiiiiiiiiiu 

Q ? 0 0 0 ^0 
lllllllllllllllllll hbw lllllllllllllllllll 



Trion 7000 
Dual-element Ribbon 

Microphone 

"The Trion 7000 

makes my guitar 

sound huge. The full 

bodied warm sound is 

great live and in the 

studio. It sounds FAT, 

has a thick rich tone 

with a smooth top, 

and it's chunky too!" 

...Joe Satriani 

Professional Microphones 

See who's using 
CAD mies 

www.cadmics.com 

($399, WWW.TASCAM.COM) 
TASCAM DR-1 

While a little bulkier than, say, the 
MicroTrack II or H2, the front panel 
buttons make for good targets, and 
there’s plenty of room on the sides of 
the casing for connectors. I/O is one 
1/8” stereo jack (with plug-in power) 
for external Mic 1,1/4” jack for external 
Mic 2,1/8” stereo line in, and 1/8" 
stereo line/headphones out. The bat¬ 
tery is user-replaceable and you can 
buy several if you’re concerned about 
running out of juice; the battery 
recharges via USB or an optional AC 
adapter. The mies can rotate 90 
degrees as a pair, which is useful if 
you want to change the mic direction 
depending on whether the unit is 
standing up or lying down. 

What it does best: For starters, the 
DR-1 comes with a 1GB SD cartridge, 
which saves you a few bucks but it 
also accepts up to 32GB SD HC 
cards—that’s a lot of memory. It’s very 
musician-oriented, with not just 
dynamics control while recording, but 
the ability to overdub onto an existing 
recording—this is a killer feature for 
songwriters who want to add, say, a 
harmony to a vocal or lead guitar part 
on top of a rhythm part. And because 
the original file is not overwritten, you 
can keep overdubbing; every time you 
overdub, it generates a new file with 

the mix of the original file and the 
overdub. Other musician-friendly fea¬ 
tures include time stretching (change 
speed while keeping pitch constant, or 
vice-versa), center-channel cancel to 
zap vocals, loop playback, effects you 
can apply while recording (seven 
reverbs, treble boost, chorus, autopan, 
lo-fi), tuner (chromatic and pitch), and 
metronome. 

Limitations: As with units having 
built-in mies, placement is crucial 
although like the other units, you can 
use external mies if needed. And while 
only one other recorder has a high-
impedance input for guitar, given the 
overdubbing capabilities I was hoping 
the DR-1 would have an instrument 
input; it doesn’t. Finally, while the mies 
do rotate, they don’t have the same 
flexibility as some other offerings. 

Bottom line: TASCAM is synony¬ 
mous with "musician-friendly,’’ and 
that philosophy permeates the DR-1. 
Besides, if you want to do overdubs, 
it’s your only choice; I’d consider this 
the top pick for songwriters. 

YAMAHA POCKETRAK 2G 
($450, WWW.YAMAHA.COM) 
When you open up the box, you can’t 
help but wonder where the rest of the 
recorder is—the Pocketrak 2G is the 
smallest, slickest, and lightest of all 
the recorders covered here. If you’re 
going undercover and want to record 
something without anyone knowing it, 
this is the one to choose. But what do 
you give up in return? Well, not much. 
The 2GB of internal memory is non-
removable/replaceable, and the I/O is 
limited. But that’s pretty much it. It 
even has a retractable, full-size USB 
connector so that in a pinch, you can 
plug it directly into a computer and 
you don’t need to carry an extra cable. 

What it does best: Not only is it 
so portable there’s no excuse not to 

carry it on you at all 
times, the battery 
will probably be up 
to the task as well: 
The Pocketrak 2G 
comes with an AAA 
“eneloop" recharge¬ 
able battery that 
gives about 19 hours 
of stereo recording 
time (assuming the 
backlight is off). 
That’s phenomenal, 
but a standard AAA 
alkaline battery 
gives even longer recording time— 
about 25 hours. Yes, we definitely 
have a candidate here for the 
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The New Analogue Standard 

Exceptional" 
-Audio Media 

rupertnevexom 

Tape B *miTAH 

Shed new light on your signal chain with the rich detail of Portico Series 
mic preamplification and processing modules. 

Meticulously crafted in central Texas, every module incorporates Rupert's 
custom input and output transformers into genuine single-sided circuit 

topologies to achieve the classic warmth and presence expected from a 
Rupert Neve Design 

Extremely 
Accurate" 

-Pro Sound News 

redibly 
itastic" 
-Pro Sound News 

Superb 
-Studio Magazine 

"Fabulous 
-Future Music 
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Royers 
On The Road With 

MATCHBOX TWENTY 
"Live guitars sound 
amazing with R-121 Live 
mies on the cabinets, and 
they stand out well in the : 
mix. Royers are warm, 
natural, present and 
uncolored - not at all harsh 
like several of the other 
mies we auditioned, and 
the band loves the natural 
sound they get in their 
in-ear monitors. 

"I've used Royers on Aeros¬ 
mith for a few years and 
currently on Matchbox 
Twenty and they've beer. _ 
among my most reliable 
microphones. These are 
amazing ribbons.” 

Jim Ebdon 
FOH Engineer - Matchbox 

Twenty. Aerosmith. Annie 
Lennox 

Royer Ribbon 
8lfl.847.O121 • Burbank, d 

www.royerlabs.com 

“power management of the year” 
award. Like the TASCAM, the built-in 
mies sit at the top of the unit, and 
rotate as a pair within a 90 degree 
range; unlike most other units, it has 
a speaker for monitoring. And if you 
want to use it as a portable music 
player, the Pocketrak 2G supports 
WMA as well as MP3 (you can record 
in those formats, as well as standard 
PCM). On top of all that, it’s also 
super-easy to use, there are 

faster/slower playback options, the 
package includes a free copy of 
Cubase Al, and you can password¬ 
protect individual files. 

