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MUSIC PLAYER PUBLICATION 

Track Killer Drums 
with an Mbox 

Save MIDI Setups 
with Pro Tools 



Roland's OCTA-CAPTURE is the new leader in portable 
USB 2.0 audio interfaces. Featuring 10 inputs and 10 

superior 
sound 

outputs—including eight premium-grade mic preamps— 
OCTA-CAPTURE’s superb sound, ease of use, and ultra 
low-latency performance make it the top choice for 
anyone doing multi-channel computer-based recording, 
from hobbyists to demanding audio professionals. 

• One-touch AUTO-SENS automatically sets 
the perfect input levels, making it quick 
and easy to record a drum kit or a full band 

• Eight premium grade mic preamps built with superior 
components for pristine, transparent sound 

• Cross-platform (Windows and Mac) VS Streaming 
drivers for extreme low-latency performance 

• Four independent, latency-free monitor mixers 
and onboard DSP powering input dynamics, 
reverb, and more 

• Combine two OCTA-CAPTURE units for 16 mic pre’s, 
all seamlessly controlled by one driver 

Multi-channel recording and playback at rates 
up to 24-bit/192 kHz 

Cakewalk Production Plus Pack DVD includes 
Cakewalk Sonar 8.5 LE (PC) and more... 

Visit PolandU5.com/PCMusic to find out more about the new 
OCTA-CAPTUPE from Poland. (Wi Roland 



JamiSiHi-itD 
the silent rehearsal studio 

Unless you own a private Caribbean island or a large estate, 
every musician has the same problem: rehearsing is 
too loud for most locations, and studio space is 
limited and expensive. 

Our line of patented silent rehearsal studios will 
allow you to play with studio-like acoustic quality 
in locations you've never imagined playing. Now 
your band can jam anywhere, anytime, quietly enough 
for your bedroom, apartment, dorm room, condo and in 
places we have not even imagined. 

Play as much as YOU want to play. Parents won’t stop you, neighbors won’t call and cops won’t shut you down. 
JamHubs® are portable, about the size of a laptop, and affordable starting at just $299. * 
With a JamHub you can play more, hear more and you will get better faster, (‘estimated "street price") 

" -- ¡ ' 
very affordable solution for any band looking to transform their wall of noise into a 

controlled, uncluttered domain in which everyone can hear everyone else during 
rehearsals. This will facilitate you playing better. " □avid C. Lovelace, Keyboard, August 2010 

Learn more today at www.JamHub.com. Watch videos of JamHubs with acoustic drums & electric drums, 
read owner testimonials and try the online demonstration. Get a JamHub and start playing more this weekend. 

An economical in-ear mixer Let the kids play music all 
option. day long without upsetting 

the neighbors (or the cops). 

Record your band in CD 
quality--easily. 

Play Anywhere, Anytime 
with amazing clarity and 
no volume wars. 

Create rock music hubs in 
your school’s lab without 
disturbing the peace or 
your budget. 

Play Anywhere, Anytime, with Exceptional Clarity and Control 

Recording Jams Anytime Silent Rehearsals School Music House of Worship 
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ONE VOICE. A SINGULAR PASSION. 
Using professional monitors in an acoustically correct studio is ideal for recorcing, mixing and mastering - but 
there are times when portability, sound isolation and freedom from your environment's acoustic limitations are the 
priority. At KRK, our passion is monitoring, whether the monitor is on the console or on your head. Being able to 
discern the most subtle differences in pitch, timbre and tone helps you to get it right every mix, every take, every 
performance. KRK Headphones provide a precise listening experience that takes you from personal studio to 
commercial studio to on-the-go track evaluations and they allow you to evaluate and enjoy your music with the 
consistent voicing philosophy and honest reproduction top producers, studio musicians, performers and 
engineers have come to trust. 

Whether you are listening to some tracks, or tracking your next recording, the KNS series gives you the famous KRK 
sound in a closed-back around-the-ear cesign with highly isolated surround pads. Having “One Voice" that 
consistently gives you accurate reproduction of your music or mix will help you achieve just what the artist 
intended -- especially when the artist is you. 

KRK< 
tDCuCDD Record. Mix. Monitor. Enjoy. www.krksys.com 
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Nobody Does Music Gear 
Better, Faster, or Friendlier 

Don’t just take our word for it! 
See what our customers have to say! 

“My three favorite, most efficient, customer¬ 
service-oriented companies to order from are 
Amazon.com. L.L. Bean, and Sweetwater. 
When it comes to electronics, I will always 
go to you first. Your company sets the 
standardf or service that other companies 
can only hope to emulate. I have received 
excellent help from my Sales Engineers. 
Congratulations on a job well done.” 

— Allen Rough, 

College Park, Maryland 

When you shop with Sweetwater, you 
get more than great gear, fast. You get 
unsurpassed service, FREE shipping, the 
best tech support in the business, and 
even our exclusive FREE 2-year warranty. 
We’re your go-to source for the best music 
equipment and technology! 

Call us today to experience what 
you’ve been missing! 

(800) 222-4700 
www.sweetwater.com 

FREE 
SHIPPING 

FREE Shipping 

Almost everything ships 

to you for free. 

FREE Technical Support 

Knowledgeable pros are here 

to back you up. 

LOWEST= 
Possible “I 
V Prices 

LOWEST Possible Prices 

Get the gear you want, 

at the right price. 

FREE Warranty 

You won't find free 2-year coverage 

like this anywhere else. 

SweetCare ■ 
www.sweetwater.com/support V y FREE 

Professional 

Advice 

We're here to help 

answer your questions. 

8118 g 1 818 g-' 



Craig Anderton 

EQ Facebook Fans Share 

TALKBOX 

WILD STUDIO EXPERIENCES 

“Let your contact cleaner 
dry. We were excited to try 
out this amp purchased 
on eBay. The pots were 
really bad, so we opened 
it up and sprayed in 
some contact cleaner. I 

those are welcome options, do they always help us 
in the long run? 

If not, then try this: After you’ve recorded a part 
you like, consider it done. Move on. If you used a 
virtual instrument, bounce it to an audio track. Sure, 
keep the original MIDI part or whatever, but once a 
part has become audio, it won't matter if your OS 
changes or your plug-ins are updated. If you're 
unhappy with the part, then just re-record it-don't 
try to beat it into shape. 

Did you punch a bunch of vocals? Don’t keep the 
rejects. Bounce it all to one track that starts at the 
song's beginning, and goes to the end. When you 
back up your data, you’ll be backing up actual audio 
that you'll be able to load into anything, as long as 
WAV and Al F files (and maybe even MP3s) still exist. 

Music is an art form that is based around expres¬ 
sion. So after you record that part, don't look back-
and despite using none of the technology of tape, 
you'll have at least one of its benefits. 

DON'T LOOK BACK 
I was talking with a friend who went from hardware 
to software recording, but has now returned to 
hardware. When I asked why, he replied, “After buy¬ 
ing a bunch of software over the years where the 
companies either went out of business, or the plug¬ 
ins didn't migrate to the OS of the day, or a DAW 
wouldn't call up an old song because I don't still 
have version 1.0 of a plug-in that is now at 5.6 . . . 
I've gotten tired of having old songs not reload. I 
always found myself upgrading something, and 
spending more time in system management than 
actually working on music." 

That's certainly a valid viewpoint, and one that’s 
shared by many others. But I might have a solution: 
Don't look back. 

After all, that was a hallmark of tape; once you’d 
recorded a part, that was it. You could EQ it, or 
add reverb, or make other minor changes, but the 
part would never change unless you punched or 
recorded over it. 

DAWs are different. You can postpone, edit, 
remix, comp, re-amp, slice, and dice. And while 

suggested we let it sit for a second, but others got 
excited and it was turned on; it looked dry. A few 
chords were played, and in a flash, the still-wet 
contact cleaner caught fire. Quickly, the three of us 
blew it out and extinguished the flame. Once the 
smoke had cleared, one guy said without hesita¬ 
tion, ‘Wow, does that thing sound amazing!’ This is 
one of the many proofs I have that ‘Things really do 
sound their best right before they blow up!"' 
-Anthony P. Kuzub 

“When tracking what was 
to be the first song on 
Beth Kinderman and the 
Player Characters' Apoc¬ 
alypse Blues, the drum¬ 
mer hit the crash on the 
first beat so hard, it went 

flying off the stand. I saved the ensuing laughter 
and jokes, and then attached them to the real take, 
so the album has a false start. Of course, the 
keeper take was a few takes later, so this moment 
of studio vérité on the album is, in fact, a forgery.” 
-Dave Stagner, Minneapolis, Minnesota 

“My very first paid 
recording session was 
to record and master ten 
Vietnamese songs in one 
day as a grand opening 
for our studio. It was 
nuts! And I don't speak 

a word of Vietnamese! Most stressful day I've 
ever had!" 
-Jonathan Barrett, Costa Mesa, California 
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Yes, in some cases you 
really can ReWire more 
than two programs into 
a host-no matter what 
people tell you. 

I recently did a session at a studio of a friend 
who’s really into ReWire, and I’m hooked. He 
said that you need a super-powerful computer 
to pull it off, but didn’t really elaborate. How 
much computer do I really need? Can I get by 
with a dual-core machine? 

Jacquie Tobias, via email 
Seattle, WA 

EQ: Your friend is half-right. (And we wonder why we 
get these kinds of questions right after a new version 
of Reason has been released!) The ReWire protocol 
itself uses almost no power; it’s really just a way of 
connecting one program with another. However, 
because you'll be running two programs at once, 
they'll be splitting your computer's resources 
between themselves. 

For example, if one of the programs has a virtual 
instrument loaded that stores a ton of samples in 
RAM, there might not be enough RAM left for the 
other program. Try running each of the programs that 
you want to use, and if either one consumes a lot of 
CPU and RAM, then ReWiring might be a problem. 
On the other hand, if your CPU isn't breaking a sweat, 

you'll probably be okay. You may need to increase 
latency a bit to lighten the CPU load, but in general, if 
you make sure your computer isn’t spending resources 
on unnecessary tasks, any modern music computer 
should be able to handle ReWired applications with¬ 
out problems. 

If you want to get heavy into ReWire, the nicest 
present for your computer would be as much RAM as 
it can address. So is a 64-bit machine with a 64-bit 
OS the answer, as this type of system can address far 
more RAM compared to 32-bit systems? Not so fast. 
ReWire isn't compatible yet with 64-bit operating sys¬ 
tems, although it will generally work with 32-bit ReWire¬ 
compatible applications running under a 64-bit OS. 

One last thing: Conventional wisdom says you 
can’t ReWire more than two programs together, but 
that's not always true. Look at the screenshot for 
proof: Both Propellerhead Reason and Ableton Live 
are ReWired into Sonar, which is playing back music 
from all three programs. It's definitely taxing the CPU, 
but it works. 

Ask EQ a technical audio-related question, and EQ will 
answer it. Send it to eqeditor@musicplayer.com. 

EQ POLL 
How often do you wear earplugs? 
When I’m at a loud concert, but not when I mix 
Anytime I’m exposed to unsafe SPLs 
Only when it hurts 
Never 
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on the Dewanatron and Other Instrumental Oddities 
After nearly a decade hiatus since the band's last 
album, super indie producer and mixer Peter Katis 
(The National, Interpol, Jónsi of Sigur Rós, Tokyo 
Police Club, Mates of State), together with his 
brother Tarquin and drummer Adam Pierce, have 
succinctly answered the very question posed in 
their coyly titled new release, If a Band Plays in 
the Woods... (Tarquin Records). 

In fact, the Philistines Jr. have been playing in the 
woods of suburban Connecticut for 20 years, where 
Peter's incredibly outfitted, top-of-the-line home 
recording studio captures the band's charming, 
visionary sound. As with most Philistines Jr. records, 
the new album combines rock instrumentation, 
vibraphone, and glockenspiel as cornerstones, with 
oftentimes radical shifts between outboard-mangled 
vintage guitars, $60 Casio keyboards, and home¬ 
made electronic instruments. 

On “A Trip Down the Rooster River,” a track that 
Katis just couldn't make work vocally, for instance, he 
enlisted the mysterious Dewanatron “dual primate 
console,” played simultaneously by lifelong best 
friend and inventor, Leon Dewan, and his cousin, 
Brian Dewan. “It's this crazy monstrosity with actual 
telephone dials, and all these multiple oscillators and 
sequencers that have to be hand-tuned,” says Katis. 

“It's putting out one signal, but it's doing a 
bunch of totally different things with weird modula¬ 
tions. How they control it, I don’t know. It's like try¬ 
ing to play a Theremin on a boat at sea,” he laughs. 

Knowing how unwieldy the instrument can be, 
Katis went into recording with clear instructions. “I 
was like, look, this is the chord progression I want, 
so let's try and get something as in tune and not 
totally insane as possible. I knew it would be more 
than insane enough." 

“How they 

control it, I don’t 

know. It’s like 

trying to play a 

Theremin on a 

boat at sea.” 

—Peter Katis 

The record also features an old Lowrey con¬ 
sole organ, dueling Theremins played by virtuoso 
Rob Schwimmer, and a super-rare (Gibson) Clavi-
oline, the instrument responsible for the bagpipe 
sound in The Beatles’ Baby You're a Rich Man 
and 1he solo in Del Shannon's Runaway. “Very, 
very haunted house,” says Katis. 

For lo-fi rhythms, he resurrected an old Farfisa 
from his growing combo-organ graveyard. “I don't 
remember the model number, but it's a very unusual 
organ that has this really elaborate sequencer. I 
spent a lot of time playing with that, turning off most 
of the things (like drums) that you would normally 
have on, leaving just these weird, quirky elements." 

But it’s an old ARP PE-IV String Ensemble that 
Katis concedes as being one of his secret weapons. 
“If you stick it in and play very few notes, or just a 
single note that can harmonize over the whole chord 
progression, it can add this sort of melancholy that 
nothing else I know of can.” Because of the ARP's 
over-the-top '80s New Wave sheen, he likes to 
overdrive it, “a lot.. . mangling the top end a bit so 
you can place it so low in a mix that it doesn't get in 
the way. Listen to records I've made; it's always 
there. People make fun of it, but it’s there because it 
works." Jason Scott Alexander 

Read EQs entire interview 
with Peter Katis. 

L Get All The Links at eqmag.com/dec2010 
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Dark, Blown-Out Jams Captured Old-School Style 
Pyramid of the Sun, the fourth full-length from 
Athens, GA.-based post-rock quartet Maserati, is an 
ascendant album built like the Aztec structure that 
inspired its title, featuring a precisely angled base, 
painstakingly arranged building blocks, and a rever¬ 
ently detailed skin. Its eight tracks form a spiritual 
alignment of Krautrock's motorik insistence, prog¬ 
rock’s auroral drive, and indie rock's unflagging atti¬ 
tude. Pyramid also acts as a tribute to drummer 
Jerry Fuchs, who tracked parts for the album at The 
Bakery in Athens before tragically passing away in 
November 2009. (Steve Moore of Zombi, a 
LinnDrum, and a little Pro Tools comping orchestrat¬ 
ed some final breaks and fills.) 

says Wofford. Overdubs went through a Universal 
Audio 2192 converter at 44 1 kHz. 

Several spirited facets of the Pyramid vibe were 
captured through the application of Echoplex and 
Roland Space Echo tape delays as well as Morley 
PFA Pro Phaser, all manually dialed in. “We'd use an 
Alesis micron [analogue-modeling synth], or a 
MiniMoog or Little Phatty, run a path, start it delaying 
on the quarter-note, and slowly add the repeats so it 
would repeat into the 16th notes,” says guitarist Coley 
Dennis. “And Erik knew all the Morley's sweet spots, 
so he’d rock that aluminum brick back and forth while 
we played some leads.” (Select phrases/loops were 
sent/returned through similar effects post-tracking, as 

Fuchs propelled the band rhythmically since 
2005, and on Pyramid he pushed the band forward 
in even broader ways. Fuchs, a man who had MIDI In 
and Out tattooed on his wrists, brought an apprecia¬ 
tion of the vintage sequencing of Ash Ra 
Tempel/Manuel Göttsching, Can, Cluster, Neu I, and 
Aphrodite's Child/Vangelis. This came into play when 
Maserati reconvened at Cacophony Recorders in 
Austin, TX, to flesh out Pyramid throughout 2009. 

