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Get What You Really Need

SONAR &

PRODUCER

The Leading Choice in Digital Audio Workstations

» |nnovations that matter

» The production tools you want

ﬁ“‘ - —
» The best audio quality in the industry
il
0
New in version 8: !
d ] SONARE
} > PRODUCER
- Beatscape Loop Instrument - Dimension Pro - TL-64 Tube ]
Leveler - TS-64 Transient Shaper * TruePianos Amber Module ;
* Integrated Synth Tracks < Guitar Rig 3 LE * Lower latency high 0
track performance * New Loop Explorer View for Audio & MiDI :
* Channel Tools plug-in * Numerous Workflow Enhancements * More 3 eakewrks :
——ETEE—

Cakewaii( SONAR 8 is available through leading music retailers.

by Roland  Visit www.cakewalk.com for more details.




The First Step

...one small system ffom Genelec,
one giant leap for audio playback

The 6010A active loudspeaker and 5040A

active multi-channel subwoofer represent an exceptionally versatile and
accurate compact audio system from Genelec, the leader in professionat
active monitor design for over 30 years. This system is intended for
close proximity use, as in computer sound systems, gaming or other
entertainment based workstation environments. Its small size
smooth design, amazing sound quality and rugged construction

make it ideal for any type of listening requirement, for every

audio lover. Take your first step at www.genelec.com/firststep

5 1 Multichannel
Detlctop System Volume Control with Subwaoter
Active Crossover and Protection Circuitry
Dedicated Amplifiers for Each Driver
Room Respeonse Controls
le»-Pod™ - Isolation Positioner/Decoupler™
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GET LOST
IN THE FLOW

MASCHINE IS THE FIRST GROOVE BOX THAT INTEGRATES SEAMLESSLY WITH YOUR COMPUTER
and won't mess with your flow. Create grooves or entire tracks directly from the MASCHINE
hardware using your own samples or over 14,000 included sounds. MASCHINE offers the best of
both worlds: tactile control ana feel beyond classic drum machines plus advanced features and
tight integration with your software studio. But be warned: once you start using MASCHINE, you
might suffer from compulsive music-making and increased alienation from friends and family.

Get the full details at www.lostintheflow.com

Gn NATIVE INSTRUMENTS

THE FUTURE OF SOUND




Designed & Programmed ‘Em.

German
Engineering.
British EQ.
Heavenly
Preamps.

The United
Contours of
BEHRINGER.
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Cad-ed Them.

Boarded & Assembled Them. Tested Them.

New SX2442FX

New SX3242FX

Why overpay?

Our new 24 and 32-channel
EURODESK 4-bus mixers deliver the fea-
tures, durability — and above all sound
quality — you need...at a price that
won't break the bank (hey, enough
of them are broken already).

Angelic XENYX mic preamps.
Dual banks of 99 studio-quality
24-bit effects. Nine-band graphic
EQ with FBQ feedback elimination.
Talkback and Control Room sections.
Even tasty extras like mono sub out
with adjustable crossover. Get the
whole story on our website or at your
nearest BEHRINGER dealer right now.

The new SX2442FX and SX3242FX.
Certain values in an otherwise unpre-
dictable world.

Uli Behringer was
involved in every
detail of these
two new live/
studio mixers.

9

BEHRINGER

www.behringer.com
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~ Take It Easy

TASCAM begins its 30th year of home recording with the

DP-004 Digital Pocketstudio. reaturing Tascams

famously easy-to-use interface, this battery-powered 4-track
recorder is perfect for musicians, students and songwriters. But
it's not just for demos - CD-quality digital recording and a pair of
built-in mics allow you to record anywhere you feel comfortable.

See how simple recording can be by getting your hands on
the DP-004 Digital Pocketstudio at your TASCAM dealer.

2008 THSCAM, a diviston of TEAC Amerfta Ine
All riahts reserved. Features and specifications
are subjest to change without notice.

_World Radio History
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SOFTWARE

PRO TOOLS LE
SOFTWARE

@ PRO TOOLS
OV WARE

designs, backed by McDSP's repu&atlon for SUperlor rehablhty and customer support.

See McDSP's Retro plug-ins at the NAMM 2009 show booth #6405 (near Digidesign) and online at
www.mcdsp.com, and find out how a software plug-in is better than hardware.

PROFESSIONAL AUDIO PLUG-INS FOR PRO TOOLS

WWW.MCDSP.COM

To try a free demo of our entire product line in your own studio, visit www.mcdsp.com
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MAX SPITZENBERGER

THE CLUBHOUSE

Can virtual guitar amps hold their

own against the amps they’re mod-
eled from? EM conducted a blind
listening test with five discerning
engineer-producer-guitarists who
regularly record electric guitars. The

results will surprise you.

FEBRUARY 2009 VOL. 25, NO.

CAKEWALK
BEATSCAPE

Get more from Sonar 8's new
Beatscape beat-creation plug-in

with these power user tips.

38 ITSGOODTO
BE HOME

Slide-guitar whiz Derek Trucks’s
latest release, Already Free, was
tracked in his newly built home
studio. In this interview, he talks
about vintage gear, approaches
to soloing in the studio, and his
new outlook on recording.

BEFRETHMERTS

FIRST TAKE
FRONT PANEL
WHAT'S NEW
MARKETPLACE
CLASSIFIEDS
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PRO/FILE 20
RECORD, SPLICE, REARRANGE

Matthew Herbert blends sampled sounds and big-
band jazz.

PRO/FILE
COME ON IN MY KITCHEN 22

Theresa Andersson finds a unique room to situate
her studio.

TECH PAGE
BECOMING NEUROTIC 24

A new synth technology uses neural networks to
make noise.

MAKING TRACKS 56
LOCOMOTION
Pads don't need to be boring. Make them rock and
roll with muitichannel effects processing.

SOUND DESIGN WORKSHOP 58
STEAM POWERED
Spectrasonics Omnisphere’'s powerful Steam engine
provides a variety of creative options.

SQUARE ONE 6 0
AUDIO POLTERGEISTS
These simple tips can help you avoid or correct an
assortment of sonic problems.

INDUSTRY INSIDER 54
Q&A: STEVE KNOPPER
A new book chronicles the decline of the major
record labels.

IN SESSION g 8
WHY | DON'T WANT TO RECORD
ALISON KRAUSS. BUT DON'T QUOTE
MEON IT.

Nathaniel Kunkel warns against working with your
favorite artists.

**QUICK PICKS

80

>> Eventide ModFactor stompbox

>> Focusrite ISA One mic preamp/DI

»> Vir2 Instruments Basis 1.1 (Mac/
Win) virtual instrument

o

REVIEWIS >> X-Tempo Designs Pok footswitch
68 SPECTRASONICS Omnisphere 1.0.2 (Mac/Win) synthesizer plug-in controller
74 SOLID STATE LOGIC Pro-Convert § (Win) session-interchange utility >> Soniccouture Scriptorium (Mac/

76 KURZWEIL MUSIC SYSTEMS PC3x keyboard synthesizer L LI IS 19D

Equipped Music Slo’ Mation:
Tokyo Soundscapes sample library

80

10 £=1) | emusician.com | 02.09



19060 S. Dominguez Hills Drive ~ Rancho Dominguez CA 90220

KURZWEIL

It’s Coming

The latest keyboard from Kurzweil is about to arrive.

All of the power of the PC3 Series in a compact size....
The PC3 Series is Kurzweil’s ultimate line of performance
controller keyboards, with an enormous collection of
stunning sounds combined with comprehensive real-time
controller functions.

The PC361

See it for the first time
January 15-18,2009

The NAMM Show
Room 207CD

www.kurzweilmusicsystems.com
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»FIRSTTHREE

] 1 find it hard to believe that the

WO m e n S WO rk topic of gender parity in math

and science is even an issue any-

more. Yet it was one of the most talked-about stories for parents last summer thanks to the study published

in the journal Science, which noted that standardized tests in the United States indicated that girls score just

as well as boys in math. Certainly I'm not the only one who shouted “Duh!” at the top of my lungs when | read

that. It seems completely obvious that there are no biological reasons why males and females cannot master
the same subjects in school.

This recent study showed that 2nd- through 11th-grade boys and girls tested equally in both subjects.
However, the researchers of the current study admit that some parents and teachers still believe that men
are better in certain academic subjects. It’s interesting to note that in studies done two decades earlier, girls
tested equally with boysinelementary school but lagged behind in math by the time they reached high school.
Most of us can grasp intuitively that years of negative reinforcement from peers convinced young women
at that time that they
weren't capable of
doing anything techni-
cal. That still may be
the case with music
technology.

This topic really hit
home for me at the end
of the fall 2008 semes-
ter at Diablo Valley
College, where 1 teach
a beginning recording
class. During our staff
meeting, | learned that
the California Com-

JANE RICHEY

munity College Chan-
cellor’s Office lists the recording-arts classes as Commercial Music, which falls under the Nontraditional
category, a coded way of saying that there is a gender or ethnic imbalance in a particular trade. Based on
employment data collected over several decades, the state has found that in certain fields, one gender is
dominant—low numbers of men become nurses and dental assistants, just as few women go into welding,
police, fire, and paramedic programs. Although women do take the music-technology courses at DVC, they
are far outnumbered by men. Remarkably, the state has plans to actively recruit students to balance out the
so-called nontraditional trades.

