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The SONGWRITER’S
Portable KEYBOARD

WK-7500: 76 Keys
CTK-7000: 61 Keys

AUDIO PLAY .
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Plug in a mic and a guitar, capture your '&WABéJg
entire song as a stereo audio recording.
- e v e w1 owm ow “A knockout to have around
— — for jamming, songwriting and

2 f getting ideas down.”

Drawbar and mixer control. Use the nine sliders - Keyboard Magazine

to finish your mix and create killer organ tones.

. CASIO

WWW.Casio.com ©2011 CASIO AMERICA, INC.



History in the making.
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Tempest is an analog drum machine, the first full collaboration between legendary
instrument designers Dave Smith and Roger Linn. If “analog drum machine” conjures

up images of the pre-programmed, set-and-forget beat boxes of the past, rest assured: W
Tempest is nothing of the sort. Its innovative, performance-oriented operating system M £
gives you an extraordinary level of control to create, edit, arrange, and manipulate beats 8 STy R
in real time as they play. It is a revolutionary new musical instrument. ,

/ ¢
To see and hear what Tempest is really about, visit www.davesmithinstruments.com. ZI 12 @;

Tempest. Made to be played.
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wo years ago, the world
got its first serious new
DAW in a long time.

If you're a hard-core Pro
Tools®, Logic® or Cubase user,
you probably didn't get too
excited.

Now you should.

Studio One has won
acclaim from reviewers and
more awards than any other
DAW in its first year.

It's attracted the attention of
major producers including
Teddy Riley who used it to
create and master his posthu-

mous Michae! Jackson tracks.

And now it's Studio One 2,
a major upgrade that should
have you thinking about what
you'ré missing (lots!).

Studio One puts all its
creative tools into a single
Song window. What requires
slogging through menus in
other DAWs is instant drag-
and-drop from Studio One's
on-screen Browser.

You work faster and
smarter. Instead of a complex
interface that gets in the way
of ideas, inspiration can be
realized before it’s lost.

Visit our new site at
studioone.presonus.com
and download a free Studio

One 2 demo today.

ake more music. mtroducing

Built-in Melodyne pitch control -

a Studlo One 2 exclusive.

Setongs it Algonthm  View Help
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Celemony’s Melodyne is the
most sought-after pitch-correc-

tion solution in the market, and
has been the model for propri-

Studio One Professional
provides the necessary tools
for professional production,
including metadata embed-
ding, phase meter, spectrum
and peak/RMS level meters
with K-System options... and
now DDP Export, PQ editing,
higher-quality sample-rate con-
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Studio One 2 Professional
seamiessly integrates genuine

Melodyne so tightly that, for all

version, and other professional
features. You can burn Red
Book CDs right in the Project
(mastering) window, or export
MP3s for direct upload to a
SoundCloud account.

As you add Songs to a
Project (collection of Songs),
they're intelligently linked.

practical purposes, Melodyne is
simply a part of Studio One.

Integrated mastering suite with even more tools

- o

Since changes to one are auto-
matically updated in the other,
Studio One Professional keeps
track of Song changes and au-
tomatically updates all Projects
that contain the revised Song.
No other DAW can do that!
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Sure, you can do transient
detection and editing in other
DAWs—but it’s slow, and you
often have to make a lot of
decisions along the way.

In Studio One 2, you can
quantize multitrack drums
in two quick steps: group the
tracks, then quantize. Studio
One does the analysis and
phase-coherent quantization

panel, then quantize.

in seconds!

for you—with great-sounding
results! Want to quantize audio
to other existing audio? Drag-
and-drop audio into the Groove

Groove extraction is as
simple as drag-and-drop;
extract a groove from any audio
andapply it to any other audio

easy in Studio One 2

—and f

needed.

automated, (you
can also manually Yol 0se minute
Studio One comping video

edit the fades.

ter than with Auditioning takes is as simple
most DA Vs
No tool-switching is

as holding Alt and clicking
on a take=—no more manually

rossfad- soloing entire lanes, as in other
ing between takes is DAWSs.

Other new Studio One 2 Professional features include...
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Ymm 1-minute

Studio One 2 Transtent
Detection video

Folder tracks to keep you orgamzed | |

1 Multitrack MIDI editing

I Browser Search

§ OpenAlIR Convolution
reverd plug-in

1 Ampire XT amp
modeling plug-in

1 Presence SFZ Support

1 Over 20GB of custom-made loops,
sampled instruments and more

Plus the core features that have won
Studio One critical acclaim such as:

B Elegant single-window work environment
1 Powerful drag-and-drop functionality y

Unlimited audio, MIDI tracks, buses,
virtual instruments and FX channels

8 Content browser with sort options
and preview player

1 Integrated QuickTime video player
1 64-bt audio processing
B Advanced automation




BOSS MICRO BR BR-80
Take an 8-track recording studio with you
anywhere, complete with COSM effects!

EXCLUSIVE] -
Misa Digita! Kitara A ;

Innovative MIDI controller with multi-touch input
and built-in synthesizer!
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Focusrite Scarlett 2i2
Vibrant Focusrite preamps provide a solid front
end for this compact USB audio interface!

Chameleon Labs TS-1 MKII
Small-diaphragm tube microphone with interchangeable
capsules for maximum recording versatility!

~—gagen ! N ' (1) FREE Warranty*

eed more than y =T

. CONFIDRNCE|
R coveraGe

. . We cover nearly every item
]l.lSt recordmg gear? for a minimum of two years.

Call Sweetwater for all your live m— FREE Shiopin

sound and musical instrument needs! o FREE % Rmost everppi 5 C% of
SHIPPING ) every p

- ' : gear ships 100% free.

SWBEtcare ' FREE Tech Support

< PRESE_arit Seea-S Get professional SweetCare support, 24/7

\ Please note: Apple drodueis-are-sxesidedsfromsthis warranty, and other restrictions may apply. Please visit www.sweetwater.com/warranty for completz details




Avid Pro Tools 10

The latest version of the
industry-standard recording
software adds over 50 new
features and enhancements
for unprecedented
performance in your studio!

Alesis i0 Dock
Turn your iPad into a portable music
creation studio with pro-quality audio,
MIDI, and video connections!

(&;‘9

PreSonus Studio One 2 Professianal
PreSonus's DAW software has taken the world
by storm, and v2 adds built-in pitch correction
with Celemony’s Melodyne!

Propellerhead Balance with
Reason Essentials

Compact audio interface with
“Clip Safe” technology for no-clip
recording, plus Reason Essentials
production software!

—
v sgP» a.pr‘“- __r

Q
[}
o]
8

%

Native Instruments
Komplete 8 Ultimate

@ KOMPLETE 8 Over 240GB of world-

class content — more

U LTIMATE instruments, sounds, and

effects than ever before!

s
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M-Audio Fast Track C600

Innovative audio interface with hands-on transport
control plus buit-in DSP for adding delay and
reverb to your monitor mixes!

A Better Way
to Buy Guitars

"qu i the'?twater
(800) 222-4700 Gallery
Sweetwater.com Sweetwater.com/guitargallery
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18 The Black Keys For Dan Auerbach and Patrick Carney, everything old is
new again. The duo talks about recording their highly anticipated new release El
Camino on the treasure trove of vintage gear in Auerbach’s Nashville studio.

LISTEN
28 Snow Patrol The UK rockers holed up in a Malibu beach house-turned-recording space
and emerged with Fallen Empires, their most adventurous album yet.

36 Greg Wells In addition to collaborating with the likes of Katy Perry, Adele, and
OneRepublic, the veteran songwriter/producer is also expert at recording fire extinguishers

and human fists. Cop his production tricks.

40 Morgan Page The DJ, producer, and studio workaholic talks about whittling 90 draft ideas
down to 18 songs for In the Air, his third solo release.

44 Dirty Rice The 2011 Soundtrack Beat Battle Grand Finale winner dishes on Nashville, 808s,
and crafting hip-hop with a positive message.

46  Music reviews from Electronic Musician contributors
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50 The Future of Synthesis Craig Anderton reviews seven instruments that change the
game, for both studio and stage applications.

64 Sibelius 7 notation software
68 Waves Kramer Master Tape analog modeling plug-in

70  Production tools to help you make better music

The Black Keys photo by Danny Clinch
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Hearing is Believing!

What the pros are saying about the Recoil Stabilizer™...

"The Recods are remarkable!
They seem to clear up the law
mids, bring out the ultra kews
and the transients come alive
with greater detail Very
impressivel”

~ Joe Chiccarelli

{Bon Jowi, Frank Zappa, Tori
Amos, Chicago, Poco

Annie Lennox)

.
I was suspect at first, but After
a few minutes with the
Recolls I realized how
much difference they made
They work.
~ Al Schmitt
(Barbra Streisand, Ray

Charles, Quincy Jones
Madonna)

“The Recoil Stabiizers are
great! A huge difference from
reguiar foam pads. They
sound more stationary and
connected. I'm quite happy
with them

~ Elliot Scheiner

(Steely Dan, Fleetwood Mac
Sting, The Eagles, Queen
REM, Faith Hill)

With Recoils, when | listen to
my recordings elsewhere, the
results are more like what |
hear when | record.

~ Ed Cherney

The Recoil Stabilizer.

~ Mick Glossop

‘an Momson, Sinsa
O Connor, The Wa!
Frank Zappa, Re

~ Ryan Hewitt

(Blink 182, Tom Petty,
Robert Randolph, Red Hot
Chili Peppers, Natalk

My nea fra;Js sound befter
on the Reccil Stabilizers. It
a great product

~ Danigl Lanois

(Peter Gabnel, U2, Bo
Dylan, Emmyiou Hamn:
Robbie Robert

TEC award
nominee

a unique reference monitor platform that de-couples

the speaker and provides the mass required to offer a stable, stationary
base. The principal is simple — and the results are astonishing, as top

recordi

engineers and producers can attest But don't just take their
word for it, order a pair for yourself

because hearing is believing!

—® FRIMACOUSTIC

... take control of your room!
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Enjoy the new standard.

A NEW GENERATION.

Representing a new generation of portable recording, the HZn
is Zoom's most innovative handheld recorder to date. We've
packed ground breaking features into an ultra-portable device.

[N

NEW MICS, NEW SOUND.

The H2n features our best microphones yet and is the only
portable recorder with five studio-quality mics on-board.

A=

THE FIRST PORTABLE MID-SIDE RECORDER.

Used for many years in film and broadcast, Mid-Side recording
combines a uni-directional Mid mic that captures sound directly
in front of you and a bi-directional Side mic that captures sound
from your left and right. By increasing or decreasing the level of
the Side mic, you can control the width of the stereo field which
gives you incredible flexibility over your recordings.
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And with Zoom's X/Y stereo condenser mics, you'll get great
recordings with natural depth and accurate imaging every time.
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COMPLETELY SURROUNDED.