Working with engineer Erik Wofford, Maserati 
captured blown-out jams with just outboard pream¬ 
plification and EQ by Chandler Limited, API, Aurora 
Audio, and Mercury Recording Equipment in order 
to preserve dynamics, using both tape and tracks 
mapped from Pro Tools HD2 to their own faders to 

well as treated with manual tape slowdown for cre¬ 
ative distortion, or given Big Muff and Talk Box to 
add sustain/bottom end.) Also, to achieve certain 
expressive arpeggiation, a click track would be sent 
through an Electro-Harmonix 16-Second digital delay 
(also extensively used on live guitar), then that rhythm 
was fed to the keyboards; this allowed for more dif¬ 
fused, but in-sync analog delays. 

Slightly panning/EQing dozens of guitar, bass, 
and synth tracks to avoid destructive frequency com¬ 
petition, mix engineers Jeremy deVine and Jeremy 
Van Der Volgen added clarity to density. The result is 
an album of cascading tones that’s dark, with a bit of 
dry thump, but reconciled with an effusive, dance¬ 
able energy that does Fuchs proud. Tony Ware 

appropriate a '70s recording 
style. The board was a 32-
channel, mid-'80s Sound 
Workshop Series 34C with a 
master section modified to 
include a discrete, transformer-
balanced summing amp from 
Purple Audio, “which brings 
more to the tone and depth of 
a discrete vintage console," 

More Online I * ¿ » 

Get All The Links at eqmag.com/dec2010 

EQ.com exclusive: Maserati 
interview outtakes. 

Video highlights from Jerry 
Fuchs' career. 
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Musician, engineer and producer 
for such legends as Metallica, 
Mötley Crüe, David Lee Roth, 

Bon Jovi, Michael Bublé, Bush, 
The Cult, American Bang, 
The Offspring, and 311. 

Music Hall of Fame inductee 
and Juno Award winner. 

Inspiring and recording rock’s 
greatest performances 

- for over 3 decades. 
STERLING. 

Capture the moment. 

¡LING© 
See our Bob Rock interview at 
YouTube.com/SterlingMicrophones 
or visit sterlingaudio.net 

Sterling Microphones are available at 
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Allen & Heath GS-R24 
Analog Console 
What Feature-laden analog console targeted to 

project studios and post production 
Why A modern analog mixer needs DAW integration and 

choices of input modules. 
How The GS-R24 has 24 mono mic/line channels, two dual-input stereo chan¬ 

nels, two mono tube preamp channels, six auxes, four audio sub-group buses, master 
stereo bus and master mono bus. A rear-panel slot provides optional I/O via plug-in interface 

module cards, while a MIDI control section offers 24 channel faders (audio and MIDI tracks). Mono 
channels have either motorized or non-motorized faders, depending on model, while mode switches 
configure the mixer to allow different levels of MIDI control and DAW integration. 
Price GS-R24 TBA; GS-R24M motorized-fader version, TBA 
Web www.allen-heath.com 

PMC AML2 Active 
Reference Monitor 

What SPAN is a free, realtime fast Fourier transform (FFT) 
audio spectrum analyzer. 
Why You want to measure a variety of audio characteris¬ 
tics such as output power, clipping, and of course, spec¬ 
trum analysis. 
How This VST/AU plug-in works with Mac OS X 
(v. 10.4.11 and later) and Windows (32-bit and 64-bit) 
computers. It's basically a spin-off of Voxengo’s GlissEQ 
dynamic parametric equalizer, reproducing its spectrum¬ 
analysis functionality. It also offers K-System metering, a 
correlation meter, mid-side analysis, and other audio 
analysis tools. 
Price Free 
Web www.voxenqo.com 

What Update of the AML series monitors with EQ tilt, an 
enhanced power supply, and revised cabinet structure with 
additional internal damping 
Why The dual-driver layout, with a low crossover frequency 
of 1.4kHz, promotes accurate playback for music and 
speech, despite the relatively small size and weight (35.3 
lbs. each). 
How A PMC 6.5-inch/16.5cm flat piston woofer 
constructed from a carbon-fiber/NomexT honeycomb 
allows for large, controlled linear excursions and provides 
linear response down to 33Hz. The tweeter is a PMC 
1,3-inch/34mm soft-dome tweeter with acoustic lens; the 
amplifier's analog circuit design (1OOW woofer, 80W 
tweeter) is licensed from Bryston. 
Price $10,499/pair 
Web www.pmc-speakers.com 

Voxengo SPAN V2.2 
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Primacoustic 
TelePad-4 for iPhone 
What Enables mounting an iPhone directly on a mic stand, 
music stand, or hi-hat 
Why Makes it easy to view music-oriented iPhone applica-
tions-chord charts, backing tracks, guitar tuner, lyrics, etc. 

How The TelePad-4 features a high-impact cradle (with quick 
release) that attaches to the mic stand clamp, which in turn is equipped 

with a ball joint for 360° rotation and adjustable viewing angle. This allows using the 
TelePad in both portrait and landscape modes. The adjustable clamp allows the TelePad to 

fit on the stand portion, the boom, and on other devices such as hi-hats and crash cymbal stands. 
Price $35 
Web www.primacoustic.com 

Ableton Amp 
What Guitar amp/cabinet plug-in for Ableton Live 8 
Why Because you want good-sounding amp emulation 
within the Live 8 environment. 
How Co-developed with Softube, Amp delivers the sound 
and simplicity of legendary amplifiers and cabinets. Amp 
also comes with Cabinet, a separate effect that provides a 
selection of guitar cabs, with optimized mies and mic posi¬ 
tioning. Also included: Instrument and Effect Racks, Live 
Clips, and more than 400 presets that transform Ableton's 
instruments and effects with Amp’s sonic character. 
Price $129, download 
Web www.ableton.com 

Waves C6 Multiband 
Compressor 

What Multiband compressor for recording and live sound 
Why De-essing, de-popping, feedback management, vocal pro¬ 
cessing, and instrument sound-shaping can benefit substantially 
from multiband dynamics control. 
How Expands on the C4 with two additional floating bands (four 
crossover bands total) and internal/external sidechain per band. 
Individual band listen mode, auto release control, operation at up to 
192kHz sample rates, and TDM/RTAS/AudioSuite/VST/AU support 
round out the feature set. 
Price $400 Native, $800 TDM, or as part of the Waves Mercury 
bundle. Mercury V7 owners covered by Waves Update Plan receive 
the C6 at no additional charge. 
Web www.waves.com 

Universal Audio EP-34 
Tape Echo Plug-In 
What Tape Echo emulation plug-in for the UAD-2 platform 
Why The sound of tape echo differs from standard digital delays. 
How The EP-34 takes into account the unique characteristics of tape echo, 
such as tonal changes with feedback, tape saturation, wow and flutter, and 
the like. It's available as part of the UAD Software release v.5.7.0, which also 
includes the officially licensed dbx 160 Compressor/Limiter plug-in, and 
performance enhancements for Windows UAD-2 users. 
Price $199 
Web www.uaudio.com 

by David Albin 
All prices are MSRP unless 

stated otherwise 
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Nothing 
£ 1^1 

With A Thousand Suns, their most ambi¬ 
tious and divergent album yet, Linkin 
Park blaze a new trail for alternative 

rock 
by Richard Thomas 

“We wanted to create something that’s challenging to us, not fall back on the things we’re 
used to doing. So we threw the rule book out the window, and when it felt we should go 
left, then we should probably go right instead.” 

Chester Bennington and the rest of Linkin Park are sitting onstage at 
the Music Box Theatre in Hollywood, fielding questions from a 
packed house of fan club members, music press, and VIP guests 
about their newest full-length, A Thousand Suns. For tne 47 minutes 
prior to the Q&A, the band debuted the album in its entirety, synced 
with a laser light show that would enthrall even the most seasoned 
raver. With nearly half the songs containing up-tempo BPMs and 
dance music cadences-not to mention the noticeable absence of 
anthemic rock guitar hooks and only three tracks featuring raps by 

Mike Shinoda-the experience couldn’t help but accentuate the differ¬ 
ences between this and Linkin Park's previous body of work. With the 
exception of Bennington's trademark guttural screams, any resem¬ 
blance to the rap rock genre they helped define has been rinsed out. 
Intensity and ferocious introspection are still the endgame, but the 
path has changed. And when that path is lined with more than 50 
million album sales, two Grammys, and nine Number One singles on 
the Billboard Alternative Chart, throwing the rule book out the win¬ 
dow takes more than a simple leap of faith. 
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THE CATALYST 
To understand the variant sound of A Thousand 
Suns-its elusive melodies, fractured guitars, and 
protracted interludes-you first have to understand 
the way Linkin Park function as a band. Rarely, if 
ever, do more than a handful of the six members 
record simultaneously, nor do they “jam" as a group, 
traditionally speaking. There's also no division 
between writing and recording, and demo ideas 
frequently make it into the final mix. 

“I would say, in general, that we don’t have a 
standard way of doing anything,” laughs guitarist 
Brad Delson. “You go in for two months and you cut 
a record, right? Our process is nothing like that, and 
I think that’s one of the reasons the sounds on this 
album turned out the way they did." 

The band tapped legendary producer Rick 
Rubin-no stranger to shepherding artists through 
transitory periods-to co-produce. Having worked 
with Linkin Park on 2007's Minutes to Midnight-m' 
itself a bit of a departure, musically and vocally-
Rubin helped reinforce their creative path and maxi¬ 
mize the effectiveness of the band's unique 
songwriting approach. 

“When we did Hybrid Theory and Meteora, Brad 
and I did the bulk of the writing,” says Shinoda. “We 
would write the music and I would write the vocals 
and we'd give them to the rest of the band to make 
notes or change it, but essentially we were doing it 
like a hip-hop production team. This is the track, 
these are the vocals.” 

“Rick tried to get us to cut more stuff live on Min¬ 
utes to Midnight" Delson continues, “and I think he 

realized that the strength of the band lies in a more 
hip-hop project approach to recording; a much more 
digital, studio-based way. That's where our art lives." 

The key to A Thousand Suns was a combination 
of organic, small-group writing sessions and diplo¬ 
matic Monday roundtables, wherein new material, 
revisions, and opinions would be shared among 
members. The goal, according to the band's self¬ 
penned bio, was to see whether or not they could 
“abandon the precepts of commercial ambition in 
pursuit of what they believe to be honest art." To do 
this, they would need to start with a foundation of 
hand-crafted source material that blurred the lines 
between synths, guitars, and percussion. For Shin¬ 
oda, the group’s primary sonic architect and beat¬ 
maker, this meant getting back in touch with gear 
like the Akai MPC1000 and rekindling shades of 
1994, when he was sampling and mashing together 
Wu-Tang Clan, Nine Inch Nails, and the Smashing 
Pumpkins on a cheap Roland MS-1. 

“That attention to the ear candy sets the tone for 
a record," says Shinoda. “If it gets as much attention 
as the song itself, it could really add up to 
something special." 

HYBRID THEORIES 
The bulk of the album was recorded at Shinoda's 
studio (The Stockroom), turntablist Joe Hahn's stu¬ 
dio, and NRG Studios in North Hollywood, where 
the band has locked out Studio A, off and on, for 
roughly two years. Shinoda’s space is set up like a 
u-shaped control center, with important pieces of 
gear such as his MPC1000, Access Virus Tl Polar, 
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“The best 

artists follow 

their instincts. 

It’s easy to 

remake the 

same album 

over and over 

again, and 

while certain 

fans will claim 

they want to 

hear more of 

the same, in 

reality it gets 

old fast." 

—Rick Rubin 

Roland Juno-106, M-Audio Axiom Pro 61, and Moog 
Voyager just an arm's length away. Rather than eat 
up real estate with a console, all mix channels are 
housed in two SSL X-Racks that feature eight VHD 
input modules, two Mic Amp modules, two Super¬ 
Analogue EQs, two SuperAnalogue dynamics mod¬ 
ules, one 8-channel input, and a master bus. All 
hardware and outboard compressors are run 
through three 48-channel, 1/4-inch patchbays, 
which then connect to the X-Racks. Monitors are 
ADAM A7s and Mackie HR824s. 

At NRG, the band had a 64-channel Neve 
8068 at their disposal, monitored through Yamaha 
NS-1 Os and YST-SW100 subs, plus a pair of vin¬ 
tage Auratones, powered by a Byston 4B ampli¬ 
fier. ProAc Studio 100s and a Perreaux amp, 
Rubin’s preferred combination, were also brought 
in. Many of the same hardware pieces, including 
an array of effects pedals, went back and forth 
between studios. 

“The concept at NRG was to encourage the 
band’s workflow," says engineer Ethan Mates. “We 
wanted to have a million things set up and ready to 
go at once. I think we had 48 Pro Tools inputs at 
any one time.” 

To help the band keep track of everything, 
Mates and assistant Josh Newell created 
laminated sheets listing all the available 
instruments and their corresponding inputs. A 
quick peek at any of the video clips on 
LinkinPark.com-seqments taken from their mak-
ing-of documentary, Meeting of A Thousand 

Suns-gives you an idea of all the toys at their dis¬ 
posal. With piano central to the album's mood and 
pacing, a Yamaha C7, Rhodes suitcase 88, and a 
Hammond B3 with a Leslie cabinet were always 
available. Many of the bass parts were also 
tracked with keyboards, using a combination of 
G Force soft synths and hardware instruments 
such as the Juno-106 and Access Virus Indigo 
and Virus Tl Polar. On actual bass tracks, Dave 
“Phoenix” Farrell played a 1950s Fender P Bass 
through a vintage Ampeg SVT head and an 8x10 
cabinet, miked with a Royer 1 22 and a Heil PR-
40, one on top of each speaker. Mic outputs were 
sent through the Neve console preamps and 
bused through a Universal Audio LA-2A. Tones 
were achieved through a variety of effects pedals: 
On the caustic, low-slung “Wretches & Kings,” a 
musical and lyrical big-up to hip-hop’s golden era, 
the bass was run though a ZVex Mastotron pedal 
with a copious amount of Fuzz. Other ZVex pedals 
such as the Woolly Mammoth, Tremolo Probe, and 
the cheekily named Super Hard On were used on 
guitars. “The guitar played a great supporting role 
because it really filled out certain areas," says 
Shinoda, who wrote and recorded many of the 
guitar parts on A Thousand Suns. “That’s been 
the joke inside the band: If you left it up to our gui¬ 
tar player, there'd be no guitar on the record. It’s 
not that Brad dislikes guitar. It's that he’s been so 
excited about experimenting with sounds and 
song structure." 

Three primary guitar rigs were set up, each to 
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accentuate a specific vibe. A Fender Blues Jr. 
combo amp, miked on-axis with a Neumann FET47 
about four inches back from the speaker cone, was 
used on songs that needed more of a large, echo-y 
tone. A Hiwatt Lead 100, run through a Marshall 
1960A cabinet, was miked with both a Sennheiser 
MD 421 and a Shure SM57, and was featured pri¬ 
marily on more dynamic songs such as “Waiting for 
the End.” Mates also brought in an Orange Tiny Ter¬ 
ror and PPC112 cabinet-the head upgraded to a 
“Holy Terror” with the aid of Mercury Magnetics 
transformers-which he miked with a Mojave MA-
100. The combo amp was most often recorded to a 
separate track and used for completely wet effects, 
like a 100% mix from a Fender spring reverb tank or 
a tape echo with no original signal. 

“If we were blending cabinets together, all the 
summed mies would end up going down a single 
bus, which had the 1176 and a Chandler Germa¬ 
nium EQ after it,” says Mates, who set the 1176 for 
slowest attack and fastest release, maxing out at 
about 4dB of compression. “Using a compressor 
and EQ across the bus instead of on each mic 
helps glue the sounds of the different amps together 
and makes it easier to dial in things like sustain." 