Limitations: You can’t 
expand/replace the memory, and there 
are no “musician” features like a tuner, 
metronome, etc. Also, the only I/O is 
an 1/8” mic/line input and 1/8” 
output—so don’t expect to plug in 
your guitar. But with something this 
small, you’d probably want to use the 

10 MORE WAYS TO USE 
YOUR PORTABLE RECORDER 
1. Leave the iPod at home. Well, 
unless you're using one of those 
portable recorder thingies (e.g., Alesis 
and Belkin) that’s based on recording 
into an iPod. Thanks to removable 
media, you can store gigabytes of 
your favorite music, pop it into your 
recorder, and use it for listening. 
2. Better pre-show music. Don’t like 
what the FOH mixer is playing before 
you take the stage? Load up your 
portable recorder with suitable pre¬ 
show music, and ask (politely!) if that 
can be played instead. 
3. Better live sound. Bring a studio 
recording of your band’s music on 
your recorder, and pump the sound 
through the PA while setting up. This 
will give you valuable clues about 
how the venue will alter your sound, 
making it easier to "tweak” the PA. 
4. Are your songs in order? Another 
playback application: Bounce over 
the cuts for your new album. Most 
recorders have an easy way to 
change the playback order, so you 

can determine what songs work well 
together. If all else fails, alter the song 
order in your computer, then bounce 
back into the recorder via USB. 
5. Better than calling your answering 
machine and singing into it. Carry 
your portable recorder around with 
you at all times, the way a photogra¬ 
pher always has a camera handy, so 
you can capture anything important 
that pops into your mind. 
6. Recording rehearsals and perfor¬ 
mances. Hook a portable recorder to 
your mixer’s recording outs or an aux 
out during rehearsals and 
performances. With even relatively 
small memory cards able to record 
several hours of music, just press 
Record, and go. 
7. Record your audience. I learned 
this from Frank Heiss, the first guy to 
turn me on to using portable recorders 
live (back in the days of Minidisc). He 
would go out into the audience and 
record people saying things, then later 
on, while he was onstage, play back 

OLYMPUS LS-10 
($449.95, WWW.OLYMPUS.COM) 
New kids on the block? In the music 
industry, yes ... but when it comes to 
recording, no. The build quality grabs 
you immediately: The LS-10 has a 
solid, substantial feel, with an 
aluminum metal frame surrounded by 
a sturdy plastic body. Nothing about it 
feels cheap, or like any corners were 
cut. The mies are very good. They’re in 
a fixed 90 degree pattern and can't be 
moved, but the LS-10 includes a 

function called 
"Zoom Mie” that 
provides four differ¬ 
ent spatial options, 
from a highly direc¬ 
tional mono sound 
to seriously expan¬ 
sive stereo. This 
works well, but only 
with the internal 
mies, and only 

56 eq SERTBMBSR www.eqmag.com 



built-in mies anyway to retain the 
small size advantage. And be care¬ 
ful not to misplace this little won¬ 
der box—the dog might eat it. 

Bottom line: This is definitely a 
gear lust kinda item; once you 
hold it in your hand, you want it 
just because it’s so darn cute and 
compact. While perhaps not as 
versatile as some of the other 
recorders, it packs serious punch 
in a Lilliputian package. 

some of the more interesting frag¬ 
ments. Way cool. 
8. The nearly infinite sampler. A 
portable recorder can be a sampler 
with hours of sampling time. While 
you can’t play a melody on it, you 
mark where pieces of audio begin 
and name them, making it easy to 
cue up the right sample for either 
recording or live performance. 
9. The audio-for-video helper. 
When I record soundtracks or 
narration for video, it seems the 
videos are much more effective if 
there’s some ambience mixed in 
the background. But of course, it 
doesn’t have to be the ambience 
of the place itself: For example, I 
have several recordings of people 
milling around at conventions, 
which comes in handy when I 
need a "you are there" vibe. 
10. Tuning tones. Although some 
portable recorders are musician-
oriented and include tuners, if not, 
then record some standard tones 
(e.g., E-A-D-G-B-A if you’re a gui¬ 
tarist) in your recorder. If possible, 
write-protect the file—that way 
you’ll always have a “virtual pitch 
pipe.” —Craig Anderton 

when recording at 44/16 PCM. I/O 
is the standard set of options: 1/8" 
stereo mic in with switchable plug¬ 
in power, 1/8" stereo line in, and 
1/8” stereo headphone out. 

What it does best: Aside from 
the quality feel, the LS-10 not only 
includes 2GB of internal flash mem¬ 
ory, but accommodates an addi¬ 
tional SD card, from 512MB to 8GB 
while getting about 12 hours from 
two AA batteries—excellent. 
(Speaking of which, it also has the 
easiest battery cover to remove 
and replace of all the machines.) 

- Drum Kits and Grooves from the top pro drummers 

- Expressive Drum Kits in Kontakt 

- Midi and Multi ack Rex, Apple Loop & Wav Grooves 

- Downloadable sound packs and DVD Boxed Sets 

- Featuring legendary drummers: 

Jerry Marotta (Peter Gabriel, 10,000 Maniacs) 
John Blackwell (Prince, Justin Timberlake) 
Steve Gadd (Steely Dan, Paul Simon) 
Danny Gottlieb (Pat Metheny Group) 
Ed Greene (Donald Fagen, Barry White) 
Bill Bruford (King Crimson, Yes) 
Nick D'Virgilio (Genesis, Tears for Fears) 
Bun E. Carlos (Cheap Trick) 

Free demo pack available at 

studioprofiles.com 
Now available in stores! 

SONIC REALITY 
SAMPLE EVERYTHING 

All specifications sifcject to change. AU trademarks are the property oí their respective owners 
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• by David Royer 

MA-201 fet 

Introducing 

MA-201 fet 
“The MA-201 fet is big and 
fat, and packs an extra 
midrange punch that 

sounds great on vocals, 
drums and guitars.” 

