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More More 
For over a decade, ACID " Pro software has offered the most extensive set of features found in any digital 
audio production application. New ACID Pro 7 software continues this tradition by delivering more of 
what you need; more DAW functionality, more MIDI sequencing, more timestretching, more flexibility, more 
efficiency. Simply stated, ACID Pro 7 software delivers more more. 

Do more with ACID Pro 7 software. Create more original music with loops or samples, or plug in the 
instrument of your choice and record live. More mixing. More remixing. More producing. More scoring. 
More, more. more. 

ACID Pro 7 software is the most inspiring and productive music application available. Simply fly in samples 
to hear new combinations of your music. Experiment. Instantly test new ideas. Get more creative, more 
innovative. More opportunities to take your music further. 

No matter how you write, compose, or create, ACID Pro 7 software will help you realize your musical vision. 
Through MIDI, multi-tracking, loops; whatever you need, ACID Pro 7 software delivers more. 

Learn more or download a free trial at www.sonycreativesoftware.com/more 
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Get What You Really Need 

SONAR 8 
PRODUCER 

The Leading Choice in Digital Audio Workstations 

> Innovations that matter 

► The production tools you want 

► The best audio quality in the industry 

New in version 8: 
• Beatscape Loop Instrument • Dimension Pro • TL-64 Tube 

Leveler • TS-64 Transient Shaper • TruePianos Amber Module 

• Integrated Synth Tracks • Guitar Rig 3 LE • Lower latency high 

track performance • New Loop Explorer View for Audio & MIDI 

• Channel Tools plug-in • Numerous Workflow Enhancements • More 

cakewalk 
by Roland 

SONAR 8 is available through leading music retailers. 

Visit www.cakewalk.com for more details. 
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Two 312 discrete mic preamps 
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It's a sight for sore ears. 
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MUSIC EVERYWHERE! 

Recently, I was approached by a good friend who works 
for Analog Devices, makers of (among other things) the 
SHARC chip that’s found in so many of today’s high-tech 
music devices. He said they were running a little internal 
contest called “Engineered to Rock" for the musicians in 
the company, and would I be willing to be a guest judge? 
He figured there would be maybe 20 entries or so. Sure, I 
said, what the heck ... I don't have any Simon Cowell fan¬ 
tasies, but maybe I could point some budding hobbyists in 

the right direction. 
Turns out there were so many entries the deadline had 

to be extended, and the bottom line was a CD with around 
80 cuts. I must admit I dreaded the idea of hearing bad 
karaoke recorded in bad home studios, but that wasn't the 
case at all: The variety of material was stunning, from seri¬ 
ous classical pieces with serious chops to Weird Al-style 
songs about engineers, complete with hilarious videos. 
There was music that Nine Inch Nails would be proud to 
have inspired, an electronic/dance composition from two 
guys that sounded as good—or better—than anything else 
I've heard lately, some hot alt-rock, and yes, a couple semi¬ 
dreadful pieces too ... yet even those had potential, if only 
the musicians doing them had known more about basic 
recording technology. And if nothing else, they were valid 
artistic expressions that had real feeling behind them. 

Far from being a chore, listening to this diversity of 
music from the USA, Ireland, Singapore, Indonesia, Eng¬ 
land, France, and several other countries was not only 
enlightening, but a real morale-booster. Why? Well, at EQ 
we believe in home/project studios, and creative expres¬ 
sion, and we do our best to find articles that help people 
in those endeavors. But to hear the broad spectrum of 
how people are using today's tools—from recording into a 
laptop mic to full-blown DAW productions—underscored 

just how far the democratization of music has come. 
Granted, the major labels aren't what they used to be, 

the promise of the Internet hasn’t been fulfilled 
completely, and piracy—with its attendant disrespect of 

the value of the artist—runs rampant. But really, is that 

what music is all about? Or is it really about someone in, 
say, the Phillippines coming home from a day job, grab¬ 

bing a guitar, getting together with some friends, and 
recording some cool music into whatever they have sitting 

around? And even better—music that I, located half a 
world away, get to enjoy? 

Music is everywhere. And I love it. 

¿^>-4-. 
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StudioLive 
The new way 

Introducing StudioLive™ performance and 

recording digital mixer, a fully-loaded professional 

digital mixer combined with a complete 28x18 

FireWire recording system. StudioLive includes 

CAPTURE™, a fully integrated live recording 

software by PreSonus, allowing you to record 

every performance and rehersal with a few clicks 

of your mouse. 

Intuitive, flexible and powerful, StudioLive 

revolutionizes music production opening endless 

creative possibilities. 

• 16 inputs, 6 auxiliary mixes, 4 subgroups 
• 16 class A XMAX microphone preamplifiers 
• H¡-Definition analog to digital converters (118dB dynamic range) 
• 32-bit floating point digital audio processing 
• 28x18 FireWire digital recording interface 
•Load/Save "scenes" of all settings 

• Fat Channel for all channels, auxes and subgroups (High Pass 
Filter, Compressor, Limiter, Gate, 4-band semi-parametric EQ, Pan) 
with Load/Save/Copy/Paste 
• 2 Master DSP Effects (reverbs, delays) 
• 100mm long throw faders 
• Talkback communication system 
• Compact rack-mountable rugged steel chassis 
• CAPTURE integrated live recording software by PreSonus 
• Compatible with Logic, Cubase, Nuendo, Sonar, Digital Performer 
and others 
• PC and Mac compatible 

IW PreSonus 
-_ 

www.presonus.com 



SOUNDING BOARD 
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KEYS TO LATENCY 
Regarding Key Issues in the 11/08 issue: 
Finally! Someone explains virtual 
instrument latency! Do you know how 
long I've waited for this? Probably not. 
Well, let’s just say ... a long, long time. 
Kudos to Craig for taking this on. Now 
I understand better why my virtual 
instruments have such a delay when 
used as DXI or VST plug-ins as 
opposed to running on their own. I also 
loved the Gear Head column in the 
same issue. Nice to get a real world 
discussion on the various controller 
types out there. Thanks again, Craig! 

Marcel, mib (via Email) 

Executive Editor Craig Anderton 

responds: 

Well thanks for the kudos, but Bruce 
Bartlett wrote the article on synth 
latency, so your thanks should go to 
him! However, I'm more than happy to 
accept your thanks for the article on 
controllers. I can t emphasize enough 
how important physical control is to 
creating more of a “performance” 
vibe—people who put off buying a con¬ 
troller and finally get one often kick 
themselves for not getting one sooner. 

GO GO CALEXICO 
Regarding the Calexico article (12/08), 
I too have been fortunate enough to 
record at the Wavelab with Craig Schu¬ 
macher, I wanted to point out a couple 
things about the way he records. First, 
there is minimal isolation—if you don’t 
like bleed and you have more than a 
drummer and guitarist in your band, 
you are either going to have to go 
direct or go somewhere else. Bleed is 
(or was when I was there a couple 

years back) a part of the studio reality. 
Second, the studio has a lovely 1980s 

MCI 24-track 2-inch machine that 
accounts for a significant part of the 
sound. Craig didn’t have to fuss around 
with EQ too much on guitars with our 
session because of mic placement and 
tape (GP-9 at 30ips). 

Also, I think what hurts many home 
recordists when it comes to recording 
electric guitars at home are 1) volume 
(loud amps make things in the house 
rattle and overwhelm mies) and 2) 
lousy converters on cheap interfaces. 

Good to see you guys talking with 
people like Craig Schumacher. He is 
helping to facilitate great regional and 
national music and is a fun, hard 
working guy! 

Ian Mason 

YOU’VE GOT QUESTIONS . .. 
First of all, I would like to thank you 
guys at EQ for your Cheat Sheets. They 
have helped me a lot, and friends of 
mine that are not into music produc¬ 
tion understand a little bit more that 
the process is not as easy as it looks. 
But I have two questions: 

1. Can you do a Power App Alley on 
Mackie Tracktion? It is a powerful and 
streamlined DAW that I think a lot of 
people are overlooking. 

2. I'm using the E-mu 0404 PCI 
audio interface. How can I interface my 
outboard Alesis Q2 reverb with the 
audio in my DAW? I've been trying to 
figure this out and I just can’t get it. 

Eric Melton 

Executive Editor Craig Anderton 

responds: 

There was a Tracktion Power App Alley 
back in July 2004 on Tracktion’s clever 
FX routings, but that was a while ago 
so I guess we’re due ... no promises, 
but stay tuned. 

As to interfacing audio with your 
DAW, the usual approach is to use an 
interface with multiple inputs and out¬ 
puts, so you can dedicate a bus in your 
DAW to feeding a set of stereo audio 
outs. You patch these from your inter¬ 
face to the reverb in, then patch the 
reverb out to two inputs on the audio 
interface. You then assign these as 
inputs inside your DAW. However, the 
limited I/O with the 0404 could be a 
problem; you’ll have to tie up your ana¬ 
log I/O just for the reverb, so unless 
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you can monitor from the S/PDIF out¬ 
put, you won’t be able to hear what 
you’re doing. 

While the 0404 is still a fine inter¬ 
face, consider upgrading to one with 
more analog I/O if you want to use 
external effects. Or, consider using the 
reverb DSP that comes with the 0404 
as a workaround. 

And thanks for the compliments on 
Cheat Sheet. That’s actually one of the 
hardest things for me to write each 
issue, but the response has been so 
good it’s well worth doing. 

GIMME ARTICLES! 
I look forward to EQ every month, and 
appreciate your attitude about how 
recording should be about music, not 
just knob-twisting. But there are some 
articles I’d like to see, and I’m sure oth¬ 
ers would too. Like: 

How do you do a remix? I under¬ 
stand mixing, I understand recording, 
but the whole idea of remixing baffles 
me. I’d really like a “here's how it 
works" article. 

The article on creating a virtual 
bass rack in a DAW (12/08) was 
great—that paid for the cost of my 
subscription about 100 times over 
because now I use plug-ins instead of 
gear GASsing for more rack stuff. You 
also did one on guitar racks, but how 
about something in-depth on using 
the racks in Ableton Live? 

Barrym an (via email) 

Executive Editor Craig Anderton 

responds: 

Excellent suggestions. While you're 
waiting, dig out the 09/08 issue for a 
Power App Alley on using Ableton 7’s 
rack feature with drums. 

Got something to say? Questions, com¬ 

ments, concerns? Head on over to 

www.eqmag.com and drop us a line in 

our Letters to the Editor forum, send us 

an email at eqedltora muslcplayer.com or 

snail mail c/o EQ Magazine, 1111 Bayhill 

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

possible inclusion in the Sounding Board. 

Note: Letters may be edited for 

length and/or clarity. Direct correspon¬ 

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

EQ magazine and can be published in 
any medium. 



The Gear You Want 
Advice You Can Trust 

• The right gear - on the shelf and ready to ship 
Thanks to our prime central-U.S. location, state-of-the-art warehouse, and 
extended FedEx pickup hours — from our warehouse to your door — we offer 
some of the fastest shipping times in the industry! 

• Sound advice to keep you from throwing away your hard-earned dollars 
A Sweetwater Sales Engineer is your personal connection to the fast-moving, 
ever-changing world of music technology. He or she has the hands-on experience and 
inside knowledge to help you make the best choices for your setup. 

• The lowest possible prices, so you get more gear for your buck 
You not only get the lowest prices, but you also get Free Shipping, Free Technical 
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PUNG-H 
UNCOMMON SOUNDS 
Dave Cooley Damns the Clichés 
BY JOHN PAYNE 
Every now and then, we experience 
that strange phenomenon in which 
one name keeps popping up in con¬ 
nection with much of the best music 
going down at any given time. With¬ 
out a doubt, Dave Cooley has got to 
be at the top of the current list. The 
Milwaukee-born, Los Angeles-based 
producer, engineer, and keyboardist is 
currently making big waves for his 
work with an intriguingly varied num¬ 
ber of rock and rap artists, as well as 
an assortment of artists in-between 
and way outside: J Dilla, Bloc Party, 
Matthew Dear, Madlib, Peanut Butter 
Wolf, David Axelrod, Silversun Pick¬ 
ups, International Noise Conspiracy, 
and Darker My Love. 

In addition to his busy production 
schedule, Cooley owns and operates 
Elysian Masters in Echo Park with 
Kelly Hibbert. Currently, Cooley is 
ensconced at Sunset Sound 
Recorders in the middle of 
Hollywood—the Doors, the Stones, 
and tons of other icons worked 
there—working on the follow up to 
the Silversun Pickups’ Carnavas. 

“The history of this place is incredi¬ 
ble,” says Cooley. "We've recorded in a 
number of different places around 
town, but there's something about the 
warmth of the wood and the size of 
the room that makes drums sound 
amazing. There’s a certain liveliness 
that lends itself to rock music, as well." 

Although he is becoming well 
known as a producer of edge-pushing 
modern rock bands, much of Cooley’s 
earliest work was mixing hip-hop— 
an experience that gave him an inti¬ 
mate understanding of the different 

sonic requirements of each genre. 
"When you mix hip-hop,” he says, 

"you can get away with a lot less vin¬ 
tage equipment. Hip-hop is more 
about creating a futuristic, 
otherworldly environment, and then 
balancing everything, making sure the 
vocal is intelligible. Of course, you want 
it to rock, but you’re not as reliant on 
harmonic distortion, vintage compres¬ 
sors, and vintage consoles. Basically, 
it’s a more digital medium, and there’s 
a lot more space. You don’t have to 
rely on building up subtle layers of har¬ 
monic distortion to make the whole 
thing sound fatter. In rock music, how¬ 
ever, things are reliant on tape and out¬ 
board gear. It seems like the elements 
want to be pushed harder, so you push 
things into the red. If a mix is too clear, 
it’s not as inviting, or as heavy. But in 
hip-hop it’s acceptable if things are 
really clear.” 

Cooley’s experience also inspired an 
appreciation for the various applications 
of digital and analog technology. Now, 
the "velvet heaviness” of his production 
work relies on a hybrid approach. 

“I started on the digital end of 
things, and then moved towards more 
traditional recording techniques.” says 
Cooley. "There are all these analog 
characteristics—such as depth, dimen¬ 
sion, and width—that you sacrifice 
when you’re using a computer, and you 
can try to find ways to make up for 
them. In addition, there are certain 
things that digital doesn’t do very 
well—such as boosting high end and 
compression—so you have to learn how 
to blend the analog with the digital.” 

Of course, coming from a hip-hop 
background, Cooley does value some 

of the digital artifacts and aliasing 
that are part of that genre’s sound, 
and he plans to make extensive use of 
these anomalies on the Silversun 
record to give a dry, cold, and "sam-
ple-y” timbre to a lot of the keyboard 
tracks. Avoiding clichés is of utmost 
importance in Cooley productions, 
and that goes from the song’s initial 
conception all the way through its 
arrangement, performance, mixing, 
and editing. 

"When you sing, 'You’ve got a 
heart of stone,’ the lyric just flies past 
most people,” he says. "They can’t 
connect emotionally with it, because 
they've heard that cliché so many 
times. Such clichés remove you from 
the music, and from the moment. The 
same thing happens with textures, 
guitar tones, and drum sounds. If you 
constantly play cards that are clichés, 
the music won't draw you in, because 
it’s not hitting you in a new way. One 
option for achieving something that 
sounds unique is to find arrangements 
that are flattering to the artist’s vision 
of what he or she wants to be, but 
to also incorporate some kind of cre¬ 
ative or sonic tension. That way, 
there's a kind of dialogue between 
two disparate areas that hopefully 
sounds mysterious and interesting.” 

During his tenure as both a 
producer and mix engineer, Cooley 
has developed a favorite list of basic 
tools that typically create the founda¬ 
tions for his recording projects— 
unless he decides to try doing things 
another way. 

"We use everything on vocals,” he 
says. "We've used Electro-Voice RE2Os, 
Neumann U67s and U47s, and even an 
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AKG C12A. It depends on what sounds 
good on a particular voice. Usually, we’ll 
put up eight different mies at the begin¬ 
ning of a project, and have the vocalist 
sing through them all in order to see 
which one really flatters their voice.” 

Cooley is just as picky about drums, 
and he’s fastidious about tuning. 

"I spend a lot of time tuning drums,” 
he admits. “We’ll sit around a Casio 
keyboard, and make sure that the 
notes the snare and toms are sounding 
do something musical to the song. We 
might go through ten different snare 
drums to find the one that produces a 
note that's flattering to the music. I 
learned that many producers in the 

'60s and ’70s were extremely 
concerned with how the tuning of the 
drums affected the overall sound. 
Apparently, the Rolling Stones were 
very big on that." 

For compression, Cooley tends to 
rely on two polar opposites—a Shadow 
Hills Mastenng Compressor for adding 
color, flavor, and distortion (especially 
on 100 percent digital tracks), and a 
Cranesong STC-8 for extremely trans¬ 
parent level adjustments. He also owns 
a couple of compressors made by John 
Hinson, who is apparently one of the 
very few people to have access to the 
schematics for the modifications EMI 
techs did to the ’50s- and ‘60s-era 

Altec compressors used at Abbey 
Road. For monitoring, Cooley is 
hooked on Barefoot Sound MM27s. 

"They’re incredible,” he says. "They 
have a lot of extension in the low end, 
but they also have the super-clear 
midrange of a Yamaha NS10.” 

Cooley's cliché-free, artfully com¬ 
plex productions typically serve one 
basic objective. 

"My goal is to have the product 
sound like it wasn’t made in the com¬ 
puter,” he says. "Whatever you’re 
doing with the mus e, you have to 
keep an ear out for things that stay 
true to rock and roll, and sound a little 
bit off the rails.” CO 
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PUNCHIN Low vs Diamond (left to right): Jon Pancoast, Anthony 

Polcino, Lucas Field, Tad Moore, and Howie Diamond. 

THE POWER OF SONG 
Low vs Diamond Concentrates Its Varied Influences to 
Deliver a Deep and Euphoric Work 
BY LILY MOAYERI 

“Listen to this,” says Lucas Field, 
vocalist, guitarist, and principal song¬ 
writer for Los Angeles-based Low vs 
Diamond. Sitting on the stairs leading 
to his front door on a balmy summer 
afternoon, Field is pulling up song 
after song on his Apple MacBook 
loaded with Logic Express 8. Some 
are demos that ended up on the quin¬ 
tet's self-titled debut, the destinations 
of others are yet to be determined. 
His excitement borders on attention 
deficit disorder, as he is so distracted 
by the various styles—R&B to pop to 
rock to Motown and beyond—that 
inspire him. Fortunately, Field had 
producers Stacy Jones and Bill Lefler 
to focus his energy into the diverse, 
well-crafted work that is Low Vs Dia¬ 
mond [Red Ink], 

“Those guys really helped us out," 
says Field. “They made us think about 
songwriting more than production. 
They would say things like: ‘Why do 
you have this bridge here? It doesn’t 
really tie the song together the way 
that you think it does.’ I also learned 
how important harmonies are, and 
how they must come in and out at the 
right time.” 

Field typically demos ideas on 
his own before taking them to the 
rest of the band (drummer Howie 
Diamond, keyboardist Tad Moore, 
guitarist Anthony Polcino, and 
bassist Jon Pancoast), at which 
point the material is expanded by 
recording new arrangements in a 
rehearsal space. The group usually 
makes sure that whatever it does in 
the studio can also be done live, 
and, sometimes, parts from the 

rehearsal sessions appear on the 
final album. 

“I pride myself that my guitar 
setup is really simple,” explains Pol¬ 
cino about Low vs Diamond’s live-
vibe-in-the-studio approach. “My 
guitars are plugged straight in an 
amp, and then doubled up. I have 
about four standard tones that I 
use—clean, gritty, distorted or over¬ 
driven, and effected with a tremolo 
pedal or a delay pedal.” 

As the songs became tighter dur¬ 
ing the recording process, the band 
also took control of the studio itself— 
even to the point of setting up micro¬ 
phones and tracking their own 
overdubs and touchups. 

“It’s essential that whatever tech¬ 
nology we use to make our records 
that it doesn't get in the way of us just 
being ourselves,” says Polcino CO 
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PUNCHIN 

REBEL HELL 
Hank Williams III Overcomes Studio Adversity 

BY JOEL PATTERSON 

Recording Damn Right, Rebel Proud 
[Sidewalk], Hank Williams Ill’s fifth 
album—and the second done at his 
Tennessee home—was a bitterly 
frustrating experience. Tnere were 
times during the sessions when 
Williams’ simmering rage at the 
tracking engineer ne had hired just 
about boiled over. 

"A pal of mine was talking 
about this engineer forever, but 
when the kid showed up I could 

tell that he thought working with 
me was going to be a party,” 
remembers Williams. "Then came 
the grin realization that he was 
here to work, and this was his first 
acoustic project. He’s like, 'I’ll make 
it through, man. I’ll make it 
through.’ But within four days. I 
knew it was going to be a long two 
weeks. I thought, ‘This kid is going 
to make this album a jumbled clus¬ 
ter f*k.’ Then, he started getting 
pissy with some of the players I 
had coming in—he was totally 

working against us. I’ve never in 
my life had to lean over and say, 
'Do we need to pull the plug and 
send you home right now?’’’ 