Using the H2n's Mid-Side and X/Y mics together in 2 or 4-channel
mode, you can create stunning 360° surround sound recordings.
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20 HOURS OF BATTERY LIFE.

The H2n provides over 20 hours of continuous operation on
just two standard AA alkaline batteries! This astonishing
feature enhances the H2n's flexibility and convenience.

\

WE'VE GOT YOU COVERED.

Never again will you have to worry about losing recorded data
to unexpected errors. Whether you experience battery loss or an
accidental power-down, the H2n's Date Recovery function will
automatically restore your data the next time it's powered on.

PLAY BACK AND LISTEN.

Ensure your recordings are being captured just the way you want.
The H2n's built-in reference speaker allows you to listen to your
recordings with exceptional clarity.

Zoom H2n Handy Recorder
A new standard in portable recording.

201 2oom | facebook.com/zoomusa | zoomfx.com ECOI I



Taking Care of Business

It’s a good time to be a musician.
Yes, we’re continually hit with
news of crumbling record labels
and tanking CD sales, but broad
industry trends are not indicators
of success for average musicians.

The truth is, musicians have
more career paths and tools at
their disposal than ever before. It
can be pretty daunting—but it’s
doable, if you break down your
plan into manageable tasks.

As we all seek out ways to
improve ourselves in the new year,
think about commiting to small
steps that can make a big difference.

These projects don’t have to
be time-consuming or expensive.
Where to begin? Find out if
unclaimed royalties are waiting for
you—register with SoundExchange
(soundexchange.com). Back up your
data. Get your hearing checked.

Nail your elevator pitch. Feeling
ambitious? Take the “2,000 Things
to Generate 20,000 Fans Challenge”
(michaelbrandvold.com).

The Electronic
Musician Pall

HOW DO YOU
SPEND MOST OF
YOUR MUSIC TIME?

Or, try some ideas in this
issue. Learn how to network the
old-school way, face to face—
check out “Choose Your Own
Adventure” on page 84. Build your
production chops by tackling a
new tool, or hone your skills on
the ones you already own. Are you
a Pro Tools 10 user? Dig into our
Power App on page 94.

We'll keep giving you resources
to help you make better music.
How you use them is up to you.
Here’s to a productive 2012!

SARAH JONES
EDITOR
sjones@musicplayer.com

COMMUNITY

“MY FRIENDS AT THE RECORD
LABELS ARE GONNA HATE ME
FOR SAYING THIS, BUT 'M NOT
ACTUALLY SURE WHY YOU'D
SIGN T0 A RECORD LABEL.”

Napster and Faceboo 1117 Coan
apster anc I'acebooR Co-jounaer sean

I

sSUmmit in >San rrai 0, (

WRITING AND PRACTICING 49%

RECORDING 24 %

LISTENING TO MUSIC 15%

_--_-..____._________-_o
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FoR MORE than 35 years I've been the keyboardist/vocalist for the Detroit-
area award-winning band Sweet Crystal (sweetcrystal.com). My three-tier
Ultimate Support stand includes:

Top: M-Audio Oxygen49 MIDI Controller (triggering MiniMonsta,
Pianoteq, and AAS Ultra Analog software synths)

Mid: Korg KARMA

Lower: Hammond XK1 organ run through a Ventilator Leslie pedal

On the XKl is a wireless Apple keyboard for triggering samples and tracks
on a MacBook running Digital Performer 5. Also seen is a Korg Nano
Control that I use to mix certain recorded aspects of the live show.

All keyboards are MIDI-ed together through a MOTU Micro Lite
interface, and audio 1/0 is handled by a MOTU Ultra Lite MKII Firewire
interface. Not seen in the rack next to me is a KORG Wavestation SR
module, a 5-channel GRM passive direct box unit, and a Monster Power
PR0O2500 conditioner.

The entire rig is mounted on a wheeled platform assembly I built that
allows me to set up the whole shebang (tech term?) backstage and then just
roll it into place when it’s our turn to play. (Detroit is notorious for booking
5-7 bands in a night with 15-minute breaks between acts—brutal!) I can be
on and off the stage faster than you can say, “Hey, there’s no bass player!”

Marq Speck of Sweet Crystal
via email

Speck—Irvine Photography

Gadget Geek

Feeling like doing some adventurous tracking? The
WOWee ONE ($60 and up, woweeone.com) is a small,
gel-backed speaker that, when placed on an object with
a flat surface—think table, cooler, truck bed—couples
with the object, creating a resonance that adds low

end to anything pumped through the teeny transducer.
While the speaker is officially designed to “bring

big sound” to speakers in laptops, phones, and other
portable consumer devices, we think it would be a lot
more fun to experiment with, say, re-amping your guitar
tracks through vour car. Starting at $60.
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BY THE NUMBERS

The U2
360° Tour

By the time it wrapped in
[are 2011, U2's monster
360° Tour smashed records
for highest-grossing
concert tour, with $736
miflionin ticket sales,
and for highest-attended
tour, with more than 7.2
million fickers sold. Here,
SOme more impressive
facts about the mammoth
1Wo-year run.

10 shows performed

97,000 arrendees at the Oct.
29,2009 Rose Bowl performance in
Pasadena, CA

180 trucks used to transport gear What's your best recording trick
for getting a big brass sound?
Here’s our favorite reader response. David Young wins

ann DEUD'E EmDIUVBd DV tour an Audio-Technica AT2050 mic. Thanks, David!

336 | THE BEST trick I’ve come up with requires
spea ker Sin Ihe PA SVSIE m double-tracking (or triple-tracking!) all of the horn parts. In the mixing stage, take the best take for
each horn, or the best overall take (depending on how much isolation between the different horns

2 h that you have in your recording) and set it in your mix so it holds its own, but isn’t overpowering. Feel
1 years fr[]m-Uf-hUUSE enaineer free to add a bit of delay and/or reverb, but err on the side of dry. Now take your other take(s) and /or
J[]e U'Herlmy has WUrkEd WIIh me band double-tracked takes, find the best ones, and then soak these bad boys in copious amounts of delay

and reverb. Delay times and room sizes are up to you—1I find defays of 100-300ms and medium-small
plates work well. Now put the super-wet double tracks lower in the mix than the original tracks and

150 nnn dU | | ars spe nt d q | |V pan them further to the extremes of the stereo image. This will give a huge brass sound that is both
’ wide and deep, and doesn't sound like the tvpical “doubled brass” sound.

i DAVID YOUNG
- Dmdummn AUDIC DIRECTOR, COMPOSER

LIGHTBORNE LORE LLC

30,000 cables needed 10

GfEﬂfE VIdEU msplay Send Electronic Musician Your Stories, Win Gear! Talk to us! Share your tips with Electronic
Musician, and we’ll print our favcrite in an upcoming issue. And if we choose your letter,
you'll win sweet gear! This month, we're giving away a gair of IsnAcoustics ISO+L8R155

9’100 gu”ar s"mgs used adjustable speaker stands that iet speakers “float” in free space for uncluttered sound
Contest open to U.S. residents agz 18 and aver.

inht i “ " ris monTH’s guestion: HOW DO YOU OPMTIMIZE YOUR MIXES FOR REAL-
ann WEIgm intons of the “claw WORLD LISTENING SCENARIOS?
over thE SIagE Send your answers to ElectronicMusician@musicplayer.com.

U2—=Steve Jennings



FEEDBACK

COMMUNITY

WHAT ARE YOUR MUSIC NEW YEAR’S RESOLUTIONS?
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The Worst
Part of
ansorship
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Joseph Biener

Joe Bartone PA Ul Krotos Beatz Brad Kinder
Learn marketing. Actually get around Gotolots maore Improve my Start releasing
Joe Bartone, to completing more  live events. engineering on new songs, build
Dub Thief songs rather than the front end. up a fan base, and
starting new ones start a personal,
all the time! music-based blog.
Not necesarily in

= The Twitter Top Ten:
Musicians Rule

Seven of the top ten most followed people on
Twitter are musicians, according to Twitaholic.com
statistics. Going further down the list, 44 of the top
100 are musicians. At least the president landed in
the top five.

that order.

Top Tweeters and Their Followers
1. Lady Gaga (ialadygaga) 15,283,903

2. Justin Bieber ({@justinbieber) 14,002,821

3. Katy Perry (la'katyperry) 11,581,966

4. Kim Kardashian (‘aKimKardashian) 10,967,429
5. Barack Obama (l@BarackObama) 10,914,099
6. Britney Spears (a britneyspears) 10,736,200
7. Shakira (lwshakira) 9,802,132

8. Rihanna (larihanna) 9,159,584

9. Taylor Swift ((@taylorswift13) 8,881,020

10. Ashton Kutcher (f@aplusk) 8,169,976

| am a singer/sangwriter/
guitarist, and although | am not
very accomplished an keyboards,
| thought that with MIDI, it would
be possible to add keyboard
parts in my computer DAW.
Without much budget | bought
the M-Audio Axiom keyboard,
but it has no sounds! | found out
it’s not supposed to, and now |
think | made the wrong decision.
What would it cost to get sounds
installed in the Axiom?

ADELMO RODRIGUEZ
BUENOS AIRES, ARGENTINA
VIA EMAIL

Actually, you made
a good decision.
The Axiom is a fine
controller keyboard
that can send MIDI
signals to hardware
tone modules or virtual
instruments inside vour
computer, and because
it doesn’t include
onboard sounds, the
price is more affordable.
You didn’t mention
which DAW you have,
but most include at
least some virtual
instruments, and you
can play them with the
Axiom. There are also

many excellent free
virtual instruments,
like Independence
Free (yellowtools.
com), which even
includes a 2.5GB
library, and Kontakt
S Plaver (native-
instruments.com),
with a companion
free download of 50
instruments.

If you’re not
happy with your
DAW, consider
Mixcraft Pro
Studio 5—it’s $150
as a download, and
comes with eight

virtual instruments
and 22 effects.
vstplanet.com and
kvraudio.com are
also useful resources
for finding free

and shareware
instruments.

What’s more, your
Axiom’s faders and
knobs can help during
mixdown by providing
a control surface for
fader levels and other
parameters. You’ll

M-Audia's Axiom
keyboards don’t
include built-in sounds,
but that lowers the
cost and allows
concentrating on the
controller aspects.

need to learn about
MIDI controllers
and assignments,
but it’s not that
difficult—check out
the Introduction to
MIDI tutorial at

www.midi.org.
THE EDITORS

Got a question about recording, gigging, or technology?

Ask us! Send it to ElectronicMusiciania'musicplayer.com.