Michael Wagener 
- Engineer; Ozzy Osbourne, 
Metallica, Skid Row, Extreme, 

King’s X 

Visit mojaveaudio.com for 
studio photos and audio 

samples. 

818.847.0222 
Burbank, CA 

Record/playback formats are WAV, 
MP3, and WMA; I like WMA, as it 
saves much space compared to WM 
but sounds better than MP3. Surpris¬ 
ingly, the monitor speakers are 
stereo—but even more surprisingly, 
they actually sound reasonably good. 
The package is well-accessorized, with 
a free copy of Cubase LE4; aside from 
the expected USB cable, there’s also 
an 1/8" stereo mini male-to-male 
extension cord, carrying case, strap, 
and wind screens for the mies. There 

are also several useful optional-at-
extra cost accessories, like a wireless 
remote (although it isn’t as complete 
as the one included with the Edirol, 
offering only record, play, and pause), 
noise-canceling mic and telephone 
recording device ($19.95 each), two-
channel pro mic set with tripods 
(around $230), etc. 

Limitations: File sizes are limited 
to 2GB for WAV and 4GB for MP3 
and WMA. And while the battery life 
is good, you can’t recharge batteries 

ESSENTIAL ACCESSORIES 
Additional recording media. With 
card-based solid-state recorders—by 
far the majority—carry plenty of mem¬ 
ory cartridges, unless you’ve also 
brought a computer to which you can 
transfer files during down time. 
Additional power. Bring batteries, or 
if you have compatible connectors, 
use the Energizer brand cell phone 
chargers with mini-USB outs to 
recharge on the go, or provide "auxil¬ 
iary power.” 
Mies. The mies included with many 
recorders are surprisingly good, but 
it’s worth taking some quality external 
mies. However, also bring a decent 
but really inexpensive mic you’re not 
afraid to lose. Use it for recording 
explosions, going into an angry mob 
to grab some cool samples, etc. 

Plastic freezer bag. If there’s rain, 
ocean spray, or other environmental 
nastiness, put the recorder in the bag 
and seal it up. If you still need to 
record, use external mies and feed 
the mic cable out one corner of the 
bag; it’s almost certain you’ll be able 
to manipulate the buttons and work 
things while it’s in the bag. Do watch 
out for heat buildup, though. 
Notepad. Keep notes on what you’ve 
recorded, as most devices auto-name 
files. Unless you take the time to rename 
them on the spot, you might not 
remember which files are important. 
Noise-canceling earphones, or in-ear 
earphones that block outside noise 
as much as possible. These make it 
easier to monitor what your recorder 
is recording. 

SONY PCM-D50 
($599.95, WWW.SONY.COM) 
Sony shifted the flash-RAM-meets-
portable-recording scene into high 
gear when they introduced the very 
successful PCM-D1; now we have the 
PCM-D50, which is less than a third as 
much. Limitations compared to its big 
brother are few: The mies and 
preamps aren’t on quite the same 
level, there are no retro analog 
meters, and the frame is aluminum, 
not titanium. Functionality is quite 
similar, though, including the built-in 
4GB of memory with a slot to add 
Sony’s Memory Stick Pro-HG Duo for 
more recording time (a 4GB stick 
costs about $6O-$65). 

Although larger in size than the 

average portable recorder, the PCM-
D50 feels more like a “field 
recorder" than a pocket-size “note¬ 
book recorder." It includes speed 
change from -75% to +100%, and a 
wired remote (to control recording) 
is optional. As with the MicroTrack 
II, the PCM-D50 can handle files 
larger than 2GB. Bonus: It includes 
Sound Forge Audio Studio LE for 
editing files. 

What it does best: The mies rotate 
outward for a 120 degree pickup pat¬ 
tern, or inward for an X-Y type of 
pickup, or anywhere in between (they 
can also be parallel). This gives a lot 
of flexibility, and a small “roll bar” 
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via USB or with the LS-10’s 
optional AC adapter; you have to 
use a separate charger. The solu¬ 
tion is to always have some spare 
batteries sitting around, or buy the 
Olympus Quick Charger. 

Bottom line: This is a class act, 
from the build quality to the fea¬ 
tures. You won’t find "musician-
specific’’ aspects (although you can 
loop a section of audio), but the 
sound quality, durability, and overall 
operation are impressive. 

Lots of adapters. Be prepared to 
get signals from, or send signals 
to, anything from 1/8" mini-con¬ 
nectors to phono to whatever. In 
particular, bring an extension 
cord for any external mic you 
might be using. 
Mini-USB cable. Or whatever 
your recorder likes; don’t leave 
home without one. Or two. 
Carrying case to hold all this 
stuff. Many recorders come with 
carrying pouches, but you’ll also 
need something bigger for acces¬ 
sories. Small camera bags do the 
job just fine. 
Digital audio editor, if you’re car¬ 
rying a laptop. It’s helpful to be 
able to transfer sounds from your 
memory card to your computer 
and trim out the dross while any 
recording is still fresh in your mind. 
—Craig Anderton 
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protects the mies from being hit-
great idea. But if you prefer to use a 
different mic, there's the usual 1/8" 
jack with a plug-in power switch. As to 
power, the PCM-D5O requires four AA 
cells, which contributes to a record 
time of about 14 hours when also mon¬ 
itoring—about 20 hours for playback-
only—which means a lot of music 
before you have to think about batter¬ 
ies. Another very cool feature is pre¬ 
recording, which lets you record up to 
five seconds of sound prior to the time 
recording started. There’s an "intelli¬ 
gent" limiter than can banish distortion 
by seamlessly substituting a track 
recorded at a lower level (very cool!), 

and the record level control has a 
small shield over it to prevent acciden¬ 
tal changes. 

Limitations: The batteries can’t be 
recharged while sitting in the unit; 
they need an external charger. And I’m 
never thrilled with non-standard for¬ 
mats, like using the Pro-HG Duo mem¬ 
ory stick instead of the SD memory 
that most others have adopted. How¬ 
ever, given 4GB of internal memory, 
there are few scenarios where that 
isn’t enough. 