The recording process was likely 
a bit less problematic for William’s 
granddad, the truly legendary Hank 
Williams, Sr., who, in 1946, made his 
way to Nashville’s Castle Studios—a 
state of the art facility run as a side 
project by seasoned engineers from 
the city’s flagship radio station 
WSM. The studio management 
was aggressively committed to 

12 eq eebruarv www.eqmag.com 



U 22 

u 42s 

UB2S 

Don't sacrifice your desktop or your music. 

You care intensely about your music. It's more than a pastime -
it's your passion. Brilliantly designed, the IONIX Desktop Recording 
Series fits where it makes the most sense, between your keyboard 
and monitor. Performance driven A/D - D/A converters ensure 
pristine 24bit/96kHz audio, while high-stability, ultra-low noise 
dbx® mic preamps provide for a superior recording. The full, 
rich sound of the Pantheon'“ Il VST/AU reverb plug-in completes 
your mix. The l-ONIX series furthers Lexicon's legacy of innovation. 
No compromise performance - ergonomic brilliance. Pure genius. 

i-ónix www.lexiconpro.com 

lexicon 
A Harman International Company 



PUNCHIN 
(Continued from page 12) 

innovation, and the purchase of a 
Scully lathe to cut master discs—the 
first such unit in the South—allowed 
for rapid duplication and distribution 
of recordings. Williams, Sr., and his 
accompanists would cluster around 
a single RCA 44 or 77 ribbon mic 
that was fed to a simple tube con¬ 
sole. and, ultimately, out to the lathe 
(which was too large to be kept 
onsite, so it was housed in a ware¬ 
house 12 miles away, and connected 
to the studio by a telephone line). 
Three-hour sessions were the proto¬ 
col, and each session was expected 
to produce four songs. It should be 
obvious that these sessions were live 
to disc. 

While the Damn Right, Rebel 
Proud sessions embraced the bene¬ 
fits of digital technology, Williams III 
tried to stay true to the basic tenets 
of his grandfather’s organic “capture 
it live" approach. After straightening 
out “the kid’s” messy Pro Tools files 
with his friend Jim Lightman, 
Williams returned to the task of 
building up his songs layer-by-layer. 
Typically, he started with acoustic 
rhythm guitar and a scratch vocal, 
and then recorded drums, bass, fid¬ 
dle, banjo, mandolin, dobro, pedal¬ 
steel, and electric guitar. Williams’ 
living room saw most of the action, 
with drums, guitar, fiddle, and steel 
all tracked in the same room, and 
vocals recorded in a little hallway. 

“It’s not a fancy room or 
anything,” he says. “It has hardwood 
floors and an eight-foot ceiling. Sep¬ 
aration was decent, because we had 
enough room to get the drums away 
from the other instruments, but 
there was still some signal bleed." 

A console was rented from the 

local SIR [Studio Instrument Rentals], 
and the mies were almost exclusively 
Shure—SM57s for bass and guitars, a 
KSM9 for vocals, and KSM44s for 
room mies. 

"I'll tell you this," says Williams, 
“we didn’t use any old fancy or high 
dollar mies—it was basically all stuff 
that Shure has given me. We’d just 
kind of mess around with the mies 
we had, and see what we could get 
going on.” 

For the album’s musicians, 
Williams called up about half of his 
touring band, and filled in the other 
spots with Nashville session giants. 

“[Session guitarist] Johnny Hiland 
is the king of the record,” says 
Williams. “He's a virtuoso and an 
incredible guy. He walks in, and says, 
'How you doing, buddy—how many 
are we going to do today?’ I’ll 
answer, ‘Well, we’re probably going 
to do 12 tracks today, Johnny,’ and 
he’ll just say, 'Alright, hook me up!’ 
He’ll take two passes at each song, 
and, within an hour and a half, he 
already has his stuff packed up and 
he's heading out the door, saying, 
‘Man, I can’t wait to see you next 
time. I hope you let me play on one 
of your rock records one day.’ He’s as 
quick as they come. Randy Kohrs— 
who flatpicks the acoustic guitar and 
dobro on all the fast songs—and 
banjo player Charley Cushman are 
also guys that get it done fast. How¬ 
ever, my steel player, Andy Gibson, 
likes taking a little bit more time, 
because he likes to pick a song apart 
and really listen to it.” 

Whether it’s his well-
documented and hard-won rebel 
persona, or the exhaustion talking 
after having to wrangle sounds out 

“mis Month on Œ 
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of “the kid," Williams is brutually 
honest about the fact that Damn 
Right, Rebel Proud didn’t exactly 
nail his vision. 

“The record is not as psychedelic 
as I wanted it to be," he says. “I 
always like adding what I call ‘The 
Pink Floyd Effect’—strange echoes 
and other weird sounds that appear 
on every single damn song—but 
things were working against me on 
this one. Simple moves that I know 
should have only taken a few min¬ 
utes ended up taking almost an 
hour—you know, just getting an 
echo going or something. The kid 
wasn’t feeling it. “Stoned and 
Alone” has a little bit of the Floyd 
Effect. I just wish more of the 
record had it." 

Another aspect of the album’s 
production that was more-or-less 
out of Williams’ hands was a con¬ 
tractual obligation to deliver "safe” 
songs such as “I Wish I Knew.” 

"Yeah, that's really in the 
contract,” says Williams. “I have to 
give them two songs that are good 
enough for the radio. If you ever hear 
a real pretty song on one of my 
records, that's probably the reason 
why. Of course, every song I think is 
a hit never is. That's just the way it 
goes. But I hope people can see the 
difference in the songs I write for 
myself, and not for the radio. It 
would be nice if we stood out a bit, 
compared to the way most country 
records out of Music Row sound 
these days. I really want to keep us 
kind of underground." CQ 

14 EÇ ^esruarv www.eqmag.com 



LOUD AND CLEAR 
acxjnor 

WORDS FROM THE WISE: 
“Equator Q Series represents the state of the art in monitoring system design. For this level of sophistication, the price tag is about 
half of what it ought to be-a tremendous value. Hands-down, these are the best sounding, best performing monitors I’ve worked with.” 

Jason Scott Alexander/ Producer/ Mixer/ Remixer Mix Magazine Contributor/ September. Mix Magazine Tech Review 

no matter where we use them. 
Stephen Dent/ Managing Director/ Head Engineer Daddy’s House Recording Studios 

“The first monitors that I’ve ever had that you can set up and tune to any of my rooms in twenty minutes. I love 'em. When I want the music 
loud with lots of bass, the Q15’s deliver. When I need to blend elements of the mix at a lower level, the Q15’s are spot on. The Q15’s sound great 

“I’ve become extremely dependent upon these monitors. I used my Q10’s to mix and engineer the entire Mummy: Tomb of the Dragon 
Emperor soundtrack and most of the film score. I find the Equator monitors to be very transparent and true to the sound. With the Q10’s, 
whatever was working with in the control room was exactly what I ended up with on the screen." 

Elton Ahi/ Music Scoring Mixer Rusk Studios 

“If I listen on the Equators and then walk into the hall, the sound is remarkably like the performance itself. Both the Q8’s and Q1 O’s are very 
clean sounding and reproduce the music with excellent detail. I’ve also been very impressed with the spatial imaging these monitors deliver 
and the fact that they are very capable of handling wide changes in dynamic range, which is critically important when it comes to orchestral 

recordings Gary pres¡(jent AU(jj0|in Music/ Toronto Symphony Orchestra 

“I love having the option of tuning the monitors to the room manually or via an automated process. It gives the more experienced audio engineer 
the ability to have an extremely high level of control while, for the less technically inclined engineer, the software can make the critical decisions.” 

Gerhard Joost/ Chief Engineer/ Mixer/ Producer Groove Addicts Studios 

“The big test always comes when you go to what I like to call ‘the cold light of mastering’—where all the scratches and dings become obvious. 
When we played my mixes back, they were exactly what I expected, with no surprises. Who could ask for more?” 

Francis Buckley/ Grammy® Award Winning Engineer/ Producer 

HEAR THEM FOR YOURSELF nt r derler near you or visit booth iaz3 
OR DEMO ROOM 112 RTRES OCT 2-5, 

MOSCONE CENTER, SRN FRANCISCO 

izJww.equaloraudiQ.cQM 

equator 
aucJio research 
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Producer/engineer Emery Dobyns (left) 
and Fran Healy during mixing sessions at 
Electric Lady Studios in New York City. 
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How Travis Wrote, Tracked, 
and Mixed Ode To J. Smith 
in Just a Few Weeks 

by Janice Brown 

“There's a lot of pressure when you’re 
on a label, because the record you're 
making has to work—it has to sell— 
and that’s not always the best situa¬ 
tion for pure creativity," says Travis 
vocalist and rhythm guitarist Fran 
Healy. “But after 12 years together, 
we’re now an unsigned band again— 
totally masters of our own destiny.’’ 

Fresh out of its contract with 
Independiente Records, Travis drew 
up an ambitious plan for its first 
recording as newly free men, Ode To 
J. Smith [Red Telephone Box/Fontana]. 
Desiring to keep the songs and stu¬ 
dio performances as fresh and ener¬ 
getic as possible, the members 
decided to write the album’s songs in 
just a few weeks, and then test out 
the material at some small shows. 
The kicker was a self-imposed dead¬ 
line of two weeks to record the entire 
album, and two weeks to mix it. 

When EQ caught up with Healy at 
Electric Lady Studios in Manhattan, 
the album was nearly mixed. Emery 
Dobyns had signed on to record, mix, 
and produce Ode To J. Smith—a pro¬ 
ject that began with tracking sessions 
at RAK Studios in London—but Healy 
had already nailed a lot of the pre-
production work. 

“Before we even went into the stu¬ 
dio, the album was written and 
sequenced,” says Dobyns. “Fran is a 
fairly accomplished engineer, and his 
demos had a great vibe to them.” 

Ode To J. Smith does not mine 
Travis’ flair for sentimental Brit-pop, 
as demonstrated by hits such as 
“Why Does It Always Rain On Me?” 
Nor do any of the tunes truly recall 
the jangly folk-rock of favorites 
such as “Flowers In The Window" 
and “Coming Around." On the new 
album, wailing guitars predominate, 
bonding with rock-steady rhythms 
to create a sound that’s closer in 

attitude to Travis' first single, "All I 
Want To Do Is Rock." 

“Get your air guitars ready, peo¬ 
ple,” Travis advises fans in an online 
studio journal. 

Inspired by recording the Beatles' 
“Lovely Rita” with Fab Four engineer 
Geoff Emerick for a BBC broadcast 
last year, Travis wanted to capture 
big rock sounds the old-fashioned 
way. They considered recording live 
to 4-track, but settled on analog 16-
track when producer Mike Hedges' 
machine became available. 

"We’ve always recorded as a band 
playing live to tape,” says Healy. 
"Tape makes you focus, because, in 
this case, we had only 16 tracks, and 
we had to make every track count." 

Prior to loading in at RAK, where 
at least a portion of every Travis 
album has been recorded, Healy and 
Dobyns worked on selecting the best 
mies for the project. 

"Nigel Godrich [producer for Pau! 
McCartney, Travis, U2, Beck, and 
others] leant us a pair of AKG C12 As, 
a Neumann M57, a really pristine old 
AKG C12, an AKG C28, and a Sony 
C-37A," says Dobyns. "I knew a good 
pair of C12As would be great on 
drums, and we used the C12 on most 
of Fran’s vocals. The Sony C-37A 
turned out to be the most useful and 
amazing room mic.” 

Travis’ production plans for Ode 
To J. Smith were straightforward: Set 
up the right microphones and play. 
These were totally live sessions, with 
Healy doing his lead vocals out in the 
tracking room—either on the C12 
while enclosed in gobos, or running 
around with a Shure SM57 in hand. 

The band set up in Studio 1 at 
RAK, where the large live room was 
divided by a glass wall to isolate 
three drum kits placed on one side 
from the bass, guitar, vocal, and 

piano stations on the other. Travis 
drummer Neil Primrose switched 
between the three kits—his regular 
touring kit; a tiny Ludwig kit consist¬ 
ing of a floor tom, kick, snare, and 
hi-hat; and a massive “marching band 
kit" with a 28” kick drum and drasti¬ 
cally detuned toms. 

“Because of our track limitations, 
I went with very minimal drum mik¬ 
ing,” notes Dobyns. “On almost every 
song—and no matter which drums 
we used—I had four mies or less on 
the kit. Having the three kits helped 
us move quickly. If one drum sound 
wasn't working for a particular 
song, Neil would just move to a dif¬ 
ferent set. 

“For miking rack toms, I 
sometimes like to put an AKG C414 
in hypercardioid mode to get a nice 
close sound that will help them pop 
out a bit. You really get the tone of 
the drum—especially if the drummer 
is bashing away all around it. On the 
touring kit, I placed an AKG D12 
about six inches outside of the front 
kick-drum head, and positioned a 
Sony C-37A about three feet back 
from the kick at a height of about six 
feet. By raising the C-37A up and 
down from song to song, I was able 
to get different blends of cymbals 
and low end." 

Dobyns miked the Ludwig kit with 
a Neumann U47 FET on the kick, and 
a Coles 4038 placed about two-and-
a-half feet above the snare. Newspa¬ 
per taped to the heads gave the snare 
an extra dead sound. Two U47 FETs 
were used to mic the marching band 
kit—one on the kick, and the other 
positioned below the right-hand cym¬ 
bal about six inches from the toms. A 
C-37A served as the overhead on that 
kit, as well. 

“For one song, I put a Sennheiser 
MD421 right inside the marching 
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Cut to the Quick 
kit’s kick drum, and blended it with a 
U47 FET positioned outside the front 
head," says Dobyns. “It sounded just 
great. It had this incredible attack, 
and then this really long and 
sustained low end.” 

On the other side of the glass wall, 
bassist Dougie Payne’s Ampeg SVT 
was close-miked with a Sennheiser 
MD421, lead guitarist Andy Dunlop’s 
Orange amp was close-miked with 
U47 FETs, and Healy's Vox AC30 was 
miked with a Royer R-121. 

“The amps weren’t particularly 
boxed in—they were just separated 
from each other,” says Dobyns. "We 
weren’t going for complete isolation. 
In fact, the open sound of two guitar 
amps and a bass amp playing in the 
same room added a nice texture to 
everything.” 

Although he took home a Best Engi¬ 
neering Grammy for Suzanne Vega's 
Beauty & Crime—and has a résumé 
thick with sessions for artists such as 
Patti Smith, Antony and the Johnsons, 
Sia, and Battles—for Ode, Dobyns drew 
from the reserve of hip-hop techniques 
he picked up early on as an assistant at 
P. Diddy’s Daddy’s House. 

"The demo for the song, 'Get Up’ 
had this hypnotic groove that could 
have been psychedelic folk or hip-hop, 
and I definitely steered it toward hip¬ 
hop,” says Dobyns. "We used the Lud¬ 
wig kit for 'Get Up,’ and I made sure the 
kick and snare were really slamming. 
The API console at RAK can really take 
a beating, so I ran the signal levels very 
hot to tape, and this was one of the 
few songs where I also added a bit of 
compression—via a dbx 160 VU—to 
tape. In hip-hop productions, acoustic 
guitars are often heavily compressed 
and get treated like a synth sound, so 
we layered a whole bunch of acoustic 
tracks on 'Get Up' to emulate that 
effect. I also overdubbed this breathy 
thing, which I lifted from watching 
Puffy do ad libs over songs. It’s this 
breathy 'huh' sound that I dropped into 
a verse and a pre-chorus to add a nice 
accent to the rhythm section.” 

For "Long Way Down,” Dobyns 
threw a bunch of plastic knives and 
forks on top of a piano’s strings. 

"It’s this crazy piano solo that 
sounds like a horn section," he says, 
"but it’s actually an extremely 
distorted piano recorded with all that 
plastic cutlery in there.” 

A more conventional approach was 
taken on the piano part for "Chinese 
Blues,” played by touring keyboardist 
Claes Bjorklund on a nine-foot Stein¬ 
way, but it paid big dividends. Dobyns 
set up a matched pair of Neumann 
U87s about three feet from the open 
top of the piano—which was placed in 
the same room as the guitar amps. The 
signal leakage from the blasting amps 
into the piano mies expanded the 
sound so much that a planned string 
session for the song was cancelled. 

The moody "Broken Mirror” swells 
with atmospheric room tones. “I knew 
this was a really dark song, so I planned 
to use room mies that could impart 
darker timbres to the overall sound. I 
also wanted to bring out this haunting 
snare tone, because Neil had released 
the snares from the head, so the snare 
sounded like a tom. I put a Chandler 
TG1 limiter on the Coles ribbon mic that 
I used to capture the room sound, and 
that gave the cymbals this great decay 
and a really nice presence—which also 
allowed the snare to be more hypnotic. 
I included more room sound on Andy’s 
guitar, as well." 

A double-tracked, 40-piece choir-
one of the final parts recorded at 
RAK—is the centerpiece of the title 
track, which begins with Healy’s Tele-
caster-and-AC30-driven guitar riff. 

“We had the Crouch End Choir 
come in and do this massive part, like 
something out of The Omen,"' says 
Healy. "It’s totally over the top." 

The song "Friends" boasts a partic¬ 
ularly wacky recording technique, as it 
utilizes two complete double-tracked 
performances. 

"The demo of ‘Friends’ was so good 
that we had a hard time getting as 
good a performance in the studio,” says 
Healy. “We settled on editing a couple 
of the best takes together. But when we 
listened back, both takes sounded so 
good that it was hard to pick one as the 
final take. Just to be daft, I suggested 
that Emery put one take on the left 
speaker, and the other take on the right. 
We listened back to that, and it didn’t 
flam. Emery put the only overdubbed 
part—the vocal—up the middle, and 
made one of Andy’s guitars slightly 
louder to become the lead part, and we 
went with the two-performance, stereo 
mix. When you’re in the studio and that 
kind of magic happens—well, that’s 
what it’s all about." co 
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Guitarist Nick McCarthy and 
Producer Dan Carey on Tracking 
Tonight: Franz Ferdinand 

by Greg Reynolds 



THEATER PIECE 
The goal was to capture organic 
sounds, and what better 
environment to surround yourself in 
natural ambience than in an old-
school acoustic space—a theater? 

For Franz Ferdinand’s third 
album, Tonight: Franz Ferdinand 
[Domino], the band sequestered 
itself into its Victorian-era, 
rehearsal-space-turned-recording-
studio in Glasgow, Scotland, with 
producer Dan Carey to alchemize 
its live-concert energy and finely 
tuned rehearsals with some stu¬ 
dio wizardry. Comfortable in their 
own "home,” and blessed with a 
bunch of sonically compelling 
spaces within the theater’s archi¬ 
tecture, the band members spent 
a lot of time seeking out the per¬ 
fect tones, capturing the most 
exciting performances, and 
bathing everything in the sweetest 
ambient vibes. So, grab a drink 
before curtain call, find your 
seat, and thrill to the words of 
Carey and Franz Ferdinand gui-
tarist/keyboardist Nick McCarthy 
as they detail the preparation and 

recording techniques that went 
into the making of Tonight. 

Tell us a little bit about your new 
rehearsal/recording space. 

McCarthy: We found this old town 
hall near the shipyards that was con¬ 
verted to a theater. It’s kind of a 
rough place, but it’s local, and it feels 
good to walk in there. It has a lot of 
character—like an old guitar. We 
started rehearsing there because it’s 
incredibly cheap to rent, and, most 
of all, it has some amazing-sounding 
spaces: the stage, a small room 
underneath the stage, the hall, the 
corridors, and the dome. All are per¬ 
fect for recording in. 

Did recording in your own studio 
make Tonight: Franz Ferdinand a 
different experience from the previ¬ 
ous albums? 

McCarthy: Our last album was put 
together fairly quickly, so, this time, 
we spent a while writing, rehearsing, 
and fine-tuning everything. We knew 
we wanted to step away from the 
angular, jagged guitar riffs. We 
wanted to slow it down and smooth 
it out a bit in places, in order to allow 

the bass ample space to move 
around. It’s definitely more of a rock 
album, but it’s still danceable. 

Carey: One of the main themes of 
the album was really committing to 
sounds. We spent ages and ages 
getting a sound, but once we got it, 
that was it. We wouldn’t go back and 
record the song again. Also, we didn’t 
want to get bogged down in record¬ 
ing five different takes of 
everything with loads of different 
miking techniques. We had to make 
sure that everything was just right 
the first time. 

McCarthy: We spent about three 
months rehearsing the songs in the 
hall, getting to know the sound of 
the different spaces. Then, it came 
down to figuring out which songs— 
or which parts of songs—should be 
recorded in which space. 

How did you end up utilizing the 
different spaces in the building? 