Like bass, guitar, and synth, the drums were also 
a mix of programming and performance. Drummer 
Rob Bourdon played a Gretsch kit on the more 
aggressive songs, while a '60s Ludwig kit was used 
on slower, breathier numbers. With a few exceptions, 
miking was generally the same for both kits: AKG 
D112 and Yamaha SKRM-100 on the kick, Shure 
SM7 and Mojave MA-100 atop the snare with a 
Sennheiser MD441 underneath, Neumann KM84 on 
the hi-hat, AKG C451 on the ride, and Sennheiser 
MD 421 s on all the toms. A single Royer 122-V and 
a stereo pair of Royer SF-12s and Neumann M49s 
captured the room. A small Rogers kit was also set 
up in a blanket-laden vocal booth and miked with a 
Shure SM7 on the snare, an Electro-Voice RE-20 on 
the kick, and a Neumann U47 for the overhead. 

“There are times Rob is playing with the loops, 
[then] there were times he came to the table with a 
live drum part that was so spectacular that it killed 
all the sampled drums,” Shinoda recalls. “We want 
the listener to have a hard time telling when some¬ 
thing is a physical instrument and when it's not." A 
perfect example of this approach is “Burning In the 
Skies," which begins with programmed kick and 
snare, with Bourdon providing hi-hat and 
tambourine. As the song builds, Bourdon's parts are 
overlaid with the existing programmed beats. The 
Pro Tools session for “When They Come for Me," the 
album's most complex rhythmic track, comprised 
more than 100 tracks, and took more than a year-
and-a-half to complete. “I don't know how we're 
going to play it live,” jokes Delson. 

VOX POPULI 
On Minutes to Midnight, Shinoda and Bennington 
experimented freely with microphones and signal 
paths, which ended up complicating the recording 
process. For one, it separated their voices a bit too 
much. In addition, using multiple setups made it 
difficult to punch in quickly and seamlessly. In the 
end, they ended up going with a Neumann U47, 
first through a Neve 1073 and then into either a 
Chandler TG2 at The Stockroom or a Universal 
Audio 1176LN re-issue at NRG. Shinoda’s mic 
configuration for his raps was a bit different: a 
Shure SM7 into a 1073 and an Empirical Labs Dis¬ 
tressor. In many cases, Shinoda and Bennington 
would record and double melodies and harmonies, 
then choose the “vocal hierarchy" during mixdown. 
With multiple tracks to choose from, they were 
able to blend and fade between each singer. 
“Robot Boy,” for example, begins its first of three 
separate movements with six overlaying vocals¬ 
one main and two harmonies per singer-then bal¬ 
loons to more than 24 tracks packed with volume 
fades and EQ automaton. “We decided to go for a 
more vintage vocal layering, a la the Beach Boys 
and The Eagles-again, to contrast a robotic, 
mechanical-sounding track,” says Shinoda. 

As important as it was to create vocal consis¬ 
tency between the two singers, it was also impor¬ 
tant to apply that handmade sonic aesthetic to 
create divergences when the song called for chaos. 
In the pulsating, dance-rock “Blackout," a mash of 
pedals and outboard gear was used: Bennington's 
chorus was scratched up and imbued with stutter 
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Linkin Park (left to right)-Joe Hahn, 
Chester Bennington, Brad Delson, 
Mike Shinoda, Rob Bourdon, and 
Dave 'Phoenix' Farrell. 

edits by Hahn, then run through a Thermionic Cul¬ 
ture Vulture valve distortion unit and recorded back 
into the MPC, where each member took turns hand¬ 
playing different patterns through the pads. 

“We had about 30 passes of each guy rocking 
out, and everyone had a different style,” says Delson. 
“We took the best moments and comped them into 
that cutout vocal solo." 

At the crescendo of the chorus on “Waiting for 
the End,” vocals are again mixed with pedals, gui¬ 
tars, and scratching to create a unique robotic 
effect. While Delson played the riff, Shinoda 
manipulated an Electro-Harmonix HOG (harmonic 
octave generator), which was connected to an 
expression pedal to control the octave sweep and 
a resonant filter to add some edge. Layered on 
top of the guitars is a track of Hahn scratching 
Bennington's chorus. The HOG is used again on 
the song's spacey, pad-like guitar, but followed by 

More Online 
H 

Get All The Links at eqmag.com/dec2010 

EQ.com exclusive: Mike 
Shinoda interview extras. 

DJ Cheapshot Frank Zummo, 
others discuss Linkin Park. 

an EHX Holy Grail reverb pedal and a Fulltone 
Tube Tape Echo. 

“As we progressed throughout the process, Rick 
was adamant that nothing sounded standard, noth¬ 
ing sounded stock, and nothing sounded like any¬ 
thing you could just dial up," expiains Delson. “I joke 
with him that going on this wild, two year experiment 
was his doing, but he was quick to push back. What 
he does is bring out the best in each group. He rein¬ 
forced the path that we set for ourselves." 

“The best artists follow their instincts," says 
Rubin. “It's easy to remake the same album over 
and over again, and while certain fans will claim 
they want to hear more of the same, in reality it gets 
old fast. Linkin Park came to power at the end of 
the rap/rock wave, along with Korn and Limp Bizkit. 
That wave no longer is in vogue, so to make 
another album in that style would have probably 
shortened their trajectory and the relevant lifespan 
of the band. But most importantly, Linkin Park have 
moved on as artists from that old sound. The new 
sound is likely to alienate some old fans who, for 
whatever reason, aren't growing along with the 
artist they follow. Also, many new fans who would 
have never liked them before have the chance to 
find Linkin Park as a band they can love. For the 
long-term creative health of the band, spreading 
their wings, challenging themselves and moving 
forward is the only choice." CO 
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Power Tools 
for Recording! 

SGI " studio guitar interface 

“Instant gratification" 
Sit in the control room, play guitar and 
hear the results as you move the mies 
or change amps.The Radial SGI drives 
your guitar signal hundreds of feet 
without loss or coloration and puts 
you in total control of your sound. 

X-Amp” active re amper 

“Record, re-amplify, rejoice' 
Re-amping is easy with the 
Radial X-Amp. Drive it from 
your recorder to pedals, 
amps and effects to create 
stunning new landscapes. 
With X-Amp you finally can 
fix it in the mix! JDX'” amp and cabinet DI 

"Maximum tone right now" 
The Radial JDX Reactor captures the 
signal from the head and the back 
impulse from the cabinet for a more 
realistic guitar amp tone. Half-stack 
emulation delivers perfect tone 
everytime. 

JDI passive Jensen” DI ’ / 

"Vintage vibe personified" 
Hit it nard and the Radial JDI X 
smoothes out the digital edge 
to deliver a natural smooth tone 
reminiscent of the glory days. Ideal for 
active bass, samplers and d:gita, piano. 

JDV~ dass-A direct box 

"All the tone, no hype" 
The Radial JDV’s unique feed-forward 
class-A circuit design delivers purity 
beyond compare.The ultimate DI box for 
acoustics, upright, electric bass and more. 

www.radialeng.com 
1588 Kebet Way, Port Coquitlam BC V3C 5M5 tel:604-942-100l email:info^radaleag.com 

J48” active phantom DI 

"The go anywhere DI" 
The Radial J48 outper¬ 
forms all other phantom 
powered direct boxes 
with lower harmonic 
distortion, greater phase 
accuracy and warm even 
order harmonics. Perfect 
for bass, electric and 
acoustic guitar. 

Radial 
engineering 

class-k direct 

Tuse Radial gear in my 
studio on a daily basis and 
I'm here to say, it performs 
flawlessly!" 

-Tony Levin 
(Peter Gabriel. King Crimson, 
Paul Simon, John Lennon) 

The Radial SGI is amazing! 
It improves your signal 
aver a straight cable. I can 
run my Vox AC30 into outer 
space, record from Earth 
and it doesn't suck." 

-Jim Messina 
(Loggins & Messina. Poco, 

-Butch Walker 
(Weezer. Avril Lavigne, Pink, 
NeverShout Never, All Time Low, 
Saosin, Fall Out Boy) 

'With the Radial JDI, my 
bass comes through 
extremely clean, very quiet, 
and with a smooth 
transparent low end. I use 
my JDI for everything. " 

"I use the J48 everyday The 
signal path is dear, punchy, 
honest and faithful to the 
sound of the individual 
player's instrument." 
- Joe Chiccarelli 
(Bon Jovi, Ton Amos,Chicago. 
Annie Lennox,Tbe White Stripes. 
Frank Zappa) 

"Radial direct boxes make 
everything I put through 
them warm, punchy and 
clear.They are great DTs!" 
-Chick Corea 
(Electrik Band, Miles Davis, 
Return to Forever) 

The JDV is the DI I've been 
looking for - clean, round, 
pure bass tone, exquisite 
build quality yet highly 
portable - probably the 
only high-end DI that fits in 
my gig bags. Nice job, Radial!" 

- Justin Meldal-Johnsen 
(NiN, Beck, Garbage, Tori Amos, 
Black Eyed Peas, Macy Gray) 

"It is nice to find great 
sounding industrial 
grade equipment still 
being made today!" 

- Daniel Lanois 
(U2. Robbie Robertson, 
Bob Dylan. Peter Gabnel) 

"Whether we are playing 
live or recording in the 
studio, Radial Dis are the 
only ones we use. They're 
built like tanks and 
eliminate noise without 
killing tone. I love them." 

- John Rzeznik 
(Goo Go Dolls) 





Out 
of the 

Lab 
effort, The Trip 

Stereolab chanteuse Laetitia Sadier aims 
for indie-pop simplicity in her debut solo 

by Patrick Sisson 

A bedrock element of Stereolab’s continental cool, Laetitia Sadier’s voice is unmistakable. Hearing its breadth of varia¬ 
tion on The Trip, from the “grey disco” of her “Un Soir, Un Chien” cover to the languid “Natural Child,” reveals the depth 
and fluidity that can be uncovered in a new context. For her first solo album, Sadier experimented with a new setting 
while keeping a foot anchored on comfortable ground, splitting recording time between Emmanuel Mario in the UK, who 
worked with her group Monade, and lo-fi singer/songwriter Richard Swift, who opened for Stereolab’s last U.S. tour and 
works out of his Portland studio. 

“I wanted to have a new sound and come across something 
different,” says Sadier. “I was looking forward to working with 
Richard because we had never worked together before, so that 
gave me scope to learn something new. But I didn't really have a 
specific preconceived idea. I wanted to be surprised! And I was, 
working with Richard." 

With a philosophy that aims to “take photographs rather than 
make a painting," Swift set up his studio as a spontaneous, low-
pressure environment. Swift, who played drums and guitar on 
many tracks, Sadier, and other contributors to the Portland ses¬ 
sions worked together in one open room, without talkback. Direct¬ 
ness and simplicity were key; only about a dozen tracks were used 
for each song, and while Swift admits there’s some ear candy on 
the record, the team was more focused on stripping back and 

streamlining. Synthetic pulses and film score atmospheres coex¬ 
isted without crowding out the music. 

“It's a really loose recording situation,” says Swift. “Half the time 
we're actually listening to records [Tom Tom Club was a favorite], 
talking and hanging out. I've always felt you need to create an envi¬ 
ronment where the clock isn't ticking, it’s loose, and you can work 
where you want to. I've always gotten the best results that way, 
rather than hammering it over take after take and working yourself 
half to death.” 

Sadier arrived last fall and started working on the song 
sketches she had previously sent Swift, vague references that they 
would develop into real, desirable shape. Though Swift prefers 
straight analog recording, he worked in Pro Tools for this album to 
make it easier to integrate recordings from other studios. He still 
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sent tracks through analog gear, such as a Roland 
Space Echo, Empirical Labs Distressor, and an 
Altec amp/mixer, to give them a bit of warmth. 

“Everything was there in Richard’s studio that I 
needed to make the sounds I wanted to,” says 
Sadier. “Richard doesn't have a ton of gear; just the 
necessary ones of good quality, which he knows 
inside out. He's aware of the type of acoustics his 
studio has and knows how to get the best out of it. 
He is very creative and soulful, and came up with 
many ideas as we went along.” 

The stark beauty of The Trip comes from the way 
the unencumbered songs breathe and flow. True to 
Swift’s style, and reflective of the final product, most 

everything he recorded came from second or third 
takes, including Sadler's singing. “I didn't comp any 
of her vocals,” he says. “No Auto-Tune; she’d just 
sing, start to finish. There's a real arc to the emotion 
she's conveying.” 

Sadier aims for an open, relaxed, and warm 
sound, and her performance here-which ranges 
from the emotional “One Million Year Trip" about her 
sister's suicide, to a subdued version of George 
Gershwin's classic “Summertime”-sounds natural. 
Her voice was simultaneously recorded with Shure 
SM58 and ADK S7 microphones, run through an 
AKG BX-10 reverb. “With that setup, I was able to 
pan the reverb and print it to tape,” says Swift. “I 
love how reverb sounds printed to tape. The vocals 
sound consistent, even though they were recorded 
on two different continents." 

Swift also utilized extensive reverb on the back¬ 
ground vocals, which included his own falsetto and 
contributions from Rebecca Gates of the Spinanes. 
The trio recorded a lot of three-part harmonies, and 
due to the women’s somewhat deep voices, it was 
sometimes hard to tell who was singing. “With these 
ghostly background parts here and there that come 
in for little moments and work like strings, in a very 
orchestral way, the record felt a bit haunted in a 
sense," says Swift. “We kept saying it sounded a bit 
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like the ghost of Laetitia's sister." 
Swift framed the vocals with subdued, yet driving 

and diverse instrumentation. From the lounge feel at 
the end of “Natural Child,” achieved with a soft touch 
on drums, subtle transitions, and lilting guitar chords, 
to the way the drums are a little low in the mix, creat¬ 
ing atmospheric space in a fashion similar to a Serge 
Gainsbourg record, it's unobtrusive, yet compelling. 

“I’m very spatial in the way that I mix,” says Swift. 
“It gets a little too confusing to me when I don't know 
where the music is coming from-'oh, there's a dry 
snare drum a foot away from my face and a guitar 
panning from left to right for no reason.’ I like 
minimal, specific, and focused sorts of sounds." 

When he's recording the drums, Swift uses mini¬ 
mal miking techniques, often using just a single over¬ 
head. For The Trip, where drums were set to the rear, 
he used an SM7 or Coles ribbon overhead and occa-
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'The One Million Year Trip." 

See an example of a 
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sionally an SM57 on the kick to give it a little extra 
power. “I know the drum kit and the gear well enough 
to play to the compressor," he says. “I know how to 
play to the EQs, which it makes it slightly easier." 

On “One Million Year Trip," Swift added a quick, 
tuned slapback delay on the overhead drum mic, 
which created a metallic pulse that courses through 
the first three-quarters of the song. 

On bass, Swift split the signal from a mid-’70s 
Peavey Bass with a DI and ran one signal direct and one 
very dirty via a Fender Deluxe guitar amp modded with a 
Vox AC30 speaker and a spring reverb, and he EQ'd out 
the low-end phase and overtones. “I tend to think of 
more reverb-heavy bass as something that's more like 
what they were doing in the '50s and '60s, says Swift. 

Sadier shared a “prepared-piano” technique that 
she picked up from Monade/Stereolab bandmate 
Julien Gasc, which added a haunting sound to “Stat¬ 
ues Can Bend": applying duct tape to the piano 
strings to mute them, then close-miking and 
compressing the sound. 