Despite it being a male-dominated industry, 1 have noticed a significant increase in the number of
women in pro audio over the past decade—not only mixing and mastering or running sound in clubs, but
also in game audio and other new-media professions. In one sense, females may have a biological advantage
over malesin this field:it’s widely recognized that women retain their high-frequency acuity later in life than
men (iPod earbuds and loud rock concerts notwithstanding).

The best encouragement for young women who are interested in the recording arts is through edu-
cational and work opportunities, as well as pointing out role models in the industry, such as Leslie Ann
Jones, Cookie Marenco, and Emily Lazar. In addition, organizations such as Women’s Audio Mission
(womensaudiomission.org) in San Francisco and the institute for Musical Arts (ima.org) in Massachusetts
offer programs that allow students to get their feet wet without the major financial commitment of a full-
time recording program.

Educational resources should be available to anyone
who wants them, and it behooves each of us to encourage
young women who show an interest in recording and music
technology.

Gino Robair
Editor
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“The ProFire 26 26'sfunctionalityandversatilitykindascares me. Asastudioownerwho's
spentaloton pres, A/D converters, etc., units like this make me feel like I've wasted alot
of money...this is definitely one of the best deals for small studio owners {'ve found yet”

-EQ Magazine

> ProFire 2626

In creating the ProFire 2626, our engineers pored over the details that add up to an exceptional recording experience.
The eight mic preamps feature award-winning Octane™ preamp technology designed for optimal headroom—resulting
in extremely low distortion through the entire gain range. The preamps have also been tweaked to offer a generous
75dB gain range and an extremely high signal-to-noise ratio, allowing you to accurately capture performances across a
tremendous dynamic range. Careful selection of components—including high-end converters with low band-pass ripple
and linear phase response—results in cohesive, detailed audio with a wide frequency response. Complete with low
THD+N and preamp circuitry that follows the shortest possible signal paths, ProFire 2626 remains uncolored and true
to any input source. We labored over these details so you can concentrate on what's most important: making a great
recording. Read all the details at m-audio.com.

* 26 x 26 simultaneous analog/digital 1/0 Compatible with

* 8 preamps with award-winning Octane technology B 332 darinsdabie update.

* user-assignable master volume knob Gheck m-audio.com for details
« flexible on-board DSP mixer for multiple unique cue mixes

« doubles as 8-channel mic pre/ 8-channel A/D-D/A converter

¢ up to 24-bit/192kHz for pristine high-definition audio

« critically acclaimed JetPLL jitter elimination technology

E e 8
Qg [ « & & a & a a o

CyS : S J

¥ et -

o GET M-POWERED M -Au D l D @

www.m-audio.com V¢
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3.... By Gino Robair

Download of the Month

Leafcutter John's Forester 1.4 (Mac) «

orester (donationware) from Leafcutter John (leafcutterjohn.com) is nominally
Fan audto file looper. But forget everything you know about looping—Forester

breaks the mald. You point it to a folder containing audio files, and it selects
six of them for its buffers, then extracts loops and applies various effects. Which of
Forester's loops play and what effects settings are available depend on the location of
a roving cursor In the forest, which is a two-dimensional array of circles. You can exert
some cantrol over the shape of the forest, and you can refill the audio buffers on the
fly, but you are not in charge.

Designed in Cycling 74 Max/MSP, Forester runs as a standalone application (you
dont need Max/MSP). It comes with a built-in recorder, but you can also capture the
ottput in your DAW with an audio-routing utility such as Cycling 74 Soundflower
(cycling74.com; free).

The effects include delay, pitch-shifting, reverb, and bit reduction, and you
can toggle any of these off. Another toggle, called Little Loops, determines whether

By David Battino

Surround Sound . .. CDs?

~ | § e leimey ey
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short loops are inter-
woven with the longer,
more musical ones. Little Loops gives you a constant pulsating undercurrent; oth-
erwise, you get periods of silence that are punctuated with longer audio snippets.
You can constrain the area within which the cursor roams, you can turn roaming off,
and you can reposition the cursor with a mouse-chick. The same positian produces
roughly the same sound, so with a little clicking, you can ferret out a good roaming
region.

As random as Forester is, it can yield musically useful results. For example, if you
feed it stubs from one of your songs, turn Little Loops off, and then record the output
for a while, you'll get many clips that you can work back into the
song (see Web Clip 1}. On the other hand, the charm of Forester is
letting it roam the forest. Feed it a CD from your collection (it will
read direct from your CD drive), then sit back and enjoy the ride.

ONLINE

BONUS N\
MATERIAL®

In my October 2008 column (see emusician
.com), | shared an elaborate recipe for creat-
ing surround sound DVDs. Those discs con-
tained 5.1-channel Dolby Digital (AC-3) audio,
which is universally supported on DVD play-
ers However, there's another popular way to
distribute your surround music on disc, and
although it's less compatible, it’s far simpler to
produce. It’s called the DTS CD.

DTS, like AC-3, encodes six channels of

14 =) | EMusICIAN.cOM | 02.09

audio into a 2-channel file. But it employs gen-
tler compression, so many audiophiles feel that
DTS sounds better. The DTS CD variant uses
16-bit, 44.1 kHz WAV files, which you can burn
to dirt-cheap CD blanks using any standard
program. Play the disc normaily, and you'll hear
white noise. But send the signal over S/PDIF to
a DTS-compatible receiver, and it expands back
into 6-channel surround. Incidentally, this DTS

pass-through ability is a good test of your audio

interface. Unless the DTS signal is “bit perfect,”
it will remain noise. (If you're using a software
CD player, be sure to turn off EQ and other
processing—even volume reduction.)

You can create DTS CD files inexpensively
with Minnetonka SurCode CD-DTS (surcode
.com; $99) and Immersive Media Research
Vortex Surround Encoder Pro (im-research
.com; $75). (For more about David Battino's

work, visit batmosphere.com.)




THIS MONTH'S

These releases encompass a diverse range of styles and composition
methods, from metal and pop to avant-garde and improvisation.

CITIES AND EYES (HENCEFORTH]} Art song meets eiectro-
acoustic and laptop improvisation in a set of wonderful,
challenging, and sometimes folky pieces.

CAPADES (SOCIAL
SCIENCE) Charming songs,
creative arrangements, and en-
chanting vocals make Alex Lilly's
first album a winner. For fans of

X L UNPQOP (ESP) Two dozen
catchy, lo-fi ditties by a Japanese out-
sider who cleverly

£z e X ;
“ *Pa)a‘ mixes electronics

L and microcassette
s ; d the Cranberries or Stereolab.
™ vocal recordings.
Musique concreéte

meets J-pop.

METALOCALYPSE: SEASON II:
BLACK FIRE UPON US (WARNER

HOME VIDEOQ] Eighteen brutal
episodes that chronicie the
outrageous stupidity of Deth-
klok, the world’s most popular
animated dark-meta! band.

CHAS SMITH: NAKADA!
Intense and drony, yet luscious.
A welcome reissue of microtonal
pieces by this important Los
Angeles-based instrument
builder and pedal steel guitarist.

SRM450
HRB824 Mackie's first
The company's portable BT e G
first active powered
close-field loudspeaker. MCU Control Surface Onyx Small-Format Mixers

Mackie's new line of compact
analog mixers could be enhanced
by optional FireWire 170 cards.

stogiomenitars This design update Included Mackie

Control Piotocol integfation.

emusiciancom | (TN 18
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ROOVE ON THE MOVE

YAMAHA

Yamaha (yamahasynth.com) has just added to its line of pocket-size
recorders. The Pockeirak CX ($499 [MSRP]) extends the technology of
the earlier Pocketrak 2G to live-music recording with an upgraded ste-
reo micraphone system, a variety of recording resolutions in both PCM
(WAV) and MP3 formats, and an onboard speaker. The unit accom-
modates a larger rechargeable battery for up to 40 hours of record-

ing and playback. Memory is expandable using micraSD cards from
512 MB to 4 GB (a 2 GB card is provided). You'll find musician-
friendly features such as a peak limiter, variable-speed playback,

and Cubase Al DAW software

6 (=11 | eMusiciAN.cOM | 02.09

NATIVE INSTRUMENTS

Native Instruments (native-instruments.com) calls Maschine (Mac/
Win, $699 [MSRP]) a next-generation groove production studio. This
software-hardware combination offers the flexibility of a software
plug-in with the intuitive work flow and standalone operation of a clas-
sic hardware drum machine. The hardware sports 16 backlit pads, 11
rotary encoders, 2 large LCDs, and a host of buttons, and it doubles as
a MIDI control surface for your DAW. Real-time polyphonic-keyboard
and drum-machine-style record modes make Maschine equally at
home with tonal and percussive material. You also get a 5 GB sound
library with Kore-style browser, integrated performance effects,
recording on the fly, and live sampling and resampling.