McCarthy: Our favorite spot is 
underneath the stage, because it 
produces a dry, but warm R&B kind 
of sound to the drums. We did a lot 
of the basic tracks in there. Most of 

Franz Ferdinand (left to right): Bob Hardy (bass), Paul Thomson 
(drums, percussion, and backing vocals), Alex Kapranos (lead vocals, 
guitar), Nick McCarthy (rhythm guitar, keyboards, backing vocals). 
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THEATER PIECE 
the overdubs were either amped or 
re-amped on the stage or in the hall— 
which acts as an enormous reverb 
chamber. The synths on "Dream 
Again” were re-amped in the hall. We 
used the massive dome for some stuff 
like the hand claps on “Send Him 
Away.” We'd set up a mic in the center 
at ear-level, and get some really heav¬ 
ily concentrated reflections. The 
acoustics in there were phenomenal. 

Carey: We didn't want to use any 
artificial reverb, so most of the ambi¬ 
ence that ended up on the album was 
purely from the spaces we tracked in. 

What console and recording sys¬ 
tem were you using? 

McCarthy: We picked up an old 
Flickinger console a while back. It’s an 
amazing old American desk. There 
were only a few of them built—one 
was made for Sly Stone, and one for 
Ike Turner. It’s a really simple desk with 
big faders and big buttons. We like it 
because it has a really warm sound, 
and it’s very easy to use. 

Carey: The tracking was done on an 
iZ Technology Radar V Nyquist. Later, 
we brought the Radar system back 
home to my place, and we did a trans¬ 
fer of all the drums, bass, and gui¬ 
tars to a two-inch analog 16-track 
deck. Most of the overdubs were 
done on Radar and Logic, so we 
really moved among the three sys¬ 
tems. Some of the tracks ended up 
with analog tape, Radar, and Logic 
all running together. 

How did you lay down the basics? 
McCarthy: As far as the playing 

goes, we’d often record the songs in 
sections. We’d start with the verse, 
and play it over and over like a loop 
until we got that groove. When you do 
rhythm-based things, it just suddenly 
locks after about five or six minutes, so 
we’d take the best takes from each 
section, then move on to playing the 
chorus, and so on. 

Carey: When you stand in the room 
as the band rehearses, it sounds amaz¬ 
ing. They're super-energetic players, 
and very cohesive, as well. I found that 
when we separated everything and 
gave everyone headphones, there 
wasn’t as much of a connection 
between the four of them. So we really 
tried to find ways to capture that kind 
of “rehearsal” feeling on the recording. 

Did you track with everyone in the 
same room, then? 
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Carey: We didn’t want to record 
each song the same way, so we took 
several approaches. The most extreme 
route we took was to put the drum kit 
in the middle of the room, the bass 
amp behind the drums, Nick’s amp 
next to the floor tom, and Alex’s amp 
[co-guitarist Alex Kapranos] next to 
the hi-hat. Then, we'd find the best 
position for one mic—usually a Lomo 
19A series—and place it about a yard 
away from the kit. As long as all the 
levels were right with the amps, we 
picked up a really great sound in mono. 
We used that on a few songs, or for 
parts of songs. 

The whole band on one track? 
Carey: By the time we transferred 

the audio to the 16-track machine, it 
would have the mono Lomo track, a 
kick drum overlay to support it, and 
maybe a ribbon mic on one of the gui¬ 
tars. So we'd bring that kind of "three 
track” recording into analog, and then 
overdub more guitars and synths using 
either Radar or Logic. Usually, how¬ 
ever, we were miking things a bit more 
thoroughly. Some of the other songs 
we did with the whole band in one 
room had perhaps three mies on the 
drum kit, one mic on each of the amps, 
and the bass was sent to an amp in the 
next room. Of course, a monitor was 
set up so the band could hear the 
bass. Also, we did some tracks with 
the band in one room, and the amps 
set up down a corridor. 

How did you typically mic up Paul 
Thomson’s kit? 

McCarthy: We wanted to mic the kit 
like you would hear it from the audi¬ 
ence’s perspective, so everything was 
miked from the front and underneath. 
Sometimes, we’d have an Electro¬ 
Voice RE20 on the kick, and we’d add 
a Yamaha SKRM-100 Subkick if we 
needed the extra punch. Then, there 
was either a Shure SM7 or a RE2O 
positioned beneath the snare, and a 
Neumann KM184 on the hi-hat. If we 
wanted a stereo sound, we'd put some 
Lomo mies out in front. 

Carey: That method was used 
mostly when we recorded underneath 
the stage. On one or two tracks, we 
put the drums in the hall, and used 
large baffles to completely encircle the 
kit. We placed some baffles overhead, 
as well. The baffling wasn’t enough to 
make it seem as if the drums were 
recorded in a small space, but it did 
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THEATER PIECE 
knock back the natural reverb a bit. 
You see, we weren’t going for much of 
a "big” drum sound, as much as we 
were trying to capture a different 
reverb for the snare drum. A snare 
doesn't sound like that in a normal¬ 
sized room, and we ended up getting 
a much better "low-level” reverb sound 
that way. We also did a lot of overdub-
bing of the drum kit. If you listen care¬ 
fully, about half the songs have 
double-tracked drums. 

How did you incorporate the 
drum machines? 

Carey: Some of the songs had the 
drum machine playing through a bass 
amp situated in quite a big echo-y 
conservatory space. We’d mic the 
bass amp with the same three mies 
we used for the drum kit, and we'd set 
them at different points to capture 
different frequencies coming out of 
the speaker. Then, we’d filter each of 
the mic signals completely differently, 
so what you'd get back wouldn’t be a 
typical drum sound—more like a 
phantom kick, for instance—that 
would fill-in the entire frequency 
spectrum a little more. Another thing 
we’d do would be to connect the 
machine's kick drum output to one 
amp, the snare out to another amp, 
and the hi-hat to another amp. We’d 
position those amps like a drum kit 
would be positioned, and then we’d 
mic the amps. We basically built this 
kind of “guitar amp drum kit” that 
sounded really cool and unusual. 

The bass is a prominent force 
throughout the album. It sounds as 
though it was amped, but did you use 
a direct box, as well? 

McCarthy: We actually used a Kala¬ 
mazoo Model 1 guitar amp for a lot of 
the bass. 

Carey: We tried not to record the 
bass with a DI, just to reamp it later. 
Bob [Hardy, bassist] gets great low 
end with his Les Paul bass or Ricken¬ 
backer running through an Ampeg 
amp, so we were just looking for a thin 
sound with some bite to add on top of 
the lows. For that tone, the little 
Model 1 was miked with a Royer R-121, 
and routed to a Shadow Hills GAMA 8 
mic preamp and a Universal Audio LA-
2A. That combination—a small amp 
facing a small mic—often made a 
much bigger sound than the Ampeg 
alone, and we frequently ended up 
using just the Model 1 track. 

What about guitars? 
McCarthy: They were recorded very 

loudly. 
Carey: The guitars were pretty con¬ 

sistent. Alex would usually play his 
custom Tele through either a Carr or a 
Selmer amp, and Nick’s Les Paul Jr. 
would be going through a Carr, as well. 
We'd have either a Royer R-121 or a 
Coles 4040 positioned tight on each 
of the amps, and then routed through 
either the Shadow Hills or the 
Flickinger preamps if we wanted to 
get a more grainy type of sound. 

The synths are bouncing around 
all over the place—how did you 
track those? 

Carey: The band has some amazing 
keyboards, and they are always the 
start of the sound. On "Ulysses,” the 
big synth riff that comes in at the 
beginning is a Russian Polivoks—a 
Soviet-era copy of a Minimoog that’s 
really mad sounding. The Polivoks was 
used quite a bit. We started off by 
amping most of the synths, but they 
sounded too organic, and too much 
like a guitar. I wanted them to sound 
as electronic as possible—a little out of 
place, even. So, in general, the synths 
were taken direct through a Culture 
Vulture to get that kind of distortion. 
We also did some very extreme para¬ 
metric EQing with the UREI 545 to 
give the synths an intense midrange 
sound. Some parts have a boost 
around 6kHz with a really tight Q to 
accentuate the electronic-ness. After 
that, we’d either re-amp the sound in 
the hall for a big reverb, or fatten up 
the synth parts with delays such as the 
Blue Coconut Echoverb Tape Echo. 

McCarthy: Sometimes, we would 
connect the output of the synths to a 
filter, and someone would manually 
tweak the filter in real time as we were 
tracking. Or, we’d trigger a sample of 
the keyboard, and feed it back into the 
filters to add the desired tonal effect. 
These techniques turned out to be so 
much cooler than just using any 
generic synth preset. The whole idea 
was to get the right sound at the 
beginning of the signal chain. 

What about the acoustic piano parts? 
McCarthy: The piano recordings-

like at the beginning of "Bite Hard”— 
were done with the piano in one room, 
miked from the back, and then we fed 
the signal to some guitar amps set up 
in another room. The recording would 
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THEATER PIECE 
only have the amps—not any original 
signal at all—and that gave the piano 
sound a dirty kind of warmth. 

How did you track Alex’s vocals? 
Carey: Most of the vocals were 

done in a fairly tight space. My studio 
has a fairly big room with one corner 
that has quite a dead sound, and 
we’d normally track the vocals from 
there. Alex used two mies—a Wunder 
Audio CM7 and a Sennheiser MD441. 
We started off doing a lot with the 
CM7, but we ended up using the 
MD441 more, because it’s a handheld, 
and it was just more fun to record 
that way. We put a makeshift pop 
screen on it, and routed it through 
the Shadow Hills with the output 
transformer set to Iron. On some 
stuff, I’d get quite mad with echoes 
and effects—like on "Can’t Stop Feel¬ 
ing’’—and have him sing off them. 
Overdubs and doubling would always 
be done on the CM7. 

There are a lot of backup vocals. 
Were those done together or 
separately? 

Carey: Backup vocals were a mix¬ 
ture of things. Paul sounded good on 
the Electro-Voice RE20, and Nick used 
a SM7 or a SM58, depending upon the 
part. On some of the gang vocals 
where everyone sang at the same 
time—like on “What She Came For”— 
we either used the 441, or maybe a 
Neumann M149, or perhaps the CM7 
set to Omni with everyone standing 
around the mic. 

What’s your view on using 
outboard gear during the tracking 
phase? 

Carey: If I knew that something was 
going to need a little top-end boost, 
I’d add that on the way in, but I’d 
never do anything super extreme. As 
far as compression, I find that com¬ 
pressing stuff such as drums or gui¬ 
tars only makes them sound softer, 
so I try to leave that until the mix. On 
drums, we’d sometimes use kind of a 
parallel compression, where you have 
your direct signal, but also a fairly 
compressed signal that blended in 
slightly with the direct tracks. Most 
of the stuff was compressed at tape 
transfer, and we’d sometimes put it 
back into Radar again with additional 
EQ or compression. I’d compress the 
bass a little with either a RCA or 
Shadow Hills Master Compressor, set 
to a fairly slow attack time, and never 

more than 3dB of gain reduction. 
Maybe there’d be one or two places 
with heavily compressed guitars for 
effect. I’d rather compress things lots 
of times very gently, than once really 
heavily. By the time a track is mixed, 
it might have gone through three or 
four compressors. 

The album is no stranger to phasing 
effects. What was your technique? 

Carey: Sometimes, we’d take sec¬ 
tions of the basic tracks, and feed the 
signal back into a guitar amp. Then, 
we’d take two mies—one fixed about a 
yard away from the speaker, and we’d 
manually move the other one slowly 
from about six feet away, just past the 
mixed mic, and right up to the speaker. 
When you mix those two signals 
together in mono, you get this amaz¬ 
ing phasing effect. When the mies 
come together you get nothing, but 
there’s a really pronounced swooshing 
sound as the moving mic approaches 
the speaker. 

We also did a pretty weird thing on 
one or two songs where we used one 
of those Little Labs IBP analog phase¬ 
alignment tools to process three dif¬ 
ferent mies—one mic positioned to 
capture the bass amp and the back of 
the drum kit, one mic placed near the 
guitars, and the last one positioned as 
a room mic. We’d play with the phase 
relations in the IBP to get more bass or 
more midrange. It was just sort of this 
strange filtering effect. 

What were the most memorable 
recording techniques you used during 
the sessions? 

McCarthy: I think the coolest one 
was the time I climbed up into the 
rafters, and dropped a mic and cable 
down a few yards so that we could 
swing the mic around a guitar amp. It 
took several hours to get it right, but 
we got this really cool Doppler effect 
as the mic moved around the amp. It 
appears on the chorus of “What She 
Came For.” 

Carey: We used a fair amount of 
spring reverbs—like on "Send Him 
Away” to get a kind of King Tubby 
sound—and our main spring reverb 
was a toy Slinky. We took one of 
those, attached a drive speaker to one 
end, and put two “pickup” speakers on 
the other. Then, we fed the Slinky sig¬ 
nal to a Fender amp, and miked the 
amp’s speaker. That technique was 
pretty amazing. CO 
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STEVE LUKATHER’S 
7 WAYS TO TONAL BLISS 
by Brian D. Holland 

Known for its '70s and '80s classics 
such as "Rosanna," "Africa," "Hold 
The Line,” and "I Won't Hold You 
Back," Toto was launched by a group 
of top session musicians whose abil¬ 
ity to blend pop rock melodies with 
progressive instrumentation was 
quite innovative for the time. A signif¬ 
icant member since its inception, gui¬ 
tarist Steve Lukather brought Toto 
into the 21st century, finally putting 
the band to rest in June 2008. 

Besides his years with Toto—as 
well as his numerous tours with a vari¬ 
ety of artists—Lukather’s talents have 
adorned hundreds of recordings. With 
a list of credits too numerous to men¬ 
tion, the multitalented musician, pro¬ 
ducer, arranger, songwriter, and 
vocalist has worked with some of the 
most notable engineers and producers 

in the business. Because of those 
experiences, Luke was not about to 
completely trust his own engineering 
chops while making his most recent 
solo release, Ever Changing Times 
[Frontiers]. For that, Lukather 
entrusted much of the sound sculpt¬ 
ing to Grammy-winning engineer/pro-
ducer Steve MacMillan, who worked 
on Toto’s Minefields (1999), Through 
the Looking Glass (2002), and Falling 
In Between (2006), as well as tackling 
projects for Lionel Richie, 
Supertramp, Rod Stewart, Seal, Celine 
Dion, and Kelly Clarkson. 

Although the project brought two 
friends together, it wasn’t a situation 
where the duo completely defaulted 
to the tried-and-true studio 
techniques they had used in the past. 
The Ever Changing Times sessions 
were more of a "collaboration” 
between trusted old-school methods 

and processes that opened up some 
new directions and new sounds. Here, 
Lukather and MacMillan discuss some 
of the techniques they used to track 
perhaps the guitarist’s edgiest and 
most natural guitar tones to date. 

DON’T REHEARSE 

Lukather: The five-piece band we 
used for the album was all recorded 
live in the same room, and we didn’t 
rehearse, because I don’t believe in 
rehearsing for records. You can 
rehearse the magic right out of stuff 
before you go into the studio. I’m of 
the old school, and I believe in sitting 
in the room with a bunch of musicians 
and capturing the interplay that hap¬ 
pens. As a result, I like to say the 
tracks turned out “perfectly imper¬ 
fect," and that’s what gives them the 
vibe and energy. You know, for all the 
crap Toto took for being soulless, we 
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played all together In one room until we 
got a take. Today, a lot of guys record 
one instrument at a time to make every¬ 
thing perfect. What's up with that? 

DUMP YOUR COMFORT ZONE 
MacMillan: I told Luke, “Forget about 
the past, just be yourself, and shut up 
and play.” I also nagged him into 
exploring more organic, vintage tones. 

Lukather: I needed somebody to 
pressure me into doing something 
different. I called Hollywood Rentals, 
and I said, "Send me all the weird stuff— 
the silly little Supros and Magnatones 
and whatever—and all the vintage 
AC30s and Marshalls." Then, during the 
sessions, I let the amp determine how I 
played, because you do play differently 
when you plug into a different amp. 
That, in turn, inspired all the interesting 
guitar sounds for the album. I used a 
Radial ToneBone for overdrive here and 
there, but the basic tone is my Ernie 
Ball/Music Man Steve Lukather Signa¬ 
ture Model plugged direct into an amp. 
Well, I did plug into an ISP Technologies 
Vector SL subwoofer to get a mammoth 
sound out of the tiny amps, but any 
effects you hear on my guitar were 
added at the mixdown by Steve. I loved 
being able to just plug in and play, 
because, you know, I'm so sick of being 
blamed for that '80s over-processed 
rack sh’t. That was not my fault. It was 
all new back then, and the producers I 
worked for asked for those types of 
sounds. It used to kill me when I’d see 
some effects unit with a "Lukather" 
patch, and it would be the cheesiest, 
most f”ked-up sound in the box. 

MacMillan: For heavy guitar tones, 

I'm a big fan of Royer R-121 ribbon 
mies. I also placed a Royer SF-12 rib¬ 
bon out in the room, and about eight 
feet back from the amps. I find that 
mic captures a slightly rounded sound 
with somewhat compressed highs. It's 
very effective for getting rid of the nasty 
edges to guitar tones. I’m still a big fan 
of positioning a Shure SM57 close to the 
speaker cone, and I've also found that an 
Audix I5 works just as well. I miked the 
ISP subwoofer with either a Sennheiser 
e602 or a Shure Beta 52. I didn’t want 
to have a lot of high frequency leakage 
into the subwoofer tones, and those 
mies naturally roll off tne high end. I’d 
usually record all of the mies, and then 
decide which tracks—or combinations 
of tracks—to keep later. Quite often, it 
ended up being the combination of the 
Royer and the Audix. 

GIVE UP 
Lukather: I wasn't interested in doing a 
million takes. If a solo didn’t work— 
either because I didn't have the right 
sound, or because I wasn’t inspired at 
that moment—I’d just move on. A part 
either works or it doesn’t. You can’t 
batter it into submission, or force inspi¬ 
ration to save you. It’s always better to 
just surrender, and then come back 
later to give it a go with fresh ears. 

GO EASY ON THE LEVELS 
MacMillan: When recording to Pro 
Tools—even though, as a rule of thumb, 
I use my ears, rather than watch 
meters—I generally like to keep the 
meters about half way up. Everything 
usually sounds great there, and I like 
having the headroom available for the 

fina' mix. By keep ng everything at 
about 50 percent, my mix comes 
together a little easier, because I don’t 
have to pull levels back all the time. 

SEEK COUNSEL 
Lukather: It’s great to have someone in 
the room with you, so it’s not just you 
deciding what is good and what is bad. 
There was a lot of stuff 1 probably would 
have thrown away that ended up mak¬ 
ing it on the record. Steve would be like, 
“No, man. That’s really good. I’m telling 
you—keep that part!" After I lived with it 
for a while, I’d realize he was right. It’s 
always good to have at least a second 
set of ears in there. That’s why people 
have producers. 

WATCH, LISTEN, AND LEARN 
Lukather: I’ve learned as a closet engi¬ 
neer to keep my eyes open to how dif¬ 
ferent people work—whether it’s miking 
techniques, or how they hit the EQ. For 
example, I've found the best engineers 
won’t boost frequencies. Instead, they’ll 
find the ugly ones, and pull them out. This 
approach creates space—which is impor¬ 
tant for a dynamic and exciting mix— 
rather than have every boosted frequency 
fighting for prominence in the mix. 

BEGIN WELL 
Lukather: First off, what's going into a 
microphone has to sound good. You 
can’t take a crappy-sounding amp and 
expect it to magically sound good just 
because you put a sexy microphone in 
front of it. The quality of the source 
sound is critical After that, it’s about 
the engineer enhancing the source 
sound CO 
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ASS 

MANAGEMENT 

6 THINGS EVERY SESSION 
BASSIST MUST KNOW 
by Scott Mathews 

In the recording studio, session play¬ 
ers know the song is king, and they are 
all there to serve it with whatever is 
needed. Every instrument plays a part, 
largely or subtly in the big picture of the 
overall end result. When it comes to 
bass, however, the bass part is always a 
large part of the picture. In most cases, 
the bass instrument is the bonding ele¬ 
ment between the drums and all of the 
other musical instruments involved. 
The “bottom line" is a very big deal. 

When approaching any recording 
session, there are certain basics every 
bassist needs to have in their gig bag 
of tricks. Here's a six step “must have” 
when it comes to those bass-ics. 

COP THE STYLE (WITH A SMILE) 
Some musical styles and audio-pro¬ 
duction concepts may be out of a 
player’s comfort zone. Let's say a 
particular bassist’s forte is fingerstyle, 
and the track is calling for a very 
percussive attack that only a pick (or 
perhaps a fingernail) can provide. In 

that case, a real pro session player 
will be able to switch right into the 
groove with a pick. Conversely, the 
same holds true for a player who is 
accustomed to working with a pick 
only. That won't cut it on a recording 
that needs a softer, subtler sound. 