Bottom line: It’s a Sony, and they've 
been down this road before—the PCM-
D5O is a serious, quality, pro piece of 
gear for real world recording. 

AMERICAN AUDIO 
POCKET RECORD 
($209.95, 
WWW.AMERICANAUDIO.US) 
This is larger than average, doesn’t 
look particularly sophisticated, and 
isn’t exactly feature-packed compared 
to costlier models—but it’s also the 
least expensive one in the roundup by 
far. In that context, there’s definitely 
value for money. It's clearly designed 
to be a general-purpose device for 
such tasks as interviews and recording 
music, but nonetheless has a few fea¬ 
tures that are not expected with a 
product in this price range. It runs off 
two standard AA batteries (included) 
or rechargeables, but you can also run 
it from a USB 5V adapter. 

What it does best: Not put a dent 
in your wallet would have to be the 
main thing it does best. But Pocket 
Record has some cool extra features. 
It includes two built-in mies and a 
built-in monitor speaker, but also has 
two audio inputs with associated level 
controls. These can use the two lava-

out the nine front panel buttons, 
you’re pretty much covered. By the 
way, it records both WAV and MP3. 

Limitations: It handles SD cards up 
to 4GB, but that's the upper limit. 
Audio quality is on the lower end of 
the scale compared to higher-priced 
units, but it’s certainly acceptable for 
most applications. Due to its size (and 
input volume knobs) the Pocket 
Record isn’t particularly ergonomic, 
but it can fit in a decent-sized shirt 

lier mies included with the player, but 
also, they can mix with the built-in 
mies so you could, say, rap over a 
drum machine that’s also being 
recorded. It also has a switch to match 
the input to mic, line, or guitar-level 
signals (kudos for the instrument 
input). Furthermore, because there 
aren’t a lot of bells and whistles, it’s 
very easy to use: Once you've figured 

pocket. Subjectively it feels somewhat 
klunky rather than sleek—but of course, 
that doesn’t really affect performance. 

Bottom line: If I was a journalist 
doing interviews, this would be ideal; 
having two lavaliers included might 
indicate American Audio thinks the 
same way. Besides, it’s really inexpen¬ 
sive, and more run time is just a cou¬ 
ple AA batteries away, co 
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■GADGETS & GOODIES 
TIME TO HAVE HAPPY HEADPHONES 
by Craig Anderton Headphones are as vital a part of the 

average studio as a lava lamp and a big 
comfy couch. So this month, let's look 

at three different boxes into which you 
plug headphones—and what they do 
for those 'phones. (All prices are MSRP.) 

PreSonus Monitor Station 
($399.95, vyyyw.presonus.com) 
This is designed to provide the moni¬ 
tor section of a large console for 
DAW-based studios that don’t have a 
large console. In with the speaker 
selector switches (for picking among 
three pairs), level dimmer, LED meters, 
and phono preamp (really!), you’ll also 
find a headphone distribution amp. 

There are four headphone outs 
that are loud enough to rip your head 
off, so be careful. Each has its own 
level control, and a button that 
selects between the Main bus or Cue 

bus. These buses can select from 
three different stereo sources; the 
Cue and Main buses also have stereo 
outs. Furthermore, the Cue bus has 
an output control. If you needed 
more headphones, you could send 
this to another headphone amp, like 
the Aphex HeadPod. 

The Monitor Station has been a 
great addition to my studio, as I can 
monitor from my digital mixer, an 
audio interface, or just switch over to a 
CD player to hear some tunes—as well 

as dim the volume when 
the phone rings, check for mono 
compatibility, and drive multiple head¬ 
phones when cutting vocals in the 
control room. It’s nice to be able to 
listen to vinyl again, too. And the box 
has a rugged feel: The headphone 
jacks are mounted with lockwashers, 
and the other jacks use locking nuts, 
so I suspect you can do a lot of plug-
ging/unplugging before these babies 
loosen up—if ever. Overall, the Monitor 
Station is a very useful accessory. 

Aphex Model 454 HeadPod 
($249, www.aphex.com) 
You want simple and good at a fair 
price? Well, meet the HeadPod. It’s 
just a headphone distribution amp: no 
bells, whistles, or additional goodies. 
But it goes about this task with a 
laser-like focus. 

The HeadPod accepts either indi¬ 
vidual left and right 1/4" TRS balanced 
line ins, or a stereo unbalanced 1/4" 
input, with a switch to choose 
between the two input options. The 
stereo input is ideal for taking a stereo 
headphone out and "expanding” it 

into four outs, but the HeadPod is also 
designed so that you can split a head¬ 
phone out with a Y-adapter, and feed 
each Y into its own HeadPod, giving a 
total of eight headphone amps. 

Each of the four headphone outs 
has its own volume control, and 
there's a master volume control which 
you can set so that the individual outs 
all work within a suitable range. Power 
is provided by an included AC adapter 
(12-16V AC—not DC—will do the job). 

The HeadPod weighs only a 

pound, so Aphex offers a mic stand 
mounting bracket. This is convenient 
for when you’re recording an ensem¬ 
ble; just run an out from the control 
run to the box, and four musicians 
can listen in comfort. 

There's not really much else to say. 
The sound quality is excellent, there’s 
plenty of level (it’s very clean, but 
standard cautions apply about blow¬ 
ing your ears out), and the all-metal 
chassis passes the drop test. Like I 
said—simple and good. 

Aviom Personal Mixing System 
(A-16II $605, AN-16/i $1,180, yyww.avlom.com) 
The drummer wants more guitar in the 
headphone mix. The vocalist wants 
more keyboards. So you hope you 
have enough aux buses and 
headphone amps, and set up a bunch 
of different mixes. But now the 
drummer wants more drums.. .. 