)EDIA, DIGITAL MUSIC NEWS, BILLBOARD, WESTWORD.COM, TWITAHOLIC.COM, EMUSICIAN.COM






LEDISI LIVES A DREAM
APOLLO THEATER, NEW YORK CITY
OCTOBER 25, 2011

With four Grammy nominations
and three White House
performances under her belt,
R&B artist Ledisi has had some
big shining moments. Yet she says

headlining at Harlem's legendary

Apollo Theater last fall was truly

“living a dream.” The spirited, jazz
influenced soul singer, recalling
Ella Fitzgerald, Sarah Vaughan, and
other legends who have graced that
tage long before her, delivered a
lively, passionate performance that
earned her a ten-minute standing
ovation. Ledisi has often attributed
her successes to “patience, faith,
being good to fans . .. but it all
comes back to my work—did she

sing or did she sang?”

photograph by KEN MICALLEF
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The Black Keys—Dan Auerbach
(left) and Patrick Carney.

“At the
foundation of
every song on
the new record
is a live take

of guitars and
drums. That
helps more than
anything to give
the songs that
human element,
that live feel.”
—Dan Auerbach
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“WE'RE FANS of so many different types of music
and different types of producers,” the Black
Keys’ Patrick Carney says from San Jose, CA,
the morning after attending the CMA Awards.
“We love the way that recards sound when
they just sound good. That can be anything. A
Phil Spector record or a Tony Visconti record.
We’re a heavily influenced band, song to
song and instrument to instrument. We try to
reference as many different things as possible.
On El Camino we’re referencing The Clash and
The Cramps but at the same time David Bowie
producing Lou Reed. That feeling. Some of
the tones. We’re just borrowing little elements
from everything. Guitar tones from The
Cramps, drum sounds from Stax Records.”

Barely one year after Brothers rocketed the

Black Keys’ blues-bitten skronk 'n’ roll into
the national consciousness, Dan Auerbach and
Patrick Carney return with El Camino, a Stax-
sanctified, Sun Records-reverberating, wall-of-
sound heightened album that betters Brothers
like color bettered black and white, like
stereo elaborated on mono, like Sgt. Pepper’s
expanded Revolver. Produced by Brian Burton
(a.k.a. Danger Mouse) and the Black Keys and
engineered by Kennie Takahashi and Collin
Dupuis at the band’s new Easy Eye Sound
studio in Nashville, El Camino guarantees hit
singles built on inclusion, not dilettante-ism.
The songs are wide-ranging, from the opening
single “Lonely Boy” to the Pretenders-worthy
groove and glowing vocal chorus of “Dead and
Gone,” the strangled chords, Farfisa belch, and

Keith Richards-styled guitar of “Gold on the
Ceiling,” the lowrider strut of “Money Maker,”
and the distressed vocals and Exile on Main
Street vibe of “Mind Eraser.” El Camino is the
Black Keys at full force.

Where Brothers often treaded in a hazy,
psychedelic smog, El Camine is a direct
soul bomb—all R&B, al! the time. Auerbach
allowed Takahashi to expand on the Black
Keys’ minimalist miking techniques, but he
still insisted on simplicity. Easy Eye Sound
is a Spartan studio outfitted with a rare 1969
Quad-Eight console, various Urei and Pultec
pieces, Auerbach’s beloved Altec 16567A
mixers, and other vintage gear. Drums and
guitar were recorded mostly live (without
baffles) as the bed for each track in Easy Eye
Sound’s spacious live room. Vocals were cut in
the control room; a tiled bathroom was used
as an echo chamber. (There’s copious echa
on El Camino, though the band largely credits
engineer Tchad Blake’s mix.)

“We've figured out what we like to use,”
Auerbach explains from Nashville. “It’s all very
simple, not a lot of stuff, not a lot of mics. We
use dynamic mics and old tube line mixers like
the Altec 1567A. We wanted EI Camino to be
very simple, no real album effects, just drums,
bass, guitar, organ; that’s it. No studio trickery.
It’s certainly a studio album, but we didn't
want psychedelic flourishes or anything that
isn’t just a band playing live.

“The album was recorded with all the
same stuff we’ve used before,” Auerbach

Danny Clinch
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“I’d rather be

an accountant
than spend

time sitting
around getting
drum sounds.

| like stuff that
feels real.”
—Patrick Carney

continues, “same amps, same drum Kkit, same
setup. We’ve found the sweet spot in the live
room where the drums sound best and we
keep them there. Then we lay out everything
around it. The guitar amp is in the room with
the drums. I like lower, 25- to 30-watt, older
amps. At the foundation of every song on

the new record is a live take of guitars and
drums. That helps more than anything to
give the songs that human element, that live
feel. No metronome involved. Choruses may
speed up a little bit, but [recording without a
click track] gives us the feel we’re looking for.
We’ve done computer arrangements before
but we didn’t do it so much this time, although
itis an incredible tool. We tried to get the
arrangements down while we tracked. We'd
cut a live take, start to finish, unedited, and
then add overdubs on top of that”

Originally, Patrick Carney was the band’s
de facto producer, as the duo recorded with his
gear in his basement. But as Auerbach caught
the gear bug, he took over recording duties.
“We began by making records in my basement,”
Carney recalls. “I had a Marantz 4-track in
high school and a couple of tape machines.
Since then, every record we’ve made has been
on a completely different setup. We'd divide
the advance money and I’d buy a piece of
new recording gear. Then Dan started buying
really nice equipment. But by 2006 we started
working in real studios. EIl Camino is the first
time we recorded in a real studio but made the
way that we used to work, where we’re hands-
on with everything. We worked at our own pace
and engaged the studio however we wanted.”
Carney adds that there’s been somewhat of a

technical limitation to every record they’ve
made, except for this one. “With Brothers we
only had 12 tracks because of the monitoring
setup in the studio. We had to do very minimal
miking and arrangements. This time we didn’t
have to do that. So we could do three or four

guitar tracks, and three or four percussion tracks
and multiple background vocals. But there isn’t
some great sonic change in this record other
than maybe it’s a little more hi-fi than anything
we’ve ever done.”

Like Carney, Auerbach cites specific
influences on El Camino. 1950s rockabilly,
Johnny Burnette Trio, even The Sweet. But
Auerbach was listening to the feel of the songs,
not the sonics. “I prefer *60s sonics, but I like
hip-hop low end,” Auerbach laughs.

With Easy Eye Sound’s focus on vintage
gear, including two rare Daniel Flickinger
351-1 Program Equalizers (“used randomly on
guitars, drum overheads, snare, kick,” engineer
Dupuis says), an RMI electric piano, and Altec
“Voice of the Theater” studio PA, tracking to
tape would seem the obvious next step.

“We’re going through all of these tubes
and transformers, so tape is not as necessary,”
Auerbach says. “Everything is literally either
going through giant old transformers that were
hand-wound in the late ’60s or ’50s tube gear.
Sometimes both. Old tube mics or ribbon mics
or a great old dynamic that already pre-EQs
things. We’ve gone through a lot of gear; you
find out what works for you, what gets those
sounds. But it has less to do with tape than it
does miking technique and the arrangements.
When I record a band, 1 like to track to a 1-inch
8-track tape machine. But when we do a Black
Keys record, I step away from the engineering
side of things and try not to think about it so
much. So I can just focus on the songs.”

Danger Mouse’s production touch is
subtle on El Camino. Where his hand can
be heard in the sleazier sounds and obscure
atmospherics of past Black Keys recordings,
El Camino is a more straightforward
production instrumentally, sonically, and
stylistically. Either way, Auerbach thinks the
generally close-mouthed Danger Mouse is a
misunderstood artist.

“Brian did the Grey Album with Jay-Z
but he hasn’t done a hip-hop record since
then,” Auerbach notes. “He’s not a hip-hop

. producer, He’s a musician who plays guitar

and keyboards, and he listens to The Troggs.
We have a lot in common musically. The only
thing we talked about was keeping everything
simple. There’s things Brian has done in

the past with Gorillaz, Broken Bells, and
Gnarls Barkley where there’s atmospherics,
psychedelics. He’s copping the *60s feel but
making it modern and that’s what we like

Alysse Gafkjen
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Auerbach at Easy Eye’s custom
1969 Quad-Eight cansole.
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to do. We’re not trying to be retro, we just
appreciate those old sonics. They just feel
good. Brian feels the same way, that’s why we
get along. We challenge each other and respect
each other’s opinions.”

Two mindsets were at play during the
making of El Camino: The more contemporary,
Pro Tools-enabled, multi-miking approach of
Danger Mouse/Takahashi, and Quad-Eight-
sourced, minimalist-miking style of the Black
Keys. Compromise was key, apparently.

“Kennie was the main engineer and
he tends to use way more mics than I or
Collin [Dupuis] would use on the drum
kit,” Auerbach says. “When Collin and I do
a record, it’s one overhead and one kick.
Maybe a spot mic on the top. We did insist
on a mono overhead for El Camino.”

Takahashi shared a decidedly broad overview
of his miking choices and setup for EI Camino:
“Some fatter mic for the boom foot. Something
a bit throaty for the snare. Something with a
bit of attack for the toms. Something brighter
with the hats. Something less bright or gluey
for the overhead. As for room mics: omni,
figure-8, cardoid, dark, bright, far. near; various
combinations were used. Even mics around the
piano were used—it adds a weird resonance. It’s
basic and doesn’t matter. Pat [Carney] is about
feel. I could’ve probably done the record with an

SM58 somewhere in the room and [it’d] still be
awesome. I think”

Carney reveals the Black Keys’ preferred
mic setup for guitar and drums, which included
1950s-era WFL and Gretsch kits and an early-
’60s Ludwig kit. “There were a couple Electro-
Voice Model 668 dynamic mics on guitar
amps,” he says, “and we use a Unidyne 57 on the
bass and snare drums. We use ribbon mics on
overheads sometimes or an AEA R44, the RCA
rip-off. Occasionally we use a brighter-sounding
condenser. Dan used a lot of dynamic mics on
vocals. Usually an SM58. An even balance of
ribbons and condensers and dynamics. The
microphone I love the most is the Beyerdynamic
MI160; that is the best microphone for guitar. It
just sounds really rich and it has a nice bite to it
but it’s not too bright. For drums I like dynamics
obviously for the kick drum; that can be a Beyer
M88, or a Shure 55SH, one of the big ones. That’s
what we used on Brothers. I like 57s on the
snare drum. We always do the drums in mono,
and for overheads I like RCA 77s or KM184s, a
small-diaphragm tubeless condenser in mono
right at eye level. I like drum mics that can take
compression, and don’t sound too bright but still
have a slightly spitty sound that can cut through
compression. We both like darker tones.