While I often work with some of 
the world’s most famous bass play¬ 
ers, I still bump into those who can 
only approach the instrument their 
way. While it’s true that their way 
may be genius, it doesn’t mean that 
approach will fit into any and all 
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recording sessions. You have to be will¬ 
ingly adaptable to the producer and/or 
artist if you want to succeed in the 
competitive world of session players. 
Never forget that producers hire the 
people they want to be around. If there 
is a cool player who has a great vibe, is 
fun to work with, and who genuinely 
wants to do what is needed, that 
player will always get the call for the 
gig before the difficult, prickly pear 
player who may be "better" than 
everyone else, but who brings the vibe 
of the session down. Life is too short, 
and sessions are even shorter! 

MOVE INTO THE GROOVE 
We all know'different styles of music 
will demand different skill sets from 
players. One important element to any 
successful bass session is for the 
bassist to relate to the material, find 
the groove, and be able to complement 
the rest of the recording. How do you 
do this? It’s easy—just listen. Find out 
what makes the song tick. Once the 
song is heard in its simplest form—and 
the melody and chord structures are 
understood—the most obvious first 
step to establish groove and feel is to 
lock into the drum pattern. The bass 
may not want to play on every single 
kick beat, but the bass player does 
need to know what that basic pattern 
is. To get inside the essence of the 
song even further, do what the world’s 
most recorded musician—the great 
drummer Hal Blaine—does. He always 
asks to see a set of the lyrics to under¬ 
stand what he’s playing. Deep. 

INTONATION CALIBRATION 
It may not be sexy, but it is of supreme 
importance to make sure one's bass is 
set up well and has perfect intonation. 
The neck, the bridge, the frets, the 
nut—everything needs to be in great 
shape to achieve correct intonation. 
Unfortunately, that can mean strings, 
too. I only say it’s unfortunate, because 
old, dead bass strings can sometimes 
sound perfect for a certain approach, 
and I am a big fan of that sound (think 
James Jamerson from Motown, or 
Duck Dunn from Stax). True story: Near 
the end of Jamerson’s career, people 
thought he was losing his ear, because 

his intonation was off. But, as it turned 
out, he had purposely never replaced 
his bass strings. So, as the years went 
by, his sound got even better. Sadly, his 
tuning didn’t. 

If the bass is out of tune, everything 
that is piled on top of it is going to be 
off. Not many people are aware of it, 
but most singers tend to find their 
pitch from the bass. It is the main 
instrument that firmly resonates the 
foundation of pitch. 

Back in the self-indulgent early 
'80s, I spent a good three days (and a 
lot of money) trying to fix a track that 
had been cut by a legendary San 
Francisco band. The singer was posi¬ 
tive the guitars were out of tune, and 
insisted that all of them be replaced 
(and there were tons of them). Still, 
the track was out. We even retuned 
and replaced the piano to no avail. It 
was only when we removed the bass 
track that everything fell together. Ah 
ha! So we had to fly the bass player 
back to San Francisco from the East 
Coast to redo his well-played, but 
useless bass part, and make the 
seemingly endless nightmare stop. 

NOWHERE TO RUN 
The studio is a place that will expose 
your bass playing and sound for bet¬ 
ter or worse. It is like a big 
microscope that leaves little room for 
error. On stage, one can get away 
with a lot more imperfections, 
because the energy and showman¬ 
ship can overshadow the nuance of 
some of the playing, as well as 
unwanted noises. The studio is about 
control and consistency. Developing 
accuracy on the strings so that your 
bass doesn’t have harmonics or other 
sounds ringing that cloud up the bot¬ 
tom end is crucial. Open strings com¬ 
monly cause this problem. Pay close 
attention to cutting off notes that 
may find their way into your playing. 
At the same time, you don't want 
notes being too muted, either. Both 
of these unwanted scenarios make it 
very difficult to mix the final product. 
If the bass notes are not defined in 
an even and deliberate manner, it 
can throw off the whole balance of 
the recording. 

THIS OR THAT 
Knowing what is needed is usually the 
best way to get things done on ses¬ 
sions, but it’s not always as easy as 
that, so options are always helpful in 
the recording process. Sometimes, 
experimentation is the only way to 
come up with the secret sauce. To that 
end, bring two or three different basses 
(if possible). Maybe it’s a classic Fender 
type, an active modern type, and a fret¬ 
less. These basses all sound very differ¬ 
ent, and bringing in an unexpected 
color can help a song take shape in a 
new and interesting way. As for amps, 
you may want to ask the engineer or 
producer before packing the car. Many 
sessions don’t require bass amps, 
because the bass is taken direct. How¬ 
ever, if you get your signature sound by 
using an amp, you’ll want to have it 
with you. Also, always bring along a 
good tuner, as well as any stompboxes 
that provide unique effects that might 
enhance your role in the session. 

PITCH IN OR BUTT OUT 
In order to help the artist and producer 
achieve what they intend from a session, 
it is important to determine how much 
they are open to suggestions. Don’t just 
start playing anything that comes to 
mind. True, a good producer will likely 
inform players of the track’s vibe and cre¬ 
ative goals, but if not, it’s always good to 
ask if there's a certain style, sound, or 
approach they are looking for. This is very 
easy to do, and it shows a lot of respect 
and communication skills. In the event 
they want you because your personal¬ 
ity is what’s needed, don't hold back. 
Suggest hooks in the bass line, and any 
other helpful information that can be 
used to support a great track. Look at 
this as an opportunity to show your 
gifts. Don't worry that you may be 
more productive to the session than 
the actual producer. These things hap¬ 
pen, and I can tell you first hand, that 
this is how many a great career begins. 
Good, ambitious players should always 
be open to using session work as a lad¬ 
der to the producer chair for projects 
down the road. CO 

Check out producer Scott Mathews at 
www.scottmathews.com. 

www.eqmag.com bbbruarv boor eq 



KEV 

Fig. 1. Live’s Impulse drum 
instrument is playing back 
a drum part; a Compres¬ 
sion MIDI Velocity effect 
has been added before 
Impulse to even out the 

MIDI velocity values. 

WRITE SONGS 
FAST WITH 
MIDI AND DAWS 
by Craig Anderton 

I’m beginning to feel “writing in the 
studio" is an oxymoron. In fact, it 
seems that writing a song and record¬ 
ing it are two totally different activi¬ 
ties, and need to be treated as such. 

What got me thinking about this 
was how easily I could write songs 
when just sitting down at a piano or 
guitar, yet how difficult that process 
became when sitting in front of a 
sequencer. But I’ve learned it doesn’t 
have to be this way. 

So let's investigate what I call “fast 
tracking”—using a sequencer/DAW in 
a way that’s optimized for writing, 
not recording or editing. With this 
process, I finally feel I can write on a 
computer as easily as on an instru¬ 
ment. Of course, different people 
approach the creative process differ¬ 
ently, but I think I’m typical enough 
that many of you will find the follow¬ 
ing tips helpful. 

GET UP AND RUNNING ASAP 
Inspiration comes and goes fast: One 
way to prolong the state of being 
inspired is to exploit that inspiration 
as soon as it hits. Do everything you 
can to speed your computer’s startup 
time (such as periodic defragmenta¬ 
tion), and remove all of those little 

memory-hogging programs that load 
at startup but you don’t really need. 

Next, create templates and layouts 
so you're not just staring at a blank 
screen. Templates deserve an article 
of their own, but there’s nothing like 
having an “instant environment” 
that’s optimized for writing, with 
instruments, patterns, track assign¬ 
ments, and so on ready to go. If you 
can’t start laying down tracks within 
30 seconds after opening your DAW 
of choice, there’s a problem. 

START WITH MIDI DATA, NOT AUDIO 
Sure, a MIDI piano probably won’t 
sound as good as that 9 ft. 
Bosendorfer you picked up on eBay 
for $200 (we can dream, right?). 
But when writing, keep a piece of 
music as malleable as possible. You 
may need to change key or tempo 
as the piece takes shape, and while 
it’s possible to make these kinds of 
changes with digital audio thanks to 
time and pitch-stretching, MIDI sim¬ 
plifies the process. 

USE A SOFTWARE “WORKSTATION” 
Quite a few plug-ins (like IK Multime¬ 
dia SampleTank 2, Digidesign Xpand, 
and samplers such as Nl Kontakt, 
MOTU MachFive, Steinberg HALion, 
etc.) are essentially multitimbral 

workstations with a boatload of 
sounds. Having a template that 
rewires Propellerheads’ Reason into 
your DAW is another excellent option. 
But even a simple plug-in—like a basic 
General MIDI instrument—is usually all 
you need to sketch out a tune. 

The advantage to using a single 
multitimbral plug-in is that it's really 
fast to create tracks: Insert a MIDI 
track, assign it to a channel in your 
plug-in, assign a sound to the chan¬ 
nel, and press record. Although you 
could create a template with a variety 
of instruments assigned to a variety 
of tracks, a multitimbral instrument 
simplifies matters. 

THINK SCRATCH TRACKS 
The object is to write a song, not to 
play a bunch of perfect takes. A good 
song in the conventional sense con¬ 
sists of memorable elements like 
melodies, strong lyrics, and a flow— 
not nailing the perfect bass timbre. 
You can always clean up your parts 
later, but when you want to lay down 
a part using a particular instrument, 
just do it. Don’t agonize over the 
sound quality, or your playing. Copy 
and paste to create "placemarkers” 
rather than play all the way 
through. Of course, most of this won’t 
make the final cut, but so what? The 
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object for now is to build a song and 
arrangement, not a recording. 

AVOID EDITING AS YOU GO 
The single biggest inspiration-killer 
when writing on a DAW is editing. 
Editing is a left-brain activity, not a 
right-brain, creative type of endeavor. 
Laying down a part, then trying to 
perfect it, is a sure way to have inspi¬ 
ration take a hike. 

For example, consider MIDI veloc¬ 
ity levels. When I'm writing in Ableton 
Live and doing a drum part, because I 
play parts in rather than program 
them, there can sometimes be unde¬ 
sired velocity variations between 
hits. Rather than tweak velocities, I 
just add a Velocity MIDI effect set 
to compression (Figure 1). This 
evens out the note velocities, but 
because the original data is 
unchanged, if the part ends up 
being a "keeper" I can always 

remove the FX later and do more 
detailed velocity editing. 

Remember, what makes a great 
song is not great tweaking; that just 
makes a great song sound better. 
Concentrate on what matters most— 
the emotional impact on the listener. 

WHAT ABOUT VOCALS? 
If you can get down some key lyric 
ideas and a melody line, that’s fine. 
Don’t have lyrics for the second verse? 
Hum the melody, or just say nonsense 
syllables. You can always fix it later. 
Even if you only have lyrics for a cou¬ 
ple lines, get them down and move on. 

KEEP TO THE ESSENTIALS 
All those "ear candy” parts—the cool 
double-time shaker, the melodic bells 
that come in during the solo, and so 
on—should be added only when the 
core tracks are down. Ear candy can 
be another distraction that, unless it’s 

an element that’s vital to the song, 
should be left for later. And don’t even 
think about adding reverb, EQ, etc. 
The only reason to add a signal 
processor is if it's an essential element 
to the song, like a tempo-synced 
delay that’s mandatory for the partic¬ 
ular rhythm driving your tune. 

THE LAST WORD 
Although I’ve given some specific 
tips here, the main point is attitude. 
Once you shift your brain so that it 
understands the difference between 
the writing process and the recording 
process—and I do believe these are 
indeed different animals—that’s half 
the battle. The other half is having 
the discipline not to get sidetracked 
during the writing process. Since fig¬ 
uring this out, my DAW is now as 
good a songwriting device as an 
instrument. In fact, in many ways, it’s 
even better CQ 

Rob Chiarelli 
(Ray Charles, Will Smith, 
Madonna, Janet Jackson) 

'The mic is a perfect 
option for anyone looking 

for a versatile high-end mic 
that will work well in almost 
any situation.’’ 

Russ Long (Pro Audio Review) 

“Black Hole is a great-sounding mid* 

Bryan Carlstrom 
(Alice In Chains, 

Rob Zombie. The Offspring) 

"The mic 
is extremely 

detailed, which 
is wonderful for 

capturing nuances.* 

“Black Hole delivered 
everything put in front of it!” 

Td definitely put this one high on the list.* 
Cliff Goldmacher (EQ) 

www.jzmic.com “I was impressed with the BH-l's polar response." 
George Petersen (MIX) 

www.eqmag.com februarv eç 35 



MATT SORUM’S RECIPE 
FOR ROCKIN’ POCKETS 
by Roberto Martinelli 

In addition to being one of rock’s 
iconic drummers (Guns N’ Roses, The 
Cult, Velvet Revolver), Matt Sorum is 
also an accomplished engineer and 
producer with his own production 
company (Orange Curtain) and tracks 
for Poe, Candlebox, Ronnie Spector, 
Little Milton, Sen-Dog, and others 
under his belt. His most recent pro¬ 
duction project was for Los Angeles 
“youth rock” band, Drive A—a gig 
that prompted Sorum to share some 
miking techniques, recording philoso¬ 
phies, and studio drummer bummers 
that can help EQ readers track bigger 
and better drum sounds. 

LAY DOWN THE LAW 
"Terry Stirling—Drive A's drummer—has 
a lot of chops,” says Sorum, “but I told 
him to play only what was needed to 
drive each section of a song. He could 
have that one fantastic fill, but that was 
it. When I was young, I do remember 
being a lot flashier than I am now, and 
that's because I learned to play for the 
song, rather than for myself.” 

BIG ROOMS RULE 
“I learned about miking drums from 
Mike Klink and Andy Johns, who had 
recorded my favorite drummer, John 
Bonham. I was inspired by all those sto¬ 
ries about how Led Zeppelin recorded 
in castles, and how bands such as U2 
and the Red Hot Chili Peppers recorded 
in houses, so we decided to record Drive 
A in a big house out in Malibu. We put 
the drums in a large living room with 
25-foot ceilings, which was pretty 
cool, but the problem was that the 
reflections from the walls made the 
cymbals sound kind of harsh. I had to 
go around and place some foam in 
different areas to compensate." 

STEAL MY MIKING METHOD 
“For the Drive A project, I close miked 
all of Terry’s toms with Sennheiser 
MD451s—which I always used back in 
the Guns N' Roses days. I double-miked 
the kick drum with a Shure 91 inside, 
and a Rode Classic II outside. On the hi-
hat and ride, I used a Rode NT5, and for 
the snare, I used Shure SM57s for the 
top and bottom mic positions. To cap¬ 
ture the room sound, I positioned two 

Neumann TM103s in a kind of stereo 
spread, and a Telefunken 251 to pick 
up a mono image. In addition, I did a 
trick I learned from Brendan O’Brien 
[producer of Bruce Springsteen, 
AC/DC, Pearl Jam, Velvet Revolver, 
and others], which was to position a 
Telefunken AK47 over the drummer's 
shoulder as a kind of 'effect' mic. For 
slower-tempo tracks, I also put a Tele¬ 
funken AK47 in a hallway that was 
down a staircase. That was my 'Bon¬ 
ham' trick to get a delayed and dis¬ 
tance ambience. When [mix engineer] 
Chris Lord-Alge mixed the Drive A 
record, he’d bring in that mic on the 
tom fills to make things explode.” 

GO NATURAL 
“I spent a lot of time during the 
tracking phase getting a natural 
drum sound, so I didn’t put any noise 
gates or effects on the drums. In fact, 
most of the reverb you hear is from 
the room the drums were recorded 
in. There’s just some slight compres¬ 
sion on the kick and snare, although I 
hit the mono room mic pretty hard 
with a Urei 1176 compressor to get the 

36 eq February boow www.eqmag.com 



crunchy sound I like. And because I 
fear the ball getting dropped in the 
end, I called Chris before he mixed the 
Drive A record to let him know that I 
wanted the drum sound to remain as 
natural as possible. Thankfully, he 
thought the drums were tuned well 
and sounded great, so he didn’t over-
EQ or over-process things." 

LET DRUMMERS BE THEMSELVES 
"I believe that to get the best perfor¬ 
mance out of a drummer, you have to 
make the drummer feel good. If that 
means he or she likes playing with 
the front head on, then that's what 
you should do. But I’ve had some run-
ins with name producers who tend to 
like certain techniques. Bob Rock, for 
example, took the head off my bass 
drum, and we got into a bit of an 
argument, because I said I wanted 
the head left on in order to mic the 
front head for added resonance. Mike 

Klink likes to isolate the kick drum by 
building a tunnel of blankets around 
it. I like how the kick drum sounds in 
the room, because you tend to get 
more low end. Some guys have even 
built a kind of box around the hi-hat 
in order to keep it from bleeding into 
the snare mies. Of course, most 
drummers hit the cymbals so hard 
that no amount of baffling or boxing 
is going to keep the cymbals from 
bleeding into the other mies.” 

ALWAYS ENVISION THE MIX 
"When I do a session, I like to track 
drums with the final mix already in 
mind. In other words, I don’t like to 
put stuff on tape that doesn't sound 
right from the get-go. That's what 
they had to do back in the day-
before multitracking and DAWs. 
Drummers almost had to ‘premix’ 
themselves back then, because it wasn't 
like you had unlimited tracks of individ¬ 

ually miked drums to process and 
tweak. The drums had to sound right in 
the room. I heard that Ringo used to 
put his wallet on the snare drum to 
dampen it during Beatles sessions, but 
when I talked to him, it turned out it 
was a pack of cigarettes. Still, the point 
is that he was thinking about the final 
drum sound as he was playing." 

FOR ROCK, MAPLE IS KING 
"I’ve never gotten into the dynamics of 
different ply thicknesses for drum 
shells, but I can say that, for rock and 
roll, maple drums are the best. I also 
like the maple reinforcement rings that 
appeared on old Ludwig sets. The 
rings put more wood against the drum 
skins, and they also dampened the 
sound in a very natural way. I’m a Lud¬ 
wig endorsee, and I talked to the com¬ 
pany about bringing those rings back, 
and now they’re on the Legacy Classic 
Series drums.' CQ 

Warm, Vintage Tone 
Introducing... 

The 

Garnet 
Electrostatic vacuum tube microphone 

Nine variable polar patterns 

Warm vintage microphone tone with 
vacuum tube circuit and output transformer 

JSM elastic suspension shockmount protects from 
stand rumble, subsonic vibrations and external shocks 

Soft start power supply included 

violetusa.com 
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VOCAL 

COMPRESSING 
VOCALS 
by Jonathan Stars 

My first ex-wife hated it whenever I 
bought any musical equipment, 
because that meant she wouldn't be 
able to spend the money on herself. 
Never mind that I was going to be a 
famous recording artist some day, 
and share all the loot with her. (Ha! I 
guess I showed her!) One time I 
bought a limiter/compressor (L/C), 
recorded my vocal through it, and 
played her the result. When she said 
it was the best piece of equipment I 
ever bought, I knew I was really onto 
something. Honestly, that’s how 
much difference it made to my 
recordings—and how much it can 
make to yours. Fortunately L/C 
plug-ins come with most recording 
software, and they’re really not that 
hard to use. 

TECHNICALLY SPEAKING 
A compressor controls a signal’s vol¬ 
ume automatically by lowering the 
level on peaks, and raising the level 
during quiet parts. This produces a 
smaller level change at the output for 
a given level change at the input. For 
example, if increasing the input level 
by 4dB yields an output level change 
of 2dB, the compressor is said to 
have a 2:1 compression ratio. With 
vocals, compression not only brings 
level variations under control but 
brings up softer elements of the 
voice that add "character.” (Compres¬ 
sion is also used with instruments like 
guitar and bass to add sustain, or 
drums to tame peaks.) 

Another advantage is that if the 
singer can maintain the same 
distance from the mic, an L/C can 
help keep the same intimacy during 
the entire performance because the 
tone doesn’t change due to the prox¬ 
imity effect. But a compressor can 
also be very helpful in the opposite 
situation: a singer who can’t perform 

without leaping all over the place. 
You can level out the performance, 
even though the tone may change. 

Limiting is a variation on compres¬ 
sion that’s designed more to clamp 
peaks to a certain level, but leave sig¬ 
nals under that level alone. Limiters 
typically use a fast attack time (under 
10ms, but often less), a high 
compression ratio (around 20:1 or 
even 100:1), and a high threshold (the 
level where limiting kicks in). 

Now that I’ve started tossing 
around terminology, let's look at the 
controls and what they do. Most of 
these devices come with a batch of 
presets to suit most common needs; 
Figure 1 shows the list of the Dyn3 
presets that come with Digidesign’s 
Pro Tools. 

A WHISPER AND A SHOUT 
The human voice has a wide 
dynamic range, from a whisper to a 
shout. Because of that variation, it 
can be difficult to get a vocal to sit 
nicely in the mix where you can 
hear all the lyrics. A compressor is 
often a big help. 