Solution: Aviom’s A-16II Personal 
Mixer and AN-16/Í Input Module. The 1U 
rack AN-16/i accepts up to 16 line-level, 
balanced Inputs and converts them to 
24-bit, 48kHz audio that travels over 
Aviom’s Prol6 A-Net network. While 

based on Ethernet (e.g., it uses CAT-5 
cable and RJ-45 connectors), A-Net is 
optimized for digital audio transfer up 
to 500 feet. The AN-16/Í also has Thru 
jacks—you can leave it set up in-line— 
as well as front-panel four-position 
level switches and stereo link switches 
for each pair of inputs, and signal/clip 
LEDs for each input. 

The A-16II hooks into the network 
(and can mount on a mic stand); the 
musician using it plugs in 'phones, 
and dials in a custom mix (volume 

and pan) of those 16 audio streams. 
There’s also bass/treble controls, 
mute/solo, and the ability to create 
groups and store presets of specific 
mixes. Want more vocals? Hit the 
button for the vocals channel, and 
adjust the volume. Yes, each musician 
with an A-16II can have a custom mix. 

It’s not cheap to set up a system 
with, say, eight personal mixers. 
But this clever system works flaw¬ 
lessly—and the convenience factor 
is off the charts. CO 
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FANTASY CAMP 

HfROCK ‘N’ ROLlF" W! W 
FANTASY CAMP LONDON 

NOVEMBER 4TH-9TH
JAM WITH 

ROCK LEGENDS 

M RECORD AT WORLD FAMOUS ABBEY ROAD STUDIOS the 

PERFORM LIVE AT THE CAVERN IN LIVERPOOL GOTÖC?® 
W/ Nick Mason (Pink Floyd), Bill Wyman (Rolling Stones) 

AbbeyRoad & many more celebrity rock stars TBA. 
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SOUNDS 

BIG FISH AUDIO: NU METAL CITY V2 
I liked the original's rude, dark, intense 
vibe—in fact, soundtracks I created with it 
showed up on quite a few videos. Can 
lightning strike twice? 

The format is the usual Big Fish for¬ 
mula: Construction kits (25 total) at vari¬ 
ous tempos and keys, as indicated in the 
file names; loop options are non-Acidized 
WAV, Apple Loops, Stylus RMX, and 

(where appropriate) REX2. All kits also have a mixed "audi¬ 
tion” file containing the kit elements. Stylistically, V2 has 
more variation than the original, and a sound quality 
upgrade, but retains the sheer head-banging power even 
while branching out into wider territory. 

One of the strongest points is having a dozen or more 
relatively short variations on drums and guitars, allowing 

you to put together convincing parts with interesting varia¬ 
tions instead of just looping the same parts over and over 
and over... some of the guitar lines even make harmonies 
when layered. In fact, everything fits together like a some¬ 
what anti-social jigsaw puzzle. Other standout features: nasty 
"atmosphere” effects, a few wicked synth and scratch parts, 
intense guitar one-shots, and a folder of "X-tra Hardcore 
Drum Loops" that sound like Keith Moon on black metal. 

The audio example at www.eqmag.com doesn't show the 
variety, but shows the power. Check it out, and you’ll see 
why this gets a major thumbs up. —Craig Anderton 

Contact: Big Fish Audio, www.biqfishaudio.com 
Format: DVD-ROM with 1,055 loops (1.36GB) in multiple 
formats; 84 guitar one-shots (99MB); 24-bit/44.1kHz 
List price: $99.99 

SONY: UNDERGROUND—UK HOUSE AND ELECTRO 
The title tells the story: The loops offer 
much of the looseness of house, but 
instead of the "elastic,” loping feel of 
classic house, it's rhythmically tighter, and 
with harder-edged sounds—that’s the 
electro part checking in. Sometimes, it 
even starts approaching the techno world 

tonally, but not in terms of tempo; percussion and drums 
have folders of loops at 120,125,127, and 130BPM (although 
of course, Sony has the Acidization thing down, so these 
stretch very well). The net result stakes out new territory. 

The CD-ROM includes synth bass (66 files), drums (186), 
electric guitar (16), FX (80), pads (34), percussion (128), 
synths (91) and drum one-shots (49 files). The drums, bass, 
and percussion are what'd you expect, while the guitar 
updates some of the jazz and “Shaft’’-type sounds of the 

’70s. Don’t expect string pads and sweet synth melody 
lines; the pads tend to be more like movie atmospheres 
crossed with effects, and the synths often feature bubbly, 
arpeggiated lines—think acid bass up an octave. However, 
there are also some more conventional options. As to the 
FX, they’re way cool: Throw them behind, or even instead 
of, a breakbeat, or to add some musical punctuation. 

Check out the example at www.eqmaq.com—this is defi¬ 
nitely the type of CD where the sum is greater than the parts, 
because everything fits together so well. —Craig Anderton 

Contact: Sony Creative Software, software.comwww.sonvcreative 

Format: CD-ROM with 491MB of loops and 5MB of one-
shots; demo song in Acid format; !6-bit/44.1kHz 
List price: $59.95 

EQUIPPED MUSIC: PREMIER BEATS 
After Nu Metal and House/Electro, let's 
go to hip-hop/trip-hop land, where the 
tempos live between 85-95BPM. Pre¬ 
mier Beats is a class act, from ace con¬ 
tent to organization to packaging. One 
DVD has 1,414 loops in Apple Loops 
and non-Acidized WAV file formats; 
many are deconstructed versions of full 
musical selections, such as kick-snare 
loops, just chords, just hi-hats, full 

instrumentals, full beats, etc. 
The second DVD-ROM has the same content as REX2/RMX 

files, and a Reason-specific ReFill (Combinator, ReDrum, and 
Dr. REX patches, along with samples). There's also a folder 
with 3,740 WAV samples—chords, bass, electric piano, kicks, 
snares, hats, percussion, scratches, vinyl noise, etc., with tonal 
ones often containing samples in three keys. Are 310 snare 

and 606 kick samples enough for you? Yeah, I thought so. 
I didn't audition every single sample and loop—because 

I'd still be writing this review in 2009. But I listened to a ton 
of material, including Reason patches, and it’s a//good. The 
drums sound exceptionally solid, the instrumental parts are 
authentic, and I’ll be using the samples in various soft synths. 