Sadier and Swift's intricate approach to The Trip 
succeeded, in part, because they created the right 
atmosphere. While the album has many serious 
moments-“there’s some heavy subject matter; I think 
she probably had to exorcise some ghosts, in a way,” 
says Swift-Sadier still sounds adroit and fluid co 

"Instead of searching for that ever elusive box that's going to magically make your sh**ty mies sound like rainbows, 
consider investing in an m 103, which will afford you the ability to capture the true color of the source and the 

dynamic detail of the performance." - Scott McChane, TapeOP Magazine 
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Americana 
Influences, 
Timeless 
Techniques 

Running a wide gamut from 193Os-styled New Orleans torch songs to 

bluegrass blowouts to rousing rock and roll, Elvis Costello teams up 

with producer T Bone Burnett to capture a lively groove and natural 
sound on National Ransom, by Ken Micallef 

“My first album [My Aim Is True] was made 
in 24 hours," says Elvis Costello. “This 
Year's Model was made in 11 days. I think 
Armed Forces was all of three weeks. I 
thought we had gone into the world of the 
depraved and the ever-profligate in taking 
six weeks to make Imperial Bedroom. But 
after a while, you think, 'What is it you want 
to hear?' You want to hear the songs 
brought to life as vividly as possible." 

Costello's National Ransom, produced by 
T Bene Burnett with his team of recording 
engineer Mike Piersante and mastering engi¬ 
neer Gavin Lurssen, was recorded in a brisk 
11 -day session. A wonderfully natural and 
rich-sounding recording, National Ransom 
reflects not only Costello’s increasingly 
Americana-influenced music, but Burnett's 
golden (er, make that Platinum) studio tech¬ 
niques. As heard on Robert Plant and Alison 
Krauss' Raising Sand, the 0 Brother, Where 
Art Thou? soundtrack, and Elton John & 
Leon Russell’s The Union, Burnett's production 

style is the result of incredibly high standards 
based in a common-sense approach. 
Recorded direct to a Studer A827 24-track 
two-inch, National Ransom is as live-sound¬ 
ing as a hootenanny and twice as enjoyable. 

Like the rest of Burnett's production cat¬ 
alog (Los Lobos, Sam Phillips, Roy Orbison, 
The Wallflowers, Gillian Welch, Ralph Stan¬ 
ley, John Mellencamp), Costello's National 
Ransom is a study in sonic purity. Every 
inflection of Costello's rangy voice is fleshed 
out; the band is as tactile as the hair on your 
arm; Pete Thomas' drums have never 
sounded so warm, so soulful, so richly real. 
It's as if a veil has been lifted between the 
recording studio and the listener, between 
the musicians and your ears. After 15 years 
with his crack production team, transparency 
has become Burnett's trademark. 

“I can’t call it my music,” Burnett says, 
“but I can say for certain that we treat 
recorded music as an art form. We don't 
treat it as a pop media event. Marshall 

McLuhan said that a new medium 
surrounds an old medium and turns the 
first medium into an art form, as television 
did with the movies. The Internet has done 
that with television. Television is in a 
golden age at the moment, these incredi¬ 
ble dramas like The Sopranos, The Wire, 
Mad Men. Recorded music to me is very 
much an art form like that, the act of 
recording and the way it's released and 
perceived. It's all changed; we're no longer 
in the mass age. We're now in an age 
when people have to find niches.” 

It’s Better, It’s Burnett 
Burnett readily claims that his records sim¬ 
ply sound better than the dreck that com¬ 
monly fills the airwaves, iTunes, and the 
Internet. “These records sound better than 
most of the records being made these 
days," Burnett says. “So many records are 
highly compressed, over-compressed; 
they're all made in a computer. Rather than 

Continued 
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Castello and crew pause for a pic. Top row (left to right)-Chris 
Breakfield, T Bone Burnett, Elvis Costello, Kyle Ford, Garth Fundis, 
and Mike Piersante. Bottom row (left to right)~Paul Ackling, Milo: 
Lewis, Jason Wormer, and Jim Lauderdale. 

putting a mic up in front of a guitar, some¬ 
thing is patched into a machine. The kind of 
work we are doing is not mass-production. 
We're doing very custom productions.” 

In many ways, Burnett is radically altering 
practices that have been common in record¬ 
ing studios for 30 years. Burnett, Piersante, 
and Lurssen only process in analog; they 

work solely in high-res digital mastering for¬ 
mats, and their music ans never play loud. 
“We've been minimizing attacK and maximiz¬ 
ing tone and overtone for the past 15 years,” 
Burnett says. “For 30 years, the trend in 
recording was to maximize attack and mini¬ 
mize all the overtones because they’re wild 
and they can create havoc in the sound. We 

use all that havoc. We love overtones. 
“For years, the bass drum, for example, 

would sound like somebody hitting his 
knuckle on a wall; it was all midrange attack," 
he elaborates. That was especially true 
because drummers would hit the drums 
really hard and leave the beater on the bass 
drum so all you would get was the attack. 
We do the opposite; we try to barely touch 
the drum; then the resonance is as loud as 
the attack-louder, hopefully. If you play the 
drums softly, you capture the tone and the 
overtone, and the overtones set up other 
overtone structures and different rhythms 
and different melodies get set up within the 
song. There are counter melodies that take 
place that are completely unpredictable. 
That’s the stuff I love the most.” 

Recorded at Nashville's Sound Emporium 
and LA's The Village and mixed by Mike Pier¬ 
sante (assisted by Kyle Ford) at Burnett’s Elec¬ 
tromagnetic Studios in Brentwood, National 
Ransom spans a lush range of Costello-
styled Americana: bluegrass balladeering in 
“That’s Not the Part of Him You’re Leaving," 
full-tilt boogie in “National Ransom," New 
Orleans wit, wonder, and serious Costello 
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finger-picking in “A Slow Drag with 
Josephine” (which is being pressed into 
vinyl for 78 rpm release). 

Recording one or two takes was the 
norm, as was cutting Costello’s vocals live 
with his guitar, with supporting musicians 
arranged in a close-knit circle. Drummer 
Pete Thomas was isolated in a booth; back¬ 
ground vocals were recorded in an adjacent 
room immediately after the initial take by 
Jason Wormer. Everything was recorded 
direct to a Studer A827 24-track, using con¬ 
soles (Neve VRP 48-channel, Neve 88R) 
only to monitor tracking. 

“We don't do any cutting around of 
parts of songs and replacing them, or any 
of that stuff," Costello says. “That just 
isn’t the kind of music we're making. This 
is a natural recording in that sense. You 
don’t want to be a Luddite and not use 
the advances in technology, but you've 
got to keep them serving the music. 
When you've got musicians of this quality 
and you're combining them in the combi¬ 
nations that we are, you know that they 
are going to play something you want to 
hear. There is no mystery to it; you just 
perform the song. 

“Seventy-five percent of this record is 
first or second takes, and 95 percent of 
the singing is in the room with the band,” 
Costello continues. “But we don't make 
any great proclamation of it being a ‘live 
in the studio' recording, because as you 
hear, there is no lack of nuance or refine¬ 
ment in the sound." 

Strategic Miking with 
Vintage Ribbons 
Musicians recording instruments and 
vocals live in close proximity can create 
an engineer's worst nightmare. But Pier-
sante already had a plan in operation, 
having engineered Costello's 2009 
album, Secret, Profane & Sugarcane. 
“You have the obvious ‘Let's put Elvis in a 
booth so we have a discrete vocal,'” he 
explains, “but it didn't seem the way to 
capture the band and Elvis and get the 
immediacy and the interplay that would 
happen if they were all live together in the 
room. So I set them up in a circle and 
used mostly a lot of RCA ribbon mies 
[RCA 77-DX, RCA-74 Jr. Velocity, RCA 
44-BX, RCA MI-6203 Varacoustic into 
Neve 1073s and 1081s]. It worked out 

very well, so I just continued with the 
same setup for this record." 

The National Ransom band combined 
The Imposters and The Sugarcanes: gui¬ 
tarists Mark Ribot and Buddy Miller, lap 
steel player Jerry Douglas, pianist/organist 
Steve Nieve, violinist Stuart Duncan, accor-
dionist/pianist Jeff Taylor, trumpeter Darrell 
Leonard, mandolinist Mike Compton, 
bassists Steve Crouch and Davey 
Faragher, and drummer Pete Thomas. 
Guest singers included Vince Gill and Leon 
Russell. With this crowded session circle, 
wasn't bleed and leakage a problem? 

“You can't avoid leakage," Piersante 
replies. “The spill and bleed you get into 
the other microphones is a big part of a 
live recording. It becomes your ambience. 
When you have a whole bunch of guys 
and a whole bunch of microphones, that 
can also get you in trouble. You have to 
be careful. But it's all about two words: 
ribbon mies. You use a figure-eight pat¬ 
tern, and if you’re aiming the mic at guy 
number one, then the guy to his right and 
left are sitting at the null points of that 
microphone. You get the bleed from 
across the circle but the guy next door is 
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limited in his leakage by the nature of the 
ribbon mic.” 

Piersante placed his RCA ribbons 
within a foot of each musician, depending 
on the instrument and the song. He gen¬ 
erally approaches placement like orches¬ 
tral spot miking, using a pair of Neumann 
KM 84s for room mies in a spaced 
stereo-pair configuration. 

“The front wall of Studio A at Sound 
Emporium is nicely wood slatted,” he 
reports. “I miked the room from the front 
wall so the guys who were close to that wall 
were within five feet of those room mies, but 

the mies were up high, pointing down, so 
the people at the back side of the circle 
were 15 to 20 feet away from the mies. 

Another ancient ribbon was used for 
Costello's guitar, which was tracked 
simultaneously with his vocal during the 
band performance. “The old RCA MI-
6203 Varacoustic ribbon mic has become 
my favorite since we used it on Ralph 
Stanley," Piersante recalls. “I try to aim it at 
the section of the guitar I want to record, 
and turn the side of it toward the singer’s 
mouth so it rejects as much vocal as pos¬ 
sible. Elvis is really good about getting in 

a good spot and not moving around; he is 
a consummate professional.” 

But when recording Costello's rangy 
vocals, Piersante used a Wes Dooley 
AEA R 44 ribbon mic. “Dooley built his 
own ribbon mies based on the old RCA 
44 Bing Crosby radio mic; it is very true 
to the RCA design,” he says. “Using a 
vintage ribbon mic on an artist like Elvis, 
you’re going out on a limb. We’re captur¬ 
ing performances, and God forbid I miss 
a performance because of a broken mic; 
that take could be the one.” 

‘Hi-Fi Lo-Fi’ Approach 
So is the sound of National Ransom sim¬ 
ply the result of all those beautiful, vintage 
ribbon microphones? “To a degree, it is 
the sound of these old ribbon mies," says 
Piersante, “but it's also a lot about what I 
don’t do. I’ll try to leave things; I'll get a 
sound and I’m not afraid to put some EQ 
or compression on it, but if you’ve got a 
great musician and a great instrument in a 
great room, that’s 80 percent of your bat¬ 
tle toward getting good sounds. 

“I call our sound a hi-fi lo-fi sound," he 
adds. “We capture everything very hi-fi 
and we're very careful with the way we 
treat it and the kind of gear we'll run it 
through. But we don't try to make every¬ 
thing completely clean and sparkling. We 
like the character of the noise of the rib¬ 
bon mies and the bed of stuff that might 
be lurking below the track." 

Costello's long time tub-thumper, Pete 
Thomas is renowned for his storming sound, 
massive groove and centered time feel. 
But his drums have never sounded this 
good. (Thomas played on a '40s Gretsch 
kit, which contributed significantly to his 
unique tone.) Yet unlike the other drum¬ 
mers Burnett favors, you can’t call Pete 
Thomas a “quiet" drummer. 

“Pete hit the drums in a nice way that we 
could get a lot of tone out of them,” Piersante 
says. “I probably used five mies on his 
drum kit, including the room mics-a Neu¬ 
mann 47 FET for his kick drum, and an 
SM57 on his snare. Overheads were an old 
Gefell-era Neumann tube mic from the '50s, 
a CMV 563; it has whatever that Neumann 
reality factor is from the '40s or '50s, but 
also a very natural and uncolored sound 
that doesn’t hype or cut out any of the 
frequency areas. I used a Neumann U67 
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to Greatness 
National Ransom sounds beautiful, golden, 
practically a time capsule of tested studio 
techniques. How can the home-studio enthu¬ 
siast possibly hope to match the sound of 
1940s RCA ribbon mies and Neumann tube 
mies mixed down through a Bushnell-modi¬ 
fied API console from 1968 to an Ampex 
ATR 102 1 /4-inch tape machine? 

“The most important thing is to get a 
really great set of speakers," Burnett advises. 
“Those become your eyes and ears. If you're 
shooting something and you can't see it 
clearly, then you don’t know what you’re 
doing. The same applies with recording; 
being able to hear what you're doing is the 
crucial thing. So get a great set of trans¬ 
ducers like the ATC [SCM 150s] or the 
Westlake Audio monitors Mike uses at 
Electromagnetic [Westlake BBSM 10s 
and BBSM 4s]. If you're using acoustic 
instruments-if you're not just plugging a 
box into another box, but you’re using a 
guitar or violin-take a lot of time in miking. 
Even an SM 57 is a great microphone. And 
how good the instrument itself sounds will 
determine a lot. The most important thing 

on his floor tom, and a Coles 4038 for a 
close room mic in his drum booth. A cou¬ 
ple compressors and Neve preamps 
straight to tape." 

Piersante used an “old Telefunken 
version of a U 67" when recording gui¬ 
tarist Mark Ribot, and occasionally an 
SM57 “for a crunchy rock sound.” He 
placed the 67 on an isolation block, back 
about 8 to 12 inches, depending on 
Ribot's volume. 

An integral member of Costello's band 
since the '70s, pianist Steve Nieve was 
recorded in mono with a vintage 
Neumann U67, run through an original 
Universal Audio UA 175 Limiter. “[The 
limiter] has somewhat of a Fairchild qual¬ 
ity, so that one mono mic was run 
through there with a decent amount of 
compression applied to get that dreamy 
piano sound,” says Piersante. “We miked 
the piano pretty much above the ham¬ 
mers, a foot or two off-axis to pick up the 
whole soundboard, then gave it a good 
amount of squish with the 175. And we 
added another RCA 77 ribbon to the low 
end of the piano, as well.” 

can record it through anything and if the 
song is moving, and the singer is singing 
it beautifully, it’s great. It can sound a mil¬ 
lion different ways and still be great.” 60 
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is the great instrument, then the great 
speakers. But even beyond that, if some¬ 
body is playing and they sound great, it 
doesn't really matter how it sounds. You 
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on his floor tom, and a Coles 4038 for a 
close room mic in his drum booth. A cou¬ 
ple compressors and Neve preamps 
straight to tape.” 

Piersante used an “old Telefunken 
version of a U 67" when recording gui¬ 
tarist Mark Ribot, and occasionally an 
SM57 “for a crunchy rock sound." He 
placed the 67 on an isolation block, back 
about 8 to 12 inches, depending on 
Ribot’s volume. 

An integral member of Costello's band 
since the '70s, pianist Steve Nieve was 
recorded in mono with a vintage 
Neumann U67, run through an original 
Universal Audio UA 175 Limiter. “[The 
limiter] has somewhat of a Fairchild qual¬ 
ity, so that one mono mic was run 
through there with a decent amount of 
compression applied to get that dreamy 
piano sound,” says Piersante. “We miked 
the piano pretty much above the ham¬ 
mers, a foot or two off-axis to pick up the 
whole soundboard, then gave it a good 
amount of squish with the 175. And we 
added another RCA 77 ribbon to the low 
end of the piano, as well.” 

A Million Ways 
to Greatness 
National Ransom sounds beautiful, golden, 
practically a time capsule of tested studio 
techniques. How can the home-studio enthu¬ 
siast possibly hope to match the sound of 
1940s RCA ribbon mies and Neumann tube 
mies mixed down through a Bushnell-modi¬ 
fied API console from 1968 to an Ampex 
ATR 102 1/4-inch tape machine? 