BETTER BEATS AND VOCALS

STEINBERG CUBASE 5

Steinberg (steinberg.net) has upgraded its flagship DAWs Cubase and Cubase Studio to ver-
sion 5 (Mac/Win; Cubase 5, $599, Cubase Studio 5, $399 [both MSRP]). The emphasis this time
around is on beat-creation tools and pitch editing for vocals. New rhythm-oriented tools
include the LoopMash and Groove Agent One VST instrument plug-ins and Beat Designer for

(. GUBASE ] perfect groove alignment.On the vocal side, VariAudio lets you edit pitch directly in the Sample
SR O Editor, whereas the VST plug-in PitchCorrect incorporates Yamaha Pitch Fix technology to
(3 smiowrs correct intonation on the fly. The convolution reverb REVerence rounds out the new plug-in

offerings. You'll find myriad under-the-hood and user-interface enhancements, including an
improved MediaBay, advanced batch export, and full Windcws Vista 64-bit support.

BLUE MICROPHONES ICICLE

Pursuing its stated goal of keeping technology out of the way, Blue
Microphones(bluemic.com)has released the USB mic interface Icicle
(Mac/Win, $59 99 [MSRP]), which packs a mic preamp, 48V phantom
power, and analog gain control into a cylindrical, in-line package.
Cable one end to your computer’s USB port and plug the XLR cable
from a dynamic or condenser mic into the ather, and you're ready to

record. The unit supports plug-and-play driverless operation on both
Mac and PC and offers 16-bit, 44.1 kHz conversion.

Going Prowi*h Logic Pro © Elast'c Time in Action

LOGIC PRO 8




Sound Advice

Sitar Nation

Bone Crushing

Hoodtronica
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EXCEEDS EXPECTATIONS §

XSEED GAMES
KORG DS-10

Xseed Games (xseedgames.com) has packed an enhanced version of Korg’s
classic MS-10 synth into the Nintendo DS handheld game player. The Korg
DS-10 ($39.99 [MSRP]) features two dual-oscillator synth parts along with
four drum parts. Onscreen synth controls let you program and patch the
synth. You then use a graphical keyboard, emulated Kaoss pad, and 6-track
step sequencer to play the synth. You can link as many as four units in
Multiplayer mode (for real-time collaboration) or Data Exchange mode (for
trading songs).

SONALKSIS
MASTERING SUITE

Sonalksis(sonalksis.com)has released
a new Mastering Suite (Mac/Win,
$599) consisting of four plug-ins:
MultiLimit, MaxLimit, StereoTools,
and Ultimate-D. The smaller Master-
ing Tools bundle ($349.99) includes

MaxLimit and StereoTools. The plug-
ins, which come in VST, AU, DirectX, and RTAS formats (with Pro Tools TDM
versions coming soon), are also available individually. MultiLimit is a 5-band

NINTENDS

lsxeal_ s RS

EQ with linear-phase crossovers and dynamics functionality. MaxLimit is
a limiter optimized for maximizing. Both feature analog-quality smooth-
ing and K-System metering. StereoTools is for stereo-image manipulation
and offers detailed visual monitoring. Ultimate-D uses proprietary algo-
rithms for pro-quality dithering. You can download trial versions from the
Sonalksis Web site.

LINE & POD STUDIO UX2

Line 6’s (line6.com)

new USB interface
for recording guitar-
ists, the POD Studio
UX2 (Mac/Win, $269
[MSRP]), provides
16- or 24-bit, 44.1

or 48 kHz recording and playback. You get assignable VU metering, two
Y%-inch guitar inputs (normal or pad), two balanced XLR inputs with mic
preamps and phantom power, and S/PDIF digital output. The UX2 ships
with RiffWorks T4, the 16-track Ableton Live Lite Line 6 Studio Edition,
Propellerhead Reason Adapted, and the POD Farm AU, VST, and RTAS
plug-in, which features 50 guitar and bass amp-and-cabinet combos, 35
stompbox effects, and 6 mic preamps. €=M



The Gear You Want
Advice You Can Trust

7, 00 @,
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¢ The right gear - on the shelf and ready to ship
Thanks to our prime central-U.S. location, state-of-the-art warehouse, and
extended FedEx pickup hours — from our warehouse to your door — we offer
some of the fastest shipping times in the industry!

¢ Sound advice to keep you from throwing away your hard-eamed dollars - —
A Sweetwater Sales Engineer is your personat connection to the fast-moving, ; F RE E \
ever-changing world of music technology. He or she has the hands-on experience and et SHIPPIN ,
inside knowledge to help you make the best choices for your setup. e o e A

¢ The lowest possible prices, so you get more gear for your buck
You not only get the lowest prices, but you also get Free Shipping, Free Technical
Support, a Free 2-Year Warranty and Over-The-Top Customer Service. Put it all
together, and you’ve got the best deal out there!

I
‘1 CONFIDENCE
COVERA!

90 DAYS

(800) 222'4700 ¢ Sweetwater.com ith the Musician’s ANl Access Card




Home base: London, England

DAW used: Apple Logic Pro 7

Field recorders: Nagra V and RCX220
Web site: matthewherbert.com

MATTHEW HERBEET

Record, Splice, Rearrange
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Matthew Herbert's latest is a collage of big-band jazz and field-recorded

roducers often talk about committing to a sound, as opposed to fixing it
in the mix, but very few people take the idea to such extremes as Matthew
Herbert does. Long a rebel on the U.K’s underground electronic-dance
scene, Herbert has also made waves with his rigidly conceived and politically
charged fusions of jazz and musique concrete (an experimental compositional

style featuring the manipulation of natural sounds).

There's Me and There's You (K7, 2008) is
the second release under the ensemble
name of the Matthew Herbert Big Band.
Although the album bears only a vague
resemblance to its predecessor, Goodbye
Swingtime (Accidental, 2003), the
approach taken to create it was similar:
bring a large group of jazz musicians into
Abbey Road Studios and radically chop
up the results in Apple Logic Pro, some-
times running whole sections through
two Korg Kaoss Pads. Add a plethora of
planned and found sounds, chop and
splice again, and then track vocals (here,
soulstress Eska Mtungwazi) over the
top. Throw parts of the mix through an
array of outboard effects chains (includ-
ing processors by Maog, Helios, API, and
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Valley People), and you have a way-out
jazz collage, Herbert-style.

“When you've just spent two days
and thousands of pounds at Abbey
Road trying to get the best recording, it
does seem a bit rude to start chopping
it up,” Herbert admits. “But of course,
that's exactly the right thing to do—
particularly with the way | write, which
is so reliant on sampling. Once it's in
the sampler and then you play it back
on itself, it's always going to be related
to what it was originally anyway. | think
you get in trouble when you start adding
drum machines or synthesizers to it.”

This is where the commitment
comes in: Herbert works according to
a self-imposed manifesto that prohib-
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its him from using samples or synthe-
sized sounds that are not original. He
also imbues each song with a mes-
sage fusually political) and records
his sound sources with that in mind.
The song “Battery” (see Web Clip 1),
for instance, includes ambient
noise from a McDonald's res-
taurant on Kensington High
Street where, after the 9/11
attacks, Iragi expat Bisher Al-Rawi met
with his handlers in British intelligence.
Although he was helping the U.K.
counterintelligence, MIS, Al-Rawi ended
up spending four years in Guantanamo.

"Even the recording technique
that I'm using reinforces the story I'm
trying to tell,” says Herbert. “You don't

led sounds
necessarily want to draw attention to
yourself with loads of equipment in
a McDonalds, so | used a little Nagra
handheld, which in a way suggests the
cloak-and-dagger aspect.”

Other songs are more direct: “The
Yesness” features the sound of 100
people saying yes (see Web Clip 2), while
“One Life” uses the beeping alarm of an
incubator unit (Herbert's son was born
prematurely) to represent 100 people
killed in Iraq. “Breathe” incorporates
the sound of 70 people blowing over the
tops of empty water bottles in the British
Musesm—a lush, synthlike texture (see
Wehb Clip 3) that's a prime example of
what Herbert identifies as the accidental
rewards of his method.

“They're the moments that
| make records for,” he says. “This
is a sound that no human has
ever heard before, so it's like being an
adventurer. It took a lot of organization
to get 70 people there, but all | said to
them was, ‘Can you bring an empty plas-
tic water bottle? Then we recorded that,
which tock under a minute. If you tried
to program a noise like that on a synth,
you'd be there for weeks.” €=M
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Home base: New Orleans

DAWSs used: Digidesign Pro Tools LE,
Apple GarageBand

Key hardware: Boss RC-50 Loop
Station

Web site: theresaandersson.com

Come on in My Kitchen

Theresa Andersson cooks, literally and figuratively, in her studio.

he kitchen is often considered the heart of a home, but for Swedish-born

New Orleanstransplant Theresa Andersson, ithasbecome the heartofher

music as well. With the helping hand of fellow Swede singer-songwriter
and producer Tobias Froberg, Andersson cut tracks in her kitchen-based studio
for both the demo and the final version of her latest CD, Hummingbird, Go!
(Basin Street Records, 2008). The final recording features duets with legendary
New Orleans producer-composer Allen Toussaint and Norwegian singer Ane
Brun (Brun was recorded by Froberg in Sweden). Andersson’s CD has received
critical acclaim, bolstered in part by her DIY video of the song “Na Na Na” on
YouTube, which has had more than a million views.