Generally you want to set up 
dynamics control so you don’t notice 
it’s there, but plenty of engineers like 
to use compression as a special effect 
where it actually is noticeable. For 
example, the only way you can get 
that in-your-face effect used for the 
vocals in a lot of headbanger music is 
with a compressor (think AC/DC). 

The graph in Figure 2 on page 40 
really helps to see how the controls 
affect the signal. The line begins 
moving upward at 90 degrees from 
left to right in a one-to-one relation¬ 
ship: When the input signal increases 
by one decibel, the output also 
increases by one decibel. That’s what 
we hear in real life. After the signal 
exceeds the threshold or knee (indi¬ 
cated by the vertical red line), the 
compressor attenuates (reduces) 

Acoustic Guitar 
Bass Guitar 
Brickwall 
Clean Limit 
Crush 
Drum Comp 
Fatten 
Gentle Limiting 
Hard Limiting 
Kick Thump 
Kick Tight 
Pump 
Radio 
Snare Comp 
Steamroller 
Vocal Comp 

•f Vocal Levelor 

«factory default> 

Fig. 1. The Pro Tools Dyn3 
Compressor/Limiter preset list. 

the signal based on the ratio you 
select. When using the Vocal Levelor 
preset with a 3:1 setting, for every 
3dB the input signal increases above 
the threshold, the output increases 
by only IdB. 
GETTIN’ ALL SQUISHY 
By setting a low threshold (-30dB), 
compression kicks in at a 
correspondingly low volume, reduc¬ 
ing high levels and raising lows. But 
now, we’re no longer taking advan¬ 
tage of the available headroom 
because of the reduced levels for 
the peaks. So, we boost the plug¬ 
in’s output gain so that the peaks 
once again hit 0 at the output; the 
overall average level is now much 
higher. To give you some idea of 
how compression affects the audio, 
take a look at the waveforms in Fig¬ 
ure 3. This is before raising the 
compressed signal’s gain so that its 
peak levels match the 
uncompressed version. 

On the downside, a low threshold 
setting also makes background 
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CORDS 

Fig. 2. The “Vocal Levelor” preset; note the graph in the window. 

noises more audible because it brings 
up lower levels. You need to be particu¬ 
larly cautious about sounds like heat¬ 
ing, air conditioning, computer fans, 
and buzzing amplifiers. 

CONTROL FREAK 
Now let's looks at the other controls. 
The attack is measured in millisec¬ 
onds, and determines how quickly 
the unit responds after the input sig¬ 
nal crosses the threshold setting. 
Increasing the attack will let some 
transients through, making the mate¬ 
rial sound more natural and a little 
less squashed. 

The release setting determines how 
quickly the compressor returns to the 
uncompressed state after the signal 
drops below the threshold. Adding 
some release time (80-250ms) can help 
the material sound more natural. It’s also 
common for compressors to have an 
"auto” option that changes the release 

Make Music Your Life: 
The challenge of audio for music, film, 

video game production and live performances 
is hard work, but you love it! 
Welcome to the world of... 

Audio Recording technology! 

Attend a four-year college that takes music as seriously as you do. 
Earn a degree in Business or Music with a concentration in 

Audio Recording Technology. 
Contact an Admissions Representative right now and 

MAKE MUSIC YOUR LIFE! 

For more information e-mail us at eq@ftC.edu 

Five Towns College 
Dix Hills, NY 11746 When you’re serious about music and the performing arts! 
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Fig. 3. The purple waveform is compressed, 
while the magenta waveform is the original sig¬ 
nal. Note how the uncompressed waveform has 
much higher peaks. 

time dynamically to best accommodate 
changes in the input signal. 

THE SIDE-CHAIN GANG 
The side-chain section (also known 
as "detector”) in the upper right in 
Figure 2 allows some other signal to 
control the compression. For exam¬ 
ple, a sidechain can provide 
automatic gain control or “ducking” 
of background music when a narrator 
or DJ is talking—just send a bus out 
from the announcer’s voice track to 
the sidechain input on the music 
track. The sidechain input also has 
musical uses, like making a sustained 
instrument “pulse” when another 
instrument (like a kick drum) controls 
the compression. 

EASY DOES IT - OR DOES IT? 
While you can certainly over-compress, 
I think it’s also possible to under-com-
press. I have a Diana Krall CD (.Only 
Trust Your Heart, GRP Records) that 
was recorded live to two-track with no 
compression. When I listen in the car, I 
have to keep my hand on the volume 
knob because her voice keeps drop¬ 
ping below the road noise. The same is 
true of classical music. 

I've also found that having a com¬ 
pressor in my stage rack is invaluable 
when singing live, as it can increase 
intelligibility. The unfortunate side 
effect is that it also increases the 
possibility of feedback; to control 
that, I use a pink noise generator and 
calibrated mic to tune my EQ unit to 

the room, along with a feedback 
exterminator to catch any residual 
feedback issues. 

BRING IT ON HOME 
Except for special effects like those 
we've already discussed, be careful 
not to squeeze the life out of the 
performance. Use as little as you can 
get away with that still gives the 
performance all the attention it 
deserves. You can start with the pre¬ 
sets and tweak as you learn; just 
don’t get carried away with your new 
toy and create something you’ll be 
embarrassed by a year from now. Do 
it right, and your spouse might even 
say it’s the best piece of equipment 
you ever bought co 

"The SIGMA captures performances 
with a special warmth and vibe 
that only vintage ribbon mies do. 
It IS the new vintage standard!” 
Michael “Fish” Herring, Artist/Producer 
New Kids On The Block, Christina Aguilera, Mariah Carey 

SONTRONICS 
INSPIRED BY SOUND 

for a retailer near you, visit sontronicsusa.com 
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THE SEVEN 
DEADLY SINS 
OF MIXING 

Fig. 1. Reducing some lower midrange energy in one 
or more tracks (in this case, using SSL’s X-EQ equal¬ 
izer) can help toward creating a less muddy, more 
defined low end. 

by Craig Anderton 

If you listen to a lot of mixes coming 
out of home and project studios, after 
a while you notice a definite dividing 
line between the people who know 
what they're doing, and the people 
who commit one or more of the 
Seven Deadly Sins of Mixing. You 
don’t want to be a mixing sinner, do 
you? Of course not! So, check out 
these tips. 

1. The disorienting room space. This 
comes from using too many reverbs: 
a silky plate on the voice, a big room 
on the snare, shorter delays on gui¬ 
tar . . . concert hall, or concert hell? 
Even if the listener can't identify the 
problem, they'll know that something 
doesn’t sound quite right. 
Solution: Choose one reverb as your 
main reverb that defines the charac¬ 
teristics of your imaginary “room.” 
Insert this in an aux bus. If you do use 
additional reverb on, say, voice, use 
this second reverb as a channel insert 
effect but don’t rely on it for all your 
vocal reverb; make up the difference 
by sending the vocal to the reverb 
aux bus to add in a bit of the com¬ 
mon room reverb. The end result will 
sound much more realistic. 

2. Failure to mute. All those little 
pops, snorks, hisses, and hums can 
destroy a mix’s transparency. Even a 
few glitches here and there add up 
when multiplied over several tracks. 
Solution: Automate mutes for when 
vocalists aren’t singing, during the 
spaces between lead guitar solos, 
and the like. Automating mutes inde¬ 
pendently of fader-style level 

automation lets you use each for 
what it does best. 

3. “Pre-mastering” a mix. You want 
your mix to "pop" a little more, so 
you throw a limiter into your stereo 
bus, along with some EQ, a high-
frequency exciter, a stereo widener, 
and maybe even more . . . thus guar¬ 
anteeing your mastering engineer 
can’t do the best possible job with a 
fantastic set of mastering processors. 
Solution: Unless you really know 
what you're doing, resist the tempta¬ 
tion to "master" your mix before it 
goes to the mastering engineer. If 
you want to listen with processors 
inserted to get an idea of what the 
mix will sound like when compressed, 
go ahead—but hit the bypass switch 
before you mix down to stereo (or 
surround, if that's your thing). 

4. Not giving the lead instrument 
enough attention. This tends to be 
more of a problem with those who 
mix their own music, because they 
fall in love with their parts and want 
them all to be heard. But the listener 
is going to focus on the lead part, 
and pay attention to the rest of the 
tracks mostly in the context of sup¬ 
porting the lead. 
Solution: Take a cue from your listeners. 

5. Too much mud. A lot of instruments 
have energy in the lower midrange, 
which tends to build up during mix¬ 
down. As a result, the lows and high 
seem less prominent, and the mix 
sounds muddy. 
Solution: Try a gentle, relatively low 
bandwidth cut of a dB or two around 
3OO-5OOHz on those instruments 

that contribute the most lower 
midrange energy. Or, try the famous 
“smile" curve that accentuates lows 
and highs, which by definition causes 
the midrange to be less prominent. 

6. Dynamics control issues. We’ve 
already mentioned why you don't 
want to compress the entire mix, but 
pay attention to how individual tracks 
are compressed as well. Generally, a 
miked bass amp track needs a lot of 
compression to make up for varia¬ 
tions in amp/cabinet frequency 
response; compression smoothes 
out those anomalies. You also want 
vocals to stand out in the mix and 
sound intimate, so they're good can¬ 
didates for compression as well. 
Solution: Be careful not to apply too 
much compression, but too little com¬ 
pression can be a problem, too. Try 
increasing the compression (Ze., lower 
threshold and/or higher ratio) until 
you can “hear” the effect, then back 
off until you don’t hear the compres¬ 
sion any more. The optimum position 
is often within these two extremes: 
enough to make a difference, but not 
enough to be heard as an "effect.” 

7. Mixing in an acoustically untreated 
room. If you're not getting an accu¬ 
rate read on your sound, then you 
can’t mix it properly. And it won’t 
sound right on other systems, either. 
Solution: Even a little treatment, like 
bass traps, “clouds” that sit above the 
mix position, and placing near-field 
speakers properly so you’re hearing 
primarily their direct sound rather 
than any reflected sound can help. 
Also consider using really good head¬ 
phones as a reality check CQ 
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YOUR LOCATION FOR CREATION 
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Subscribe to the 
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SONY ACID PRO 7 
by Craig Anderton 

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

SHOW MIXING CONSOLE 

Go View > Mixing Console or type Alt-3. 

CUSTOMIZE MIXER ELEMENTS 

The Properties (left-most button in the 
top mixer toolbar) drop-down menu 
lets you show/hide various mixer con¬ 
sole control regions such as the Chan¬ 
nel List, set channel width for all 
channels simultaneously, and choose 
meter characteristics (resolution, peak 
hold, reset meter clip, etc.). 

SHOW/HIDE INDIVIDUAL CHANNELS 

Show the Channel List (see above). 
Checking the box to the left of a chan¬ 
nel name shows the channel; uncheck¬ 
ing hides it. 

SHOW/HIDE MIXER CONTROL REGIONS 

Use the vertical toolbar to the left of the 
channel strips. Note: If Meters is 
selected and Faders isn’t, high-resolu¬ 
tion meters replace the faders. If Faders 
is selected and Meters isn’t, meters sit 
side-by-side with the faders. 

VARY INDIVIDUAL CHANNEL WIDTH 

Right-click in a channel strip and choose 
Narrow, Default, or Wide width. Or, click 
on a channel strip’s right splitter line 
and drag left or right. 

VARY ALL CHANNELS BETWEEN 

MAX AND MIN WIDTH 

Use the slider at the bottom of the 
vertical toolbar (to the left of the 
channel strips). 

GROUP CHANNELS 

Show the Channel List. Control-click on 
channel names to select discontiguous 
channels, or Shift-click to select 
contiguous channels. Changing the 
parameter on a selected channel 
changes the same parameter on all 
selected channels. 

INCREASE FADER/METER HEIGHT 

When the mixer console is docked, drag 
up or down on the top mixer splitter 

bar. When the mixer floats, increase its 
window height. 

GIVE ASIO I/O FRIENDLY NAMES 

Go Options > Preferences > Audio Device 
tab. Choose the ASIO Audio Device Type 
and click on Apply if it’s not grayed out. 
Click on the Advanced button. In the list 
of I/O devices, click on a name and type 
in the new name. Click on Reset Names 
to restore the original names. 

CHOOSESAMPLE RATE AND 

RESOLUTION 

Go File > Properties > Audio tab. Choose 
Sample Rate and Resolution from their 
respective drop-down menus. 

CHOOSE DEFAULT RECORDED 

FILES FOLDER 

Acid Pro defaults to storing recordings 
on the C: drive. To use a separate data 
drive, create a folder (eg., 
Acid_Recorded_Files) on the drive. 
Then go File > Properties > Audio tab, 
and under Recorded Files Folder, 
browse for the folder you just created. 

SET LOOP LOCATORS 

Click and drag in the band just above 
the timeline. Use the Transport’s Loop 
Playback control (or type "L") to 
enable/disable looping. 

SHOW TIME RULER 

In addition to the standard Beat Ruler, 
you can show a Time Ruler along the 
track view bottom. Go View > Time 
Ruler >Show Time Ruler, then go View > 
Time Ruler and select the desired units 
(samples, frames, seconds, etc.). 

ADD A VST VIRTUAL INSTRUMENT 

Go Insert > Soft Synth > Soft Synths tab. 
Click on the desired soft synth, then 
click on OK. A mixer channel appears 
for the instrument output, as does the 
instrument's Properties page. 

REWIRE A CLIENT INTO ACID 

Go Insert > Soft Synth > Re Wire Devices 
tab. Click on the ReWire device and 
channel you want to stream into Acid 
Pro, then click on OK. Acid Pro creates a 
corresponding Synth channel in the 
mixer (make sure Soft Synths is set to 
Show). If the ReWire application doesn’t 
open, click on the Open Rewire Device 
Application button (toward the upper 
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middle of the Soft Synth Properties 
page). The Soft Synth Properties page 
will show the available MIDI ports and 
compatible controllers. To stream addi¬ 
tional channels into Acid Pro and create 
additional mixer channels, repeat the 
steps in the first two sentences. 

REWIRE ACID INTO A HOST 

Follow the host’s instructions for rewiring. 
The host must be opened before Acid 
Pro, and Acid Pro will use the host’s 
sample rate and resolution, regardless 
of the native Acid Pro settings. 

ENABLE INLINE MIDI EDITING 

Type G to enable inline MIDI editing for 
all MIDI tracks. To enter data, select the 
pencil and click-drag in the track to cre¬ 
ate a MIDI clip. Use the pencil tool inside 
a clip to draw notes. 

ADD A MARKER 

Click in the track view at the time where 
you want to add a marker, then type 
’’M.” Or, type M during playback to drop 
a marker “on the fly.” Right-click on the 
marker to rename or delete. 

CHANGE TEMPO, TIME SIGNATURE, 

OR KEY CHANGE 

Click in the track view where you want 
one of these changes to occur, then go 
Insert > Tempo/Key/Time Signature 
change or type Shift+T. In the dialog 
box that appears, enter the desired 
changes. Click OK, and Acid Pro 
deposits a marker where you clicked. 

MIX DOWN TO AUDIO 

To mix down a project, go File > Render 
As. Choose a file name/format. To render 
a portion of the project, use loop locators 
to define the region to be rendered, and 
check Render Loop Region Only in the 
Render As dialog box. If you check Save 
Each Track as a Separate File, tracks are 
saved as files including all processing, 
automation, etc. This is convenient for 
importing all audio into a different DAW. 

DO REALTIME RENDERING 

When using an external synth or signal । 
processor as part of your project, render । 
in real time by going File > Real-Time 
Render. Even when not using external 
devices, you can also use this to hear 
the mix in real time while rendering as a [ 
final “proofing.” CO ¡5 



Michael “Fish" Herring, Artist/Producer 
New Kids On The Block. Christina Aguilera, Mariah Carey 

“The only cable that I trust to give me 
pristine quality in my recording studio and live. . 

The build quality and transparency are stunning.” A 
Neil Zaza. Artist/Producer/Clinician fl 

Science & Performance by^¿ 

CABLE UP/ 

“I just completed the first leg of the NKOTB ’08-'09 
tour, and every component of my rig is connected with 
Cable Up cables. I know I can count on their reliability 
for the next few hundred shows, easily! Thanks to 
Cable Up, all of my ins & outs are worry-free!” 

makes their teaching over 58% more effective. TI:ME summer courses are conducted 
at convenient locations throughout the country. Find out how you can reap the benefits 
of incorporating technology into your teaching strategies. Certification is available for 
those interested. 

► Notation 
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► Multimedia 
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► Digital Audio 
► Digital Media 
► Internet Authoring 
► Instructional Software 
► and more! 

For more info and a list of locations, go to: 
www.ti-me.org/summer 

The Technology Institute for Music Educators, 305 Maple Ave., Wyncote, PA 19095, summer@ti-me.org 
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POWER APP AUUEY 

APPLE LOGIC PRO 8 
Use Logic Pro 8 as a ReWire host 

^ugment Logic Pro 8 by streaming audio from ReWired programs into Logic tracks. 
Compared to previous versions, Logic Pro 8 has a much more streamlined way of integrating ReWire-compatible 

programs. This makes it easy to take advantage of programs like Propellerhead Reason (to add a suite of soft synths), Ableton 
Live (to take advantage of its novel looping and compositional capabilities), etc. 

OBJECTIVE: 

BACKGROUN 

STEPS 
1. Open Logic Pro 8. If you’re starting with 

an Empty project, a dialog box opens auto¬ 

matically where you can create an External 

MIDI track. Otherwise, for an existing pro¬ 

ject, go Track tab > New and in the dialog 

box that appears, select External MIDI and 

click on Create (see Step 5). 

2. Double-click on the ReWire app’s entry 

in the Library to launch the ReWired 

client program (this example shows Reason 

being selected). 

3. In the Library, click on the ReWired pro¬ 

gram’s component that you want to assign 

to the track you created in Logic. 

4. The instrument you clicked on appears in 

the track. 

II M-xer 

f« Su#T(KtO> 1 
II Kedcum 1 

5. To stream audio from additional compo¬ 

nents of the ReWired program, create 

another External MIDI track by going Track 

tab > New, selecting External MIDI, and 

clicking on Create. 

j£tupher,» MID tuphO"! 
SiJfuohorix MID (uphonl 
22Cuohor.x MIO’ tupMnl 
jECvphpr.x MID Cuphom 
TT CM Dente 
22 Other Ob;««» 
X Reno«' 

6. Repeat Steps 3-5 to continue adding 

instruments. The ReWired application and 

Logic Pro will now run in tandem—they 

start/stop at the same time, and MIDI data 

sent to the track in Logic can be passed 

along to the ReWired application. 

TIPS 
The screen shot in Step 1 shows the dialog box that appears when you first 
open a new project. 
In Step 5, as well as Step 1, you can create several tracks simultaneously by 
entering the desired number of tracks in the number field. However, you will 
probably need to select the track (click on it) when you want to assign a 
ReWired client’s component. 
When closing a session, close the ReWired program first, then close Logic. 
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THE PRAISE 
BAND 

THE INTERNET 
VIDEO PROUCER 

THE PODCASTER 

OPEN MIC 
NIGHT 

THE AUDIOPHILE 

THE DJ 

THE PRODUCER 

Feel ignored by gear that doesn’t have 

the flexible connectivity needed to meet 

the demands of modern applications? 

Enter the U.Series Production Mixers. 

Intuitive ergonomics and diverse 

connection types ensure that your needs 

are met, letting creativity flow—no 

matter who you are or what you do. 

I WWW.MACKIE.C0IVI/420 

THE KEYS 
JUNKIE 

IN THE MIX 

Call today! 888.604.4075 
2300 E Broadway Rd | Tempe, AZ 85282 

,205 N Fiesta Blvd | Gilbert, AZ 85233 (satelliteny) 
www.audiorecordingschool.com/eq.htm 

Learn audio recording at the 
Conservatory of Recording 
Arts & Sciences. 

success as you are. 

The Conservatory of Recording»Arts.and 

you follow along in class, access CRAS Conn 
(our web based curriculum delivery system), _ 

and gives you 24 hour educational access ffRD 

« »°™ A"d be,ohre„,ou ËL1S 
graduate, you'll complete as mternship^^^I 

at a location you help choose. 

When it comes to audio... 
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www.eqmag.com pebpuary ■ eq 47 



posite” audio or MIDI recording for better performances 
Record several versions of the same part, then put all the best bits together into a single, composite track. 

With Sonar’s composite recording feature, you can record multiple "layers" of takes in a track. You then listen 
back to each layer, pick the best sections, mute the rest, and bounce the best parts to a single clip. 

STEPS 

Set Loop Points To Selection 

P Create New Layer on 3vertap 

I-  Group £ípí Across Ttacks |ooxx)oooo 00:00:10:00 

00:01 00:00:00:00 

M$ ♦Record 1, Take 1 

♦Record 1 , T ake 2 

Mute Entire Cips (Ak+Drag Mutes Time Ranges) 

Process Views Insert Transport io Tracks Toots Options 

Jounce to Trades)... 

shft+i 

sttft+vl MS 

✓ Show payers 

CAKEWALK SONA 
OBJECTIVE: 

BACKGROUND: _ 

t A Qc 133 ¡0 V 4 H ïï H ! 