“There are sounds that I hate,” Carney
continues. “When you walk into a studio, 90
percent of the time an engineer will put a 57
on your snare drum and whatever on the kick
drum and listen back with Pro Tools and it will
sound so distant and boring. We like things that
sound really thick and dull but defined. Maybe
a kick drum that has no tone but that hits you in
the chest. I don’t like attack. My favorite drum
records are definitely from the *70s: T. Rex’s
Electric Warrior, Led Zeppelin, Jackson Five,
Black Sabbath’s first four records. I don’t care
for the ’60s drum sound, honestly; it’s too old-
timey and retro. Lowell Fulsom’s ‘Tramp’ is my
favorite of the ’60s drum sounds. It just sounds
like a four-track recording”

As far as his method for getting a good
drum sound, Patrick Carney is more Zen
than Zeppelin, preferring to play his kit with
less volume and impact in the studio than
in concert situations. Seasoned drummers
know that drawing the tone out of the drum
is preferable to beating the sound into it.
Carney concurs. “I play completely differently
in the studio than in concert,” he explains.
“The second half of ‘Little Black Submarines’
was kind of loud. That’s how I play live. But

Alysse Gafkjen
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“Ever since
the '70s
people have
been isolating
instruments,
but the great
records that |
like from the
’60s all have
a lot do with
the controlled
bleed creating
a stereo
spectrum.”

—Dan Auerbach

normally in the studio I hit the drums way softer.
I simplify the drum beats. I've found that if you
have a less-dense arrangement and hit the drums
lighter, they come through and sound a lot bigger.
For this album we would get the rhythm tracks
together—guitars, drums and percussion—then it
was all about all of us writing the vocal melodies
and the lead melodies. That was the majority of
the focus and time spent on this record, writing
those melodies. I'd rather be an accountant than
spend time sitting around getting drum sounds.
I like stuff that feels real, and if something feels
wrong or homemade then I like it more.”

Regarding Dan Auerbach’s vocal chain,
he used an Electro Voice RE15 and the Altec
1567A tube mixer into the Quad-Eight.
Takahashi ran general miking and processing
for the session.

“We had Neumanns, RCAs, old EVs, Coles,
Rayer, Shure, Sennheiser in the studio.”
Takahashi says. “I believe we even used an
Oktava—pretty decent, depending on the
application. A ton of mics just hung on stands; we
just moved ’em around to get what we wanted.
Typically, Neumanns were used when we
wanted a touch more clarity. Want less tickle in
the cymbals? Grab an old RCA ribbon or Coles.
Royers tended to smooth out the high mids.
[Their] Unidynes kinda sound good on anything
that doesn’t need too much bottom. If we needed
mere room [sound] in a mic, we'd either move
it away from the source, or in the case of some
of the ribbons, simply turn it so the lobes were
pointing out. Nothing fancy, literally as quick and
easy as possible so that the guys could get going
and rip. Things get out of focus when an engineer
starts nit-picking over some 67Hz ringing or
strange midrange phase relationship between a
stereo pair. Just f**king move or switch the mic

quickly or go to mono. People forget the plot is
about the songs and artist.”

Processing was also about getting it done—fast
and quick. “Processing such as reverbs and delays
were temped up in the box; basically, whatever
was quickest,” Takahashi explains, “almost never
complex and completely un-boutique. I believe
the most complex effect was a long delay with a
sidechained compressor on the output. All of
this was done to get roughs to make sure they
got the songs and the feel that they wanted to
get. Obviously there were effects on the guitar
via pedals and maybe some external plates or
chambers, but those were just bused together.”

Befitting their no-nonsense, stripped-down
approach to recording El Camino, the Black Keys
offer equally compelling and seasoned advice to
anyone looking to replicate their grizzled blues
and soul-drenched hi-fi sounds on the cheap.

“I am not precious about brands or techniques
‘cause everyone who has a technique learned

it from someone else,” Carney says. “Very few
people come up with their own techniques.

But there are some great mics you can get for five
or six hundred bucks—a few great mics for 100
bucks. That list starts with the Shure SM57. You
can make an entire record with that mic. You can
do vocals, kick, snare, guitars—you can even use it
for an overhead. Of course we were using a bunch
of fancy preamps and fancy microphones, but with
Pro Tools and the right plug-ins you can get a lot
done. I like the SoundToys stuff. Those are the best.
I also like the Waves SSL compressor for drums and
if you’re mixing in the box, as a mix bus.”

“Experiment with miking,” Auerbach adds.
“Most of the time the large-diaphragm tube
mics are not the sound we get. We use our
dynamic mics; they’re not really expensive.
They give us the sound that we like. Even
on the drums. And you can find those tube
mixers—even the old ’50s off-brands like
DuKane, which are essentially the same RCA
rip-off circuit designs; you can find those
inexpensively. There’s a misconception about
gear. Obviously, people use Neumann mics,
but for a lot of the records that we like—Stax
and Sun—they used a shit-ton of dynamic
mics and simple miking techniques. And you
should really think controlled bleed. That’s
alost art form. Ever since the *70s people
have been isolating instruments, but the great
records that I like from the ’60s all have a lot
do with the controlled bleed creating a stereo
spectrum. There’s plenty of options out there,
even if you don’t have a lot of money.” =

Alysse Gafkjen
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Snow Patrol (letft to right)—Nathan
Connolly, Paul Wilson, Gary Lightbody,
Jonny Quinn, and Tom Simpson
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The UK pop rockers find
recording inspiration in
unconventional spaces for
Fallen Empires

WHEN SCOTCH-IRISH superstars Snow Patrol envisioned their next mega-
selling opus, where did they look for inspiration? To the Far East?

To the near west? The group’s anthemic rock owes its power to Gary
Lightbody’s honeyed vocals and the group’s epic, textured palette ap-
proach which leaves room for fans to find their own sonic interpreta-
tion. But at the heart of their latest album, Fallen Empires, it turns out
that Snow Patrol are fans, just like everyone else.

“Gary loved Arcade Fire’s The Suburbs,” bassist Paul “Pablo” Wil-
son says. “It’s a complete art album, a total concept album. We went
for the same idea. We recorded 25 songs, narrowed them down to
12 and they all fit really well. We wanted Fallen Empires to be great
from start to finish, a record that can be listened to as a journey. It’s a
cliché, but we really tried to do that. It’s a journey because there is so
much variation on the album.”

Eschewing the gloom and familiarity of their native UK, Snow Patrol
descended on Joshua Tree National Park in the California desert in
October of 2010, and with two guitars and a handful of rough song
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NN ——— ing the proceedings, the sessions

“We tried to make
Fallen Empires
sound less
produced. All the
guitars are single-
tracked. There’s
no multitracking,
and all the synths
are played live. It
doesn’t have that
synchronized feel

to it.”—Paul Wilson

Gary Lightbody
listens to a mix.

ideas entered Rancho De La
Luna Studios (home of Queens of
the Stone Age, among others) to
record foundational tracks. That
was only the beginning, and in
some ways, the easy part.
After a few weeks in the
heat, Snow Patrol—including
Lightbody and Wilson, guitar-
ist Nathan Connolly, drummer
Jonny Quinn, and keyboardist
Tom Simpson—headed to Santa
Monica and took over (and total-
ly retrofitted) Eagle’s Watch, an
upscale ranch house in Malibu
with ginormous windows and
panoramic views of the Pacific
Ocean. With longtime Snow Pa-
trol producer Garrett “Jacknife”
Lee and engineer Sam Bell guid-

expanded to include the LA Inner City Mass
Gospel Choir of Compton, R.E.M.s Michael
Stipe, vocalist Lissie Trullie, and Queens Of The
Stone Age guitarist Troy Van Leeuwen, Orches-
tral overdubs were tracked at Threshold Sound
+ Vision, mixdown and vocal overdubs at Ocean
Way and Lee’s Topanga Canyon “hacienda,” a
former hippy commune and prior home of Neil
Young and Woody Guthrie.

“We wanted to make a massively ambitious
record,” says Lightbody. “Arcade Fire’s last
record made us realize that we had to up our
game.” But before digging into that ambition,
Snow Patrol had to remember who they were.

“We went to Rancho De La Luna to learn
how to play as a band again,” Wilson recalls.
“Gary already had a lot of ideas together but we
had to figure out if a particular song worked
best fast or slow, as a rock song, a waltz—songs
can start any way, it’s just choosing which feel
really suits. Then at this beautiful house in
Santa Monica we did most of the recording on
a Neve [50 Series] desk and Apple Logic. We’ll
never record in a regular studio again! Proper
studios are horrible, and so expensive.”

Once Snow Patrol got their groove back,
they focused on Lightbody’s songs. Creating
basic arrangements in Logic, Snow Patrol add-
ed or subtracted as ideas fell into place using

profile

Elektron MachineDrum, and Native Instru-
ments Battery and Guitar Rig.

“We don’t arrange songs beforehand; we
do that on the computer,” Wilson says. “That
way we know what works as we put the whole
thing together. We start with guitars and soft
synths. But on the record it’s all hardware
synths. Often the drums are programmed then
we redo them live, and a lot of the rhythm
guitars we cut up in Logic. But the lead guitar
parts can change.”

Fallen Empires’ 12 tracks explode like
fireworks, incorporating all the hit-making
machinery of a well-oiled pop powerhouse.
“Fallen Empires” grooves with bubbling, De-
peche Mode-worthy synths at a breakneck 170
bpm pulse. “In the End” soars with arms-out-
stretched vocals and a galvanic dance groove;
“New York” virtually mashes Sarah McLachlan
and U2 in a sentimental twilight reverie; “Called
Out in the Dark” features a buzzing, Cake-like
guitar riff, skulking dance beat, and Lightbody’s
sensitive, man-boy vocals. Throughout, Fallen
Empires balances Lightbody’s natural, present-
sounding vocals against a glossy production
sheen, from robo-tinged drums and a choir of
swelling synths to guitars of every The Edge-
worthy stripe. That sweet/salty dichotomy gives
the album a quixotic punch that its ear-candy
songs only amplify.

“We actually tried to make Fallen Empires
sound less produced,” Wilson says. “All the
guitars are single-tracked. There’s no multi-
tracking, and all the synths are played live. It
doesn’t have that synchronized feel to it. A lot
of drumming is real, most of it. There are a
couple of kick drum and snare drum samples
triggered with the real drums.

“Gary’s voice is easy to record, to be hon-
est,” Wilson continues. “There’s no magic. We
put up any microphone that’s lying around,
maybe an [Shure] SM58 in the live room. If it’s
a softer, quieter song, we’ll go for one of the
really nice microphones in a secluded area. But
most of the time it’s whatever’s around.”

“Gary’s vocals are so recognizable that we
didn’t want to alter them,” Bell adds. “We used
an [AKG] C12, a[Neumann] U47, [a Shure]
SM?7, and one of the newer-model [AKG] 414s.
And it would have been a Neve board mic pre
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Snow Patrol retrofitted a
Malibu beach house for
recording.

“We’ll never
record in a regular
studio again.”
—Paul Wilson

.
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or a[Neve] 1073 or [Urei] 1176. Gary’s voice is
naturally great, but we did EQ in post. T like to
keep recording singers simple and quick. A mic
pre and a compressor to level things out. Then
we'll do a little reverb after that.