T ———
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broomstick acrass two chairs. Because

Andersson played all the instruments
on the project, utilizing elements from
her surroundings—some of which were
created literally from kitchen trash. That
lo-fi creative process is typified
on her song "Japanese Art” (see
Web Clip 1). “You can hear me
walking through the kitchen in
my clogs. | stomped all the way through
the track (which is tricky to stomp [on]
only the upbeats), recorded with an
AKG C-12. | wanted a xylophone sound,
anc improvised one by attaching water-
filled root beer bottles hanging from a

ONLINE

BONUS
MATERI

&

we wanted the natural kitchen sound,
a lot of the microphones were far away.
And as a result, you can hear the refrig-
erator humming, birds chirping,
sirens wailing, and helicopters
flying by. it all became part of
the sonic fabric.”

“Birds Fly Away" (see Web Clip 2)
was inspired by a Smokey Johnson drum-
beat, played through a portable Numark
record player and a pair of small, cheap
speakers. “! set the MacBook up a few feet
away on the kitchen table, and recorded
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a few bars into [Apple] GarageBand to
create a loop. Since this was my first
solo experience with any kind of multi-
track recording or sampling, it was very
trial and error. For the [final] recording,
we kept that loop and pretty much fol-
lowed the road map | had demoed.”

For the final, Froberg recorded
directly into Digidesign Pro Tools in
Andersson's kitchen. "Everything was,
more or less, ready to put down on tape
when | came to New Orleans,” Froberg
recalls. “The lyrics were not yet finished,
but the song ideas were there. For

Theresa’s vocals we used a Sony C-37a
through a Teletronix LA-2A, and a no-
name Neve-clone preamp that sounded
really geod. | used a bit of filter for the
high end on her vocals, but that was it. |
actually got to use some old, lovely Neve
1068s and a Pultec EQP1A-3 at the end
of the session. But because we'd already
found the sound with the other gear, we
used that instead. It's not every day you
choose not to go with the classics!”

Andersson’s personal highlight
was the Toussaint collaboration. “He
pulled up to my humble shotgun house
in his champagne-colored Rolls-Royce,
dressed to impress,” she recalls. "We
set up facing each other, with Allen
seated behind the Rhodes in an adja-
cent room and me in the kitchen with
Tobias. | was prepared to get this in one
take, thinking [Allen might] not want
to stick around for very long. But he
graciously dug into the song, and we
lost ourselves for the better part of an
hour. At one point he stood up and |
thought, ‘Uh-oh, he's leaving.’ But he
just tack off his jacket and sat down
again. The Rhodes squeaked a bit, and
at the end of the song, you can hear his
approving grunt.”  d=M
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This is one of the more exotic
waveforms generated by the Music
Box 2. The waveforms it produces
are sometimes similar to bioelectric

waveforms in the brain,

CREATIVE WAVESTUDIO
Ene Eor

COURTESY MARK HOLLER

Becoming Neurotic

hen you consider all the different types

of synthesis available today—additive,

subtractive, sample based, physical
modeling—it seems that the potential pool of basic
synthesis techniques has been exhausted. However,
there is at least one more technique for generating
sound electronically that is still in its infancy: neural
networks.

Forrest Warthman, president of Warthman
Associates (warthman.com), conceived the idea of a
synthesizer based on the Intel 80170NX Electrically
Trainable Analog Neural Network (ETANN) chip.
Waorking in collaboration with Mark Thorson, who
designed the hardware, and Mark Holler, then Intel
program manager for neural-network products,
Warthman developed the first prototype using a sin-
gle 80170NX chip. The latest version includes three
chips, each performing a specific task.

The B0170NX includes 64 artificial neurons,
each with 128 inputs and 1 output. These artificial
neurons emulate the behavior of biological neu-
rons, which accept inputs from many neighboring
neurons and produce a single output. Each input is
connected to all neurons on the chip with a synapse
that corresponds to the interface between biological
neurons. The strength of each synaptic connection is
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specified with a weighting factor.

If the sum of the inputs (taking the weighting
factors into account) is well below a user-specified
threshold, called the sigmoid gain, the neuron doesn't
fire (that is, it produces no output). If the sum of the
inputs is well above the threshold, the neuron fires,
resulting in a strong, steady output. If the sum of the
inputs is at or near the threshold, the output exhibits
a linear response in which the output tracks the input
value. There is one sigmoid gain for all neurons on
a chip, but you can vary each neuron’s response by
manipulating the synapse weighting factors.

In the current version of the synth, a single input
signal passes through a multitap analog delay. The
input signal can be from an external source, such as
a microphone, or from the synth’s own final output.
The signals from the delay taps are fed into the first
chip’s inputs. This chip performs a fast Fourier trans-
form (FFT) to determine the frequency components in
the input signal, which determine the outputs from
the chip.

These outputs are fed into the second 80170NX,
which simulates the behavior of biological neuron
bundles called cortical columns. The cortical-column
chip includes several external inputs as well. This
chip adds further complexity to the signals; they

are then fed into the third 80170NX, which also
includes several external inputs and behaves like a
set of oscillators to produce the final output signals.
These signals can be directed to a sound system, a
visual display such as an oscilloscope, and/or back
to the external inputs of any or all of the three
ETANNs.

In April 2008, the most recent version of
the synth, dubbed the Music Box 2, was used in
an unusval live performance by Holler and Scot
Gresham-Lancaster, a composer, performer, instru-
ment builder, and educator. Gresham-Lancaster was
in Hoboken, New Jersey, at the Stevens Institute of
Technology (SIT) controlling the synth, which was
located in Holler's garage in Palo Alto, California. They
programmed an Arduino prototyping board to stimy-
late the synth's inputs from the Web, and the audio
was then streamed back to SIT using an Ubuntu Linux
computer running the MuSE compressor and Icecast2
streaming audio-server software.

Among the many potential applications of this
technology are new musical instruments and con-
trol devices. It also provides a unigue insight into
the behavior of neural networks, which should be of
benefit to neurobiologists and neurotic musicians

alike. €=M
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ODE
AND VINFAGE AMPS
GO HEAD-TO-H

— By Mike Levine

onventional wisdom states that while guitar-amp model-
ers are goad at capturing the essence of the vintage amps
they emulate, the actual amp will always sound superior.
Naturally, you won't hear that from amp-modeler manufactur-
ers, but you hear it all the time from engineers, producers, and
musicians. It's one of those truisms that people in the audio field
generally take for granted.

I've been a user of amp modelers (both hardware and soft-
ware) in my studio for many years. I've used them to record
tracks for all sorts of projects, including commercials and
albums; in fact, the electric guitar sounds on my own CD were
recorded entirely with modelers. I even fooled a “golden ears”
engineer colleague of mine who heard my CD and was shocked
to find out that no amps had been miked for it.
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¥ FIG.1: The panel (from left to nght): Pete Moshay, John Holbrook, Rich Tozzoli, D. James Goodwin, and Paul Orofino.

Still, in iy mind I've generally subscribed
to the conventional wisdom about amp mod-
elers and assumed that if [ had, say, a real
Marshall JCM 800, properly miked, the British
800 patch in my amp-modeling software would
sound inferior by comparison.

Nevertheless, I've also wondered what
would happen if modelers were put head-to-
head against the amps they emulate. Would it
really be that obvious which is which? Would
the real amp always sound superior to the
madeler? At an editorial meeting last year,
while thinking out loud, I raised the possibility
of doing such a test for a feature story, expect-
ing the idea to get rejected because of the logis-
tical challenges it would engender. Much to my
surprise, EM editor Gino Robair approved it,
saying to me, “Make it happen.”

The Planning

As excited as [ was about the assignment, the
idea of turning it into reality was a bit daunting.
First, | needed to find someone in charge of a
studio that had a vintage-amp collection who
would agree to host the testing. Second, I'd need
to assemble a group of qualified experts willing
to give up an afternoon to serve as panelists.
Third, I'd have to acquire the software from
the various manufacturers. Fourth, I'd need to
work out a methodology for the test that would
allow me to make accurate assessments.

The first hurdle was the studio. I initially tried
astudio in Nashville that had been recommended
to me, but it was too booked up for the owner to
commit to letting us use one of the rooms for a
day to do our testing. One day | was talking to
Rich Tozzoli, who is a friend of mine and an EM
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contributor. He suggested I try a studio called
the Clubhouse, which is located in Rhinebeck,
New York. I had recently been in touch with Paul
Antonell, its owner, about getting some quotes for
an EM story on reamping. Tozzoli said that the
studio had an excellent vintage-amp collection
(their amps had been modeled by AudioEase for
the guitar-amp portion of its Speakerphone soft-
ware), so | asked Antonell if we could do the tests
at the Clubhouse. He said yes, and we set a date of
September 13 for the testing.

Paneling

The next challenge was finding the panelists.
With the help of Tozzoli and Antonell, I was
able to locate a number of producer-engineer-
guitarists with excellent credits who agreed to
be on the listening panel (see Fig. 1).

The panelists were . James Goodwin
(Thursday, Parliament-Funkadelic, Motion
Picture Demise), John Holbrook (B.B. King,
the Brian Setzer Orchestra, the Isley Brothers,
Fountains of Wayne), Pete Moshay (Hall and
Oates, Daryl Hall, Paula Abdul, B.B. King, Barbra
Streisand, Fishbone), Paul Orofino (john Petrucci,
Blue Oyster Cult, Anthrax), and Tozzoli (Al Di
Meola, the Marsalis Family, David Bowie).

All of the panelists had lots of experience
recording guitars through vintage amps in
commercial-studio environments. Most also
had experience with amp modelers. especially
the tried-and-true Digidesign Pro Tools HD
standby, Line 6 Amp Farm.