For audio examples, go to www.equjppedmusiç.se, where 
you'll find lots of MP3 snippets. Other than not acidizing the 
WAV files, this set does everything right—and with so much 
good material, gives value for money. —Craig Anderton 

Contact: Equipped Music, www.equippedmusic.se. dist. by 
www.bigfishaudio.com 
Format: Two DVD-ROMs with Apple Loops, WAV files, REX2 
files, Reason ReFill, and thousands of WAV samples; all 24-
bit/44.1kHz 
List price: $199.95 
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ñLL The Gear Moo Heed in Oke Place 
Pro Audio, Video, AV ? Lighting froh over too top brands. 

Get ÕUR HA5SIVE 431-PAGE CATALOG OR SHOP ONLINE AT FULLCOHPASS.COH 

Native Instruments 
Guitar Rig 3 Kontroi Edition 

Tascam DR-1 Portable 
Digital Recorder 

iijyjMiiil 
SPL Rackpack Modular Rack System 

PRO AUDIO I VIDEO I AV I LIGHTING 

Mini-Reference Monitors 

Crowley and Tripp Naked Eye 
Roswellite Ribbon Microphone 

Call a Sales Pro todam 800-3St-S8HH or visit fullcohpass.cok 

SONIC 
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, ’ 
Kontakt™, 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! 

SONEX and 
FABRITEC 

Maximum sound quality in your inique space 
with Class 1 fire-rated and easy-to-install 

original high-def 
acoustical solution. 

products—including SONEX and FABRITEC. 

1-8OO-6B2-OO32 
www. pinta-acoustic. com/eq 

pinta 3 
formerly illbruck acoustic, inc. © 2008 pinta acoustic, re 

All rights reserved. 
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PRODUCT SPOTLIGHT SPECIAL ADVERTISING SECTION 

RSC 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) 

Radial JEB Injector 
Guitar Rmp Driuer/Combiner/Re-amper 
Radial Engineering Ltd. 
Now Availabe 
A studio tool for re-amping and combining up to 7 amps from one 
signal, the JD7 has proven to be so indispensible that many of today's 
top producer/engineers won't record guitars without one! 
SRP: $1200 USD 
www.radialeng.com 
604-942-1001 

QPR - 11 
Acoustic Fields 
Now available 
Quadratic diffusion coupled with two 
activated carbon, diaphragmatic absorbers; 
all in one self contained unit. Broadband low 
frequency absorption from 30 hz. -100 hz. 
Riverbank test results. 
SRP: $1,500 
www.acousticfields.com 
520-591-0152 

GRRMMR 
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 

The Control 2P Compact Powered 
Reference Monitor System 
JBL Professional 
Now Available 
De.ivers accurate performance in a compact form¬ 
factor. Internal 35 watt/ch. amplification, and 
professional feature-set make the Control 2P ideal 
for desk-top production, A/V and broadcast 
applications, and monitoring of electronic musical 
instruments. 
SRP: $249.00 
www.jblpro.com 
818-894-8850 

AOK Microphones 
Now Available 
The A6 s the perfect mic for acoustic 
instruments and vocals. And with such a low 
price the only may to make it more exciting 
would be to make it vibrate! 
SRP: $399 
www.adkmic.com 
805-644-6621 

Performance Broadband Corner 
Bass Trap 
Primacoustic® 
Now Available 
Finally, a broadband absorber that effectively 
controls bass in small studios. MaxTrap- easily 
mounts in a corner where its internal 
diaphragmatic membrane and high-density 
6lb/cu/ln 24"x48x3" fiberglass panel tame 
frequencies down to 40Hz! 
SRP: $399 USD 
www.primacoustlc.com 
604-942-1001 
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Artist Master Class 

» 

and techniques he used to record some of the most popular 

albums in the history of alternative rock. 

EQ presents an exclusive inside 
look at the Smashing Pumpkins’ 

recording history with an interactive 

LIVE online Q&A session 
hosted by Billy Corgan. 

H BILLY CORGAN 
In the Studio with the Smashing Pumpkins 

Coming Fall 2008 

Coinciding with EQ’s October cover story, Corgan will 
’* conduct a one-hour chat with readers, focusing on the tools 

Time and date will be announced in the October issue of EQ 
MUSICO 
PLAYER■ 
network U 



CLASSIFIEDS 

CATEGORIES MARKETPLACE 

MARKETPLACE 

DUPLICATION 

MIXING/MASTERING 

EDUCRTION/TUTDRIRLS 

ACOUSTIC PRODUCTS AND SERVICES 

STUDIO FURNISHINGS 

WEBSITES 

GEAR FOR SALE 

ACCESSORIES 

Buying or selling instruments through our Classified 
Ads offers you convenience, a big marketplace, and a 
wide range of instruments and prices. However, buying 
mail-order does have its drawbacks, too. EQ Magazine 
suggests the following guidelines to help the buyer 
and the seller in these transactions: 1) Get a written 
description of the instrument, which should include 
the serial number. 2) Get front and back photos of the 
instrument. 3) Get a written purchase agreement, with 
a 24-hour approval clause allowing the buyer to return 
the instrument for a full refund if it does not meet 
his/her reasonable expectations. 

MARKETPLACE 

UMNIRAX Studio Fumiture 

Surrey i inc, Ckvaimiy wiiti Innova honandSiyi ci 

Synergy XL Series 

i| J he Synergy XL’8 arc designed to provide beautiful 

I and ergonomic console housings For all the popular 

I mixers, providing you with optimum Functionality to 

I accommodate these mixers and associated peripherals. 