“The house in Malibu was mad,” Bell con
tinues. He and “Jacknife” Lee have recorded
R.E.M, Bloc Party, The Editors, Weezer, and
all the Snow Patrol albums. “The house had
multiple bedrooms and bathrooms with
marble and tiled walls and ceilings. We had to
build acoustic baffles and panels, and we wired the
whole place out. It was quite an undertaking. But
the surfaces gave us lots of interesting-sound-
ing spaces we could drop the drums into with
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two mics. Same with guitar amps. We didn’t
really do anything in a traditional way; we ex-
perimented to see what we could do.”
Luckily, Eagles Watch lacked symmetrical
surfaces so flutter echo was no problem. Bell
isolated the drums and occasionally removed
the baffles to create a titanic drum sound. Re-
cording in a house of glass walls and marble
floors presented enough problems, but “Jack-
nife” Lee prefers a guerilla approach in general.
“Garrett likes to do things that engineers
wouldn’t necessarily do,” Bell confides. “So
we're quite experimental. Sometimes guitar
sounds were achieved with crappy mics and
practice amps. If they sounded interesting we
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just went with it. And we didn’t change the
sound, if it was good we kept it. That’s what
we do most of the time. We’re going for good
sound, but sometimes a crappy seund can be a
good sound. We don’t track a lot of things and
then repair it later.”

With that sense of immediacy ruling all
their decisions, Lee and Bell tracked most ef-
fects during the sessions, trusting their well-
honed instincts throughout.

“We used a lot of compression and distor-
tion when recording drums and guitars,” Bell
explains. “But we do a load of stuff while we're
recording so we pick the sound as we do it.
With a few things, we treat a DI later or do cra-

zy effects. But we tend to say, ‘this is the sound,
pick it, and commit to it” We work in a modern
way but in an old-school fashion. If you play
around with plug-ins it can be an endless pro-
cess. But T do like UAD plug-ins, the 1176s, the
Fatso, and I am big fan of proper [Empirical
Labs] Distressors, [SPL] Transient Designers,
[Thermionic] Culture Vulture.”

“Crappy” mics and quick decisions gave way to
seasoned choices when tracking drums. Though
they occasionally put up two room mics and ran
with it, the sensual drum textures of Fallen Em-
pires arrived from a more classic approach.

“I have a traditional setup of a mic inside
the kick, usually an AKG D112, then the mic

Experience CRAS
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PERSONAL, CLASSES ARE LIMITED TO 12 STUDENTS AND FILL UP QUICKLY,

SO RESERVE YOUR PLACE NOW.

CONSERVATORY OF
RECORDING ARTS & SCIENCES

|

“The house’s
surfaces gave us
lots of interesting-
sounding spaces.”
—Sam Bell
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outside of the kick would be an RE20 or
FET 47 Bell explains. “And a subkick. A
SM57 or a SM7 on the snare with a 414 on
the bottom head. Sometimes I would stick
three mics on the snare top like a SM57 and
a [Neumann] KM84 and a [AKG] 451, then
the 451 might be heavily compressed to give
us some room or attack. For hi-hats I like

a large condenser like a 414. Toms would

profile

be [Sennheiser| 421s with maybe an ad-
ditional 421 underneath to give more body
to the tops. Overheads are [Neumann]
U67s; room mics really varied, we used
everything from Coles 4038s to SE rib-
bons to [Neumann] U87s. Sometimes, for a
crunchy drum sound, just a couple SM57s
close to the kit”

Didn’t the brightness of the marble and glass

Let’s cut to the truth.

Oxygen-free copper, polyethylene, PVC...that's about it. So why do
some cables cost an arm and a leg? At Hosa, we believe a cable
should sound great, last a lifetime, and go easy on your wallet.
That's why we designed Hosa Pro Guitar Cables. Combining
REAN® connectors by Neutrik AG with world-class manufacturing
techniques, they redefine what performance and value are all
about. Put your money into your music, not into hype.

-Choose Hosa Pro.

- |
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L
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©
Hosa Technology

Contact your local Hosa dealer or visit www.hosatech.com
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surfaces affect the drum sound for the worse?

“It was a really nice tone, actually,” Bell
says. “I thought it would be ridiculously
bright but it wasn’t. I did use the Coles
4038s and the SE ribbons to make up for a
lack of transient response in the high end.
They’re ideal for that sort of problem. Roy-
ers are amazing too, but they are very bright
and posh-sounding. Sometimes you need
something that sounds a bit crunchier. I'm
changing mics all the time. We experimented
as well, like recording the drums in the bath-
room, or cutting up a kick, hat, and snare
drum, machine-like. If you do that, vou’re
making new sounds every time; it’s not just a
stock drum kit. All the live drums on the re-
cord are playved. Even if it was programmed,
it’s still played by hand. Just like everything
on the record. We also ran the soft and
synths though a Fender Twin to make it
sound cranky.”

Bell used multiple mics on guitar cabs
(typically Vox AC30s), preferring blend over
EQ. Shure SM57, Sennheiser 421, and Neu-
mann U87 were go-tos, with a focused 57 and
421 if he wanted “something a little harsh or
straight-ahead rock and roll.” A U87 was used
if the guitar sound was too clean.

An Ampeg B15 provided amplification for
Paul Wilson’s bass, as did an Ampeg SVT rig.
There, Bell ran “a |JAKG] D112, an [Electro
Voice] RE20, a 421 and FET 47, and I would
blend them depending on the song, maybe
two at a time. Sometimes we were going for a
midrange-sounding bass tone without a lot of
bottom end. A 57 and a 421 is perfect for that”

Though Fallen Empires will sound familiar
to most Snow Patrol fans, the band was aiming
for reinvention, hoping to add the concept-
album scenario to their long list of million-
selling releases.

“There’s so much great new music that
is inspiring,” Wilson concludes. “And great
older stuff that you rediscover. The main thing
is that everyone in this band has very varied
musical taste. Some musicians only like one
style of music, but we’re all into different stuff.
Because of that, it’s quite easy to come up with
different ideas for each album.” =

N More Online

M See more pictures of
the studio takeover at
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fan of the Shadow Hills Optograph compressor,
which I'll put after the 1176 to catch anything that
the 1176 didn't catch. It just rounds it out and makes
it sound a little more mixed immediately.

On just about everybody, I use this one mic
that Telefunken custom-made for me and com-
pletely knocked out of the park. It's a vintage 47,
but all the parts are new except for the vacuum
tube. That thing just sounds like God. I also had
another microphone made for me by the same
folks that is a vintage Telefunken 251, which is
kind of the Holy Grail of female vocal mics.

I was on a hunt for about three years looking
for the Holy Grail Neumann U47. I called Alan
Veniscofsky at Telefunken to help me find an old
U47, and he said, “I know this is not what you
were looking for, but I promise you, I can make
you what you're looking for, and if you don't like
it, you don’t have to buy it” And he went to town.
He sent the mic out to me, and I couldn’t believe
what [ was hearing. | was skeptical because it was
new, but it sounded better than my favorite 47
rental. That mic is what I'm using on everything.
But every once in a while, if someone’s got too full
a voice or if you want something super-pretty with
that lovely air on top, then we'll use the 251.

There is na substitute for a Neumann U47 or a
Telefunken 251. But having said that, there are some
really fantastic, less expensive microphones that are
trying to be a 47 or a 251, and they're pretty damn
close. The Microtech Gefell UMT?70S kills. That was
my lead vocal mic for years on every early record I
produced. It doesn't exaggerate the top end, but if
you EQ it, all that really gorgeous-sounding, pristine
kind of top stuff is there. And a 47 is like that, too. 1
couldn’t recommend it highly enough.

What tips can you give other producers to over-
come problems in the studio?
Don't overthink things. Try to keep the spirit of,
we've got a train moving. This all feels like surfing
to me: If you're on the surfboard trying to catch a
wave, if you stop and start writing in a notebook,
all these waves are going to pass you by. Ap-
proaching music that way lets some kind of flow
in and lets stuff happen.

Also, objectivity is destroyed the minute you hear
a song more than once. I'm not sure how objective
you are after seven hours of listening to a song. Cer-
tainly by the end of the day, I've heard the song doz-
ens and dozens of times. For that reason, [ only work
an eight-hour day, and I don’t work on the weekends.
It’s not because I'm lazy; I love working on music.
But [ have learned that whatever [ do or don't do in
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the studio gets so much better when I shorten my
hours. When [ was in my 20s, I'd be in the studio 15
haurs a day, seven days a week. I think I learned a lot
from doing it, but 'm not sure how great the results
were of that approach.

Recording in the studio is a terribly unnatural
process. It makes you self-conscious and fearful,
and it makes you go to all the places you should
not go to when you're trying to be inspired mu-
sically. Headphones make you self-conscious.
What's going to make you more self-conscious
than speakers pinned up against your ears with
your voice really loud so you can hear every little
breath, snart, and wrong note? It's a complete
recipe for the worst vocal ever. So get the singer to
take one headphone off. That improves pitch and
self-consciousness massively.

To me, music is truly music when it’s live. When
you see people performing live, there’s an energy
or vibration coming off of them. Then they react to
vaur applause, and there’s a feedback loop that hap-
pens. To make music feel really sincere and impactful
and exciting coming through speakers, you have to
jump through all these hoops. You have 10 stand in
a certain way facing the mic, do certain things soni-

Greg Wells
Selected
Discography

* Adele “One and Only”
(ca-writer)

* Katy Perry “Waking Up in
Vegas” (producer)

* OneRepublic “Apologize”
(producer)

* Celine Dion “The Reason”
(co-writer)

cally.... An uncompressed vocal always sounds weird
and amateurish coming out of the speakers, so you
have to contain, shrink, and narrow the focus to then
make it big again and make it feel alive and natural.

You once said, “A song that’s okay but not amazing
is always a struggle” How do you deal with that?

I don't really want to notice that I'm listening to a
song; I want to have it wash over me. It’s just like
when you’re watching an amazing movie. After

10 minutes, if the movie is really incredible, you
completely forget that you're watching a movie.
You don’t want to see the actors aware of the cam-
era. You want to trust it and go on that journey.
So when something feels like a road bump in the
writing of a song, if something feels incongruous,
I’m really sensitive to that.

It’s so easy to come up with a bad idea. You have
to be willing to make a fool of yourself, which is
why most people can't stand doing this for a living.
Most of my career has been complete abject and
utter failure. [Laughs.] I think I've been blessed with
a degree of ability and talent, but to have that trans-
late to where people are willing to spend money on
it is a whole other thing. I have produced lots of re-
cords that 'm really proud of that didn't sell. Luck-
ily, I've also had a lot of hits, but for all of those hits,
there are 10 times more examples of things [ did
that didn’t connect with people. For me, the best
way to learn anything is to not do it well a bunch of
times and then finally figure it out. I've learned so
much by listening to other records and writing with
really inspired songwriters.