“The most important thing is to get a 
really great set of speakers," Burnett advises. 
“Those become your eyes and ears. If you're 
shooting something and you can’t see it 
clearly, then you don’t know what you're 
doing. The same applies with recording; 
being able to hear what you're doing is the 
crucial thing. So get a great set of trans¬ 
ducers like the ATC [SCM 150s] or the 
Westlake Audio monitors Mike uses at 
Electromagnetic [Westlake BBSM 10s 
and BBSM 4s], If you're using acoustic 
instruments-if you're not just plugging a 
box into another box, but you're using a 
guitar or violin-take a lot of time in miking. 
Even an SM 57 is a great microphone. And 
how good the instrument itself sounds will 
determine a lot. The most important thing 

is the great instrument, then the great 
speakers. But even beyond that, if some¬ 
body is playing and they sound great, it 
doesn't really matter how it sounds. You 

can record it through anything and if the 
song is moving, and the singer is singing 
it beautifully, it’s great. It can sound a mil¬ 
lion different ways and still be great." CO 
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Last-Minute Panic Guitar Fixes 
GUITAR BY KENT CARMICHEL 

How can it have gone so sideways? We've recorded 
tracks to the best of our abilities and gear-pushing 
man and mail-order recording equipment beyond all 
limitations, and now when it comes time to mix, the gui¬ 
tars sound wretched. They're stepping all over other 
instruments, and when they’re not doing that, they just 
sound plain weak! What happened? It all sounded so 
good while tracking.... Was the room funky? Is the 
gear lame? Too late to answer those questions-that 
train has passed. Whatever the reason, you can’t re¬ 
record, because the band is long gone. Take a 
moment. Panic, drink, or drop to your knees in prayer-
whatever you need to get your wits back-you're going 
to need 'em, Boyo, because guitar-track EQ surgery 
requires a sharp mind and steady hand. 

EQ Giveth, and it 
Taketh Away 
When tweaking EQ, the long-held opinion is to boost 
less and cut more. Human ears can hear a boost 
easier than a cut, but that just makes things worse if 
you boost the wrong frequencies. (A bit of psychoa¬ 
coustic knowledge for the brain: A 6dB boost is 
about as apparent as a 9dB reduction.) Try not to get 
sucked into the vortex of endless EQ twiddling end¬ 
lessly. If a slight adjustment doesn't do the trick, 
chances are extreme ones won't either, but as 
always, experimentation is encouraged. 

A Fine Line Between Boomy 
and Full: 1OO-2OOHz 
This is a tricky range to mess with, and you can easily 
make your track sound like sonic sludge, so when 
tweaking, take small steps instead of giant leaps. Also, 
listen to your settings at low and high volumes, soloed 
as well as in the mix. You need to find a nice middle 
ground, because this frequency range's perceived vol¬ 
ume differs greatly depending on playback volume. 

Boost 100Hz 1-2dB to add “fatness" or “full¬ 
ness” to incredibly thin-sounding guitars. Cut 10OHz 
1 -3dB to remove boom on guitars and increase clar¬ 
ity in relation to the bass track. Boosting 200Hz can 
help even out the guitar sound if some notes are 
jumping out, while others sound dead. If all the notes 
seem to disappear into an indistinguishable mess, 
cut 100Hz 2-3dB and boost 200Hz 1-2dB. 

Tweak Outside the Box: 
BOOHz 
Resist the urge to boost this frequency; it generally 

makes a crummy guitar sound even crummier. 
However, if your acoustic guitar track sounds like elves 
replaced your beautiful Martin with a cigar box, cutting 
800Hz 2-3dB can help restore the impression that 
you actually tracked with a quality instrument. 

Sharpen Up: 1.5kHz 
Boost 1-2dB to enhance the attack on rhythm gui¬ 
tars; this is especially effective on open chords. 
Cutting 1.5kHz 2dB helps if the guitar track sounds 
dull and lifeless. 

Hit ’Em Where They Live: 3kHz 
This is a very important frequency for guitar because 
most of the attack and “distinction” lives here. Boost 
this frequency 1 -3dB to enhance projection, but be 
careful, because too much boost can cause “listen¬ 
ing fatigue.” Cutting a couple of dB in the 3kHz 
range will pull an in-your-face guitar back a bit and 
allow other midrange instruments to be heard. 

If multiple guitar tracks all have an identical 
tone, carve out some individuality by applying 
2-3dB of boost of 3kHz on one, and 4kHz on the 
other, and 2kHz on a third. As an alternative, try 
cutting these same frequencies. 

If boosting 3kHz doesn’t give enough attack, 
especially on acoustic, 2dB of boost at 5kHz should 
do the trick. But overdo it on the 5kHz and it's 
Shrillsville for the ears. Distorted electric guitar also 
benefits from a 5kHz boost of 1dB, especially if grind 
is the sound you crave. Giving a lead guitar track a 
2dB boost can make the notes more distinct and 
crunchy. Cut 5kHz 2-3dB to soften out a thin- or 
shrill-sounding guitar track. 

Close to the Edge: 7kHz 
If your guitar track sounds like a wet blanket, a slight 
boost of 1-2dB at 7kHz will add sharpness and 
bring the track more into focus. Cut 2-3dB if the 
track has so much edge that your ears want to 
secede from your head. 

A Brilliant Sheen: 1 OkHz 
and beyond 
If the track is lacking brilliance and clarity, a quick 
3dB boost at 10kHz can really bring out the ka-ching 
in acoustic and electric guitars, but too much will 
make the high end sound heavy and offensive to the 
ears. Start reducing 10-15kHz 1 dB at a time if the 
extreme high end sounds out of whack. CO 
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WideBand Tweeter À 
Extended HF to 30kHz stabilises 
and enhances the stereo image 

Elliptical Waveguide 
Controls high frequency directivity 

and minimises diffraction 
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Discreet MOSFET Power 
Unlike low cost Power ICs, our 
Active MOSFET amplifiers deliver 
much more punch and helps you 

mix without running out of steam! 

Reveal 501A Reveal 601A Reveal 601P 
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and monitoring systems for over 80 years, the all-new Tannoy Reveal 
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excessive price tag. 
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DRUMS BY GINO ROBAIR 
Tracking Killer Drums 
with an Avid Mbox 
With only two mic inputs, the Avid Mbox, like other 
2-channel interfaces, presents a challenge when it 
comes to tracking drums. However, with a little 
experimentation and an open mind, it's not difficult to 
get a solid drum sound with only two transducers, a 
decent room, and some compression. Sure, you 
could pre-mix several mies to a stereo pair using a 
mixer. But there a number of options when you want 
to keep things simple. 

(Although you're using only two microphones, be 
sure to check that they are in phase by centering their 
pan position, and listening for any peaks or dips in the 
frequency spectrum when you pull up both faders.) 

Mic Choices 
One issue to address when choosing mies for the 
Mbox is that the preamps offer less than 60dB of 
gain, making it difficult to get a good record level 
with some dynamic mies, and ribbons in particular. 
And because both channels get phantom power at 
the same time, you cannot combine a ribbon and a 
condenser mic without some help: The Cloud 
Microphones Cloudlifter boosts dynamic and ribbon 
mies by 20dB while matching their impedance 
needs, without passing the +48V to the mies them¬ 
selves; the phantom-powered Rode D-Power Plug is 
a single-channel way to increase a dynamic mic's 
output by 20dB. 

Kick and Snare 
If the song is based on a solid backbeat, simply mik¬ 
ing the kick and snare can work wonders. The trick is 
to place the snare mic in such a way that you cap¬ 
ture the right amount of hi-hat for the track. Typically, 
this setup doesn't yield pronounced cymbal and tom 
sounds, which might not be an issue for some songs. 
However, a clever arrangement of the drum part will 
allow you to overdub accents and fills using a differ¬ 
ent mic placement. 

Overhead and Kick Drum 
It worked for Ringo, and it might work for you. The 
early Beatles recordings placed either a dynamic or 
ribbon mic facing down over the drums, with a 
dynamic or ribbon pointed at the bass drum. With 
this setup, you need to find the position where the 
overhead mic gives you a good balance of snare, hi-
hat, toms, and cymbals. The kick drum mic should be 

placed where it yields the right amount of punch and 
tone for the song. 

Overhead and Room Mic 
This setup has many variations, depending on what 
you want to achieve. Place one mic above the drum¬ 
mer’s head as before, then use the second mic to 
get the listener’s perspective of the full kit, rather 
than just an isolated bass-drum sound. Often, placing 
the room mic a few feet in front of the kit at knee 
level, pointing between the kick and hi-hat, will give 
you a punchy sound that has the various instruments 
properly balanced. The distance between the front 
mic and drums will determine the amount of room 
sound you capture. Again, be sure to check for 
phase issues between the two mies before you hit 
the Record button. 

Stereo Overhead: 
Drummer’s Perspective 
Good drummers balance the sounds of their kit as 
they play, so why not take advantage of what they’re 
hearing? Place a stereo pair of cardioid condensers 
above and slightly behind the drummer’s head, point¬ 
ing down at the drums. The goal is to get the right 
balance of drums and cymbals. Consequently, mic 
selection and position are important: If the pickup 
pattern of the mies is too wide, the cymbals may 
overpower the drums. 

Although placing the mies in an X/Y pattern offers 
a familiar stereo image, experiment with either a 
spaced pair or an ORTF configuration if you're not 
happy with the balance between drums and cymbals. 
The height of the mies above the drums, as well as 
their distance from the ceiling, also play a role in how 
successful this setup is, so be sure to take those ele¬ 
ments into consideration. 

Stereo: Audience 
Perspective 
You can explore the same stereo configurations with 
the mies set up in front of the drum kit in order to cap¬ 
ture more of a concert sound. The issue here is getting 
a punchy enough kick drum sound, so be sure to listen 
for low-end timbres as you look for the best place to 
set up the mies. Often, setting them up between knee 
and chest level will provide the most satisfying balance 
between cymbals, snare, and kick, co 
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RECORD. SAMPLE. MIX. MASTER. 

INTRODUCING THE ALL-NEW R24. 

It's a 24-track recorder, audio interface, control surface and sampler. 
But its so much more: an onboard loop sequencer, 1 GB of drum loops 
from Big Fish Audio and over 100 studio effects. With the incredible R24, 
a complete production solution is at your fingertips. 

Includes 500 MB of drum loops by Peter Erskine. 
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VOCALS BY MICHAEL COOPER 
Recording Standout 
Vocal Tracks 
It's easy to get into a rut when recording vocals. Most 
singers automatically set up a cardioid mic, level with 
their mouth; they never pause to consider a different 
strategy. But while standard recording methods might 
produce good results that don't offend, sometimes 
taking a more novel approach will yield a truly head¬ 
turning vocal track that stands out from the pack. 

Kiss an Omni Mic 
The problem with cardioid and other directional mies 
(such as those that have a hyper-cardioid, super-car¬ 
dioid, or figure-8 polar pattern) is that they have an 
inherent bass-proximity effect: The closer you get to a 
directional mic, the more bass boost your vocal track 
will exhibit. That's not necessarily a big issue if you 
maintain the same distance from the mic at all times 
while singing. But should you vary how close you stand 
to the mic, many vocal lines will have a completely dif¬ 
ferent tone from the others. For a consistent sound, you 
may need to adjust bass-cut equalization line-by-line 
during mixdown to clean up varying amounts of mud 
and boominess on your vocal track. 

An omnidirectional microphone exhibits no proxim¬ 
ity effect, no matter how close you are to the mic. 
This allows you to get within kissing distance of the 
mic's capsule and still produce a crystal-clear sound. 
Sing as close to an omni mic as possible, and your 
tracks will boast technicolor detail and compelling 
urgency that demand attention. If the mic overloads, 
switch on the pad to prevent distortion. 

Use a Bi-Directional Mic 
with EQ 
If your trademark is a singing voice with naturally very 
deep bass, an omni mic may not do you justice. Try 
using a bi-directional mic (or a multi-pattern mic set 
to bi-directional mode) instead. All other things being 
equal, a bi-directional (aka figure-8) mic will produce 
the most low bass. Try singing about a foot away 
from the mic, and keep that distance consistent. 
During mixdown, use a parametric equalizer's bell¬ 
curve filter to cut roughly 4dB at around 150Hz and 
set the filter's Q control to about 1.2. That will clean 
up any muddiness that the bi-directional mode pro¬ 
duced but leave the lowest bass frequencies intact. 
Don’t be afraid to apply a little bit of narrow bass 
boost at around 60Hz to enhance that glorious low 

end you were born with, and apply a bit of boost at 
4kHz to improve presence. The result: a clear, 
detailed vocal with mineshaft-deep bottom end. 

Think Small (Diaphragm) 
Most vocal tracks are cut using a large-diaphragm 
condenser mic. Small-diaphragm condensers gener¬ 
ally capture more detail than their larger cousins, but 
their lightweight diaphragms tend to pop very easily 
when exposed to vocal plosives and wind from heavy 
breathers. For a vocal track brimming with detail, try 
singing over the top of-instead of directly into-an 
omni small-diaphragm condenser mic. Omni mode is 
typically the least sensitive to plosives and wind tur¬ 
bulence and therefore less likely to pop. And if you 
sing 90 degrees off-axis (that is, perpendicular) to 
the mic's diaphragm, wind from your mouth will safely 
project over its top. Use a Popper Stopper wind¬ 
screen for added protection. 

Forget Good 
Posture—Slouch! 
There's a good reason why many singers prowl the 
stage bent over like the Hunchback of Notre Dame 
while belting it out: diaphragm support. For more 
power in your vocal delivery, try setting up your mic 
about a foot lower than your lips and angle it up 
toward your mouth at roughly a 45-degree angle. You'll 
need to bend forward in order to sing directly into the 
mic. Doing so will compress your diaphragm, providing 
greater support that will turbo-charge your vocals. 

Starve Your Headphone Mix 
Listening to too many tracks while singing can confuse 
your sense of pitch and groove. Limit your headphone 
mix to drums, bass, one or two chordal instruments, 
and your live vocals. Hearing instruments that play 
melody lines, especially in your vocal range, will tend 
to distract and make you sing off-key, so take 'em out 
of the cans. To improve your vocal phrasing, goose the 
kick and snare drums in your cue mix to reinforce the 
beat and backbeat. Add little or no reverb and other 
effects to your vocals in the headphone mix, because 
they will also throw you off-pitch. A vocal that sounds 
great with such a sparse headphone mix will sound 
unbelievable once the other instruments and effects 
are added during mixdown. CQ 
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BY BUDDY SALEMAN 

5 Tips to Help You 
Manage Your Mix 
Here are some easy tips to give you more control dur¬ 
ing the mix and better results at the end. 

Parallel Compression 
Sometimes you want to use a hammer, and some¬ 
times you want to use a feather. Parallel compression 
lets you tweak subtle settings against an effect. This 
treatment can be used on any element in the mix, 
but for demonstration purposes we will use it on the 
drum group. 

Group all of the drums tracks together. (Do not 
include percussion.) Create a sub group master for 
the group. Now place an aux send on each of the 
tracks in the drum group and set it to pre-fader and 
unity gain. 

Set up an aux return, and place a compressor/lim-
iter on the insert of the aux return. Try a very heavy 
compression setting to start with so it's easier to hear 
in the mix (I start my compressor settings at 10:1 at 
-25dB); once you get used to the sound, you’ll prob¬ 
ably want to tone it down some. Blend the sub mas¬ 
ter return with the aux return in the mix and hear the 
drums come alive. Because you are sending each 
track individually through the aux bus, but returning as 
a group, you have maximum flexibility in the mix. If you 
want the snare to hit the compressor harder, just add 
more of the aux send. 

Automate Flange Effects to 
Image Mono Instruments 
Sometimes all you have to work with is a mono audio 
track, but it seems to get lost in competition with 
other tracks in the mix. I have often championed the use 
of imaging with digital delays for mono instruments, 
but here I want to put forth the proposition that all 
images are not created equal; some images are used 
to widen the stereo field and some are used for 
effect. This time, place a flange on the delayed side 
and automate the wet/dry mix to provide a wonderful 
variety of sounds during the progression of the song. 

Experiment using this technique with all of the com¬ 
ponents of the flange-vary the depth, rate, or even 
the waveform. This is a subtle change, but high level¬ 
mixing is all about subtlety. 