How to Do It?
[ wanted to include all the modelers on the mar-
ket that emulate specific vintage amps. Because

I needed to be able to switch seamlessly between
modelers during the listening tests, and in an
attempt to keep same limits on the number of
products involved, | decided to stick with soft-
ware modelers only. That ruled cut hardware-
based modelers. Considering how vital its PODs
are to the modeling field, I felt particularly bad
about omitting Line 6. | found out through the
company that it was on the verge of releasing
POD Farm, a software-only maodeler, but it
wouldn’t be available in time for our testing.

The products I ended up selecting were
Digidesign Eleven. IK Multimedia AmpliTube
2 and AmpliTube Jimi Hendrix, Line 6 Amp
Farm 3.0, Native Instruments Guitar Rig 3,
Peavey ReValver MK I11, and Waves GTR3.

I initially considered having a guitarist
in the studio to play through the amps and
modelers live, but I ultimately chose to record
DI examples in advance. Once at the studio, |
could instead send these files through the amps
using a reamping device and through the mod-
elers within Pro Toals.

Some people will say that using a pre-
recorded track through a reamper takes away
from the natural interaction between guitar and
amp live in a room and the loading of the pick-
ups that occurs. That is a valid point for certain
types of guitar parts, but the truth of the matter
is that plenty of tracks get recorded with the gui-
tarist either in a different room from his or her
amp or recorded through a DI to be reamped
later. I also felt that using the prerecorded DI
track would assure that the performance would
be identical when it was pumped through the
amp and the modelers. This wauld level the
playing field and remove the possibility that a
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¥ FIG. 2: The real things (from teft to right): the 1964 Fender Twin Reverb, the 1980 Marshall JCM 800 with 4 X 12

cabinet, and the 1963 Vox AC30 Top Boost.

better performance on a particular pass would
influence the panelists as to what sounded best.

I contacted all the software manufacturers to
request copies of the software to use for the test-
ing. I was a little concerned that they might balk
at being part of a test that could possibly indicate
that their products weren't able to duplicate the
sound of vintage amps convincingly. However,
that was not the case at all. My contacts at the
various companies were all quite agreeable to
the idea and seemed confident about how their
products would fare in the testing.

Methods and Parameters
After doing some research on various product-
testing methodologies, I decided that a sin-
gle, very basic blind test would be the most
appropriate—that is, a blind comparison of the
same example played through the amp and the
modelers, with the panelists voting on which
they thought was the real amp. In addition, [
would ask the panelists to say which of all the
sounds was their favorite for each example.
Particularly tricky was trying to find com-
mon amps between the modelers and what
was in the Clubhouse’s collection. Although
the general impression is that all the modeling
software emulates the same basic group of vin-
tage amps, it's more complicated than that. The
Clubhouse had a couple of amps that most of
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the modelers did: a Vox AC30 Top Boost and a
Marshall JCM 800. The studio had a 1963 ver-
sion of the AC30 and a 1980 version of the JCM
800, so we were in business with those two.

tings on the amps and modelers for each test.
I recorded a short example through a DI that
was stylistically appropriate for the particular
amp. I used my ESP 400 Series Strat (with Lace
Sensor pickups) for most of the examples, but
I also borrowed a Les Paul from a friend for a
couple of them.

Once the DI recording was done, |
tweaked the software models of those amps in
my studio, making the basic parameters (such
as the amount of gain and the tone settings)
of the various modelers’ sounds as similar as
possible. The one x factor was that I wouldn’t
have access to the real amps until the day of the
testing. Then, I'd have to quickly adjust them so
their settings would be similar to those I'd used
on the modelers.

As the date of the session got closer, |
realized that instead of trying to run the DI
tracks through the modelers in real time at the
studio, I could bounce the tracks through the
modelers in advance, and just bring those files
with me to the Clubhouse. This would make it
easier for the studio to run the examples back-
to-back for the panelists. Because amp model-
ers tend to be CPU intensive, having four or

The AC30 is an easier amp
to emulate than the Twin.

Finding common Fender models, how-
ever, was more complicated. The studio had a
’69 Bassman, but most of the software packages
emulate the 59 Bassman. The circuitry between
the ’59 and ’69 amps is quite different, so I had
to rule out using a Bassman. Meanwhile, some
of the modelers emulated Deluxe Reverbs, and
some Super Reverbs, but the most commonly
modeled Fender amp (other than the Bassman)
was a Blackface Fender Twin Reverb. Luckily,
the studio had such an amp, circa 1964, so that
became the third amp in the testing (see Fig. 2).

Get with the Programming

Because there were only three amps that had
enough matches among the modelers, I decided
to do two tests for each amp, using different set-

five of them open simultaneously would have
been a major strain on the studio’s Mac Pro and
Pro Tools HD system. An additional advantage
of using the prerecorded examples was that |
could include Peavey ReValver, which, at the
time of the testing, didn’t have an RTAS ver-
sion and therefore couldn’t be run live in Pro
Tools without using a VST-to-RTAS wrapper.
(Peavey plans to have released an RTAS version
of ReValver by the time you read this.)

The Big Day

On the day of the testing, I arrived at the stu-
dio around noon. I'd asked the panel to show
up at 2 p.m., figuring that two hours of setup
time before they arrived would be sufficient
to tweak the sounds on the amps and get the
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Manufacturer and
Sbudig_anbacts

ing out with tech
talk. Unfortunately,
one of the panelists,
John Holbrook,
had a limited time window,

The Clubhouse clubhouseinc.com

and the delay meant that
Digidesign digidesign.com he couldn’t stay for all the
Fender fender.com tests, which was a shame.
IK Multimedia ikmultimedia.com Let the Testing
Line 6 lineb.com Begin

Marshall Amps
Native Instruments

Peavey peavey.com

Vox Amplification voxamps.com

Waves waves.com

audio files and Pro Tools sessions transferred
to the studio’s computer. I brought session files
for the six examples, which contained the audio
files bounced from each of the modelers and
the unprocessed DI files to be sent through the
Reamp (from manufacturer John Cuniberti) to
the actual amplifiers.

One thing that took a lot of time was
changing my Pro Tools session files to match
the output scheme of the studio’s Pro Tools
interface. Then it was a matter of getting sounds
dialed in on the real amplifiers for each of the
examples, writing down settings, and making
sure that the volume levels of the actual amps
matched those of the files from the modelers. 1
also had to pay attention to the input trim level
on the Reamp, because that governed how hard
wed be hitting the amp, which would impact
the sound.

We set up the amps in a room called the
Library, which sits next to the main live room.
The reason we did this was that we didn’t want
the panelists in the control room to hear even
the faintest bit of amp sound bleeding into the
control room when the actual amp was being
fed from the Reamp.

Despite the able efforts of Clubhouse assis-
tant engineer Eli Walker, the process of setting
up took longer than expected (see Fig. 3), which
meant that the panelists ended up sitting around
for an hour waiting. Normally this wouldn’t
have been a problem. It was a nice day, and
they were sitting in the studio’s backyard, geek-
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marshallamps.com

native-instruments.com

We were finally ready to
start the listening session
at about 3 p.m. The panel-
ists sat in the control room,
and I handed out scoring
sheets to each of them. They
would listen to the various
versions that were routed
through the studio’s Neve console and an EMT
Plate reverb. The monitors were Genelec 1031s.
For each of the six examples, the panelists
would listen to the various versions consecu-
tively. They would have no prior knowledge of
which was the real amp and which was a mod-
eler. I asked them to write down which version
from each group was the amp and which was
their favorite.

Amp: 1964 Blackface Fender Twin Reverb
Modelers: Amp Farm 3.0, AmpliTube Jimi
Hendrix, Eleven, and Guitar Rig 3

Twin, example 1, was a clean, rootsy,
country-influenced example that was played

33F FIG. 3: The author (left) and Eli Walker (right) work to get the session configured and
the volume levels evened out for the testing.
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on the ESP Strat and featured both
chords and lead work (see Web Clip 1).
As the five versions were played, the pan-
elists scribbled down notes (see Fig. 4).
So which was the real amp? “To me, it’s obvi-
ous,” said Goodwin. “I have a couple of ideas,”
added Tozzoli. When I revealed the answer,
sure enough, Goodwin, Tozzoli, and two of the
other three panelists had guessed which was
the real Twin. The fifth vote was for the Amp
Farm version. “If it's this easy to pick out the
amp in all the tests, it's not going to be a very
interesting day,” I remember thinking.

But as it turned out, I needn’t have wor-
ried. On Twin, example 2 (see Web Clip 2),
which was more of a rocking rhythm part
(although still fairly clean), only two of the
five panelists picked out the version with the
real amp. Interestingly, the Amp Farm version
got the other three votes. Although Goodwin
had guessed the real amp, he said that he also
liked the AmpliTube Jimi Hendrix version. So
did Orofino: “Nice, very tight sound,” he com-
mented. Moshay, the other panelist who had
voted for the real amp, liked the Guitar Rig
version. “It was good,” he said, “although a little
flat sounding”

Because of the extra time spent during
setup, Holbrook had to leave after the Twin
examples. Now the panel was down to four.