Mute Time Ranges (Alt+Drag Mutes Entire Clips) 

I' Ud 
Bounce to Gd($) 

Record'. Take 3 

I Remove Empty Layers 

Delete Layer 
Select Layer 

6. When you’re done editing, select all 

layers (e.g., drag a marquee around them) 
then go “Edit > Bounce to Clip(s).” This 

consolidates all layers into a single layer. 

room Factor 
Percentage 

5. To edit the layers, drag across the layer’s 

lower half (the cursor turns into the 

international “no” symbol) where you want 

to mute the layer; muted audio or MIDI 

data shows as dashed lines. Drag across 

the layer’s top half (the cursor becomes a 

square) to unmute. 

2. In the timeline, click-drag across the 

region where you want to do your overdubs. 

Click the “Set Loop Points to Selection” 

button to define this region as a loop. 

3. Record-enable the track for your 

overdubs, then click on the Record button 

to start recording. Each time Sonar loops, it 

records a new layer within the track, and 

mutes previous layers. When done, to see 

the layers, click on the track’s Layer button. 

4. From the Mute tool’s drop-down menu, 

select “Click ♦ Drag Behavior > Mute Time 

Ranges,” then select the Mute tool. To 

mute/unmute an entire layer, Alt-click with 

the Mute tool in the layer. 

1. Go Transport > Record Options. Make 
sure “Overwrite,” “Store Takes in a Single 

Track,” and “Create New Layers on 

Overlap” are selected. 

7. Right-click in the strip to the left of the 

layers and choose “Remove Empty 

Layers.” Now turn off the track’s Layer 

button, and your edited part will appear as 

a standard clip. 

TIPS 
In Step 2, setting Snap to one measure makes it easier to define precise 
measure boundaries. 
In Step 5, note the M(ute) and S(olo) buttons to the left of each layer. Use 
these to audition layers. 
Dragging to mute/unmute regions is subject to the current Snap value. 

Rwnrd Options 

I Recotdinn Mode 

Clip Lock 

Clip Mute/Urrnute 

bolate Clp($) in Layer 

eV-VocaiCSp 

£2 Undo Mute/Lnmute dp CtrR-Z 

i Q Redo Bounce to Ckp(s) Ctrl+Shift+Z 0000:00:00 

Track L s: On 

(• Store Takes in a Snde Ti 

C Store Taj^snS epar ate Track« 
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For your copy visit: 
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Solid State Logic 
SOUND II VISION 

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

500 Series Deals All Month Long 

The largest selection of new and used consoles anywhere. 
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NO MONTHLY PAYMENTS 
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Plus Console. 
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Now Available! 

Apply Online Ano Get 
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CAuralex 

what your speakers truly sound like 

CAuralex 

www.Auralex.com | 1-800-959-3343 | Total Sound Control 

u try MoPAD 
monitor isolators 

MoPAD Monitor Isolation Pads provide sonic isolation between your monitors and 
whatever your monitors are resting on, instantly improving the accuracy of your entre 
monitoring system. Try them today and upgrade your system in one easy step! 
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GEAR HEAD 

LISTEN UP 

NEAR-FIELD 
MONITOR 
ROUNDUP 

EQ TESTS FOUR THOROUGHLY 
MODERN MONITORS 

by Garrett Haines 

Some say it was the Alesis ADAT that revolu¬ 
tionized the home studio, while others point 
to Mackie’s 1604 mixer or Digidesign’s Pro 
Tools. But let’s not forget the appearance of 
high-quality, near-field monitors at a reason¬ 
able price that let us hear the music we were 
making in our studios. Without those, we’d 
still be looking for some place to mount 
some honkin’ big JBL speakers, or using hi-fi 
bookshelf speakers intended for consumers. 

In any event manufacturers have certainly 
not forgotten about near-field monitors, 
because their numbers keep increasing. And 
increasing ... which is what led to this article. 

You see, at the EQ offices Editor Matt 
Harper was literally buried behind a wall of 
near-field monitor boxes, where he had been 
trapped or days without food or water (for¬ 
tunately, an alert night-time janitorial service 
worker heard the faint sound of someone 
saying over and over again, “too ... many ... 
speakers"). 

After he recovered, I got a call from him and 
we talked about doing an FQ-style roundup of 
the best of the batch, based on the most recent 
speakers to arrive so we’d keep things timely. 
Ideally, he wanted to group monitors by design 
or price point, but that simply didn’t happen: 
More and more candidates appeared at his 
office, and he was running out of room to walk. 
Nor did we want him to get buried alive again. 

Bottom line: The bad news is the article 
didn't turn out quite the way he wanted, but 
the good news is we're able to present a col¬ 
lection that suits your budget or design pref¬ 
erence. So whether you grew up on NS-10s, 
Genelecs, Tannoy Red Devils, or are brand new 
to the market, we probably have something 
for you. (Note: We had also completed a 
review of the AAD SM6, only to find out just 
before going to press that we had been 
shipped defective speakers. As there was no 
time for a re-do, we had to pull it.) 

MORE OPTIONS THAN EVER 

Gone are the days of drilling two holes in a box 
and dropping in some drivers: Designers have 
multiple options when it comes to building 
loudspeaker systems. Historically, most of the 
attention has been on driver and enclosure 
design. Great strides have been achieved in the 
areas of enclosure shape, as well as options 
featuring ported cases. In recent years, some 
companies have turned to onboard digital sig¬ 
nal processing to alter the response of the unit, 
with the most advanced systems incorporating 
microphones for individual room adjustments. 
Consequently our roundup contains speakers 
designed for the smallest project studios, 
world-class facilities, and just about 
everywhere in between. 

All prices are list price, per speaker; 
"street" prices are typically less. Double the 
prices for a pair. 
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BAG END PM6 
TIME-ALIGN 
Bag End is a household name in live sound 
reinforcement. HQ-reading bass and keyboard players 
have probably come across the company's instrument 
amps, as well. But they also make near-field monitors for 
audio and video suites. 

The PM6 is about the same size as the ubiquitous 
Yamaha NS-10, and at first glance it looks like it's miss¬ 
ing the tweeter! Actually, the design is built around a 
6-inch 2-way coaxial driver. If you've never seen one of 
these beasts in person, they're kind of cool. Instead of 
the round dome you normally encounter at the center of 
the woofer, the tweeter is built into a pole that extends 
through the middle of the cone. (The outer driver can 
move independently from the tweeter unit.) But the 
physical proximity of the two units means the high and 
low frequencies hit the listener’s ears at the same time. 
Bag End has licensed the Time Align trademark from 
E.M. Long Associates, the original inventor of Time 
Aligned loudspeakers dating back to 1976. Other vendors 
have there own various implementations. 

For a while, most speakers were not time-aligned 
(unless is was by accident), but modern designs have 
done a better job addressing this issue. Companies such 
as Dunlavy, Lipinski, and Earthworks have made 
"stepped” monitors, where the tweeters are recessed 
further into the enclosure, while other companies have 
incorporated delay-adjustment features inside the moni¬ 
tor’s internal crossover. Nonetheless, time-corrected 
speakers tend to have great imaging, and the Bag End 
PM6 is no exception. 

You can mount the PM6 vertically or horizontally, and 
it comes with a removable speaker grill. A blue LED illu¬ 
minates to indicate the speakers have power, which is 
provided via a Speakon-terminated power cord. There is 
no power switch, so unless you have the Bag Ends on a 
switchable power conditioner, the units remain on. 

In use, the PM6 provided the tightest transients and 

most separated stereo image of the bunch. Mixes with 
extreme stereo panning, or percussive instruments like 
double kick or marimba, were outright fun to listen to on 
the Bag Ends. The high end was articulate, but not 
fatiguing—I could listen to these speakers for long ses¬ 
sions, no problem. The midrange, although defined, was 
not overly wooly or exaggerated. Of course, with a non¬ 
ported box of this size, a 6-inch driver cannot produce 
the big bass of larger units—but we knew that before we 
plugged them in. 

If you grew up mixing with NS-1Os, mid-sized 
Genelecs, or even Auratones, the Bag Ends would be a 
dream come true upgrade in terms of fidelity, image, and 
fatigue reduction. Other users would want to consider 
adding a subwoofer to augment the lowest registers. 
Overall, though, this isa very sweet set of speakers that 
you can trust for doing mixes that translate across multi¬ 
ple playback systems. 

Price: $900 
Strengths: Incredible imaging. Tight, focused midrange. 
“Just right" amount of high end. 
Limitations: No power switch means they're always on. 
Power cable uses Speakon connector rather than IEC-type. 
Thin on the low end compared to others in the roundup. 
Contact: www.baqen .com 
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GEAR HEAD 

EQUATOR 
AUDIO Q10 
The name Equator Audio might be new, but the man 
behind the brand is no stranger to the monitoring 
world. President Ted Keffalo has two decades of experi¬ 
ence in pro audio, including time at Alesis and as a co¬ 
founder of Event Electronics. He founded Equator 
Audio with the goal of developing a no-compromise 
monitor that would allow any recording engineer to 
experience the high caliber monitoring found in world¬ 
class studios. The QlOs, while at the smaller end of the 
Equator line (they also have 8,12,15, and 18-inch mod¬ 
els), are massive in person, weighing in at 54 pounds 
each. Models in the Equator line can be networked via 
Ethernet cables, which enables computer-based control 
of the units, as well as integration with the company’s 
alignment and tuning software. 

Like the Bag Ends, the Q10 features a coaxial design. 
Each unit features a 10-inch main with dual bass ports for 
extended response. The highs come from a full-blown 
High Frequency Compression Driver, and the way they 
get a horn to sound not like a horn is by using the on¬ 
board computer to reduce the sloped areas on each side 
of the crossover point, where both the horn and woofer 
would normally be reproducing the same frequencies. 

To start, we tried the Equators in our Studio A as-is, 
foregoing any of the alignment features. In this out-of-
the-box configuration the QlOs sounded great. They 
produced one of the widest frequency responses of any 
near-field monitor I’ve heard, and would not distort no 
matter how hard we pushed them. (Our ears cried 
"uncle” before the Q10s gave up.) Most notable was the 
uncanny accuracy in the midrange, which at times bor¬ 
dered on clinical. Listening to AC/DC’s "Back In Black” 
revealed finger tips sliding on strings, hi-hats ringing 
out during rests, and the slightest details in Brian John¬ 
son’s vocals. 

One listener found this much information to be “dis¬ 
tracting,” but as a mastering engineer who spends too 
much time cleaning up pops, clicks, and other things that 
slip by some mix engineers, I contend the better we can 
hear what’s going on, the better our final product will be. 
But after a few days of working with the Q10s, the same 
critic, now accustomed to the resolution, had a hard time 
going back to his previous monitors. Mixes created on 
the Q10s translated well to MP3 player, car, and master¬ 
ing speakers, so the detail didn’t prove to be a hindrance 
to productivity. 

We moved the Q10s into our smaller mixing suite and 
fired up the alignment software. Setting the supplied 
omni mic at the mix position, the system conducted all of 

the tests and calibrations in a few minutes. While we 
didn’t require significant EQ changes, the software d'd 
note some early reflection issues, and adjusted accord¬ 
ingly. To my knowledge. Equator is at the forefront when 
it comes to addressing reflections in addition to room 
response. Alternating between monitoring with and with¬ 
out the correction revealed subtle changes in imaging 
and localization. I’m a big believer in tuning one’s room 
rather than one’s speakers, and I've had poor experiences 
with room-adjusting speakers in the past, but the Equa¬ 
tor software really works. Many of us do not have the 
time, resources, or space to change our control rooms. If 
you’re in this group, consider the Equators at the top of 
your shopping list. 

While some of the speakers in the roundup blur the 
distinction between pro and project studio use, the 
Equators blur the distinction between mixing and mas¬ 
tering speakers. I could envision a mastering suite built 
around a pair of Q12s and a pair of the Q18s—and a sur¬ 
round mixing suite featuring Q8s would be eargasmic. 
I’m convinced the Q senes does achieve Keffalo’s goals 
of bringing "Studio A” to “Studio Anywhere." 

Price: $2,000 
Strengths: Clarity, clarity, clarity. Wide frequency 
response, solid imaging, can reproduce loud material 
with ease. Power controls on front panel. Correction soft¬ 
ware actually works. 
Limitations: Physically very heavy and require appropri¬ 
ate support. Larger-than-most-near-fields-size means 
they take up more real estate. This level of performance 
comes at a price. 
Contact: www.equatoraudio.com 
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KRK SYSTEMS ROKIT POWERED 
RP5 G2 AND KRK1OS SUBWOOFER 
These aren't your dad's Rokits. I know—I owned the origi¬ 
nals, and that experience made me vow never to buy 
KRKs again! But, over the past few years the company 
has conducted a complete overhaul of the entire product 
line, and won me back in the process. (In fact, the KRK 
VXT8s have now become our main monitors in Studio A.) 
With this updated model, the advances in design that 
debuted in the company's Expose series are being imple¬ 
mented in the Rokit line. 

Long gone is the A-frame shape of the original Rokits; 
the new generation features a curved, almost egg-
shaped design, making them resemble shrunken 
versions of the VXT line. The 1-inch neodymium soft 
dome tweeter is paired with a 5-inch glass aramind com¬ 
posite woofer, and they put out significant levels for their 
size. As with any compact speaker, the Rokits have 
almost nonexistent response at the very low end, which 
is why KRK sent us the KRK10S powered subwoofer to 

complement the mains. The sub also incorporates 
advances in cabinet design, as well as power amplifica¬ 
tion and crossover tweaks made by the design team. 

We set the Rokit’s low cut to 50Hz, and the low pass 
filter on the sub to the same. Once again, we loaded up 
our AC/DC tracks and hit play. The result? Mud. The low 
mids were so out of control it sounded like quarter-inch 
tape at 7.5 ips without the hiss. We scratched our heads 
and decided we would ignore the legend on the back of 
the sub. Out came the test tone CD, and after adjusting 
the crossover, we started again. (By the way, for a 
great resource on setting up a sub, check out an arti¬ 
cle by Bob Katz on his website at: www.diqido. 
com/media/articles-and-demos/13-bob-katz/ 
14-subwoofers.html.) 

Within a few minutes, we found a crossover combina¬ 
tion that fit our setup, and were immediately impressed 
with the system’s quality. The kick and snare of the 

NEAR-FIELD MONITOR PLACEMENT 
In smaller studios, near-field monitors have become the standard way to monitor. These compact speakers sit around 3 to 
6 feet from the mixer’s ears, with the head and speakers forming a triangle. The speakers should point toward the ears and 
be at ear level. If slightly above ear level, they should point downward toward the ears. 

Near-field monitors reduce—but do not eliminate—the impact of room acoustics on the overall sound, as the speakers' direct 
sound is far greater than the reflections coming off the room surfaces. As a side benefit, because of their proximity to your ears, 
near-field monitors do not have to produce a lot of power. This allows including amps within the speaker to create powered 
monitors that need no external power amp, as well as relaxing the requirements for external power amps, if needed. 

However, placement in the room is an issue. If placed too close to the walls, there will be a bass build-up. Although you 
can compensate for this with EQ (or possibly controls on the speakers themselves), the build-up will be different at different 
frequencies. High frequencies are not as affected because they are more directional. If the speakers are free-standing and 
placed away from the wall, back reflections from the speakers bouncing off the wall could cause cancellations and additions. 

You’re pretty safe if the speakers are more than 6 feet away from the wall in a fairly large listening space (this places 
the first frequency null point below the normally audible range), but not everyone has that much room. Nor are room 
reflections the only problem; if placed on top of a console, reflections 
from the console itself can cause inaccuracies. Always aim for as direct a 
path as possible from speaker to eardrum. —Craig Anderton 
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AC/DC album hit with meaty force, and interplay between the lead and 
rhythm guitars was spot on. Engaging in a totally unfair comparison, we 
A/Bed the set up against the far more expensive Equators. And while the 
KRKs lacked equivalent definition and precision, the balance of mix ele¬ 
ments was very similar. Translation: You can probably trust that mixes 
made with these units will travel to other systems. Nick Barnes, who was 
helping with the evaluation, made the observation that the Rokits had a 
pretty wide sweet spot for such little speakers. Comparing them to the 
Bag Ends confirmed this opinion. 

Provided you invest the time to find the correct crossover setup, 
this is definitely the best value in the bunch. They would make a 
great starter set, and even a second opinion monitor (in place of a 
boom box or smaller speakers). And I can't emphasize enough how 
much bang you get for your equipment dollar with the Rokits. 

Price: Rokit $399, Sub $599 
Strengths: One of the best values on the present market. While not as 
accurate as more expensive models, you can trust mixes made on these. 
Small footprint of Rokits makes integration easy in tight spaces. 
Limitations: Need the KRKlOs Sub for best results. Setting up correct 
crossover point requires effort. Not as much resolution as high-end 
models. Can distort if pushed too far. 
Contact: www.krksvs.com 

IS THERE A “BEST” MONITOR? 
On Internet forums, you’ll see endless discussions on which near-fields are 
best. In truth, the answer may rest more on which near-field works best 
with your listening space and imperfect hearing response. How many 
times have you seen a review of a speaker where the person notes with 
amazement that some new speaker "revealed sounds not heard before 
with other speakers”? This is to be expected. The frequency response of 
even the best speakers in reasonably well-treated rooms is sufficiently 
uneven that some speakers will indeed emphasize different frequencies 
compared to other speakers, essentially creating a different mix. 

Although it’s a cliché that you should audition several speakers and 
choose the model you like best, I believe you can't choose the perfect 
speaker, because such a thing doesn’t exist. Instead, you choose the one 
that colors the sound the way you prefer, or even better, provides the 
least amount of coloration. 

Choosing a speaker is an art. I’ve been fortunate enough to hear my 
music over some hugely expensive, very-close-to-perfect systems in mas¬ 
tering labs and high-end studios, so I know exactly what it should sound 
like. My criterion for choosing a speaker is simple: Whatever makes my 
"test" CD sound the most like it did over the high-end speakers wins. 

If you haven’t had the same kind of listening experiences, book 30 
minutes or so at some really good studio and bring along one of your 
favorite CDs (you can probably get a price break because you’re not 
asking to use a lot of the facilities). Listen to the CD and get to know 
what it should sound like, then compare any speakers you audition to 
that standard. For example, if the piano on your mix sounds a little 
understated on the expensive speakers compared to what you’re hear¬ 
ing at home, choose speakers where the piano is equally understated. 

One caution: If you're A-B comparing a set of speakers and one set is 
slightly louder than the other (even a fraction of a dB can make a differ¬ 
ence), you’ll likely choose the louder one as sounding better. Make sure 
the speaker levels are matched as closely as possible in order to make a 
valid comparison. —Craig Anderton 

Royer R-121 

The one that started it all. 

New Royer Demo CD 

Inside The Mix 
Visit us at NAMM booth #6975 

www.royerlabs.com 
Ô1Ô. 647.0121 • Burbank, CÆ 
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GEAR HEAD 

ACTIVE VS. PASSIVE MONITORS 
There are two main monitor types, active and passive. Passive monitors 
consist of only the speakers and crossovers, and require outboard ampli¬ 
fiers. Active monitors incorporate any power amplification needed to 
drive the speakers from a line level signal. I generally prefer powered 
monitors because the engineers have (hopefully!) tweaked the power 
amp and speaker into a smooth, efficient team. Issues such as speaker 
cable resistance become moot, and protection can be built into the amp 
to prevent blowouts. Some speakers even have digital inputs, so you can 
feed the power amp directly from a digital source. Powered monitors are 
often bi-amped (e.g., a separate amp for the woofer and tweeter), which 
minimizes intermodulation distortion and allows for tailoring the 
crossover points and frequency response for the speakers being used. 

However, there's of course nothing wrong with hooking up passive 
monitors (which are usually less expensive than active equivalents) to 
your own amps, but make sure the amp has adequate headroom. Any 
clipping that occurs in the amp generates lots of high-frequency 
harmonics (ask any guitarist who uses distortion), and sustained clip¬ 
ping can burn out tweeters. —Craig Anderton 

M-AUDIO DSM1 AND 
DSM2 
The product of a joint venture between Digidesign and M-Audio, the 
DSM1 and DSM2 are more than a cosmetic rebranding of previous mod¬ 
els: The DSMs have new cabinets, drivers, and most interestingly, an 
onboard DSP engine, making this an exciting new entry in the market. 
The cabinet is ported, and features either a 6.5-inch low-frequency driver 
for the DSM1 or an 8-inch version on the DSM2. Inputs can be analog or 
digital via AES or S/PDIF inputs, and either model supports PCM signals 
up to 24-bit at 192kHz. As all audio goes through the DSP, you might as 
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well feed the DSMs a digital source, which avoids an A/D conversion 
inside the speaker, and frees up I/O on your DAW (for use with out¬ 
board gear and the like). Rear panel DIP switches let you adjust any 
of 12 parameters, ranging from shelves to desktop resonance filters. 