Some of the best songwriters we've ever seen
are pretty terrible musicians, but my God, they’re
amazing songwriters. And I think it’s fair to say
that some of the best musicians are terrible song-
writers. I recognize that I really wanted to become
a songwriter, but it wasn't as natural to me as
playing music for hire in other people’s bands. It
can take a long time to get that awareness of what
needs to happen. It just doesn’t come overnight.
Some people sort of pop out with this gift, but
for me, it’s really been brick by brick. I watched
people around me sometimes go flying light years
ahead of me career-wise, much faster than I ever
did, and I would go, “What is my problem?” But
if you're crazy enough not to quit, the tortoise can
sometimes win the race. m

More Online
Read our extended
interview with
Greg Wells.
emusician.com/january2012
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Morgan

Clearing the path for creativity

BY KYLEE SWENSON

“1 proBABLY disagree with every point of view I had about
ten years ago,” says Los Angeles-based DJ/producer
Morgan Page. “I think I've broken all of my rules.”

Not that it’s a bad thing to change your artistic views
and let go of stubborn, preconceived notions: Given his
Grammy nominations, Billboard Dance/Club Play Songs
chart honors, and his discography of 200-plus remixes
(including Coldplay, Katy Perry, and Madonna), it’s served
Page well to be open-minded to transformation.

Recently, he reworked his production workflow. Page used
to look down on creating Pro Tools templates, but he’s since
changed his mind. “I thought it was cheesy to have structure,
and now it’s crucial: it’s absolutely essential to the process,” he
says. “I have markers in [my templates] for verses, choruses,
turnarounds, and bridges. And you can move those around
depending on what the song calls for, but by having a starting
point, you can make it that much quicker, and that’s the only
way I've been able to do a draft-a-day process.”

With his streamlined methodology, Page flies through
creative ideas. For In the Air, his third solo album on Nettwerk
(due in February), he was able to come up with 80 or 90 draft
ideas and then whittle them down to 18 full songs with lyrics.

But it wasn’t Page’s intention to use templates in order to
crank out tracks as if through a cookie-cutter song factory.
Rather, he wanted to avoid technical distractions, so that
he could get to his best ideas. “The next stage is [making] a
patchbay and patching in guitar pedals into compressors and
things,” he says. “I don’t want to run around changing 9-volt
batteries in guitar pedals and lose that creative process. I
always tell people: It’s important that you don’t go back and
forth between left brain and right brain with all of this stuff.
You want to get in vour creative mode and get into a workflow

that makes sense, not sit behind all your gear going, ‘Aw, man!
What channel’s this going into? Why is there this ground
hum? You can just continue to tinker around like that for
days...and years.”

Earlier this year, Page built a studio in the two-
car garage of his new house, and he hired an acoustic
consultant to tune the room. Other improvements included
scaling back on his gear lust. Aside from Pro Tools (he
was using a Digi 002 for years, but he’s since moved to HD
Native), his go-to gear and software include a Dave Smith
Prophet 08 keyboard, Waves Maserati and SSL Channel
plug-in bundles, an M-Audio Sputnik mic, Prism Sound
Orpheus interface, and Dangerous Music 2-Bus and D-Box
analog summing units.

But there are a few Craigslist finds that he’s kept, too.
“My favorite is the Alesis 3630, which is the Daft Punk
compressor,” Page says. “It’s like $60 on Craigslist, so I
went out and got four of those and a power strip. The rack
enclosure cost more than the compressors. So it’s just
funny: For the price of a plug-in, I have these amazing-
sounding, really dirty compressors that I use for parallel
compression. The 3630 basically sends stuff out and
then sends it back in through the Pro Tools converters.

It really compresses stuff hard and raises the level of the
compressed version of background vocals or guitars—just
adding a little bite in controlled doses.”

By limiting his gear and improving his workflow, Page
was able to concentrate on production techniques that
would benefit the songs. For “In the Air,” Page teamed
up with BT, who shares his love for contrasting organic
and electronic elements and added organic timpani and
dulcimer parts to the pulsating synthetic sounds. Then
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“The mix is just
really highpass
and lowpass
filtering.

To me, it’s
about casting
the right
instruments
that blend

well with the
vocal, and the
vocal is the top
priority.”

Page blended everything seamlessly. “In the mix,
it’s just really highpass and lowpass filtering,”
he says. “So maybe I'll highpass the acoustic
elements, where I want just the high transients,
and I'll lowpass the keyboards where I don’t
need a lot of high end. To me, it’s about casting
the right instruments that blend well with the
vocal, and the vocal is the top priority.”

The vocal in the case of “In the Air”
features Angela McCluskey (of Télépopmusik
fame), who has a very distinctive voice. “That
was a long process, very difficult and very
interesting 'cause with a voice like that, it’s
so distinctive that you can’t really stack it,”
Page says. “We tried doing layers, and it just
sounded crowded. Because she has a lot of
breaths and a lot of rasp, she takes up a lot of
the frequency spectrum, so it just sounded
better to have one voice in there.”

One solution was to beef up the character of
her vocal with Waves Vocal Rider. “It’s kind of
like what a compressor can do, but it does it a
little more transparently,” Page says. “I bussed
the instrumental to this plug-in, and it would
ride her vocal relative to what was happening
in the mix. It brought up the vocal presence
and really interesting nuances in it.”

Page worked remotely with Tegan and Sara
for “Video” and “Body Work,” sending them six
instrumental drafts to choose from. The twin
sisters sang on three, and Page chose two for
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the album. Like McCluskey, Tegan and Sara’s
voices were challenging in terms of mixing. “It
took a lot of processing because they have a very
different kind of voice than I typically work
with,” he says. “Both are shrill, so I wanted to
soften it up but make sure it punched through
the mix. I had some Waves JJP Pultec emulation
that I put on there. It’s basically like a Fairchild
with character, and some vintage EQ worked
well for their voices to thicken them up so that
they weren’t too thin.”

Testing tracks on the road, Page saw
what got the crowd worked up, and made
adjustments. “In the Air” went through five
or six different versions. “I was just like, ‘Ah,
this isn’t sitting right; the kick drum isn’t big
enough.’ It took a lot of different variations to
find the one that suits the song well and works
on the dance floor. The kick needed some
leveling and a little more grit. Also, I wanted to
make sure that things weren’t competing with
the kick in that central channel, so I had to
make a wider snare and a wider clap.”

To add depth to the rhythm sounds, Page
generated a layer of white or pink noise—on a
separate track—using Pro Tools’ stock Signal
Generator plug-in. He then opened the noise
on the rhythm hit by using volume automation
or by keying a gate. “Because it’s random with
white and pink noise, and pink noise has a bit of
low end to it, I’ll do a highpass filter to cut above
300Hz, and I draw in the envelope in Pro Tools.
Essentially what the noise is doing is, because it’s
panning randomly and it’s random frequencies, it
feels wide because it’s randomly jumping around
the spectrum and the frequencies.”

Although Page does a lot of the mixing
himself, he got help on a couple tracks from Phil
Tan (Rihanna), who helped get the vocals to sit
just right. And then, even in the mastering phase,
Page remained engaged in the process. “It’s
shocking what [engineers] can do at mastering
when it’s done right. But on that same note
with non-album stuff, with remixes and things,
I'm shocked at how bad the mastering can be.
Sometimes I hear my test master, and I hear the
masters provided, and I’'m like, “‘Wow, how did
they make this worse?”” =

More Online
Check out Morgan
Page’s daily
production tips.
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‘““Make Money with Your Music
No Matter Where You Live”

Martin Haene — TAXI Member

My name is Martin Haene, and
since | was a kid, I dreamed of
earning my living with my music.

Sound familiar?

I live in Switzerland, so [ thought
it was nearly impossible. After all,
who wants to hear music from a guy
with a home studio who lives 5,920
miles away from Hollywood, in a
country the size of West Virginia?

What Didn’t Work...

I tried sending out hundreds of
unsolicited CDs, but it was
expensive and unproductive. Just
like you, I needed a “vehicle” for
my music.

What Did Work!

[ discovered TAXI in 2006 and
quickly understood the value of
having a well-connected U.S. based
company “filter” my music and get
it to the right people. I thought the
people on the receiving end would
be much more likely to listen to
well-targeted music from a trusted
source, rather than the hundreds of
unfiltered songs they get every day.

The number of my Film and TV
placements has increased
dramatically since joining TAXI:
In just 2 % years, my music has
been used in international TV
Shows like Lincoln Heights (ABC
Family), Stvlista (CW Network),
Degrassi (CTV) as well as feature
films like Graduation (Independent)
and Bring it on — Fight to the
Finish (Universal). I’ve also
licensed four of my tracks for a
Sony/BMG, Latin Music CD that
was released internationaily.

Your Music as Your
Retirement Fund
Having also signed deals with
several top publishers through
TAXI, I have little doubt those will
turn into an ever-increasing number
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AN

The World’s Leading Independent A&R Company

1-800-458-2111

of Film & TV placements down the
road. I’'m beginning to see how my
music could easily become my
retirement fund. How many
musicians can make that claim?

You can if your music is top
notch and you use your TAXI
membership well.

More Than Just Great Contacts
TAXI is also the perfect way to
learn what the market needs and
how to produce it. Every member
gets two free tickets to TAXI's
annual convention, the Road Rally.
It’s such a great learning and
networking experience that it’s more
than worth the price of the plane
ticket — even from Switzerland!

I’ve also made friends, contacts,
and met co-writers by becoming part
of TAXI’s online community. The
possibilities are limitless if you take
advantage of them. And the best part
is. you can make money with your
music no matter where you live.

Where do you live and what are
ycu waiting for? Call TAXI!
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Dirty Rice (center, with
trophy), surrounded

by (left to right) Erick
Mendleson, Coko
Korinne, Johnny Juliano,
Omar Grant (Rocnation),
and rapper MIMS.

Soundtrack Beat Battle winner dishes about
producing and competing in Nashville

BY TONY WARE

CHRIS MACKEY, a.k.a. beat producer Dirty Rice,
was born in Shreveport, LA, and close exami-
nation reveals how both the Louisiana-bred
dish and man represent hip-hop.

Slow-cooked, dirty rice is a mix of simple
ingredients, but one that’s highly personalized.
Peppering his productions with fleshy samples
and stacked percussion, Dirty Rice beat out
past champions and underdogs alike to win the
2011 Soundtrack Beat Battle Grand Finale on
October 8 at Limelight in Nashville, TN. “You
have to be screened to get in, so I really started
stepping up my craft when I got involved with
[the Soundtrack Beat Battle], and my produc-
tion level has just skyrocketed because I haven’t
wanted to lose,” emphasizes Mackey.