Beef Up One-Offs by Limiting 
the Master Bus 
I am generally not a big fan of putting effects on the 
stereo master bus during the mixdown process. How¬ 
ever, for quick one-offs (/.e., tracks you want to toss 
out into the world to get some feedback before the 
mastering session), there is nothing like placing a 
great limiter on the master to really beef up your out¬ 
put. I use a Waves L1 Ultramaximizer set to a -3 dB 
ceiling and a process gain of 12. This setting will level 
off the top volume of the mix while bringing the instru¬ 
ments into sharper focus, and has a tendency to pop 
the top end of the EQ spectrum while thickening up 
the low midrange. 

Don’t Return Everything 
You Send 
It sounds counter-intuitive, but you don’t have to 
return a signal to the place where you would naturally 
bring it back. The re-routing of effects can give you 
choices in the mixdown that you could never have 
dreamed of-the optimum word being choices! 

Let’s go back to our drum example for a moment. 
We have just compressed it, and we have two differ¬ 
ent signals returning back to the stereo bus. Let’s 
place another aux send on the return of the 
compressed aux track and bring that return back to 
the stereo mix. Place a short room reverb on the new 
aux return. Make sure that the send to this new return 
is in pre-fader mode. Keep the reverb return fader up 
and take the compressed fader down. This will give 
you the sound of the original signal and the 
compressed signal through the reverb together in one 
mix. Don’t stop with reverbs; try any effect that you 
like! This crazy technique works great. CO 

44 EQMAG.COM DECEMBER 2010 



® FULL COMPASS EXOTICS 
- INTRODUCING -
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Request your FREE 504-page catalog today! 
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PRESONUS STUDIO ONE PRO1
BY CRAIG ANDERTON 

Expand your options with ReWire 
OBJECTIVE: Integrate more instrument sounds, or specialized looping applications like Ableton Live, via ReWire. 
BACKGROUND: The ReWire protocol allows running at least two applications simultaneously on the same 
computer, with one program's audio outputs feeding the other program’s mixer. Transports are synced as well, 
including any looping. For this example, we’ll ReWire Propellerhead's Reason 5. 

2 

AKO Off 

5 
Audio Output 

Then, click on the Expand button to the left of 
the Reason label in the Mixer’s Instruments 
section. Checking an output automatically cre¬ 
ates a mixer channel for it in Studio One Pro. 

Reason’s main 
output appears 
as a channel in 
Studio One 
Pro’s mixer. 

A window appears 
that lets you open the 
application. Open it. 

To bring individual outputs 
from Reason instruments into 
Studio One Pro, first patch 
them to the desired Reason 
interface outputs. 

Drag a ReWire device 
into the Song, as you 
would any virtual 
instrument. 

Click on the Browse tab. In the Browser, click on 
the Category tab. Unfold the ReWire folder to see 
the list of available ReWire devices. 

Step 1 : You don't have to click on the Category tab; ReWire devices will also appear in the Flat view. 
You can create MIDI tracks to drive the instruments either in Reason or Studio One Pro (if the MIDI input 
is routed to the correct program). 

EQMAG.COM DECEMBER 2010 



0 
B 
&
 H
 F
ot

o 
& 
El
ec
tr
on
ic
s 
Co
rp
. 

J
N
6
7
4
 

TOOLS FOR CREATION 
When it comes to the B&H sales staff, knowledge and experience are a given. 
We offer unparalleled expertise and solutions for the Pro Audio professional. 

Visit our SuperStore in the heart of NYC, give us a call, or browse our 
newly expanded Web site featuring live assistance, and experience for 
yourself the most knowledgeable and helpful sales staff anywhere. 

420 Ninth Ave, NYC 
Visit Our SuperStore 

800-947-5518 
Speak to a Sales Associate 

bhphotovideo.com 
Shop conveniently online 



AVID PRO TOOLS 8 BY CRAIG ANDERTON 

Save presets and data from external MIDI gear using Pro Tools 
OBJECTIVE: Restore the status (presets, etc.) of external MIDI gear to the way it was when you recorded a project. 
BACKGROUND: You can store preset data from most external MIDI gear as MIDI System Exclusive (Sys Ex) data 
within a Pro Tools MIDI track. Playing back this track through Pro Tools’ MIDI out to the gear's MIDI in restores the 
gear's settings embodied in the Sys Ex. The following assumes the external gear's MIDI out connects to Pro Tools' 
MIDI in, and tells how to transfer Sys Ex data to Pro Tools. 

In Pro Tools, go Setup > MIDI > Input Filter, then 
check “Only” and “System Exclusive.” 

Go Track > New and 
create a MIDI track. 

3 
Select “AH” for the 
track MIDI input, and 
also enable Record. 

5 
Prepare your MIDI device to 
send Sys Ex. Click on Pro Tools' 
Record button in the transport, 
then click on Play and initiate 
the Sys Ex dump at the MIDI 
device. When the dump is 
finished, stop Pro Tools. 

In the Transport, right-click on 
the Record button and select 
“Normal” (recording). 

6 
To see the blocks of Sys 
Ex, select “sysex” with the 
Track View Selector. 

Tips 
• Step 5: In the Transport, if you click on Return to Zero and Wait for Note, initiating the Sys Ex dump will 

cause the recording to start at the very beginning of the track. 
• When using Eleven Rack's physical MIDI connectors as a MIDI interface, check “External” under 

Setup > MIDI > Input Devices. 
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EATS COMPLEX ALGORITHMS 
FOR BREAKFAST. 

EVENTIDE H8000FW ULTRA-HARMONIZE 

Eventide ■ UITI - C N A ■ N I i MHCTS STSTIM H 8 O O O FW 
MIX 11 SO* A/l 

FIREWIRE UPGRADE 
AVAILABLE 

Eventide’s signature 5.1 reverbs and effects require sheer processing power for dense reveros and complex algorithms — the kind that can crush 
mortal effects processors. If you’re ready to push the boundaries of creativity, meet the new super-heavyweight champion: the 8-channel. 24-bit/96kHz 
Eventide H8000FW Ultra-Harmonizer® effects processor. 

Built on a foundation of eighteen hundred preset-algorithms that encapsulates Eventide's last 36 years of digital effects processing. And with over e.ghty 
5.1 presets, this baby's ready to take the future head-on with headroom to spare. If. for example, a complex algorithm gets a little too big for its britches. 
Monolithic Tandem™ runs it on two DSP chips. With that kind of parallel processing power, your creativity is unrestrained. 

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

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

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

• 8 channels of 2-4-bit AES/EBU. ADÄT and FireWire I/O 
• MIDI. BPM and Tap Tempo synch -onization 
• Up to 96kHz sampling frequency 
• PC and OS X graphic editor/development tools included 
• 4 channels of pristine analog I/O; s/n >11 OdB 

For more information call (201) 641-1200, email audio@eventide.com or visit www.eventide.com 
Eventide and Harmoniser are registered trademarks and Monolithic Tandem is a trademark of Eventide Inc. *2007 Eventide Inc. All other trademarks are the property of their respective owners 

Eventide 



BY CRAIG ANDERTON 

GEAR GEEKS 

/4L£SIS 

hand grip. There's also Windows software for trans-
ferring/viewing images, doing primitive editing, 
and uploading direct to YouTube. But no worries, 
Mac fans: On either platform, the VideoTrack 
appears as a mass-storage USB device for easy 
file transfers. 

THE BIG PICTURE 
We literally mean “the big picture"-this pocket 
recorder does video, audio, and even still shots. 
Yes, you can record a rehearsal with a cool little 
audio recorder, but actually seeing how you come 
across is a step up. It's also great for document¬ 
ing recording sessions, and if you want to do a 
quick video of your band playing live or in the stu¬ 
dio and upload it to YouTube, you're covered. 

REAL WORLD 
VideoTrack is exceptionally easy to use. Options are 
few-it's “point-and-shoot.” The internal video pro¬ 
cessing DSP is outstanding, as it transparently 
adjusts light balance and focusing (in fact, better 
than my miniDV camera that cost five times as 
much). The battery is user-replaceable, so carry a few 
spares and you won't have to worry about running 

STUDIO 
GIFTS FOR 

GEEKSPEAK 
The F=2.8 lens is teamed with a 1.5" x 2" (2.4" 
diagonal) color LCD-a decent size for seeing what 
you're shooting (or have already shot). Video and 
photo resolution is 640 x 480, with videos saved to 
MP4 format and photos to JPG; a built-in flash 
allows taking photos under low-light conditions, 
and you can output to PAL or NTSC video formats. 
For storage, VideoTrack accepts SD and SDHC 
cards up to 16GB (Figure on about 50 minutes of 
video recording time per GB.) 

The package comes with a standard-USB-to-
mini-USB cable, 2GB SD card, rechargeable Li-ion 
battery, carrying pouch, palm strap, AV cable, and 

Alesis VideoTraek 
$299 MSRP, $200 street 
www.alesis.com 

It’s that time of the year when you're glad you have tube gear, not just for the sound but because it 
heats your studio; snow falls gently outside your window (or if you’re in Iceland, maybe it's volcanic 
ash ... but the look is the same); and the malls are filled with humanoid bipeds reaffirming their faith by 
consuming as much as their credit cards will allow. In other words, it's the holidays, and it's time to do 
something nice for your loved ones-or yourself. 

EQ looked for recent gear goodies that would delight the recipient, while given today's tough eco¬ 
nomic times, indebt the giver as minimally as possible. It turned out there were far more options than we 
could fit in the pages of this magazine, making the choice that much more difficult. But we feel that the 
following all represent really excellent value, and would be something that any of us would certainly be 
happy to see under the Christmas tree, Hannukah bush, or just sitting next to a high-octane eggnog. 

So enjoy, and happy holidays from all of us at EQ\ 

RI 
VIDEO T HACK 
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out of juice; you recharge the battery through the VideoTrack's USB 
connector, powered by either a computer or optional-at-extra-cost 
AC adapter. 

HITS AND MISSES 
So why bother with a VideoTrack if your cell phone does photos, 
videos, and audio recording? Well, compare the audio quality: 
VideoTrack has stereo condenser mies that do the audio proud. 
Also, your phone probably doesn't have the kind of image-process¬ 
ing DSP that can make videos look better than they probably 
should. 

The biggest miss had been the inability to zoom while record¬ 
ing, but a recent firmware update fixed that (and it's a good sign 
that Alesis continues to tweak the performance). The one thing 
you'll definitely need is a wind screen for the mies if you do outside 
recording, because they're quite sensitive. 

Another potential problem is landing in jail. I was at the Seattle 
airport, and as part of a video about gigging in Europe, wanted 
some footage of traveling between terminals on one of those Dis¬ 
neyland-type terminal shuttles. Of course a security guard wanted 
to know why I was taking videos of an airport transportation sys¬ 

tem; but I avoided any problems with the magic words, “Want to 
be in a documentary video?" 

TARGET AUDIENCE 
Me! Seriously, long before I got into video, I always carried 
around some kind of portable recorder, and have the sample 
library to prove it. But now I do a lot of video work, and the 
VideoTrack quality is sufficiently good that if I capture a decent 
clip, I'll likely be able to edit it into a “real” video. VideoTrack is 
also a great way for audio types to ease into video at minimal 
expense, while still getting decent quality ... it's pretty astonish¬ 
ing what a couple hundred bucks will buy these days. 

More Online 

Grab the 
firmware update. 

Get All The Links at eqmag.com/dec2010 

Arturia Analog Experience “The Factory” 
$299 MSRP, $269 street 

www.arturia.com 

THE BIG PICTURE 
The Factory is a hard-
ware/software combo: 
MIDI-compatible 32-
note USB keyboard 
featuring full-size keys, 
and Analog Factory 
2.5 software (stand¬ 
alone or VST/AU/RTAS 
plug-in) with 3,500 
sounds. The sounds 
are drawn from 
Arturia's popular line of 
virtual instruments-
ARP 2600V, CS-80V, 

Jupiter-8V, Minimoog V, Modular Moog V, Prophet V, and Prophet 
VS-and the price is most certainly right for adding a bunch of 
classic analog synth sounds to your studio's toolbox. 

GEEKSPEAK 
The keyboard, while optimized for Analog Factory, is also a gen¬ 
eral-purpose MIDI controller with velocity, 11 endless knobs, 
four sliders, 11 switches, pitch bend and mod wheels with a 
surprisingly good feel, expression pedal and sustain switch 
input jacks, 5-pin DIN MIDI out (as well as MIDI over USB), and 
aftertouch that's surprisingly controllable-it’s not just 
“afterswitch.” The controller can be bus-powered, or run from an 
optional adapter; the software works with Mac OS X 10.4 or 
above, and Windows XP/Vista/7. 

REAL WORLD 
Installation was drama-free, and authorization is done online via the 
eLicenser (formerly Syncrosoft) system that ties authorization to your 
hard drive (which saves a USB port), or USB dongle (not included). 
The keyboard is solid, with metal construction and wood end plates. 
Played side-by-side, the Analog Factory presets and “big brother" 
virtual synths from which they're derived sound identical. 

Arturia’s known for warm, organic sounds that recall not just the 
sonics, but the “vibe” of classic synths. As a long-time analog 
synth user, I can say yes, Arturia gets it right. 

A browser lets you choose patches based on instrument, func¬ 
tion (bass, brass, lead, fx, and eight others), and 18 characteris¬ 
tics; you can enable multiple choices-for example, pad and string 
patches for the Jupiter and Minimoog. You can also filter on user 
presets and favorites; get into the habit of building a list of 
favorites, because a lot of these patches are “keepers." 

HITS AND MISSES 
The big hits are the keyboard, sound quality, sheer number of 
patches, and price-as is having hands-on control over the most 
crucial parameters (filter cutoff/resonance, envelope ADSR param¬ 
eters, LFO rate/amount, two effects mix controls, and four “wild 
card" parameters that differ for each patch). Sometimes the wild 
cards don't do much-like the Minimoog patch where all four con¬ 
trol level-but with some patches, they can make dramatic differ¬ 
ences. Another hit: the companion MIDI Control Center software 
that easily re-assigns the controller’s knobs and switches for 
controlling other MIDI gear. 

Misses are few: Patch editability is limited, but that's mitigated 
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by the front panel knobs, and being able to save user presets. 
However, if something like delay isn’t programmed into a patch, 
turning the Delay knob won’t magically add it, and not all patches 
respond to aftertouch. And if you feel a patch is a bit over the top, 
you may or may not be able to reel it in. Fortunately, that’s the 
advantage of having lots of patches and a filterable browser: Odds 
are, you’ll find the sound you need. 

TARGET AUDIENCE 
If you have a keyboard controller but lack classic analog synth 
sounds, you can also buy the Analog Factory patches by 
themselves ($249 MSRP). Tight budget? Try the “little brother” 
Player package ($169 MSRP, with 25-note controller and 1,000 
patches). But even if you have a big keyboard, you still might 
want to go for the full Factory: The keyboard fits comfortably on a 

desktop for instant playing, and you can also use it as a controller 
to trigger loops, alter plug-in parameters, and the like. 

In economic times when springing several grand for a full-blown 
synthesizer is not always realistic, The Factory gives you great ana¬ 
log sounds and a way to play them. It’s a very compelling package. 

More Online 

Check out videos and 
lots of audio examples. 

Get All The Links at eqmag.com/dec2010 

Peavey AmpKit LiNK/Agile 
Partners AmpKit 
AmpKit LiNK interface $39.99 MSRP, $29.99 street, Basic 

AmpKit free, AmpKit + $19.99, additional effects/amps typically $3 

www.peavey.com 

THE BIG PICTURE 
Some people still haven't gotten the memo that Peavey creates pretty 
incredible technology, but maybe they'll figure it out after using the 
AmpKit system, which transforms your iPhone, iPod Touch (except 
1 st-gen), and iPad into a sophisticated, low-latency, extensible amp 
and effects sim. You can download a free app with 2-channel ValveK-
ing amp, two cabs, noise gate, overdrive, and two mies; but for $20 
the AmpKit+ package provides three additional amps and eight more 
effects. You can buy more à la carte components; so far a total of 12 
amps, 13 cabs, 16 effects, and eight positionable mies are available. 
Okay, maybe we didn't get the jetpacks we were promised for the 
future, but turning your phone into a versatile virtual backline for your 
studio is pretty cool. 