Amp: 1963 Vox AC30 Top Boost

Modelers: Amp Farm 3.0, AmpliTube 2, Eleven,
GTR3, Guitar Rig 3, and ReValver MK I11
AC30,
example 1 (see
Web Clip 3)—a
crunchy, British-
style, ’70s-like
rhythm part that 1
had recorded with
the ESP Strat—
only Goodwin

For

guessed the actual
amp. The other
three panelists
each chose dif-
ferent models,
which indicates to
me that either the
AC30 is an easier

amp to emulate
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than the Twin or a crunchy amp sound is eas
ier to simulate than a clean one. Tozzoli com
mented that the Guitar Rig version sounded
“damn good” Orofino’s favorite was ReValver,
which he said had more-focused mids. Moshay
also liked the ReValver version, as well as the
one run through AmpliTube

AC30, example 2 (see Web Clip 4), was
another crunchy rhythm-guitar track—this
one played on the Les Paul. This time, nobody
could tell the real amp from the modelers.
Moshay thought that the Waves GTR ver
sion was the amp, saying it sounded nice and
crunchy. Tozzoli and Orofino guessed it was the
Guitar Rig version, while Goodwin thought it
was the Eleven version. Interestingly, when vot
ing for which one they liked best (as opposed
to which one was the real amp), three panelists
chose No. 5, which was the real amp. Tozzoli
also liked the ReValver version a lot

This round of listening sparked an inter
esting discussion. Moshay noted that overall,
some of the modeler versions lacked a bit of
dimension. “With simulators, a lot of time
what happens is that all the time all the tone
ust comes right to the front; there’s no push to
the low end,” he said. “An amp will have a little
push when you're pushing air. It's almost like
a multiband [compressor]—we'll just take all
the frequencies and flatten them. And they’re
al! like high, mid, low, balanced flat, as if you
brickwalled it. Whereas on an amplifier, the
bottom end of an amp will push on certain
notes and not on other ones; you get a little
thrusting going on.

“On the amps, I've noticed consis
tently that you hear more of the guitar,” said
Goodwin. “You hear more of the character
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of the guitar, whereas the modelers seem to
homogenize the character slightly more,” he
added. Orofino noted that on some of the
modeled tracks, there was a compressed sound
that was a giveaway.

Amp: 1980 Marshall JCM 800 through a
Marshall 4 X 12 cabinet
Modelers: Amp Farm 3.0, AmpliTube 2,
Eleven, and Guitar Rig 3

Marshall, example 1 (see Web Clip 5),
was a heavy passage played on the Les Paul,
with both chords and lead, and was intended
for a high-gain sound. Two of the four pan-
elists, Moshay and Goodwin, were able to
discern the real amp, but notably, none of
them chose it as their favorite. Moshay said,
“If 1 were mixing, I'd choose No. 1,” which
was the Eleven version. Tozzoli liked that one
best, too; he thought it was warm sounding.
Goodwin and Orofino liked the Guitar Rig
rendition best.

On Marshall, example 2 (see Web Clip 6),
which was played on the Strat, only Tozzoli
guessed the real amp. Moshay and Orofino
thought it was the Eleven version. Goodwin
guessed it was the AmpliTube.

As for favorite sounds, Orofino picked the
one played through Eleven, which Goodwin
thought was a little more open sounding than
the others. Moshay also chose that as his favor-
ite. Tozzoli and Goodwin liked the AmpliTube
version best. Thus ended the testing session.

Lessons Learned

In total, the panelists were able to tell the real
amp from the modelers only 38.5 percent of
the time. Although this wasn't a huge sample,
I think it’s fairly safe to conclude that given the
right conditions, modelers can sound as good
as the amps they emulate. The fact that these
panelists, who work with amped guitar sounds
virtually every day, couldn’t distinguish the
amps from the modelers in so many instances
presents a very strong case in favor of amp
modelers.

There were times when the simulated amp
sounds were more obvious, especially with the
clean-sounding Twin examples. That jibed with
my own observations over the years that mod-
elers have a much tougher time getting realistic
clean sounds (in the Twin examples, the panel-

ists picked the real amp 60 percent of the time).
But on the crunchy and distorted sounds, the
modelers were able to fool the experts 75 per-
cent of the time.

If I had it to do over again, I wouldn't have
done as much advanced tweaking to the mod-
eled sounds in an attempt to make them sound
similar. In some ways, I may have detracted
from their sound by doing so. This was espe-
cially true for Eleven on the AC30 examples,
which I had to program rather hastily on
the day of the testing. In retrospect, a better
approach might have been to use the modelers’
own presets for the various amps being tested,
which might have shown off the software’s
abilities better.

It should be noted that these tests were set
up to compare the sound of the amps against
that of the modelers, so I have stayed away
from drawing any conclusions about which of
the modelers sounded best. That would have
required a whole different approach to the
testing. In fact, all of the modelers in the tests
elicited positive responses from the panelists at
one time or another during the day. (See Web
Clip 7 for a wrap-up discussion by the panelists
about the testing.)

Overall, I was very satisfied with the results
of this experiment. Although vintage-amp afi-
cionados might disagree, my take-away from
the day was that modelers are not the second-
class substitutes for actual amps that they’re
often portrayed as being. Rather, they’re an
excellent alternative that can often sound just
as good as the amps they emulate. And, of
course, modelers give you a choice of many
different amp tones and cabinet configurations,
are much cheaper (not to mention lighter) than
real amps, come with tons of built-in effects,
allow you total recall, and often have automat-
able parameters. Sure, there are times when
nothing beats a vintage amp. But according to
what 1 observed in the testing session, that’s
certainly not a hard-and-fast rule. €=M
Mike Levine is the executive editor and senior
media producer of EM. He wishes to thank Paul
Antonell from the Clubhouse, the panelists, and
the software manufacturers. To listen to the same
files that the panelists did, and to see if you can
guess which sounds are the real amps, see Web
Clips 1 through 6.



vierinna suite

VIENNA SYMPHONIC LIBRARY

Give your Mix
the Vienna Touch.

64-bit High Precision Audio Plug-Ins

I !HL ll"

FREGUENCY equalizer

master equalizer

Vv
e "’

T li aiter

compressor

1.5

multiband limiter
powerpan
exciter

analyzer

Vienna's award-winning engineering team presents VIENNA SUITE, a set
of high precision audio processing plug-ins for mixing and mastering on all
major 64-bit and 32-bit host DAWSs. Low CPU usage. Expert presets for
Vienna Instruments. AU/VST/RTAS.

Downlcad the demo now!

See us at VEENNA SYMPHONIC LIBRARY ,l’@

NAMM I Booth 7101 www.vsl.co.at wwwi.ilio.com

World Radio History




38

Its Good to Be Home

Having his own studio has changed the way
Derek Trucks looks at recording

rguably one of the top guitarists on the music

scene today, Derek Trucks's blues-, jazz-,

and world-music-influenced slide and lead
playing is melodic, inventive, and
incredibly expressive. Trucks, who is
not yet 30, was a child prodigy who
started gigging at age 11. He has had
no shortage of accolades in his career,
although he still flies a bit under the
radar censidering his immense tal-
ent. But one thing he hasn’t had much
of is time off from the road. Between
his own band—the Derek Trucks
Band (DTB)—the Allman Brothers
Band (ABB), and the other artists he's
toured with (including Eric Clapton),
he’s been on the road almost con-
stantly for 16 years.

But while many musicians take a hiatus from tour-
ing to hunker down in a studio and create, Trucks’s
busy performing schedule has made his recording
experiences, by necessity, more hurried. He and his
band have often been dropped off by their tour bus
at the door of a commercial studio in a city on their
tour route, with finite time to complete the record-
ing before moving on. Although the results have been
excellent, Trucks frequently has had to rush through
the production and work really hard to get the project
done under intense deadline pressure.

Before the release of his new CD, Already Frze
(Sony/BMG, 2009; see Fig. 1), his studio projects have
included six Derek Trucks Band CDs, an Allman
Brothers studio release (Trucks has also played on
a number of ABB live albums), and guest spots en

e EMUSICIAN.COM  02.09

By Mike Levine

a3 FIG. 1: Aveady Freeis the first DTR
album to be recordec in Trucks's studio.

albums for artists ranging from Gov’t Mule tc Béla
Fleck to David Sanborn to Phil Lesh. But the combi-
nation of having a tight schedule and taking an admit-
tedly purist attitude on some
of his previous DTB aibums
(many of which were essen-
tially live-in-the-studio pro-
ductions) left Trucks feeling
that he wasn't reaching his
full potential as a record-
ing artist. “He was never
comfortable; he could never
settle down as an artist,”
says Bob Tis (pronounced
Tees), who designed T-ucks’s
studio and is the father of
Bobby Tis, who engineered
most of Already Free and is
Trucks's monitor engineer on the road (see the sidebar
“Talking with the Techs”).

Trucks began to branch out in the studio on his
previous CD, Songlines (Sony, 2006), which is the first
of his solo projects to contain extensive overdubs. But
the situation changed radically with the recording of
Already Free, because not only did Trucks produce
it himself, but it was also the first CD he recorded
in his studio, which is located next to his ncrthern
Florida home.