If I had to describe the DSMs in one word, it would be "smooth.” 
The 1-inch ferrofluid-cooled tweeter is made of a soft Teteron dome, 
which is tech-marketing-speak for audio silk. Cymbals, tambourine, 
and horns were lush, and as far from harsh as imaginable. Having 
the DSP compensating for phase differences between the drivers at 
the crossover point is evident. Whether it was Brad Paisley’s Tele¬ 
caster on "5th Gear” or Andrew Manze’s fiddle in Tartini’s "Devi's 
Sonata,” complex mids and highs danced alternately from the LF 
driver to the tweeter with transparent ease. 

As for low end, the combination of ported cab and 6.5-inch dri¬ 
ver gave the DSMls a good deal of push. Perhaps a sub would be 
helpful for checking low lows, but this is not at all required for every 
studio. Moving up to the 8-inch driver and larger cabinet volume of 
the DSM2s produced even more low-end extension, with well-
focused response down to the 40-50Hz range. While neither moni¬ 
tor exhibited the depth or clarity of the Equators, they clearly raise 
the bar of what can be expected at this price point. 

My reservations about the DSMs are minor, but worth noting. 
Reference monitors are not supposed to be pretty, and I would clas¬ 
sify the smooth, non-fatiguing response of the DSM line as on the 
verge of being "nice" speakers. Yes, you will be able to mix non-stop 
for 12 hours on them, but owners will want to exercise caution to 
avoid vocal sibilance or hi-hat splatter when mixing on these. Again, 
this is minor, and I would opt for the DSMs over more traditional, 
"less flattering” monitors any day of the week. 

If you’re considering the DSM line, I suggest you try both models 
in your control room. Don’t just automatically assume that the 2s 
must be better than the Is; it’s really more a matter of determining 
which model is more appropriate for your environment. For exam¬ 
ple, one of our engineers, Kyle Smith, was impressed by the low-
end extension of the DSM2s. Conversely, I preferred the more 
controlled low mids of the DSMls. Again, the best way to decide is 
in your room. 

Price: DSM1 $649.95, DSM2 $749.95 
Strengths: Digital input frees up your DAW’s analog I/O. Smooth, unfa¬ 
tiguing mids and highs. Ample lows on the DSM1, extended lows on the 
DSM2. Extensive EQ configuration options via back panel switches. 
Limitations: High end is so silky you may be tempted to add more top 
than you should. 
Contact: www.m-audio,co.m 

CONCLUSIONS 
All of this market competition is obviously keeping manufacturers on their 
toes. And we—the consumers—are the beneficiaries. Whether it’s improving 
upon traditional closed cabinet designs, or developing new ways to integrate 
digital signal processing, things are only getting better. 

After listening to this group for several weeks, I can attest that the line of 
demarcation between professional and project level monitoring continues to 
get fuzzier. Likewise, these models show there is more than one way to skin 
the proverbial design cat. Ported or closed, coxial or separated woofer/tweeter, 
correction DSP or sans computer, creative minds are constantly working to 
help us do our creative jobs better. Ah, if only these models had been available 
when I was starting out... CO 
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GEAR HEAD 

GADGETS & GOODIES 
LIFE IS GOOD FOR RECORDING GUITARISTS— 
HERE ARE THREE REASONS WHY. 
Stop bashing your strings for a minute, and check out these cool accessories designed for 
guitar players—but that also have uses beyond guitar (all prices are MSRP) 

LINE 6 BACKTRACK + MIC 
($209.99, WWW.LINE6.COM) 

I love products that probably resulted 
from lots of swearing. I can just see 
someone at Line 6 saying "@#S%'<57 
That was a hit song hook, and after the 
phone rang, I forgot it!" Or maybe I'm 
just projecting. In any case, BackTrack 
sits between your guitar and amp or 
recorder, and stores everything you 
play in its flash memory. Really. 

You connect your guitar to the 1/4" 
in (or leave unplugged to use the mic; 
a guitar-only version with half the 
storage lists for $139.99), send the 

1/4" to your amp or interface, tell it to 
record, then forget about it. . . until 
you play something you like. Stop, hit 
a Mark button, and bingo—the section 
you just played (/.e„ between 
silences) gets stuffed in a "Marked” 
folder. Unmarked audio goes into 
another folder, and can be overwrit¬ 
ten if you run out of storage. Transfer 
material from either folder to your 
computer using USB 2.0 (which also 
charges the non-user replaceable 
battery) and the software that 

resides in BackTrack—yes, you can 
install the software on any connected 
Windows/Mac. 

As to storage, BackTrack + Mic 
stores files in WAV format, with up to 
24 hours at 11kHz (four hours at 
48kHz/24-bit, six hours at 44.1/16). 
And you can stuff WAV files into the 
user memory (even up to 48kHz/24) 
and treat it like a stereo iPod but with¬ 
out the AAC compression. Nice. 

Bottom line: Way cool, and 100% 
thumbs up. —Craig Anderton 

SOURCE AUDIO MULTIWAVE DISTORTION 
($149, WWW.SOURCEAUDIO.NET) 
I’ve been into multiband distortion since 
the mid-'80s, so I know a good imple¬ 
mentation when I hear one—and the Mul¬ 
tiwave Distortion stomp box more than 
qualifies. It splits your guitar into 10 
bands, then distorts each one individually 
for greater clarity than typical distortion. 

However, there's more: The MD 
includes 21 algorithms, which range 
from single-band to multiband distor¬ 
tion, and some incorporate novel 
"foldover” distortion curves. Normally, 
hitting a distortion box harder gives 

more distortion, but with some 
algorithms distortion increases at first 
but then decreases with increasing level, 
thus avoiding the "everything gets 
turned into a square wave" sound. Other 
settings give an "octave above” effect, 
and all settings are further controlled by 
Sustain, Drive, and Output controls. 

The only caution: The combination of 
control settings is critical—just a tiny 
twist of one control can change the 
sound from "Wow” to “Ugh”—but they 
can’t be stored. When you find a sound 

you like, write down the 
knob settings. 

The Multiwave Distor¬ 
tion works with batteries 
or an AC adapter, and is 
compatible with Source 
Audio’s Hot Hand technology. But 
really, the big deal here is a distortion 
box that breaks new ground; check 
Source Audio’s website for audio 
examples. Warning: It’s addictive, and 
your power chords will never sound 
the same again. —Craig Anderton 

PRS GUITAR INTERFACE 
($120, WWW.WAVES.COM) 

A passive guitar pickup’s output is deli¬ 
cate, and likes to see a high-
impedance, low-noise input stage with 
plenty of gain and an absence of hum. 
Although the “instrument" inputs on 
audio interfaces are a good start, 
there’s something to be said for dedi¬ 
cated, ultra-high-quality boxes 
designed specifically for guitar, like 
those from Radial Engineering . . . and 
the PRS Gl from Waves. 

Acknowledged as one of the finest 
guitar makers in the universe, Paul Reed 

Smith needs no introduction. But what 
some people don’t know is he has a 
head for tech with an amazing ear for 
sound, and the results are apparent in 
the Gl: Its sound is, well, no sound at 
all—it’s your basic straight wire with gain. 

The 1/4” input exceeds IMegohm for 
minimal pickup loading; three LEDs 
(present, nominal, and over) aid in level 
setting, and there are separate jacks 
for XLR balanced (switchable 
between line and mic level) and 1/4” 
unbalanced -lOdB out. You’ll also find a 

ground lift switch 
and the option to use either AC or bat¬ 
tery power. 

The PRS Gl was introduced at the 
same time as Waves’ GTR software, 
and this humble little hardware box 
was somewhat overshadowed. But it’s 
available separately, not just as part of 
the GTR package—and that’s good 
news if you want to feed a mixing con¬ 
sole or line-level processor with a gui¬ 
tar, but not lose one iota of its tone in 
the process. —Craig Anderton CO 
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LeAnn Rimes 
Lee Ann Womack 
Lenny Kravitz 

Joe Satriani 
Joey DeFrancesco 
John Hiatt 

Linkin Park 
Lisa Brokop 
Los Lobos 
Lou Reed 
Lucinda Williams 
Manhattan 
Transfer 
Manowar 
Marcus Miller 
Mariah Carey 
Marillion 
Marilyn Manson 
Mark Knopfler 
Mark Tremonti 
Maroon 5 
Marty Stuart 
Maryland Sound 
Masque Sound 
Matchbox 20 
Melissa Etheridge 
Metallica 
Metalworks 
Michael Bolton 
Michel Rivard 
Midnight Hour 
Mike McKnight 
Michael Wagener 
Minnie Driver 

California Guitar Trio 
Carrie Underwood 
Casting Crowns 

- CgCe Winans.-
Celine Dion 
Charley Pride 
Che^p Trick 
Chick Corea 
Chuck Rainey 
Cirque du Soleil 
Clair Brothers 
Clay Aiken 
Clearwing Productions 
Clint Black 
Creed 
Crowded House 
Coldplay 
Cyndi Lauper 
Damien Rice 
Daniel Lanois 
Dave Matthews 
Dave Nataly 
David Gilmour 
Def Leppard 
Derek Trucks 
Destiny’s Child 
Dixie Dregs 
Dolly Parton 
Donna Summer 
Donny Osmond 
Doobie Brothers 
The Doves 
Dreadstar 
Drentch 
Duke Robillard 
Dwight Yoakam 
The Eagles 
Edgar Winter 
Eighth Day Sound 
Emmylou Harris 
Eric Clapton 
Eric Johnson 
Evanescence 
50 Cent 

John Petrucci 
John Mayer 
John Rzeznik 
Johnny A 
Jonas Brothers 
Jon Jorgenson 
Joni Mitchell 
Josh Groban 
Josh Turner 
Journey 
Juanes 
J Meldal-Johnsen 
Justin Timberlake 
The Kaiser Chiefs 
Kanye West — 
kd Lang 
Keb’ Mo’ 
Kenny toggins 
Kenny Chesney 
Kenny G 
Kevin McCarthey 
Khaliq Glover 
The Killers 
Kirk Hammett 
Klaxons 
Klondike Sound 
Korn 
Lars Brogaard 
LD Systems 

Motley Crüe 
Motorhead 
Nathan East 
Nelly Furtado 
Nickelback 
Nine Inch Nails 
Oak Ridge Boys 
Offspring 
On Stage Audio 
Our Lady Peace 
Panic at the Disco 
Pat Metheny 
Pat Travers Band 
Paul Boothroyd 
Paul Simon 
Peter Gabriel 
Phil Keaggy 
The Police 
Prince 
The Prodigy 
Queensryche 
Radiohead 
Randy Bachman 
Randy Travis 
Rascal Flatts 
Rat Sound 
Razorlight 
Red Hot ChiS Peppers 
Red Rider 
Rihanna 
Rob’Cubby’Colby 

AC/DC 
Adrian Belew 
Aerosmith 
Alain Caron 
Alice Cooper 
Alison Krauss 
Allan HoliJsworth 
Alter Bridge 
America J 

American Idol 
Amy Grant 
Anna Nalick 
Ani DiFranco 
April Wine. 
ATK Audiotek 
Asia 
Audioslave 
Avenged Sevenfold 
Avril Lavigne 
Bad Religion 
Barbra Streisand 
Barenaked Ladies 
Barry Manilow 
Beach Boys 
Beastie Boys 
Beck 
Béla Fleck 
Ben Harper 
Berklee College 
Black Crowes 
Blackhawk Audio 
Billy Idol 
Billy Joel 
Billy Ray Cyrus 
Billy Sheehy 
Black Eyed Peas 
Blue Man Group 
Bob Dylan 
Bonnie Raitt 
Brad Paisley 
Bruce Springsteen 
Bruce Swedien 
Bryan Adams 
Buddy Guy 
Butch Walker 

Sting 
Styx 
System of a Down 
Ted Nugent 
3 Doors Down 
Tom Cochrane 
Tom Coster 
Tom Jones 
Tom Waits 
Tommy Emmanuel 
Tony Levin 
Toots & the Maytals 
Tourtech East 
Tragically Hip 
Trashlight Vision 
Travis Tritt 
U2 
Vanessa Williams 
Van Halen 
Victor Wooten 
Vinnie Moore 
Weezer. 
White Stripes 
Westbury National 
The Who 
Weird Al Yankovic 
WilLLAm 
Will Lee 
Wynonna 
Yellowcard 
Yellowjackets 
Zakk Wylde 

1 
i 

• The above is a partial list of artists and sound companies that have used Radial products. No endorsement is 
offered or implied by their being listed here. Sorry If we’ve missed you - let us know and we > include you next tme! 

Faith Hill 
Flecktones 
Flogging Molly 
Foo Fighters 
Frank Gambale 
ira nJ Ferdinand 
Genesis 
Garbage 
Gavin DeGraw 
■George Duke 
Gino Vannelli 
Glen Campbell 

> Godsmack 
Goo Goo Dolls 
Good Charlotte 
Grand Ole Opry 
Guns & Roses 
Gwen Stefani 
Hall & Oates 
HSnnah Montana 
Herbie Hancock 
Hoobastank 
Hootie & the 
Blowfish 
Hot Hot Heat 
House of Blues 
I Mother Earth 
Jackson Browne 
Janet Jackson 
James Taylor 
Jars of Clay 
Jay Leno 
Jeff Beck 
Jennifer Lopez 
Jerry Donahue 
Jerry Douglas 
Jet 
Jethro Tull 
Jewel 
Jim Messina 
Jimmy Haslip 
Jim Warren 
Joe Nichols 
Joe Perry 

Robert Cray 
Robert Randolph 
Rocky Mountain 
Rod Stewart 
The Rolling Stones 
Rush 
Ryan Adams 
Sammy Hagar 
Santana 
Sarah McLachlan 
Schubert Systems 
Scissor Sisters 
Seal 
Shakira 
Sheryl Crow 
ShowCo 
Simple Plan 
Slayer 
Slipknot 
Smashing Pumpkins 
Snow Patrol 
Solotech 
Sony Broadcast 
Sound Image 
Spice Girls 
Steely Dan 
Steve Lukather 
Steve Miller 
Steve Morse 
Steve Stevens 
Steve Winwood 

www.radlaleng.com 
1638 Kebet Way. Port Coquitlam BC V3C5W9 tel:604-942-1001 email: infowradialeng.com 
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SOUNDS 
BIG FISH AUDIO: SYNTRON-X 

Like some weird genetic imperative, 
humans seem driven to revive whatever 
music happened 20 years ago ... so wel¬ 
come to the '80s revival, complete with 
the trademark glistening synths, metro¬ 
nomic electronic drums, and bouncy 
bass blorps. And that’s what you’ll find in 
Syntron-X, along with 23 construction 
kits, arpeggiations, vocoded voices, 

effects beats (basically drum patterns through resonance), 
and four useful electronic drum kits. 

Stylistically, this is more the Euro-style '80s music 
(Heaven 17, Berlin, etc.), not the frothy, synth/guitar-driven 
pop of groups like the Cars. In fact, it’s all synths and elec¬ 
tronics, save for a couple sampled piano sounds. 

Construction kit tempos generally hover in the 
115-13OBPM range, with a tonic/fifth or minor vibe rather 

than opting for major keys. Each kit has a mixed track, along 
with (typically) one to two dozen tracks that make up the kit. 

Is there life after the '80s? Yes—a lot of these loops are 
suited to today’s dance music, not just for adding a bit of a 
retro vibe but also because some of these sounds have 
become standards. Wisely, there's minimal processing, thus 
allowing them to fit in more contexts than if they were, say, 
drenched in reverb. 

Whether you want to remember the '80s or bring them 
up to date, within its self-imposed limits Syntron-X delivers 
the goods. —Craig Anderton 

Contact: Big Fish Audio, www.bigfishaudio.com 
Format: DVD-ROM with about 1.07GB of unique 24-bit/44.1kHz 
WAV files (732 loops, 184 one-shots), duplicated as Apple Loops 
(and REX files where possible); also has Stylus RMX installer 
List price: $69.95 

SONY: METAL-THE ULTIMATE CONSTRUCTION KIT 
Born “Heavy Metal” in the late '60s, 
Metal has not only survived—it’s having 
a resurgence due to its ability to mutate 
for our apocalyptic times. But c'mon, 
can samples really capture the speaker¬ 
rupturing, headbanging angst and may¬ 
hem of true metal? 

Both discs have construction sets with 
suitably heavy bass, emphatic drums 

(with individual tracks often broken out separately), and 
tormented guitars, but the files are organized a little differ¬ 
ently than usual: Files from the construction sets have the 
same basic names, but loops of various instruments go in 
their respective "Foundation” folders. This emphasizes 
that you can indeed mix and match easily among the con¬ 
struction kits, thanks to the excellent Acidization. 

There are also folders with drum fills, guitar chords and 

noises, lots of loops in 6/8 time, drum one-shots, 
diseased-sounding vocal loops, etc. There’s serious raw 
material here, and 29 “Sound Design” files with unearthly 
noises—perfect for accenting a tune, or disturbing neigh¬ 
bors. Extra credit: Disc 2 has a video with some highly 
educational info on how the drums were miked (yes, it’s 
worth watching). 

The loops are very style-specific; don’t expect to use any 
of this in your remake of Bridge Over Troubled Water. But 
you really can put together convincing metal with this col¬ 
lection—and I don't mean scrap metal. —Craig Anderton 

Contact: software.Scoonmy Creative Software, www.sonycreative 

Format: Two CD-ROMs with 1,O37MB/1,115 mostly Acidized 
WAV loops with a some hits thrown in; 24-bit/44.1kHz 
List price: $99.95 

FUTURE LOOPS: FUTURE PERCUSSION 
Percussion libraries can get a lot of exer¬ 
cise, because good percussion works 
with anything from hard rock to soft chill 
to dance. These Latin/Brazilian-based 
loops, played by Marcelo Salazar, have 
the usual suspects (conga, güiro, agogo, 
cowbells, etc.), but among the 63 (!) per¬ 
cussion instruments, there are plenty of 
exotic options too. Some of my favorite 

loops are the Derbaque—they can really propel a song—but 
all of them swing, and have a lively, human “feel.” 

The loops are dry with a bit of room sound, so they're 
dry enough for dry tracks, but reverb-friendly if you want 
additional ambience. What’s more, there are plenty of 
hits—add an off beat or two where needed, or create a cool 
kit in MachFive, Battery, Reason, etc. Most loops are 
relatively short, often with variations, so it's easy to string 

them together into a complete part. 
Unfortunately, the WAV files aren't Acidized, and the 

REX editing is sub-standard at best—I’d advise using 
DSP-based stretching. Of course you could edit the REX 
markers using ReCycle, or add Acidization markers, but 
the loops are played by a real human so the beats don’t 
always line up with the default marker placement-
tweaking is required. 

Nonetheless, if you can live with the inconvenient stretch¬ 
ing, these are fine loops that can add serious percussive 
spice to just about any tune. —Craig Anderton 

Contact: Future Loops, www.futureloops.com 
Format: DVD-ROM with 1,158 loops/172 one-shot 
hits/945MB total (743MB of unique WAV files, loops dupli¬ 
cated as REX files); 16-bit/44.1kHz 
List price: $99.95 boxed (free shipping), $89.95 download 
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NOW SHIPPING. NOW SHIPPING. 

StroboSoft 
VST/AU Strobe Tuning Software 

Because you create www.StroboSoft.com 7OS-3BB-3311 

With StroboSoft 2.0, there is no reason why any element in your 
session should sound out of tune with itself or the mix. Stop 
worrying about you" tuning and get back to creating today. 

Consistent tuning results can be effortlessly achieved each and 
every time. 

Version 2.0 now adds VST/AU plug-in support and brings 
rock-solid precision tuning to your favorite OAW. 

Use StroboSoft to accurately tune your guitar, bass, or any 
live instrument either before and/or during a recording 

session. Create an unlimited library of tuning presets that can be 
recalled instantly to easily identify your instrument's settings in a 

session you tracked last night, last week, or even last year! 

StroboSoft"1 continues to be the most accurate tuning 
software with the easiest to use interface 

available today. 

peterson 
■ STROBE TUNERS 

NEvaTOKl CABLE UP/ 
Science & Performance by^ 

Visit us at the FDW-Worldwide 
NAMM Booth 1264, Hall E 

www.eqmag.com rebruarv boor eq 



The all new MOTU mobile studio 
Run DP6, the Traveler-mk3 and a host of exciting new companion products 
on the new MacBook Pro for the most powerful and portable studio ever. 

Next-generation Apple MacBook Pro 
Redesigned. Reengineered. Re-everythinged. 