F- O box 1 791 Sausalito, CA 9+9*6 
600.1111191 ♦ FAX *15 5 11.1607 

www.omnirax.com info@omnirax.com 

JOSEPHSON ENGINEERING 

STEDMAN Made 

HEADPHONE HANGER 

Keep your headphones 
convenient and safe. 
Clamps to music stand 
or mic stand. Model 

SHH 

USA 888-629-5960 
www.stedmancorp.com 

gorgeous sound, 

simple design, 

guaranteed for life. 

Inspiration 
guaranteed 

visit us online for new products 
CHARTEROAKACOUSTICS.COM 

we're not recreating the classics, 

we're creating the 

classics of tomorrow 
CharterOak 
ACOUSTK DEVICES 

Your gateway to artist news, 
gear reviews, lessons, 

and more... 
www.musicplayer.com 

DUPLICATION 

CRYSTALCLEAR I 
DISC, PROMD B APPAREL 

WHITE 

ONLY 
$999! $99! 
"TRUSTED EXPERIENCE FDR OVER 35 YEARS" TOLL FREE I-8DD-88D-0D73 

1OOO 
RETAIL 
READY 

COÆIVDMANUFffiTURING-T-SHIRTS/APPAREL-SnCIŒRS/POSTERS-ONUNESAlES-DIGITALDISTRIBUTION WW.DRYSTALCLEARCDS.COfe 
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DUPLICATION ■ ACOUSTIC PRODUCTS AND SERVICES ■ ACOUSTIC PRODUCTS AND SERVICES 

s odjB.úi!K<eDRSií59 ■ M AcousticsFirst 
fetbWsW^ ^’888-765-2900 

TM Lyourmusiconcd.com 

0 

skinny ads work too 

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

WhisperlVoo 
SOUND ISOLATION ENCLOSURES 

:--uwffoTafe■■CIALS!" 

100 FULL COLOR CDR 
PACKAGE $169 soo full 

PlOAQ 
GDR 
SNS 

COLOR 
gR PACKAGE 

$699 

INC m 

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. 

DRT Mastering 
^^^theAnalog Specialist^^^ 

You will bave 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.coni 

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.whisperroom.com 

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

MASTERING 
“BIG LABEL” Sound...Guaranteed! 
Located in New York ip A Complete 3. Album Deal! 
E 1-800-692-1210 R 
www.musichousemasterinK.com 

www.eqmag.tv 

310.621.1896 
SOUNDBITESDOG.COM 

HANS DEKLINE 
MASTERINGENGIN 

EARS. GEAR & EXPERIENCE 
AT INDIE RATES X _ 

EDUCATIDN/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 

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

www.vocalbooth.com 
Tol! Free 866-330-6045 

information@vocalbooth.com 

High-Performance Acoustic Treatment 
RealJraps® 

The room is so much flatter and true, 
mixing is now sonically accurate and a real 
pleasure. RealTraps eliminated the guess 
work in getting my mix room acoustically 
correct. -Tony Maserati. mixer for Black Eyed Peas. 
John Legend Manah Carey R. Kelly. Tupac many more 

> I ¡866-732-5872 wmv. Rent TRAPS com 

I II II K > (41 ») MA2377 
UULX ' Nonotuck Northampton. MA 01062 

ORDER (800) 583-71 74 
lnfo@sllentsource.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 Quitt 

Qualityjreatments 
í CT» Fl H fl 

1.888.986.2789 • www.gikacoustics.coml 

“Bringing your sound to life!” 

■ Upload your videos at MyMusicPlayerTV.com 

NO\Ai 
SHOW 

US 
YOURS 

Prices 
The GIK Monster was the 

perfect trap to reduce 
a resonance that I 

? detected in Studio B." 

Bob KatZ • Mastering Engineer 
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CLASSIFIEDS 

STUDIO FURNISHINGS ACCESSORIES 

Studio Transformation 
800.315.0878 

www.argosyconsole.com 

WEBSITES 

Pro Audio - Guaranteed Lowest Prices 

You Save-We Donate 

Act Now! 

www.FunkyMusicStore.com/EQ 

GEAR FOR SALE 

Matrix Audio Systems 

Have You Heard? 

go to: 

MATRIXAUDIOSYSTEMS.NET 

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

www.juststrings.com (800) 822-3953 

Case Specialists 
www.newyorkcasecompany.com 
We Will Beat 
ANY Price! 
877-692-2738 

NEED HELP MAKING YOUR 
AD STAND OUT? 

You need a 
professional designer 

www.Joellekatcher.com joellesk@gmall.com 

AD ORDER FORM 
An ad in EQ's Classifieds reaches more than 34,500* serious musicians for only $2.40 per 

word plus $7.00 for an address. Minimum charge: $25.00. Please underline words to appear 

in bold type and add $0.50 per every bold word. Please indicate clearly any words to appear 

in all caps and add $0.25 per every cap word. Each phone number, e-mail address, or website 

address counts as one word. Call for display rates. 3 months minimum schedule required. 

Deadlines are the 8th of the month, 2 months prior to cover date (for example, April 8th 

for the June issue, on sale in early June. Businesses must list business name in ad. All ads 

must be received in writing, paid in full in advance. All ads must be music-related. 

Retail advertisers may not list discounted prices or percentages on specific models, 

unless items are used or discontinued. Advertisers must provide us with complete name, 

street address, and phone number, whether or not included in the ad copy (you may list 

a PO Box address in your ad, however). Mail ads to: EQ Classifieds, Attn: Allison Smith, 

1111 Bayhill Dr., Suite 125, San Bruno, CA 94066. FAX (if paying by MasterCard, or Visa): 

(650) 238-0263. For more information, call Allison Smith at (650) 238-0296; E-mail: 

asmith@musicplayer.com. (‘Audited circulation; does not include pass-along rate.) 