Having a home setup totally changed the record-
ing experience for Trucks. It gave him a chance to be
off the road for an extended period. He drives his two
young kids to school every morning (Trucks is mar-
ried to singer Susan Tedeschi), and then settles in for
a relaxed day of creative inspiration, including both

Vorld Radio History
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ERICA TRUCKS

it's Good to Be Home

FIG. 2: Trucks's control room features a vintage Neve 8048 cansole,

which was formerly used at Ray Davies's Konk Studios n London.

songwriting and tracking with a revolving cast
of his musical friends. Trucks told me that
unless there is a compelling reason to record
elsewhere, he intends to do all of his future
projects in his studio. “He can walk into that
building and close the doors, he can write, he
can play, he can flip a knob and record it. He
captures all his ideas,” says Tis Sr. “I think that
comfort level was something that he wanted for
a long time.”

I visited with Trucks before a recent show
in New York City, and he talked about his stu-
dio, his gear, his new CD, and his attitude and
approach to recording.

What made you decide to build your
own studio?

I wanted to do a rehearsal room away from the
house; I just drew it up on a legal pad originally.
And I showed Bobby [Tis] and he said, “Why
don’t you let me send that to my dad? Hes kind
of in the studio design business.” And I got back
these insane blueprints—the floating slab and
the faux walls—and the next thing I knew, we
were building a world-class studio.

How did you decide what gear to get?

We had been collecting stuff over the years,
always thinking that eventually wed get around
to doing a studio. Marty Wall is our sound
engineer on the road. Whenever we're playing
a nice theater or a club and there’s a great com-
pressor that doesn’t seem to be used, he always
wheels and deals with whoever is running the
sound in that venue. [We'll buy gear]—old
DBX stuff, great mics—whatever we can find.
So we've kind of accumulated a good amount
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of stuff, and when we got seri-
ous about the studio, when we
got serious about designing the
building, we called David Lyons
from Sonic Circus. They spe-
cialize in everything from the
board to the mics. He flew down
and looked at the place, just to
kind of get a handie on it, and
we threw out a number that we
were willing to spend on just
making it right. And he tracked
down this vintage Neve 8048
[see Fig. 2] that was owned by
Ray Davies and the Kinks. It was
in Konk Studios [in London| for years. And we
ended up having that thing shipped down. It
sounds unbelievable.

You record to a Pro Tools HD system?
Right now, that’s what were running. I was
really fortunate that [both] Bobby Tis Sr. and
Jr. thought so many steps ahead, so that we can
really add on. So we have the place wired for
tape machines; we have it wired for everything
at the moment.

And so you have a live room and a
control room?

Yeah, the live room is pretty big [see Fig. 3]. It's
20 by 25 feet and has 12-foot ceilings. And then
there are vocal booths, there are amp rooms,
and there are a few really good hallways leading
between the live room and the control room.
And we did it right: we did the floating slab,
and the control room was designed really well.
When we had the board shipped out, Fred Hill,
who's kind of the Neve guru, came down for
a week—two different times—and just com-
pletely went through the thing, top to bottom.
It was fascinating for me to go out there and
just look at this huge folder with the schemat-
ics from Rupert Neve and to watch Fred Hill,
who knows it inside and out, just like a mad
scientist. They worked 12 hours a day out there.
Man, it was beautiful.

So the live room sounds good?
We really lucked out. It was a combination
of luck and having the right minds on it. You
never know until the building’s up and the
roomss there, how it’s going to sound.

Do you feel that it's a versatile enough
space to handle a variety of musical
situations?

I feel we can do about anything in there. We
could record an orchestra in that room—it’s
big enough—and we're getting to the point
where we have enough gear. Over this whole
year, the band has just reinvested everything
into the studio. If we have a good month, and
we buy a great microphone [laughs], it's kind
of feeding itself at this point. And we've lucked
out. Recently Sony, RCA, and Columbia stu-
dios consolidated their New York studios and
had this massive auction, and so we jumped
in there. The Sony artist discount helped
us out [laughs]. We bought these beautiful
microphones—we found a great U47, we got
an old RCA Ribbon mic, we got an AKG C12.
Sinatra sang into some of these mics, Miles
Davis recorded into them. We got an old EMT
140, the 8-foot-by-4-foot plate reverb. So the
studio is loaded up with some amazing vin-
tage gear. And we've been fortunate, [because]
the vintage gear we have has an amazing track
record, too. These things have been on classic
recordings.

So there’s kind of a vibe to them?

There really is. And before that, about eight
years ago, I stumbled across the timpani that
Elvin Jones, John Coltrane’s drummer, played
on A Love Supreme [Impulse, 1964]. They’re
the 1959 Ludwig timpani that close out the [A
Love Supreme] recording. So we have things
like that. Jaimoe, one of the drummers for the
Allman Brothers, gave me one of his drum
kits for the studio that he played on the road
for the first eight years I was in the band. So
when I'm in there and I look around, it’s not
just some fancy new gear. it’s stuff that sounds
great, and, if you know what it is, it feels even
better.

How much of the production of Already
Free did you do at your studio?

We tracked everything there. We got into the
routine of recording: I would drive the kids
to school in the morning, and just come up
with some seed of a song. And whoever was
around—me and Mike Mattison, who’s our
vocalist, it was Doyle Bramhall for a while,
Warren Haynes for a while—I would get with
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ERICA TRUCKS

Its Good to Be Home

FIG. 3: Trucks is very happy with the sound in his spacious live room.

them, and we would finish the tune off. [Then
wed] bring the band in and track it. And as
we were tracking it, if there was anything any-
one heard, any extra vocals, any studio magic
you wanted to throw on it, we would do it all
while we were in the moment. And then that
evening, if we felt that we had it, we would
do a pretty good rough mix, just in case. And
we found, with that track that ended up on
Susan’s record [“Butterfly”], that the rough
mix was better than what we ended up with
months later when we spent a full day mixing
[laughs].

That always seems to happen.

Yeah, because sometimes, when vou're in the
moment and you're writing a tune and you're
hearing things, you never quite hear it the
same again. But the bulk of Already Free was
mixed at Electric Lady Studios here in New
York with Chris Shaw, who's done the last
half-dozen Bob Dylan records—and he’s a
total pro.

Compared with your previous recording
experiences, how did it feel to record
this one at your own place?

It was unlike any other recording I've ever
been a part of. It felt so natural and organic.
There’s something beautiful about drawing
something up on paper, and then seeing it

42 (1] | eMusicIAN.COM | 02.09

come to fruition beyond any of your wild-
est expectations. My younger brother, David,
for the last five or six years has been helping
build houses. He’s like a handyman, and he’s
devoted all his time to the studio—he really
helped build it. $o David and Bobby Tis were
there every day for months. There’s something
really satisfying about building it by hand and
then recording in it. One of the most excit-
ing moments was that once we finished the
record and we got the tracks up to New York
City at Electric Lady, we were pulling each
track up—the kick, the snare. And it {had]
sounded really great in our centrol room,
but we were just hoping that it translated
to a room that’s tried-and-true. And Chris
Shaw had come down towards the end of the
tracking. Once the label realized that we were
doing it ourselves, they wanted to send some-
body that they trusted and knew. So they
sent Chris down, and he said, “Sounds great,
it seems to be warking.” We really hit it off
with him. And once we began pulling all the
individual tracks up at Electric Lady, a huge
weight was lifted off of our shoulders. It was
as good as we thought it sounded. We weren't
fooling ourselves. There was a lot of
time and energy thrown into that, and
you hope it’s not for naught.

Did the process of recording feel
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different to you without having the
commercial-studio time constraints
that you worked under on previous
projects?

Yeah, not being under the gun. When we went
out there [home], it was January or February.
I think it was the longest break I've had from
touring in maybe 16 years. So I was planning
on just doing nothing, just decompressing.
After a week, [ realized that I'd decompressed
and was ready to do something. So I called
Bobby and called Mike [Mattison], our singer
[see Fig. 4], and said, “Why don’t you come
down and hang?” The studio was just coming
together. Fred Hill had just finished fixing the
board up. And I was like, “We’ll feel this thing
out, see what kind of sounds we can get” And
the first day we wrote two tunes and tracked
them, with me playing multiple guitars, Bobby
Tis playing percussion, and Mike singing and
playing acoustic guitar. And the last track on
the record, “Already Free,” was the first tune
we recorded. It immediately sounded great
and felt great, and we realized we were onto
something. So without notifying the label or
anyone else, we just kept rolling. Every day
wed go out there, and not having that pres-
sure of “This is a record we have to do, and we
have ten days to do it,” it was just a completely
natural thing.

On Already Free, it sounds as though
you did more overdubbing and less
live-in-the-studio recording.

Yeah, when we did our last record, Songlines,
it really opened up my eyes to the fact that the
studio is a different beast. You should and can
use it that way. You can go in and play live, too,
and there are amazing recordings that have
come out that way. But especially with the
music that we play, you don’t have to be afraid
to use the studio. Everything we did up to
Songlines was pretty much done live in the stu-
dio. There was a rare overdub here and there,
but for the most part it was just taking what
we do on the stage, miking it up well, getting
a decent headphone mix, and doing a record.
So this was a different beast. But within
that, there were tracks on the record
that were recorded live because, when
we tried it the other way, the feel wasn’t
what we wanted [see Web Clip 1].



“I Got a $ix-Figure Indie Label Deal

Because I Joined TAXI”’

Jenna Drey — TAXI Member — www.jennadrey.com

My name is Jenna Drey.
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That’s me sitting next to TAXI
president, Michael Laskow.