The Soundtrack Beat Battle was launched in
2009 by music entrepreneur/singer-songwriter/
producer Coko Korinne to bring attention to
the strong urban music scene in Nashville. The
Soundtrack Beat Battle, “Where producers go
hard ... or they go home,” promised musicality,
rivalry, and showmanship, and thanks to partic-
ipants like Mackey, the 2011 edition delivered,
impressing judges including MIMS, whose “This
Is Why I'm Hot” was flipped by participants as
part of the competition.

a4 |

Making beats with Fruity Loops and Cool
Edit Pro since he was 19, Mackey moved to
Nashville to go to Middle Tennessee State
University, at which time he also became more
serious about producing. Informed by his loca-
tion deep in the Bible Belt between the hip-hop
scenes of Memphis and Atlanta, Mackey absorbed
the gospel. blues, rock, and R&B production,
and live music traditions of the area, filtering
them through a setup that grew around Pro
Tools 9, Sony Acid Pro 7.0, a Digidesign Digi
003 interface, a Korg Triton keyboard. a Shure
KSM44 mic, and Universal Audio LA-610 MKkII
Classic Tube Recording Channel.

“I think making music on a PC had a posi-
tive effect on the way I stack sounds,” reflects
Mackey. “I know plenty of producers who
would take an 808 sub, a clap, and a snare, and
that’s their drums, but I can have seven differ-
ent claps panned before the beat, after the beat,
and I’ll mix that with a lot more from the kit to
establish a big, fresh sound that stands out.”

Dirty Rice productions are lobbed like a
box of snap 'n pops, laying down a blanket of
fluctuating hits singed with positive sibilance.
There’s a lot of varying motion, expressive-
ness, and humor, which Mackey admits is

inspired by producers such as Timbaland and
Kanye West. Mackey balances an appreciation
for crunchy, quirky rhythm characters with
the way he smoothly juggles and cuts on the
beat, giving Dirty Rice tracks a two turntables-
and-a-microphone sense of old-school party-
rockin’ authenticity.

Recently relocated to Atlanta, GA, Mackey
has been soliciting collaborations with singer-
songwriters and MCs to build hooks-anchored
songs to audition for Sony ATV. (A pitch meet-
ing was one of the Soundtrack Beat Battle’s
prizes.) He’s looking beyond beats toward the
ultimate goal of placing full tracks into film
and television. “Hip-hop has a tendency to be
primarily a party, club type of music, and I love
that type, but I really want to put my heart into
music with a positivity, a good message and
that speaks life into people.” m

To learn more about the Soundtrack Beat Battle
visit soundtrackbeatbattle.com.
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| of Dirty Rice’s
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ADAM AUDIO A7X
The A7X features an extended-
range ribbon tweeter (up to

50kHz!) perfectly integrated with

a newly designed 7" midwoofer
for extremely detailed sound at
exceptionally high SPLs.

: ADAM

AUDIO

BAE 1073 DMP
PORTABLE MIC PRE

Endorsed by the pros, loved by

many. Now YOU can take the
legendary 1073 sound
anywhere from the studio to
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brainv.orx 1

PELUSO P-12

Inspired by the legendary
AKG C12 large-diaphragm
tube condenser, the P-12
faithfully conjures its
esteemed predecessor in
all its sonic glory.

BRAINWORX
bx_MASTERING BUNDLE
With the powerful bx_XL M/S
mastering limiter and the
state-of-the-art bx_digital M/S
mastering processor, the

the stage with the portable
DMP mic pre, complete with
Dl input.

Brainworx Mastering Bundle
delivers a remarkably low-

bx MASTERING
latency mastering solution.

brainworx @

THE SERIES ATBOSM

The Series ATB® is available

in 4, 8, 16, 24 and 32 channel
configurations, featuring |

Malcolm Toft's legendary

Series 80B® EQ.

@ Toft Audio Designs
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METRIC HALO ULN-2 MOBILE O
Boutique pres. Pristine converters.
Truly pro audio packaged in a powerful yet mobile
FireWire interface complete with
integrated DSP Processing.
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THE NEW FOCUSRITE USB RECORDING INTERFACE

whether you want to record quitar, keyboard, piano - Two award-winning Fpcusrite mic preamps
or vocals the Scarlett 2i2 offers the highest quality - High-quality 24-bit / 96 KHz conversion

formance in its class. Featuring preamps designed
ESite : € ap P 9 - Tough metal case

with over 25 years of experience in professional audio,

this compact 2 in / 2 out intertace will deliver on the :Unique fing-LED sIgRglndICatars

road, in the studio or at home. - Includes Scarlett pluq-in suite giving compression,
reverb, EQ and gate

- USB bus-powered making it truly portable

Get to your dealer and pick one up today.

° ®
For more information: (310) 322 5500 FO Cusrlte

www.focusrite.com/Scarlett SOUND IS EVERYTHING




Tom Waits
Bad as Me

on His first studio album in seven years, Waits returns to compact, tuneful song shapes that echo

the sounds of noisy streets, smoky nightclubs, and lonely rooms. You could call these “retro” Waits
songs, but they still reach so far beyond the musical and conceptual scope of most artists—Bad as Me
puts a fine point on his genius as a vocalist, songwriter, and sonic inventor. Frequent collaborator
Marc Ribot adds some beautiful guitar work, as does guest star Keith Richards. Don’t miss the
raucous, Screamin’ Jay Hawkins-style “Chicago” or the painfully beautiful ballad “Kiss Me.”

BARBARA SCHULTZ

Plaid
Scintilli

The opening notes of
Scintilli recall—egad!—a
Goldberg Variation by Bach,
not a squiggly electronic
doodle by longtime English
pranksters Plaid. The duo
“calculate that each beat
has taken approximately
one day to construct,” and
that’s more like it. Soon
enough, Scintilla is awash
in demented children’s-
game-show versions of the
macabre sample tricks and
loony dance giggles we've
come to expect from this
totally daft electronic duo.
KEN MICALLEF

48 EMUSICIAN.COM 01.2012
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Jesse Rose
Made for the Night

UK-born, now LA-based
Jesse Rose, aka “Made to
Play,” established himself
as a cheeky DJ/producer
informed by hip-house
and deep techno. Now
he launches a new party
brand with a husky two-
disc set. Mixed for the
Night condenses various
artists’ deep, jackin’,
tech-tinged house toying
with clipped grooves and
tweaked resonance-4/4
funk infused with soul
without neglecting the
sole. Produced for the
Night highlights a decade
of Rose’s wonky remixes
and knobby edits—
swollen bass bombs,
gnarled synths, nervy
palpitations.

TONY WARE

T Bone Burnett

T Bone Burnett
Presents the
Speaking Clock
Revue

SHOUT FACTORY

The concert documented

on this album took place
in October 2010 at New
York City’s Beacon
Theatre; the show

and album benefit the
Participant Foundation’s
music-education funding.
With just one song from
each of the performers—
Elvis Costello, Gregg
Allman, Neko Case, Elton
John with Leon Russell,
Karen Elson, Jeff Bridges,
John Mellencamp,
more—it’s barely enough
to whet your appetite.
But every track is superb,
no-holding-back, in-the-
moment real music for an
excellent cause.
BARBARA SCHULTZ

Arco Iris
Amina Alaoui

Impassioned and
sensual, Moroccan
singer Amina Alaoui
interprets Andalusian
classical music with a
supporting cast of daf,
violin, oud, flamenco
guitar, mandolin, and
percussion. Arco Iris
sets the mind on a
journey of arid climes,
opulent surroundings,
and the constant tug
of mystery, time, and
stillness. Her voice

is lush and dusky,
winding serpentine-
like among the sparse
instrumentation.
Alaoui’s fifth album,
Arco Iris is a feast for
the senses.

KEN MICALLEF
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They Might

Be Giants

Album Raises New
and Troubling
Questions

Is it best to describe
the almost 30-year
career of They Might
be Giants as weirdly
prolific or prolifically
weird? The latest
addition to their huge
discography features
mostly extras from their
recent Join Us sessions,
along with other rarities
that will please fans
young and old. There
is a ridiculous cover

of “Tubthumping” (“1
get knocked down!”)
and a re-release of the
classically silly (or is

it profound?) “Particle
Man” with a horn
section replacing the
original keys.

BILL AMSTUTZ

The Barr Brothers
The Barr Brothers

Led by brothers Brad
(guitar, keys, vocals)
and Andrew (drums,
percussion) Barr, this
group melds a bit of the
technical tinkering of
Wilco with Delta blues-
style riffs and rhythms,
and soft, intimate
vocals. Rumor has it
the Barrs do everything
from effecting a
classical harp with a
fuzz pedal to fashioning
instruments from found
objects, but they also
leave enough quiet
space. Highlights are
the lovely “Beggar in
the Morning” and the
Blind Willie Johnson
song “Lord, I Just Can’t
Keep From Crying.”
BARBARA SCHULTZ
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PELUSO P-12

Inspired by the legendary
AKG C12 large-diaphragm
tube condenser, the P-12
faithfully conjures its
esteemed predecessor in
all its sonic glory.

ADAM AUDIO A7X

The A7X features an extended-
range ribbon tweeter (up to
50kHz!) perfectly integrated with
a newly designed 7" midwoofer
for extremely detailed sound at
exceptionally high SPLs.

BAE 1073 DMP
PORTABLE MIC PRE
Endorsed by the pros, loved by

BRAINWORX
bx_MASTERING BUNDLE
With the powerful bx_XL M/S

bramworx 8

many. Now YOU can take the
legendary 1073 sound
anywhere from the studio to
the stage with the portable
DMP mic pre, complete with
Dlinput.

mastering limiter and the
state-of-the-art bx_digital M/S
mastering processor, the
Brainworx Mastering Bundle
delivers a remarkably low-

latency mastering solution.
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THE SERIES ATB0O8SM

The Series ATB® is available
in 4, 8, 16, 24 and 32 channel
configurations, featuring
Maicolm Toft's legendary
Series 80B® EQ.
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METRIC HALO ULN-2 MOBILE O
Boutique pres. Pristine converters.
Truly pro audio packaged in a powerful yet mobile
FireWire interface complete with
integrated DSP Processing.
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Let Us Service Your Gear

Repair, customize, refurbish & install.
Visit our TECH SHOP
vintageking.com/tech-shop

FREE TWO-YEAR WARRANTY TRADE OR SELL YOUR GEAR FREE SHIPPING

Most new items covered for two years. Recycle today! Online orders.

SOUNDTOYS
TDM EFFECTS V4

Inject your mixes with analog
attitude and rhythmic mojo
with the powerful plug-ins of
the SoundToys TDM Effects
bundle, including EchoBoy,
FilterFreak, Decapitator

and more.