With its breakthrough unibody enclosure, industry-first features, 

and environmentally sound design, the all-new MacBook Pro 

is a revolution in the way notebooks are made. The light and 

sturdy unibody protects the components inside. The LED-

backlit display — along with the graphics processor that helps 

power it — gives you faster performance and a brilliant canvas 

for DP6 and all your virtual instruments and plug-ins. From 

the smallest detail to the biggest engineering breakthrough, 

the new MacBook Pro truly is the next generation of notebooks. 

MOTU Traveler-mk3 
Portable I/O with effects & mixing 

The Traveler-mk3 isn't just a 28 x 30 FireWire 

interface. It's a full-blown digital mixer with effects, 

including modeled analog EQ and compression on 

The new FFT and spectrogram display in CueMix FX 

every channel, plus reverb — all accessed via the 

Euphonix Artist Series 
High-end console for your MOTU studio 
MC Control and MC Mix bring Euphonix’ high-end console 

technology to your MOTU personal studio in a compact 

design that fits perfectly in front of your MacBook Pro. 

MOTU now natively supports Euphonix’ EuCon protocol for 

seamless, tactile control over almost all major DAW functions. 

elegant CueMix FX on-screen mixer. Use bus power 

from your laptop, or use a battery pack for extended 

sessions in even the most remote locations. The 

ultimate professional portable interface/digital mixer. 

MC Control 

www.sweetwater.com MOTUBBB 
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Dangerous Music D-Box 
Killer analog summing & monitor management 
Dangerous Music's renowned analog summing adds incredible punch, 

depth and warmth to "in the box" mixes. Now add monitor control 

with two speaker outs, two digital ins with D/A, talkback, two phone 

outs and aux analog input and you've got a must-have final 

analog mixing stage for your MOTU mixes. 

Spectrasonics Omnisphere 
Spectrasonics' new flagship power synth 

Omnisphere breaks completely new sonic ground by 

combining a wide variety of hybrid realtime synthesis techniques, 

an epic library of remarkable "psychoacoustic" sounds, and 

many innovative features that have never been seen before 

in any hardware or software synthesizer. The first instrument 

to be based on Spectrasonics newly developed STEAM Engine, 

Omnisphere will inspire a lifetime of exploration. 

Shure KSM 44 
Multi-pattern condenser mic 

The flagship of the KSM line — and the new must-have mic for 

ary MOTU studio. The KSM 44 has extended frequency response 

specially tailored for critical studio vocal tracking. Includes flexible 

polar patterns: cardioid, omni and bidirectional. 

Mu Technologies Mu Voice 
Vocal tuning and intelligent harmonizer 

Imagine a plug-in that allows you to tune your vocal recordings, apply 

special effects and add natural-sounding harmonies when mixing your 

track. The proprietary spectral analysis and synthesis techniques of 

Mu Technologies set new standards in vocal processing providing a 

unique tool for your Digital Performer vocal tracKS. Great for musicians 

and engineers alike, equally adept for both live and stage use. 

(800) 222-4700 



Ocean Way Drums from Sonic Reality 
The premiere virtual drum instrument Put the power of the world's most awarded studio complex in your MOTU desktop studio. Ocean Way Drums delivers 19 drum kits immaculately recorded in legendary Ocean Way Studio B where artists like Radiohead, Green Day and Eric Clapton create hit records. The new affordable Silver Edition is now only $499 MSRP. 

BIAS Peak Pro 6 
Evolution of an award-winning standard Whether you're a musician, sound designer, audio editor, multimedia producer or mastering engineer, peak Pro 6 offers more creative potential than ever before. Used side-by-side or launched directly from within DP6, Peak Pro 6 streamlines your workflow with industry-renowned sonic quality and precision. For additional mastering, restoration and DDP 2.0 delivery power, step up to Peak Pro XT 6. 

Antelope Isochrone OCX 
Premier reference master clock based on aerospace technology A master clock is the heart of any MOTU digital studio, essential to maintaining stability and preserving sonic integrity. The Isochrone OCX is an ultra stable, great sounding master clock highly regarded by many top professionals. Mixes come alive with much more depth and detail when the OCX is plugged into gear that has a digital input. Hear it and believe it! 

PreSonus Studio Channel 
Channel strip with class A vacuum tube preamp This fully featured channel strip delivers a class A tube mic/instrument preamplifier, a variable VCA compressor, and a 3-band parametric EQ complete with VU metering — all at a great price. Studio Channel is the perfect way to add that signature fat tube tone to any track. 

www.sweetwater.com MOTUBM 



Enhance your MOTU desktop studio experience 
Run DP6, the Traveler-mk3 and a host of exciting new companion products 
on the latest Mac Pro tower for the most powerful desktop studio ever. 

Nine motorized, touch-sensitive faders effortlessly control bankable channels while eight assignable V-Pots and over 50 master buttons provide unparalleled DAW control. A massive transport section with weighted jog wheel and robust build quality offers a true console feel. The 8-channel Expander Pro and C4 Pro virtual instrument controller allow seamless expansion. 
Mackie HR824mk2 

Active Studio Monitors 
Premium performance to perfect your mix A mainstay of professional studios worldwide, the HR824mk2 high-resolution monitors employ the new Zero Edge Baffle, which minimizes diffraction for a crystal-clear image and an evenly dispersed ultra-wide sweet spot. Acoustic Space, LF roll-off and HF controls allow custom configurations, which are sure to suit your MOTU studio space...and your taste. 

(800) 222-4700 



PRODUCT SPOTLIGHT SPECIAL ADVERTISING SECTION 

The SI Family of Mies 
ADK Microphones 
Now Available 
The S-7, S-7B and S-7C are the only mies that you need to 
make pro-quality recordings. From screaming guitars to 
whispered vocals, each S-7 mic has a specific character that 
will give you the ultimate flexibility and the best results. 
SRP: S-7 = $479; S-7B = S479; S-7C = S479 
www.adkmic.com 
805-644-6621 
Winter NAMM booth # 5569 

Model TC 
ADK Microphones 
Now Available 
This Class A tube, fixed cardioid, 1 -inch diaphragm 
condenser mic is perfect for lead vocals, all guitars, 
or anywhere you would use a vintage tube 
microphone, but at a better price! 
SRP: $969 
www.adkmic.com 
805-644-6621 
Winter NAMM booth # 5569 

GRAMMA 
Auralex Acoustics 
Now available 
The GRAMMA (Gig and Recording, Amp and Monitor, 
Modulation Attenuator) is an incredibly effective patented 
device that's used to float an amp or loudsoeaker. 
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 
Winter NAMM booth # 4295 

ASG 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 five room, where you'll love 
the mies you used to hate. 
SRP: $3,1245 for set of 8 traps. 
www.asc-studio-acoustics.com/qsf.htm 
1-800-ASC-TUBE (272-8823) 
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march 18-22 ♦ austin, tx 

AND MEDIA CONFERENCE 
showcases hundreds of musical acts from around 

the globe on seventy stages in downtown Austin. 

By day, conference registrants do business in the 

SXSW Trade Show in the Austin Convention Center 

and partake of a full agenda of informative, 

provocative panel discussions featuring 

hundreds of speakers of international stature. 

REGISTER TO ATTEN 
Take advantage of early registration 

discounts now at sxsw.com. 
Next early bird discount deadline February 13. 

SOUTH BY SOUTHWEST MUSIC & MEDIA CONFERENCE 
March 18-22, 2009 I Austin, Texas I sxsw.com 

sonicbids fuze ^CHRONICLE 

SPECIAL ADVERTISING SECTIONN DIGITAL DOMAIN 

Show off your soft 
synths, plug-in’s, sample libraries, 

and recording 
software in the new 

DIGITAL DOMAIN 
ad section. 

Contact Monty at 650-238-0307 or 

mmontgomery@musicplayer.com 

Expert 
Sleepers 

We make interesting audio plug-ins for Macs and PCs I 

DAW V&» 
“When I use anything by 
Expert Sleepers I get 
excited by what I'm 
hearing. These tools have 
the sonic richness of great 
analogue instruments -
with the features of 
innovative digital ones." 

- Brian Eno 
MMBS r*.-—•■■■■■■ 
I Augustus Loop tape-style delay, looper and 

more 

Warbler vibrato/chorus/flange/weird 
effect 

Meringue backwards & forwards delay 
with a unique sound 

Minky Starshine 

Crossfade Loop 
Synth 

Crossfade Loop 
Synth Effect 

Free demos - AU and VST formats 

Download all these and more at 

www.expert-sleepers.co.uk I 
9 

advanced additive/ 
subtractive synth 

creative sample playback I 
instrument I 

live sampling effect & I 
unusual delay possibilities I 

BFD2 
BFD2.1 New Features 
Overioud Breverb BFD2 Edition': Hall, Plate, 
Room & Inverse algorithms integrated into 
BFD2 mixer 
PSP Vintage Warmer BFD2 Edition' integrated into 
BFD2 mixer 

* New engine supports more mies and articulations 
Switch kits & presets with MIDI program change 

In-place preview for kit-pieces 

Load-on-demand RAM optimization 

Workflow enhancements include Copy, swap & 
move kit-pieces between slots; Roll tool, 
drum-track enhancements, redo/undo for Grooves 

X ... and much more! 

www.fxpansion.com/bfd2 
Distributed in North Amenes by Expansion USA. Inc. 
www txpinuon ui 

™ sans fxpansion 



CLASSIFIEDS 

CATEGORIES MARKETPLACE 

MARKETPLACE 

ACCESSORIES 

MIXING/MASTERING 

DUPLICATION 

EDUCATION/TUTORIALS 

ACOUSTIC PRODUCTS AND SERVICES 

STUDIO FURNISHINGS 

GEAR FOR SALE 

EDUCATION/TUTORIALS 

MARKETPLACE 

; **_ 
Cth/DVth MASTERING/EDfTING GUFHK DESIGN MULTIMEDIA 

WHERE SIGHT AND SOUND MERGE 

PLAY- T 
PRODUCTIONS 

251W. MM Slmt, NY, NY 10001 
TOU FIEE: 1-100415-3444 « 212-015-4530 WWW.PLAY-ITF11ODUCTIONS.NET 

OMNIRAX Studio T umiture 

htJfTOKTiNC ( .rlat ivty wrm Innova tionandStyi n 

Synergy XL S*™* 

! The Synergy XL'S arc designed to provide ucautiful 

i and ergonomic console housings Tor .II the popular 

mixers, providing you with optimum Functionally to 

I accommodate these mixers and associated peripherals. 

F- O E>ox I 7)2 Sausalito, CA 9^9^^ 
000552 5V5 +l) 552.55?2 FAX 41) 552 2607 

www.omnirax.com info@omnirax.com 

^IHONV DEMARM 

ADL 670 
STEREO TUBE LIMITER 

DESIGNED IN ACCORDANCE 
WITH THE 

ORIGINAL FAIRCHILD 670 

22 TUBES & 10 TRANSFORMERS 

SALES I SERVICE I REPAIR 660 / 670 

845-255-4695 
WWW.ANTHONYDEMARIA1.ABS.COM 

Direct bound 

EXTREI11E ISOLRTIOn 

model 
EX-29 

NMmtM, 

314-845-7667 
extremeheadphones.com 

Perfect headphone 
for serious musicians 
and studio engineers. 
Ultra-fidelity high input 

speakers integrated with 
29 dB of pass ve isolation 

will not bleed sound into 
live microphones! 

An excellent choice for 

project studios, personal 

audio, and travel. Using 

passive isolation technology, 

this headphone eliminates 

25 dB of surrounding 

ambient sound. 

Outstanding affordable 

hearing protection Can be 

used for practicing, sport, or 

work to eliminate 25 dB ot 

surrounding sound. Compact 

and lightweight with many 

benefits—even for kids. 
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ACCESSORIES DUPLICATION 

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 

Custom Manufactured Cables 
MadetoOrder Mogami -Cañare-Neutrik Handcrafted 
Balanced / Un Bala need - Splits ■ Patch Bays - Speaker 

10% OFF - Use Code USMEQ01 & Check Out 

www.upscalemusic.corn 
~ ’ 860 667 7747 

O' B Harmonically Transparent Pathways 

100*BASIC CDRS $891 

ATLANTA 678^42-0933 
TOLL FREE 1-877-442-0933 

Lyourmusiconcd.com 

PACKAGE 
$699 

SNS 100 BULK DVDRS - $99 
DIGITAL 100 BASIC DVDRS-$110 * ' 
I INC 1000 FULL PACKAGE DVDRS - $1199 

100 FULL COLOR CDR 
PACKAGE $169 500 full 

COLOR 

skinny ads work too 

MIXING ! MASTERING ACOUSTIC PRODUCTS AND SERVICES 

HANS DEKLINE 
MASTERING ENGII 

EARS, GEAR & EXPERIENI 
AT INDIE RATES 

Fuceresr 

310.621.1896 
SOUNDBITESDOG 

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

800-884-2576 www.drtmastering.com 

DRT Mastering 
the Analog Specialist 

MASTERING 
“BIG LABEL” Sound...Guaranteed! 
Located tn New York A Complete >4/3. Album Deal! 
E 1-800-692-1210 R 
www.musichousemastering.com 

RealTraps 
High-Performance 
Acoustic Treatment 

H
'The room is so much flatter. 
Mixing there now is a real 
pleasure. RealTraps eliminated 
the guess work in getting my 
control room acoustically 
correct" —Tony Maserati, mixer 
for Black Eyed Peas. John 
Legend. Mariah Carey, Destiny^ 
ChM. R. Kelly. J-Lo, Tupac 

'After adding 7 MondoTraps the 
bass response in my mastering 

I room was smoothed out 
B " measurably and audibly, and 

not3bassnoteisout °'P|acc 
^6 I Plus, the sweet spot has 

^ ?wn '" ~^ ol} ^alz' Digital 

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

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

866-RealTraps (866-732-5872) 
IVIVW. RE4iTRAPS.com 

www. e Q M ac . c a m 

www.eqmag.corr ^esruarv bcc^ eq 69 



CLASSIFIEDS 

ACOUSTIC PRODUCTS AND SERVICES STUDIO FURNISHINGS 

Acoustics 

Quality Treatments 
at Affordable 

S ■ Prices 
Gÿt "The GIK Monster was the 

Lj: W.?® . perfect trap to reduce 
-V, a resonance that I 
'K' detected in Studio B." 

W Bob KatZ - Mastering Engineer 
1.888.986.2789 • www.gikacoustics.com 

“Bringing your sound to life!” 

SOUND ISOLATION ENCLOSURES 

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

Recording. Broadcasting. Practicing 

19 Sizes and 2 Levels of Isolatioa Available 

Immediate Shipping! 
www.whisperroom.com 

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

SAcousticsFirst 
££888-765-2900 

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

Studio Transformation 
800.315.0878 
furniture >■——m 

•••••ARGOSY 
www. argosyconsole, com 

www.eamag.tv 

GEAR FOR SALE 

Matrix Audio Systems 

Have You Heard? 

go to: 

MATRIXAUDIOSYSTEMS.NET 

EDUCRTIDN/TUTDRIALS 

RECORDING ENGINEE.R 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 

AD ORDER FORM 
An ad in EQ's Classifieds reaches more than 34,500* serious musician. 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 dearly 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 musk-related. Retail advertisers may not list discounted prkes 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: A!lison 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: asmith6musicplayer.com. (‘Audited circulation; does not include pass-along »ate.) 

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

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

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

TO COMPUTE COST OF AD 
#_words x $2.40 =_ 

#_bold words x $ SO =_ 
#_ALL CAPS wds x $ 25 =_ 

Address $7DO =_ 
Total cost per issue =_ 

ÍTiinin-jm $25 CXD 

x number of issues to run x_ 
Total payment =_ 

□ Payment enclosed, or Charge my 
□ Vta □ MasterCard 

Card #_ 
Expiration date:_ 
Signed: _ 

eq f^ebruarv aaaw www.eq^ag corr 



Studio Solutions 
for creative musicians everywhere 

With their expert knowledge, product selection and passion for music, 
Apple Pro Audio Resellers are the perfect destination to build your dream studio. 

To locate an Apple Pro Audio Reseller near you, 
please go to: musicplayer.com/appleaudioresellers 

Value Added 
Reseller 
Professional Audio 

Bunny is best known as the frontman for legendary electronic group Rabbit in the Moon Apple - Logic Studio, Mac Pro & MacBook Pro Euphonix - MC Control & 2 MC Mix controllers Apogee - Ensemble audio interface Mackie - HR824mk2 monitor M-Audio - Axiom 25 & Axiom 49 USB keyboards Avalon - VT-737SP, AD2022 & AD2055 processors 
@2009 Emmi» Im. An Rmu RtswiD. M( Conmi xhd ME Mid um fiMiimw oi Emmi» Im. Amt, Lome Siuoio, Mm Pio »no MmBoot Pim w moiiim at Arm Ini: 

An oiHit nucitmiis tn rnonttr oi imin mm urn owAms. 
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STUDIO NAME: The Funeral Home 
LOCATION: Louisville, KY 
CONTACT: www.myspace.com/thefuneralhomestudio 
KEY CREW: Kevin Ratterman 
CONSOLE: Trident TSM 40x32x24 
MULTITRACKS: Otari MTR-10 1/4” 2-track; Studer A827 2" 
24-track; TASCAM MS-16 1” 16-track; PC running Nuendo 
3.2 on Win XP with ABIT IP35 Motherboard, Intel Quad 
Q6600 2.4GHz processor, 4GB RAM 
CONVERTERS: Apogee Big Ben Digital Clock; Lynx 
Aurora 16 (6) 
MONITORS: Mackie HR 824; plethora of consumer shelf 
systems for reality checks 
MICPRES: API 512 (4); Avalon 737: Focusrite Red (4); 
Neve 1073 (2); Trident TSM Series (40); Universal Audio 610 
MICS: AKG 451, D112, 451, 414 (2); Coles 4038; Groove 
Tubes G~ 6TM; Neumann U87, KM184 (2); Rode NT1; Royer 
121 (3); Sennheiser 421 (2), 441, 504 (2); Shure KSM 32 (2), 
SM 7, SM 57 (4), Beta 52 
COMPRESSORS: Avalon 737; Empirical Labs Distressors 
(2); Universal Audio 1176 
NOTES: Comfort is a must for Wax Fang drummer Kevin 
Ratterman's home studio—only his comfort level sits 
above an operating funeral home. “My family made alco¬ 
hol here but it was basically stopped during prohibition, 
so they turned it into a funeral home because they 
thought that it would be better business," explains Kevin. 
“My family operated the funeral home downstairs and 
lived upstairs.” 

As the first operating (and still operating) funeral home 
in Louisville, Kevin turned the 500 sq. ft. Victorian-style 
building into his own recording studio after his family 
vacated the living quarters. And living quarters it still is, as 

bands from as far away as Japan have come to live here 
while working on a record. “We work with a lot of little 
bands—it's great because they can stay for little cost, and 
sprawl out all over the floor." 

The studio operates opposite hours of the serv ces down¬ 
stairs so as not to bother the dead. Kevin continues, “There’s 
a metaphysical feeling with all the death and ending that 
goes on downstairs, and all the life and creation that's hap¬ 
pening upstairs; it’s a revolving door of energy. I love the 
idea of making records in unconventional environments, and 
recording music where people listen to music instead of stu¬ 
dios that are acoustically tuned and sound dead.” 

To add to the unconventional atmosphere, The Funeral 
Home is currently working on making the facilities 100 per 
cent analog. “My goal is having the option of not touching 
the computer at all. I want a more organic way of working, 
and better-sounding recordings. Our next project is for 
the band The K-ngs, Daughters, and Sons, a local band 
from here in Louisville They are going to track everything 
live to tape and I’m really excited about that. .. you don’t 
get too many bands will ng to do that these days.” Other 
acts that have passed through the mortuary’s doors 
include Japanese band Parms, My Morning Jacket, and 
Kevin’s own band Wax Fang. 

With analog equipment collected and borrowed 
(including the Otari and TASCAM tape machines from 
friends Jim James and John Quaid of My Morning Jacket), 
Kevin is close to his all-analog goal. “I will never sell any¬ 
thing, I’ve learned that. Keep everything because if not, 
you’ll regret it for sure.” ca 
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EXPERIENCE MORE REALISM 

AT8022 FEATURES BP4025 FEATURES 

Large-diaphragm capsules/exceptionally low noise 

Phantom power operation for use with professional 

equipment 

Innovative coincident capsule configuration for X/Y 

stereo image in a compact housing 

Switchable low-frequency roll off & 10 dB pad 

Innovative coincident capsule configuration for X/Y 

stereo image in a compact housing 

Operates on battery or phantom power for use with 

p«o or consumer equipment 

Includes balanced (XLR-typ?) & unbalanced 

(3.5mm TRS) cables 

Switchable low-frequency roll-off 

Audio-Technica's new stereo condensers, the BP4025 & AT8022, introduce an innovative space-saving capsule 

design. In a compact, elegant housing, each offers the pristine sound quality & spatial impact of a live sound field. 

Whatever your broadcasts & performances demand, experience more, audio-technica.com 
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