Company Name _ Contact Name_ 
Address_City_ State_Zip _ 
Telephone_ E-mail_ 
Please prine your ad clearly. Use a separate sheet cf paper if you need more room. 

(do not include address when counting words) 
Category "J Marketplace "I Duplication 1 Talent and Employment “J Sounds/Sequences/Software □ Mixing/Mastering 

□ Instruments □ Accessories □ Gear for Sale □ 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 S25 00) 

x number of issues to run x_ 
Total payment =_ 

□ Payment enclosed, or Charge my 
□ Visa □ MasterCard 

Card #_ 
Expiration date:_ 
Signed: _ 
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■ Master Classes 
■ Training Sessions 
■ Tutorials 
■ Live Sound Seminars 
■ Broadcast Events 

■ Exhibits 
■ Platinum Panels 
■ Special Events 
■ Historical Events 
■ Tours 

■ Exhibitor Seminars 
■ Technical Papers 
■ Educational Events 
■ Workshops 

125th AES CONVENTION 
MAKE THE RIGHT CONNECTIONS 

Conference: October 2-5, 2008 
Exhibits: October 3-5, 2008 

Moscone Center 
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STUDIO NAME: Deva Productions 
LOCATION: Lafayette, CA 
CONTACT: www.devaproductions.com 
KEY PLAYERS: Bruce Mishkit 
CONSOLE: Digidesign Control 24 
DAW: Digidesign Pro ToolslHD Accel 
PLUG-INS: Audio Ease Altiverb; Celemony Melodyne Stu¬ 
dio; McDSP Emerald Pack; Waves Diamond Bundle 
RECORDERS: Alesis ADAT M20, Masterlink; Otari MX-
5O5OB; Panasonic SV37OO; TASCAM MX-2424, CD-
RW700, DA 78HR 
MONITORING: Avantone MixCubes; Furman HDS-6; KRK V8, 
S12 subwoofer: PreSonus Central Station; Sennheiser HD 600 
PRES/DIRECT BOXES: AEA TRP (2); Brent Averill 312A. 
1272; DigiTech VTP-1; Millennia HV-3B, PreSonus M80; Stu¬ 
dio Technologies Mic PreEminence (2); True Precision 8 (2) 
MICS: AKG 414 B-ULS, 414 P48, C 451 B, C 460 B; Audio-
Technica ATM 4047 (2); Audix Dl, D2 (2), D3, D4, D6; Bey¬ 
erdynamic M69 (3), M88 (2), M160 (2), M26O, M380, 
M500; Earthworks QTC 1 (2), QTC 40 (2); Electro-Voice 
RE20; Neumann KM84 modified by Klaus Heyne (2), TLM 
170 (2), TLM 103 (3), U87 modified by Klaus Heyne (3); Rode 
Classic II modified by Pat Morford (2); Royer R-121 (2), SF12; 
Sennheiser 421 (2), 441, MZH 504 (4); Shure SM57 (4), SM58 (2) 
OUTBOARD: dbx 160 (2), 160XT (3); Kurzweil KSP8; Lexi¬ 
con LXP-1 (2), PCM-80; Roland SDE-1000, SRV-2000; 
Symetrix 522; Universal Audio 1176LN. LA-4 (2) 
INSTRUMENTS: E-mu Proteus/1; Kurzweil K2000; Roland 
JV-80, XV-3080; Slingerland Drums; Steinway B (1929), 
Yamaha RM50. TG77 
NOTES: Seasoned jazz and classical flautist/saxophonist/ 
pianist Bruce Mishkit built a home studio in the suburbs of 
San Francisco to focus on what he calls his "better than 
live” work. "The sound [when recording a live act] can get 
very muddled,” he explains. “You can’t control it enough 
when you are tracking in jazz clubs and concert halls. What 

the front-of-house engineer creates, in terms of good sound, 
doesn't always translate well to CD.” 

To have a more controlled recording environment, 
Mishkit converted his basement, family room, and garage 
into a four-room studio complete with a control room, live 
room, and two isolation booths (one of which hosts a pris¬ 
tine seven-foot 1929 Steinway B piano). To hear Mishkit 
tell it, the build was plagued with difficulties, particularly 
when it came to transform his basement into the main 
tracking room. “There was some serious noise echo from 
the floors above,” Mishkit explains. “We had to drop the 
ceiling a few feet and install a series of insulation springs 
and sheet rock just to fix that.” 

Deva Productions' scattered layout also presented a 
unique set of challenges to the musician. While Mishkit didn’t 
want to record with all the players in the same room— 
instead favoring a separation of signals when mixing—he 
nonetheless required an ease of communication from per¬ 
former to performer, room to room. "I couldn't have Plexiglas 
windows between every room, so I set up a closed-circuit 
television monitoring system with talkback for each room. 
That way we can all see each other when recording, and we 
don't have to leave our posts to tell one another something.” 

Though Mishkit has optimized his home studio to suit a 
particular approach to recording—namely, total isolation of 
performers—he still likes to jump into the live 
room with all his buddies and capture a free 
jam from time to time. “Close-miking is key 
when you are all in one area and want some 
separation of the elements," he instructs. 
“After all, it’s much easier to add ambience 
with reverbs to your close sound than it is to _ 

For more, go to 
subtract ambience from room mies.” co eqmag.tv. 

HEY, EQ READERS. WANT US TO FEATURE YOUR STUDIO? 
SEND PICS AND INFO TO eq a musicplayer.com. 
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Call 877-833-8800 or visit 
www.expressioninfo.com 

0 expression COLLEGE FOR DIGITAL ARTS 

Learn the tools for a career in 
TV, movies & games. Expression 
College has over 100,000 sq. feet 
of professional-grade studios and 
equipment, and offers certifications 
in Digidesign Pro Tools and Apple 
Pro apps. 

Bachelor’s Degree programs in: 

• Animation & Visual Effects 
• Game Art & Design 
• Motion Graphic Design 
• Sound Arts 

Come see for yourself. 