GEEKSPEAK 
The AmpKit LiNK interface has a hi-Z 1/4" in, 1/8" headphone/line 

can import other 
backing tracks, 
and export to a 
computer; you’ll 
also find a 
metronome and 
tuner. Most impor¬ 
tantly, the AmpKit 
system has 
sounds that back 
up the potential. 
The amps are 
smooth-warm, 
even-the effects 
are accurate, and 
the overall sound 

out, and plug that interfaces with the iThing-of-your-choice audio, 
thus circumventing some of the incompatibility issues with devices 
that interface via the data port. (AmpKit LiNK even works with the 
Android, although at this point, the AmpKit app doesn't.) It requires 
two AAA batteries, but for a great reason: Recognizing many peo¬ 
ple will be using earbuds and high-gain amps, Peavey's active 
design minimizes feedback. This alone gets two thumbs up. 
The software’s from Agile Partners, who already have a solid 
reputation for other guitar-oriented apps. They know what 
they’re doing. 

REAL WORLD 
“Intuitive" is overused, but this system is totally obvious. And it's 
more than just a 21 st-century Scholz Rockman, as you can record 
your playing to provide a backing track, or even re-amp within the 
app (recording automatically creates an additional dry track). You 

quality rocks as long as you don't push levels to the point of digital 
internal clipping. 

HITS AND MISSES 
I wasn't expecting the system to be this good, even though I'm 
well aware of Peavey's high-tech expertise. I mean, c'mon, it's a 
freakin' phone. But it seems Peavey took this project really seri¬ 
ously instead of just jumping on the iBandwagon. 

The price multiplies quickly if you want all the effects and amps, 
but it's only high when compared to the ultra-low-cost world of 
apps; by real-world standards, the entire system and a bunch of 
effects are exceptionally cost-effective. 

TARGET AUDIENCE 
Sure, mobile guitarists will love this. But maybe this also signals a re¬ 
definition of the entry-level market. Had this been around when I was 
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starting, I would likely have seen it as a better option than buying something like a multi-
effects-especially for serving as a studio processor capable of a huge variety of sounds. 
Just play through it: You’ll become a believer. 

More Online 

Watch three 
AmpLiNK/AmpKit demos. 

Get All The Links at eqmag.com/dec2010 

Focusrite Saffire Pro 14 
$299.99 MSRP, $250 street 

www.focusrite.com 

THE BIG PICTURE 
Prices continue to decline for quality FireWire interfaces, and here’s proof: The Pro 14 is a 
cost-effective, cross-platform FireWire 400 interface featuring two Focusrite Saffire mic 
pres (that can also handle mic or instrument inputs), two line ins, and both MIDI and coax¬ 
ial S/PDIF I/O. To further differentiate itself from other audio interfaces, the package 
includes a pretty hefty software bundle with a Gigabyte of loops and samples, plug-in 
suite, and a sweet mixer application. 

GEEKSPEAK 
The interface runs on a PPC or Intel Mac (OS X10.5.8 or 10.6.2), as well as 32- or 64-
bit versions of Windows 7/Vista and XP SP2 (32-bit only). Unlike some other economi¬ 
cal interfaces, resolution goes up to 24-bit/96kHz. Although bus power works fine, 
there’s a globally-compatible AC adapter for those with 4-pin FireWire connectors (or 
anemic FireWire buses). The instrument input impedance is spee’ed at 10 megohms, 
which loads an electric guitar pickup about as much as a flea loads an elephant. 

REAL WORLD 
Installation on a Mac is plug-and-play, and Windows is only a shade more complex. 
Just remember that you’re dealing with FireWire, which can sometimes be tempera¬ 
mental. Tl chip sets work well, and I recommend using a FireWire card rather than 
motherboard I/O. With laptops, turn off wi-fi cards, and make sure all your computer's 
drivers (including graphics cards) are up to date. When living in a suitable 
environment, the Saffire Pro 14 is easy to forget-it just sits there and does what it’s 
supposed to do. 

HITS AND MISSES 
The big win for most folks are the preamps. Focusrite preamps aren't “character” pre¬ 
amps designed to color your sound (we have tubes and audio transformers for that), 
but instead deliver a sound with clarity and definition. However, don't overlook the 
MIDI 5-pin DIN in/out connectors, which are vital to the many studios where physical 
MIDI devices remain a big part of the workflow. Another hit is the mixer routing applet, 
which also looks great-but don’t forget the VST/AU plug-ins (EQ, Compressor, Gate, 
and Reverb), Novation BassStation virtual instrument, and sample content. These 



aren't “let's throw stuff in the package to make people think they’re getting a deal" 
add-ons, but usable material. You also get Ableton Live Lite, which is definitely limited 
compared to the full version. Still, if you haven't worked with Live, it's a suitable intro. 

As to misses, although the two mic inputs switch automatically when plugging in 
line-level signals, for instruments, you need to switch within the mixer application. Also, 
phantom power can be applied only to both inputs simultaneously, not individually. 

TARGET AUDIENCE 
Focusrite's Saffire USB 6 (reviewed in the September 2010 issue) is pretty similar, 
but a few bucks cheaper. Why choose one over the other? Aside from the obvious 
(you have only USB or only FireWire), the USB 6 has DJ-friendly outputs/monitoring, 
but the sample rate tops out at 48 kHz and there’s no S/PDIF I/O. The Pro 14 does 
96kHz and S/PDIF, giving it the edge for higher-end applications. 

The Pro 14 seems aimed at solo artists who will be recording stereo guitar, vocals, 
or other sources one pass at a time, as opposed to a big studio miking up a drum kit. 
Savvy recordists know that the most important elements are the mechanical ones at 
the end of the signal chain-mics and speakers-and you want them to connect to the 
electronics as transparently as possible. The Focusrite mic pres are a big help in that 
respect. And while not promoted as a mobile recording solution, the small size and 
bus-powered operation would be quite at home on the road. 

More Online 

manual. 

Get All The Links at eqmag.com/dec2010 

Sonoma Wire Works 
GuitarJack 
$199 MSRP 

www.sonomawireworks.com 

THE BIG PICTURE 
We have travel guitars, now meet the 
travel studio. Sonoma Wire Works makes 
FourTrack, a multitrack recorder (for iOS 
3.0 or later, iPhone 3G or later, iPod 
Touch 2nd-gen or later), but do you want 
to be limited to using the iThingie's 
audio? And where are you going to plug 
in a 1 /4" guitar cord, or find a suitably 
high-impedance input and headphone 
out? Enter GuitarJack. 

GEEKSPEAK 
As we’re in Apple-land, here’s what works and what doesn't. GuitarJack is compati¬ 
ble with iOS 4 apps, but not with iPhone 4, iPad, or iPod Touch 4th-gen. (However, 
a new model scheduled for release in Q1 2011 provides compatibility with these 
units, and there's an upgrade offer for existing owners-see 
www.sonomawireworks.com/guitarjack/upgrade/.) Its 30-pin connector is compatible 
with iPod Touch (2nd- and 3rd-gen) and iPhone 3G/3GS. 

PR I MAC □ U STI C* 
Primacoustic - a division of Radial Engineering Ltd. 

1588 Kebet Way. Port Coquitlam. BC V3C 5M5 tel: 604-942-1001 

www.primacoustic.com 
Appear.ince and specifications are subject to change without notice 

Mes. stands booms and iPhones pictured not included See web site for de'aüs 



Rather than using the host’s audio connector, GuitarJack goes through the data port, 
minimizing latency and improving fidelity. Although GuitarJack works “out of the box" with 
many audio apps, for total control you can use the control panel from an appropriate app 
(e.g., FourTrack or the free Taylor EQ) to take full advantage of the 1/4" input (switchable 
between hi- and low-Z, as well as pad), 1 /8" jacks for audio input (switchable among 
pad, normal, and boost modes), enable input monitoring, and manage the inputs-you 
can use both simultaneously, and they have variable gain up to 60dB. 

REAL WORLD 
GuitarJack is all-metal and substantial. You could probably throw it across the room 
and have it survive-providing the data port connector survives, but that's not Sonoma 
Wire Works' issue. In fact, I suspect it will handily outlast its host (especially if the per¬ 
sistent overheating issue on my daughter’s iPhone that killed it slowly over a period of 
18 months is any indication). 

HITS AND MISSES 
The big deal is the sound quality, along with the 1/4" high-impedance input. But being 
able to record a mic and guitar at the same, as well as the integration with FourTrack, 
are also important. The only real limitation is the compatibility issue with various 
¡Thingies, but that's beyond Sonoma Wire Works' control. 

TARGET AUDIENCE 
GuitarJack is ideal for musicians on the go. But it’s also a clean, clear, robust audio 
interface that far outpaces the audio capabilities of the iPhone/iPod Touch itself-if 
you're into listening to music on the road, plugging your 'phones into GuitarJack beats 
plugging directly into the host. And while GuitarJack isn't teeny-tiny, it's definitely small 
enough to put in your pocket and carry around with a small mic for grabbing samples 
from the real world. All in all, this is a durable, hi-fi winner. 

Check out the Sonoma 
Wire Works YouTube 

- channel. 
Get All The Links at eqmag.com/dec2010 

Primacoustic VoxGuard 
$1 20 MSRP, $1 OO street 

www.primacoustic.com 

THE BIG PICTURE 
In the October 2006 issue, I reviewed sE Electronics' portable Reflexion Filter, which 
provides acoustic filtering for a mic by impeding signals approaching it from the back 
and side. It has served me well, but time marches on and VoxGuard is lighter, less 
expensive, easier to set up, and has a larger surface area for improved absorption. 

GEEKSPEAK 
VoxGuard combines a high-impact ABS outer surround shell with high-density open¬ 
cell foam to provide absorption. There's an obvious difference when using it; just listen 
to a sound source, then put VoxGuard between the sound source and your ear. The 
difference isn’t like putting in earplugs, but it's not subtle, either. The most apparent 
reduction happens in the mid to high frequencies. 
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ONLY 
$29.99 
Rock Your iPhone! 

_ AMPKIT 
Link 
HIGH FIDELITY ELECTRIC GUITAR INTERFACE FOR ¡PHONE® 

AmpKit App 
Agile Partners and Peavey Electronics are proud to 

announce AmpKit and AmpKit+, the ultimate iPhone amps 

and effects studios with extensive recording and 

re-amping capabilities. 

AmpKit+ has all the gear in the free version of AmpKit 

plus 3 amazing amps and 8 essential pedals at less than 

1/2 their Individual prices—save a bundle! In both AmpKit 

and AmpKit+, an amazing array of additional gear is 

available for purchase through an in-app Gear Store with 

more than twice the number of components of other apps! 

In addition to ultra-low latency simulations, the AmpKit apps include a high 

precision tuner and metronome. You can also upload your favorite songs and 

play along, record your own backing tracks, create both "dry" (before effects) 

and "wet" (with effects) recordings, and re-amp a previous session with a 

different setup—all the tools you need for a complete guitar studio. 

Sweetwater knows cutting-edge technology. Call your Sales 
Engineer today and Rock Your IPhone! 

□ Available on the iPhone App Store Sweetwater 
Music Instruments & Pro Audio 

AmpKit LiNK™ 
The AmpKit LINK" audio Interface raises the 

audio fidelity bar for the IPhone® 

AmpKit LINK is an IPhone®, IPod 

and iPad" interface for electric 

guitar, bass, or any line level 

source, with an output that 

can be connected to 

headphones, powered 

speakers or a PA. 

/ ANNIVERSARY 

Compatible with iPad*. iPhone*, and ‘iPod touch’ ‘Except first 
generation iPod touch. iPhone and iPod touch are registered 
•trade-narks of Apple, Inc. iPad is a trademark of Apple. Inc. 

Unlike unpowered guitar Interfaces that suffer from 

feedback when using headphones, AmpKit LINK is a 

powered device with circuitry that greatly reduces 

feedback. AmpKit LiNK is the first guitar Interface that 

was specifically designed to provide solutions for the 

iPhone® platform. 

(800) 222-4700 
www.sweetwater.com 
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Extreme 
Hum Fighter. 

Triple Action -
Removes All Types of Hum. 

Provides Instant Relief For: 
- Live Sound Equipment 
- Radio & Broadcast Audio 
- Line Level Equipment Interface 
- Decoupling Lines to Reduce Hum 
- Isolating Drive Lines to On-Stage 
Power Amps 

- Long Line Cable Runs 

The Industry 
Standard. 
www.sescom.com 

At Better Pro-Audio Dealers. 

REAL WORLD 
VoxGuard handles a wide variety of mies (but not all), including big condensers on 
shock mounts, and hand-helds like a Shure SM58 (thanks to a small cutout in the back 
that accommodates any protrusion from the back of the mic and the cable). To use a 
mic “upside down” you'll need a studio boom with a down extension, and you attach 
the VoxGuard to the extension. For this, VoxGuard’s light weight is a big advantage. 

The extender bar included with the VoxGuard is great, as it allows positioning your mic 
further “into” the baffle to deaden the sound more, or outward if you want to dial in some 
room reflections. This also allows accommodating mies of various sizes more easily. 

HITS AND MISSES 
Well, there really aren't any significant misses. The entire unit tends to wobble a bit, 
but ABS plastic is pretty indestructible, so no worries there. I think as long as you 
don't rake things over the foam, VoxGuard should hold up just fine. 

The major hit for me is the light weight and ease of setup. VoxGuard is incredibly 
convenient-it works whether I'm sitting down or standing up, and is easy to move 
around the studio to where it's needed. 

TARGET AUDIENCE 
With so much work being done in a control room where there can be fan and hard 
drive noise, VoxGuard’s extra couple dB of noise reduction promotes obtaining a 
cleaner sound. But, it's also useful any time you want to “deaden" the vocal because 
you anticipate adding electronic ambience, and I also tried it with acoustic guitar to 
keep out leakage from percussion-it definitely helped. With more bands favoring the 
“live in the studio" approach, VoxGuard comes in handy there, too (especially if you 
want more isolation among backup singers). 

Primacoustic has a reputation for making clever, low-cost studio accessories-
which definitely describes VoxGuard. CQ 

More 

Learn the science 
behind VoxGuard. 

Get All The Links at eqmag.com/dec2010 
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Achieve your MOTU studio breakthrough 
Driven by Apple's all-new multi-core Mac Pro towers with up to 12 cores, plus 

all-new customizable look and feel. Digital Performer breaks through with 

unprecedented appeal and speed. Add powerful new third-party 

Apple Mac Pro 

A towering achievement in power 

Choose your cores: 4, 6, 8, or 12. The new Mac Pro delivers 

more processing power, more graphics performance, and 

more storage options. It's the world's newest superpower. MOTU 

MOTU MicroBook 

Studio-grade I/O that fits in your pocket ► ► ► 

Welcome to studio-grade personal recording that fits in 

your pocket. Plug in your Mac Pro, mic, guitar, keyboard, 

speakers, and iPod, and enjoy pristine audio performance. 

BOOK 

MC Mix 

Avid Artist Series 

High-end console technology 

Together, MC Transport, MC Mix, and the new 

MC Control v2 give you access to almost every 

facet of your Digital Performer 7 project for an 

unprecedented "hands-on" editing and mixing 

experience. The Artist Series brings Avid's 

high-end console technology to your MOTU 

desktop studio in a compact design that fits 

perfectly in front of your Mac Pro system. 

www.sweetwater.com MOTUH^B 



©2
01

0 
Sw

ee
tw

at
er

, 
In

c.
 

McDSP Classic Pack 
Own a piece of history 

McDSP processing is now AU and Digital Performer compatible! 