For as long as I can
remember, I’ve wanted to be a
recording artist. I’ve studied
music my whole life. I’ve read
all the books. I’ve been to the
seminars. In short, I’ve done all
the same things you’re probably
doing.

Who Hears Your Music?

I’11 bet you’ve also noticed
that no matter how much
preparation you’ve done, it
doesn’t mean anything if you
can’t get your music heard by
people who can sign on the
dotted line.

I found out about TAXI a few
years ago, and have kept an eye
on it ever since. The longer |
watched, the more I became
convinced it was the vehicle |
needed for my music. When my
demos were done, | joined. And
guess what — it worked!
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A Record Deal With

Lots of Zeros!

Seven months after joining,
TAXI connected me with a
great Indie label that’s
distributed by Universal. The
president of the label heard my
song, “Just Like That,” and just
like that, I was offered a record
deal, and that song became my
first single.

Madonna, Bowie,

Jagger, and me!

The icing on the cake? The
label hired legendary producer,
Nile Rodgers (Madonna, David
Bowie, Mick Jagger, and the
B-52s) to produce it! All these
amazing things happened to me
because | saw an ad like this
and joined TAXI.
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Pitch Your Music
It seems like all the serious
artists and writers are hooking up
with TAXI. Where else could you
find more than 1,200 high-level
opportunities for your music
every year?

You’d hire an accountant to do
your taxes. Doesn’t it make sense
to hire the world’s leading
independent A&R company to
make all the connections you
need? Do you have the time to do
all the leg work yourself?

It Worked for Me

TAXI doesn’t take a
percentage of anything, and it
will probably cost you a lot less
than the last guitar or keyboard
you bought. Think of TAXI as
the most important piece of gear
you’ll ever need. It’s the one that
can get you signed.

If you’re a songwriter, artist,
or composer who wants to
succeed in the music business,
then do what I did and make the
toll-free call to TAXI right now.

The World’s Leading Independent A&R Company

1-800-458-2111

www.taxi.com



Is your approach to soloing different

in the studio than it is when you're
playing live?

Maybe. I think you think more as a composer
in the studio, so you maybe compose your solos
more. Sometimes you're just like, “Roll tape,
let’s see what happens” or “Do it again” And
then sometimes, every time you try a solo, you
try to come about it from an extremely differ-
ent point of view. And there’s other times when
you have something else in mind and you keep
working until you get there. You have a few
melodies that you hear, and you know you
want it to end up here. Sometimes you keep
track in a solo and compose it along the way
until you get it the way you finally want it. [For
more on Trucks’s approach to improvising, see
Web Clip 2.]

Do you ever punch in a little bit at a
time to build a solo?

There are maybe a few on the record that are
a Frankenstein of two or three solos where
I loved this section, I loved that section. You
make sure [to ask] when you listen back, “Does
that sound like it's chopped up?” But for the
most part, most of the solos kind of go down
as they go down.

Did you do any editing within Pro Tools,
experimenting with the arrangements
and so forth?

We weren't afraid of any of that this time. There
have been records where I've been a total pur-
ist. It's got to be 2-inch tape, and there’s got
to be one take and no overdubs. This is what
it is. With this record, I really felt free to try
anything.

Did you use any plug-in effects on the
tracks?

A little bit. If we had it analog [the proces-
sor], we would go there first. We don’t have a
Fairchild laying around, so if you were look-
ing for that sound, youd go to the Fairchild
plug-in. If it works, it works. I didn’t want
it to sound like it was done in Pro Tools.
Because Songlines is a record that if you were
versed enough, youd know that it was done
in Pro Tools because there are plug-ins. It
was what it was; it was the band experiment-
ing at that time. But for the most part, it’s an
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FIG. 4: Derek Trucks and his band in the live room (from left to right): Yonrico Scott, Mike Mattison, Trucks, Kofi
Burbridge, Todd Smaltie, and Count M'Butu.

“analog” record.

Was this your first time engineering?

I had fumbled with it a little bit. This was the
first time that I was involved. It was mainly
Bobby Tis and Chris Shaw doing the engi-
neering. But there were times when everyone
was gone and I was at the house, and there
was a rhythm section [around and we wanted
to record] —and | was like, “All right, 'll see
what we can do.” A lot of times I had to get on
the phane and go, “All right, walk me through
the patch bay again” [laughs]. It’s coming
together.

So you had never recorded yourself in
the past? You didn’t have 4-tracks and
stuff?

No man, I've lived in a bus for 20 years!
[Laughs.]

Let’s talk a little about the guitar
sounds you got on the album. | know
that live you just go right into a Fender
Super Reverb with your SG and no
effects. Is that how you recorded your
guitar in the studio, too?

Yeah, I didn’t use many effects pedals on this
record. I don't know if I used any. I used the
vibrato from the Super Reverb on one track.

What we did on this one for different sounds
was just different miking techniques. There was
one track . .. I think it was a bonus track where
I was just hearing this real nasally sound. So I
have this really tiny Gibson amp from the '50s,
throw it on a chair in the middle of the room,
make a cone out of cardboard, and throw a 58
down at the end of it. And it instantly gave it
that weird, distant, nasally, hollering-down-a-
hallway sound. Once again, the beauty of not
being under a time crunch is if you have crazy
ideas, you just try it. You're not worried about it
working or not. We did a lot of things like that:
putting amps in hallways, putting amps in front
of the drum set, behind the drum set, using the
cymbals for reverb, doing all kinds of things.

For the most part, what was the miking
setup on the amp?

We used a Royer [121] ribbon mic. We used
that a lot. We also used a [AKG] 414 a lot, and
a [Shure SM]57.

Close-miked?

Yeah. We would use a room mic, too. We would
always have one up for the amp when I was cut-
ting without the band in there.

You were basically getting the same
sound you do live?
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Talking with the Techs

FIG. A: Bobby Tis and Trucks.
Tis, who is the monitor mixer when
DTB tours, helped build the studio and
engineered much of Already Free.

I had a chance to sit down and
talk about Trucks's studio with
three of the key people involved
in the building and operation
of it. Bobby Tis (see Fig. A) is
Trucks's monitor engineer on
tour. In addition to helping with
the construction of the studio,
Tis engineered most of Already
Free. His dad, Bob Tis, has been
designing studios for 30 years,
and he drew up the plans for
Trucks's setup. Marty Wall is

Trucks's FOH engineer and was
also involved in the recording.

Talk about the design of the
studio.

Tis Sr.: What Derek wanted was
aclassic recording environment,
in the vein of real recording
studios historically. So we took
a large playing room and put in
an old vintage [Neve] console,
which has been completely
renovated.

How many inputs does the
console have?

Tis Jr.: It has 32 inputs, but it's
got what Neve calls a Jukebox
monitoring system, so we've got
another 24 faders besides our 32
input faders that are just returning
from Pro Tools all the time.

What are you using for
converters?
Tis Jr.: We're using Apogee con-
verters. For the money and for
what we wanted to do, Apogee
was the way to go. To be honest,
at 96 kHz, 24-bit, | haven't heard
much that sounds better.

Wall: With the sweet stuff

we have running through it, it all
gets through.

Tis Sr.: The idea was to
get as much of the analog and
vintage sound. To be able to
capture that convincingly, use
the Pro Tools just as a storage
system for the efficiency. For
all the main parts and main
instruments, we're using really
high-quality analog gear on the
front end, and then just using
the Pro Tools as storage.

What did you use for
compression?

Tis Jr.: We've got some random
stuff, like Drawmer, on the side.
But our main compressors
were an LA-1A, and we've got a
Manley Slam that we love the
hell out of. The DBX165 and the
165A have been our kick and
snare combo.

So you're tracking to disk with
those

Tis Jr.: Yes. And we've got
a bunch of [Empirical Labs]
Distressors. We had some API
525 comps for a while. We've
got 1176s. We've got some good

stuff, we just don't have piles of
it like a commercial studio.

Wall: | think you just
named it all.

When Derek was tracking his
guitars, did he use the reverb
on his amp?

Tis Jr.: Yes, he used the spring
reverbs on his amps. We must
have gone through 10 or 12 mic
setups.

You used mainly close-miking
on Derek's amp?

Tis Jr.: Mostly [Shure SM]STs,
close-miked, and the Royer 121.
That became the clutch mic by
the end of the session for guitars
in the close-mic situation. In
almost every solo that we cut
towards the end of the sessions,
we put up a room mic. We were
actually using the one room mic
that we used when we tracked
the band. And anything that we
used when we tracked the band,
we left that up for the whole
session in the same place. And
anything we'd put in the room,
we'd just record that room mic
with it.

Yeah, the difference on this record is that we
have a bunch of old funky amps, and we tried a
bunch of different things. I have this old Airline
guitar, like those old Silvertones where the gui-
tar case was the amp, so there’s a few tunes
where we used that. I got away from just using
the Super Reverb on that. For most of the big
solos on the record, [ would resort to my old
sound. But for the secondary and kind of the
ear-candy sounds, we would mix it up.

So you don't generally use pedals
in the studio? How do you vary the
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amount of distortion? With volume?
With volume, making the tubes hurt [laughs].

There was one tune with some really
cool distortion—I guess it was “Get What
You Des<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>