SHADOW HILLS MONO GAMA 500
SERIES MIC PRE

Centered around Shadow Hills’ custom
discrete op-amp, the Mono GAMA’s no-
compromise design exudes hugeness,
fidelity, punchiness and depth across the
full frequency range without becoming
veiled or choked the way non-discrete
varieties can.

. @Dundto\/s i

TOM EFFECTS

shadow hills soundtoys:

plug-in some attitude

TRUE SYSTEMS pT2-500

MIC PREAMP/DI

Serious analog depth and warmth,
ultra-resolution musicality, 70dB of
gain, exceptional headroom and
low noise - our new TYPE 2 design
gives you all that plus a discrete
FET instrument D! with THRU
connection for easy and accurate
signal splitting applications.

WHY CHOOSE MOGAMI?
It's simple: Mogami is unmatched
for accuracy, extremely low noise,
ease of installation, flexibility and
superior quality. Professionals
and enthusiasts alike rave about
the amazing clarity and silent
background of Mogami. There's a
reason why Mogami is considered
“the cable of the pros.”

TRUE

N systems.

THE CABLL OF TRE PROS

LITTLE LABS VOG ANALOG
BASS RESONANCE TOOL
The VOG is a high-fidelity microscope for
the low end you want while eliminating
mush. Rapidly enhance voices, kick
drums, toms, bass and timpani with ease.

SE ELECTRONICS RN17
The SE Electronics and
Rupert Neve Designs RN17
SDC microphone features
an interchangeable 17mm cardioid capsule and a
massive custom transformer for great HF extension and a
warm, rich low end. Also available in factory-matched stereo
pairs - perfect for huge drum OHs, piano and acoustic guitars.

1201 ssusuceas seva Bojeue Boa

Little Labs

GET A FREE 500 SERIES RACK!
WHEN YOU BUY FOUR NEW 500 SERIES MODULES

Contact us today! | 888.653.1184 | info@vintageking.com
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You might not have Keith Emerson's epic
rig, but you can re-create these sounds
(and so much more) with modern synths.
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Roundup

The Future
of Synthesis

BY CRAIG ANDERTON

SYNTHESIZERS WERE once big, expensive, instruments that carved out a
unique sonic niche. Over time, the technology multiplied—wavetables, FM,
sampling, modeling, phase modulation, and more—culminating in a digital
takeover that inspired a “race to the bottom” to see who could pack more
features, at the lowest possible cost, with the fewest buttons.

But introducing a huge number of people to synthesis created a backlash
to the race to the bottom, where people wanted more—and were willing to
pay for it Once again, we’re seeing keyboards that have the “legs” to become
classic instruments, and even budget kevboards—like Casio’s surprising
workstations or Yamaha’s MOX series—couple sound quality with a user
interface that invites, rather than discourages, tweaking.

This month’s roundup is a bit different because these aren’t reviews
per se. I've worked with all of these instruments, and frankly, they’re all
excellent for their intended purposes. But each one stakes out a particular
territory and, it seems clear to me, is driven by a specific, identifiable vision.
As aresult, we can look to these for clues of what to expect from not just
the present models, but also from . .. the future of synthesis.

51




both standard sounds (guitar, bass,
voice, brass, tuned percussion,

etc.) and relatively esoteric sounds,
like Mellotron and Chamberlin
keyboards. While a “virtual” feature,
the Sound Library is a compelling
selling point for the Stage 2.

The future Despite advances
in workstations, instruments like
the Stage 2 remain relevant for
live performance. But the key to

maintaining relevance is instant,
hands-on control (and of course,
convincing sound quality). While
the same concepts that lie in the
future of an instrument like the JP-
80 also apply to stage keyboards—
bigger touchscreens, better control,
more physical controls—stage
pianos have to walk a fine line
between versatility and simplicity.
Nord has done a fine job with
the Stage 2’s companion software;

LUST

you can ignore it if you just want
to play, use it to take advantage
of the online Sound Library,

or get deep into creating your
own sounds for performance.
While it’s conceivable that

stage pianos will become an
endangered species in the

future as workstations add more

roundup

stage-oriented functionality, it’s
more likely that both instrument
types will follow parallel paths,
with stage pianos continuing to
refine their suitability for live
performance, and workstations
continuing to criss-cross

the studio/stage/computer
boundaries.

Arturia
Origin
“Real-izing” the virtual

$3,499 (61 keys), $3,200
(tabletop)
arturia.com

Arturia made their reputation
by virtualizing classic analog
instruments, without slavish
purism, They often made little
tweaks, or added features, that
weren’t part of the original
instruments but which
nonetheless fit well. They still
took emulation very seriously;
when creating their Minimoog,
they asked Bob Moog for his
endorsement—whereupon he
sent back a list of what they
needed to do if they really wanted

to sound like a Minimoog. Rather
than saying “it’s good enough” and
releasing it sans endorsement, they
implemented everything Bob asked
for—and earned his blessing.

Over the years, Arturia’s roster
of synthesizers became the “go-to”
soft synths for many players. But
taking a laptop loaded with soft
synths onstage—while doable—is
not as ergonomic as playing a
keyboard instrument, which can
also accommodate a control surface.
Hence Origin, a modern physical
instrument that incorporates
modules from emulations of classical
physical instruments (Moog Modular,
Yamaha CS-80, Roland Jupiter-8,
Minimoog, ARP 2600, Sequential
Circuits Prophet 5, and Prophet VS).
How’s that for a convoluted product
design path?

Nor did they stop with just

“real-izing” virtual synths.
Although you don’t exactly
have the “one control per
function” paradigm of analog
synths, with 33 encoders, 21
potentiometers, and a joystick,
it comes very close to the
ideal. All of this is put together
in a musician-friendly way
that makes programming the
synthesizer enjoyable.

In the process of turning
virtual into physical, Aturia
also revived several physical
concepts and made them
virtual—Origin is a semi-
modular synthesizer in which
you can mix and match
modules from the various
virtual synthesizers, modules
designed specifically for
Origin, and effects processors.
Also, the display is highly
graphic, as if you were actually
playing with a synthesizer
rather than entering parameter

values into a series of fields. And
although there’s no workstation-
type sequencer, there are three
step sequencers with 32 steps
each, and an arpeggiator.

The future Origin had a
precedent with products like

the Muse Receptor, V-Machine,
and various Open Labs products,
which were essentially virtual
instrument hosts. But, there’s a
major philosophical difference
here: Origin is clearly a musical
instrument that embraces
computer technology, whereas
its predecessors were computers
designed to accommodate
musical instruments. And

from an aesthetic standpoint,
Origin is a beautiful example of
industrial design.

Of course, Arturia had an
advantage with a stable of
respected software instruments
that they could port to a
hardware host. But, we will
likely see a general trend for
software companies to move
into hardware, or at least forge
partnerships with hardware
companies. Despite predictions of
the paperless office, we still have
paper—and musical instruments
still need physical control. Origin
manages to hit the sweet spot
between the synth heritage of the
past, and what we expect from an
instrument of the present—and in
some ways, even the future.
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Korg
Kronos

Have it your way

$3,750 (61 keys), $4,360 (73
keys), $4,650 (88 keys)
korg.com

At Summer NAMM I asked Korg
product manager Rich Formidoni
to talk about the Kronos from
the perspective of a lifelong
keyboardist who plays live and
in the studio—not someone with
a corporate affiliation. When

I asked him why he liked the
Kronos so much, his answer was
simple: “It can do anything I
want it to do.”

Korg invented the modern-
day synth workstation in 1988
with the M1, which aggregated
disparate functions into a single
instrument. The concept hasn’t
changed—only the depth of the
implementation. Musically, the
hook is the group of nine audio
engines: Superb acoustic piano,
electric piano, clonewheel organ,
virtual analog, PolySix, MS-

20 (the latter two from Korg’s
Legacy Collection plug-ins),
“variable phase modulation”
(think FM with a twist), and
physically-modeled string
synthesis. The coup de grdce is
the HD-1 sample-based/wave-
sequenced engine (including all
sample libraries) that formed

the core of Korg’s OASYS synth,
introduced as the company’s
flagship keyboard of 2005. Its
technology has trickled down to
numerous Korg products; in a
way, Kronos is like an advanced
OASYS, at half the price.

From a technical standpoint,
you could make a convincing
case that Kronos is a computer-
based, virtual instrument—
wrapped in the body of a
keyboard workstation. Its Intel
Atom processor runs a Linux
variant, with a 30GB solid-state
disk drive for fast, easy sound
loading, and (with OS 1.5) up to
3GB of memory, of which about
2GB is available for samples. As
expected from most Korg synths,
Kronos has a companion editor for
computer-based sound tweaking,
and can serve as a “physical”
VST/AU plug-in for software
hosts. Highlighting the computer
heritage even more, the “sequencer”
isn’t just about 16 MIDI tracks; it
can also record 16 24-bit/48kHz
audio tracks. And the sound...
well, it ranges from beautiful to
edgy, as needed.

The future For a while, it
seemed like the battle would be

virtual vs. physical instruments.

When veteran sampler-based
keyboard lines (E-Mu, Ensoniq,
and Akai) ceded extinction
at the hands of computers, it
seemed all keyboards might
follow eventually. But instead
of submitting to the computer,
Kronos has co-opted it.
Clearly, Kronos is designed to
be transportable from studio
to stage, and back again, by
incorporating elements of both:
It dedicates the computing
power of a typical DAW to
a keyboard, while offering
the physical controls and
playability expected from a
musical instrument.

This fits in with the trend
of packaging “computers” into
dedicated devices—iPhones,

roundup

videogame consoles, or even

a Firebird X guitar—that
successfully masquerade their
heritage. Kronos does the
equivalent of packaging your
laptop computer, peripheral
drives, the extra memory

you installed, and a bunch of
software instruments into a
single, transportable keyboard
that looks, feels, and plays like
a musical instrument—not a
computer. And unlike standard
computer-based setups, it’s not a
house of cards that topples over
whenever Apple or Microsoft
sneezes. The future will give us
more instruments that, while
becoming more dependent on
computer technology, will break
further away from traditional
computer paradigms.

Roland
Jupiter-80

Got live if you want it

$3,999 (76 keys)
roland.com

The Jupiter-80 doesn’t try to be
all things to all people—you can

look for a multitrack sequencer
all day, and you won’t find one.
What you will find is a laser
focus on live performance.

This isn't just about control,
though; what’s sometimes been
overlooked in the attention to its
SuperNatural sound engine and
Behavior Modeling Technology
is the stunning sound quality.
They say in live theater, you have
to be twice as good just to get
through to the back rows; the
Jupiter-80 reminds me of that, as
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Keybar‘d|st for the Rolling Stones for

er 28 years. Songwriter. Solo artist.
Musical director. Music Hall of Fame
iInductee and environmentalist.

Eri¢ Clapton, George Harrison,
The Allman Brothers, Gov't
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