The Classic Pack plug-in bundle delivers world-renowned 

emulations of vintage equalizers, compressors, tape machines, 

and channel amplifiers, including Analog Channel, 

CompressorBank, FilterBank, and the MC2000 multi-band 

compressor. From analog tape machine emulation to classic or 

customized EQ filter design, Classic Pack gives you must-have 

workhorse processors from McDSP for your MOTU studio. 

Mastering, restoration, and delivery for DP7 

Whether you’re a musician, a sound designer, an audio editor, a multimedia 

producer, or a mastering engineer, Peak Pro XT 6 offers more creative potential 

than ever before. Used side-by-side or launched directly from within DP7, 

Peak Pro XT 6 offers comprehensive restoration, mastering, and delivery tools 

to streamline your workflow with industry-renowned sonic quality and precision. 

Peak LE and Peak Pro are also available - call your Sweetwater agent today! 

BIAS Peak Pro XT 6 

Authorized Reseller 

GtNCltC 

(800) 222-4700 

Genelec 8040A 
Active bi-amplified studio monitor 

With performance comparable to much larger systems, but in a 

compact package, the bi-amplified Genelec 8040A is ideal for 

use in many MOTU studio situations where wide frequency 

response is needed but space is limited. Use the 8040A for 

nearfield monitoring in project/home studios, edit bays, 

broadcast and TV control rooms, and mobile production vehicles. 

Shure KSM44A 
Large-diaphragm, multi-pattern condenser mic 

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

studio. The KSM44A is a go-to mic you can count on for great results in 

just about any DP project, with extended frequency response specially 

tailored for critical studio vocal tracking. The dual-diaphragm design lets you 

select among cardioid, omnidirectional, or figure-8 pickup patterns. 



SOUNDS BY CRAIG ANDERTON 

Best Service: Ethno World 5 
Marcel Barsotti continues to enlarge his Ethno World library of exotic instruments, adding 10GB of content to the EW4 
library-there are 240 instruments and (new to V5) 25 solo voices; the voices alone add more than 3,800 samples and phrases. 

The audio engine, Native Instruments' Kontakt 4 Player, gets stronger with each release. The Player's effects are out¬ 
standing (love that convolution reverb), as is the flexible routing. You only realize the Player has limitations if you use the 
full version of K4-with which EW5 is compatible. Also, EW5 skillfully uses K4’s scripting and articulation to provide seri¬ 
ous expressiveness, and many files exploit the Beat and Time Machine options. 

Instrument categories include bell, bowed, gongs, keyboard, metallic, stringed instruments, woodwind and bass, 
world drums/percussion, and even construction kits for China and the Mideast. Voices come from literally from all over 
the world, and the recording quality can't be faulted. 

$480 may seem like a lot, but do the math: That's $24 per GB of expertly-crafted, well-organized, classy 
content-and probably all the ethnic sounds you'll ever need (well, at least until EW6 appears). Outstanding. 
Contact: Best Service, www.soundsonline.com , www.bestservice.de 
Format: Two DVD-ROMs, including Kontakt 4 player; 20GB total content 
List price: $480 

Ueberschall: Pop Charts 
This two-in-one library has 1.49GB of construction kits (10 total, also with drum hits) and 1.84GB of individual instrument 
loops (cymbals, piano, electric bass, acoustic drums, guitar, synth bass, and synths). Unlike construction kits designed for 
building up a complete song, Pop Charts is more of an “idea-starter" that’s the audio equivalent of a booster rocket-it over¬ 
comes creative gravity, and gets you off the ground. You'll find some excellent grooves, ready for overdubs. 

“Pop" doesn't mean shiny, “walking-on-sunshine” pop; instead, think Kylie Minogue in her slinkier moments, doing 
that vaguely decadent, more deliberate Euro-style pop. (Check out the online example.) 

The loops are powered by Ueberschall's arguably under-appreciated Elastik audio engine. It does excellent stretching, 
provides useful filtering options, and maps loops across a keyboard to allow for a combination of improvisation and program¬ 
ming. You can bounce the loops easily if you prefer dealing with audio instead of a virtual instrument, and because the engine 
doesn’t take much CPU, you can open multiple instances. Ueberschall does excellent work; Pop Charts is no exception. 
Contact: Ueberschall, www.ueberschall.com 
Format: One DVD-ROM with 3.18GB of content; 10 construction kits and a variety of general-purpose loops; 1,836 
loops and samples total 
List price: $114 

Sony: Backpacker Beats 
This isn't a typical construction kit, with folders of loops for different songs; instead, you get tons of compatible loops, 
organized by instrument. You can throw just about anything together and make it stick: Almost all loops are in C, and 
thanks to Sony’s excellent Acidization, you can stretch and transpose with ease if needed. 

Twelve folders hold 578 loops with the usual suspects-drums (well-represented with 147 loops), percussion (79 
loops), and bass (60 loops). You’ll also find guitars, keys, FX, bells, horns, strings, synth arps, synths, and vocals. Tem¬ 
pos generally hover in the sub-1 OObpm range-but jack it up to 120+, and you'll transition from “urban" to more of a 
Crystal Method vibe. 

The “same key” strategy simplifies assembling full pieces, so this is an audio-for-video natural when deadlines are 
tight (or, start with one of the included 12 Acid projects); the recording quality is neutral, so you can put your own stamp 
on the sound-like extra-crunchy old school, 
or future shock electronic. 

Granted, hip-hop lends itself to loops, 
but I've seen few libraries in any genre that 
are this versatile and easy to use. 
Contact: Sony Creative Software, 
www.sonycreativesoftware.com 
Format: CD-ROM with 640MB of 
Acidized WAV files; 16-bit, 44.1 kHz 
List price: $39.95 Get All The Links at eqmag.com/dec2010 

More Online 

Check out exports of 
license-free ACID projects. 

Listen to Craig Anderton's 
projects. 
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STREAMLINED 
FXpansion USA. Inc. 

831-440-3578 

ussales0fxpansion.com 

INDIE 
SPECIAL 

I 

info contact 
dealer 

REALTRAPS 

1000 CDs in MINI JACKETS 

JEWEL CASES 

kits from tl 
BFD range 

For more 
your FXpansion 

Ft Greatest hits vu 
worth $99 with every 
BFD Eco purchase 
While stocks last 

GHV1 is a collection < 

1000 CDs in DIG'PAKS 
IUVV'-U , oo< each 

ACOUSTIC drum software 
X built-in mixing and premium FX 

X Groove engine with over 1500 panerns 
X a selection of the best BFD2 sounds 

X presets for many genres to get you started 

X wide selection of expansion libraries 
X _ -nathfrom BFD Eco to BFD2I _ 

Ovid, R. Kelly. JT-O. Tupac. 

“After adding 7 MondoTraps the 

bass response in my ̂ stenng 
room was smoothed out I 
measurably and audibl^ and 
notabass noteiso^ofpto 
Plus the sweet spot has 
grown!” -Bob Katz. Digital 

, —“Our control room needed 

-» W serious help. After installing 
. uiniTraps the room sounds 

K 1 * rM- better than we believed 

* ^1 toss 

ESSgSïï 
acoustics you’ll find anywhere. 

866-RealTraps (866-732-5872) 
www. KEALTRAPS.com 

Acoustic Treatment 
“The room is so much flatter. 
Mixing there now is a real 
nleisure RealTraps eliminated 

W ♦ ■ Sess work in getting my 
■ H control room acoustically 

■ correct 



CLASSIFIEDS 

CATEGORIES | ACOUSTIC PRODUCTS & SERVICES 

STUDIO FURNISHINGS 

MIXING/MRSTERING 

EOUCRTION/TUTORIRLS 

ACOUSTIC PRODUCTS AND SERVICES 

DUPLICATION 

ACCESSORIES 

STUDIO FURNISHINGS 

www.argosyconsole.com 
800.315.0878 

furniture 
Studio Transformation 

•••••ARGOSY 

HAcousticsFirst 
XÏ888-765-2900 

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

cafepress.com/musicplayernet 

STEREO TUBE LIMITER 

DESIGNED IN ACCORDANCE 
WITH THE 

ORIGINAL FAIRCHILD 670 

22 TUBES & IO TRANSFORMERS 

SALES / SERVICE / REPAIR 660 / 670 

845-255-4695 
WWANTHONYDEMARIALABS.COM 

MIXING I MASTERING 

HANS DEKLINE III 
MASTERING ENGINEER 

EARS. GEAR & EXPERIENCE 
AT INDIE RATES 

310.621.1896 
SOUNDBITESDOG.COM 

MASTERING 
“BIG LABEL” Sound...Guaranteed! 
Located in New York A Complete 

$4 /3. Album Deal! 
E 1-800-692-1210 R 
www.musichousemastering.com 

EDUCATIDN/TUTDRIALS 

IP 
FREE INFO; 

www.Audiolnstitu1e.com 

r RECORDING ENGINEER 
BRAND NEW online 
practical training in 
Multi-track Recording 
Join our successful 
working graduates or 

yy own «odio |Mh<„. 
uiproma / career g uiaance 

Registered School ‘d tnicri<-a 

TOLL FREE 1-800-880-0073 WWW.CRYSTALCLEARCDS.COM 

1000 
RETAIL 

&EÊ>Dá 
ONLY 
$870! 

\ 1000 
-\ RETAIL 
p\ READY 
!L DVDS 
Esionly 
° $990! 

CRYSTAL CLEAR 
MEDIA GROUP A World Media Group Company 

CD • DVD • PRINTING * PACKAGING 

DUPLICATION 

ACCESSORIES 

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

www.juststrings.com (800) 822-3953 
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SPECIAL ADVERTISING SECTION 

INSTALLED 

DIFFUSION ABSORPTION 

ASC-COOLTRAP Absorption/Diffusion 
Modular Sound Panels 
ASC-TubeTrap 

Now Available 

Convert any room or space into a professional sounding studio. 
Diffuse/Absorb reflections, take the room out of the mic and mix. 
Great for ADR, VO, foley, narration work and vocal booths. 
Develop ambiance out of slap-back in control and live rooms. 
SRP: $31 each, sets of 16, (fabric finish, wood extra) 

www.acousticsciences.com 
800-ASC-TUBE (272-8823) 

PRODUCT SPOTLIGHT 

The S7 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 = $479; S-7C = $479 

www.adkmic.com 
805-644-6621 

Radial J+4 Stereo -10dB to +4dB Line Driver 
By Radial Engineering 

Now available 

Converts consumer level unbalanced high-impedance signals to +4dB for 
broadcast, recording or live applications. Transformer isolated active 
buffered circuit delivers >95dB signaFto-noise and eliminates hum and buzz 
from ground loops. 
SRP $220 USD 

www.radialeng com 
604-942-1001 

ATH-M35 Closed-back 
Dynamic Stereo Monitor 
Headphones 
Audio-Technica 

Now Available 

For studio tracking/mixing, these new compact 
folding headphones offer beautifully balanced, 
articulate sound, impressive power-handling; 
and a lightweight and comfortable ergonomic 
design. A 40 mm neodymium driver offers 
impressive power handling for tracking sessions. 
MSRP: $139.00 

www.audio-technica.com 
330-686-2600 

To advertise in this section contact; Contessa Abono at 650-238-0296 cabono@musicplayer.com www eqmag.com DECEMBER Boio eg 65 



PETE TOWNSHEND 

■ NO LIE! GET KILLER TONE 
WITH DIGITAL AMP MODELERS 

REAL WORLD REVIEWS 

■ PLAYERS & PRODUCERS REVEAL 
THEIR TOP TRACKING TRICKS 

RIGHTEOUS RECORDING 
TECHNIQUES FOR ACOUSTIC Gl FAI 

A MUSICIAN'S GUIDE TO RECORDING GREAT GUTJAR TRACKS 

FROM THE WHO’ 
GUITAR GURU 

www.eqmag.com J 

PETE « 
TOWNSHEND 
RECORDING SECRETS 
(& STUDIO CONFESSIONS) 

UAD HELIOS PLUG-IN, 
AEA R84 & TRP, FRONTIER DESIGN ALPHATRACK, 

ULTIMATE SOUND BANK PLUGSOUND PRO, NADY TRM-6 

For more than four decades, Pete Townshend has stood at 
the epicenter of one of the most influential rock acts of all 
time-The Who. Here, EQ looks back on our August 2007 
interview, in which Townshend shares insights on the role 
of artist as producer. 

EQ: You were one of the first recording artists to have a 
home studio. How difficult was that to achieve back then? 
Townshend: It wasn't until I got to my apartment on War-
dour Street in early 1967 that I found a place where I 
could make as much noise as I liked. It was a commercial 
room, so the buildings around it were empty at night, when 
I did most of my work. It was here I got my first mixer-a 
little filmmaker's Uher-and a Grampian spring reverb. A 
little later in this same room, I supplemented my Vortexion 
machines [that ran at 7.5 ips] with two Revox G37s. These 
ran at 15 ips, and they sounded superb. I had no idea at 
the time about aligning them, and just experimented with 
different types of tape to get the best sound. 

Do you have any advice for the people who have 
decided to forego the use of professional studios 
and make their records at home? 
Tricky question. It would be wrong to generalize; everyone 
works in his or her own way. I would say try to keep your 
recording system as simple as you can. Don’t be tempted 

by software upgrades if you are in the middle of a project 
that is going well. Wait for the break. If you can, start with 
something-whether acoustic or sampled or synthetic-that 
inspires you, and stay close to that first inspiration and 
make the process about honoring it. Something happens 
at point zero in the creative process that is special, and is 
easily muddied by process or self-indulgence. On the 
other hand, you have to enjoy the process, so if getting it 
muddy makes you happy, go for it. We all enjoy our own 
demos more than anyone else on the planet...because we 
were there throughout the whole process. 

You have made some of the most adventurous pro¬ 
duction decisions in rock. Do you feel that putting 
off decisions and throwing the kitchen sink at a 
song’s production can be beneficial or detrimental? 
The dual role of artist and producer could be a tricky one. 
If you've recorded at home, maybe it demonstrates humility 
to allow dramatic adjustments to be made later on. On the 
other hand, if you are a hot-shot, big-name producer, it 
might be that you know the record company is going to 
want some other hot shot to remix your mixes. Pro Tools 
makes all of this possible, and natural. However, I think 
better music is made in layers, when musical decisions are 
made as you go along. How can you, for example, add a 
cello part to a song that really blends when you know that 
someone further down the line could completely change 
the backing track underneath it and put it out as a solo 
cello record? That’s an extreme example, but musicians 
like to listen to what is there and work with it or against it. 
They work with what they have. Even so, great records 
have been made in so many different ways; it’s tempting to 
preach one method, but that would be Luddism. CO 
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FILTATR0N 
IS NOT A TOY - BUT GO AHEAD AND PLAY WITH IT 

The Filtatron is much more than your average sound app. It’s a phenomenal real-time audio effects suite and 
powerful studio tool for your iPhone or iPod Touch. Warp samples, live audio or the built in oscillator with 
our lovingly modeled Moog filter, complete with envelope follower and LFO. Then sweeten it with overdrive 

and delay. Record your creations anywhere, save your presets, and share them with your entourage. 
Life’s a rough mix...Filter it. 

All rights reserved to Moog Music Inc. on all text and graphics contained here within. Reserved Filtatron, Moog Trademarks. 

iPhone and iPod Touch are trademarks of Apple Inc, registered in the United States and other countries. 
msog 



Finally. A video recorder 
that sounds as good as it looks. 

Introducing VideoTrack - The best way to capture video that sounds as good as it looks. Equally at home at the 
gig, in your backyard or on vacation. VideoTrack delivers crisp, clear video with exceptional audio clarity thanks 
to a pair of built-in hi-quality stereo condenser microphones. A bright 2.4” LCD screen lets you easily monitor 
your footage, while 3X zoom gets you close to the action, even from afar. The included software gives you easy 
drag-and-drop file transfer and direct-to-YouTube upload capability so you can edit and share your masterpiece 
in no time flat. 

Don t settle for video with inferior audio. Start capturing your life with VideoTrack today. 

VIDEOTRACK 
HANDHELD AUDIO ¡ VIDEO RECORDER alesis.com 




