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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 p,
up images of the pre-programmed, set-and-forget beat boxes of the past, rest assured: D(‘ V4 g,’ x(,? [‘
Tempest is nothing of the sort. Its innovative, performance-oriented operating system

gives you an extraordinary level of control to create, edit, arrange, and manipulate beats
in real time as they play It is a revolutionary new musical instrument. 2

I NS TRUMENTS

To see and hear what Tempest is really about, visit www.davesmithinstruments.com. // Y

Tempest. Made to be played.

bt Gl TEMPEST
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Visit us at NAMM, booth 5400.



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

Misa Digital Kitara
Innovative MID! controller with multi-touch input
and built-in synthesizer!

Focusrite Sgarlett 22
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!

Need more than FREE Warranty*
We cover nearly every item

just recording gear? for a minimum of two years.

Call Sweetwater for all your live —‘-\\ FREE Shipping
sound and musical instrument needs! W sﬁﬁ% 9 Almost every piece of

gear ships 100% free.

SweetCare i FREE Tech Support

Get professional SweetCare support, 24/7.

X / Please note: Apple products are excluded from this warranty, and other restrictions may apply. Please visit www.sweetwater.com/warranty for complete 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 studioc with pro-quality audio,
MIDI, and video connections!

——

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

Propelierhead Balance with
Reason Essentials

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

\ Komplete 8 Ultimate
@ KOMPLETE 8 Over 5’4068 of world-
I class content — more

U LTI M A TE instruments, sounds, and

effects than ever before!

a
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M-Audto Fast Track C600

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

A Better Way
to Buy Guitars

Musc Instruments & Pro Ale «,u i tséveretwater
(800) 222-4700 Gallery
Sweetwater.com Sweetwater.com/guitargallery
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COVER FEATURE

36 2012 Editors’ Choice Awards Every year, Electronic Musician scours
through the hottest gear debuts of the past 12 months, and then tackles the
extremely difficult task of narrowing the list down to the 30 greatest innovations.
This month, we honor the best new production tools for musicians.

LISTEN
16 of Montreal Kevin Barnes talks about striving for sonic clarity within dense musical
arrangements on the confessional, uneasy Paralytic Stalks.

24 Little Willies Like-minded musical souls Norah Jones, Lee Alexander, Jim Campilongo,
Richard Julian, and Dan Rieser pay tribute to country classics on their second project together,

For the Good Times.

28 Korn For The Path of Totality, their tenth album, the nu-metal band embarked on a new path—
collaborating with leading dubstep and electronic producers from Skrillex to 12th Planet.

34  Music reviews from Electronic Musician contributors

LUST
52 TASCAM TA-1VP Vocal processor/channel strip

56 Arturia Spark Creative drum machine
58 Production tools to help you make better music

62 Tuners From iPhone apps to solar-powered goodies, eight ways to keep your intonation
on track

Little Willies photo by Christian Lantry
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Live Sound 101 Learn how to get the most out of a small PA.—from gain staging
to speaker configuration.

Career Build and engage your Facebook fanbase
Production Avoid data meltdown!

Composing Jingle Punks share secrets for standing out

Mixing Make your home studio more ergonomic E E
Power App Make drum parts more percussive in Ableton Live "'_l_ -~
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deadmaus electrifies San Francisco
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PowerTools...
for Power Keyboard Players!

"Radial direct boxes make Radial ProD8 | Radial JDI Duplex

everything | put through 8-channels with reversible rack | A stereo ‘Swiss Army Knife’ of direct box
them warm, punchy and rails to let you set up the ultimate connectivity with world rencwned
clear. They are great Dis!" tour rig and wire it your way. The Jensen™ transformers for optimum tone.
~ Chick Corea touring standard rack DI.

‘My Radial Dis
produce pure,
transparent sound
with full dynamics
and do not color my
keyboards.”
~ Chuck Leavell
(The Rolling Stones)

“The JDI is the cleanest,
warmest and best (1) I've
found for plugging my organ

Radial ProD2

19 Radial JD6
indirect. Maxlmum ) Industry standard stereo
~ Joey DeFrancesco
y recthvity with DI for keyboards. Compact

{Hammond B3 legend}
-

and rugged enoughto
handte the road.

| performance. The .
JD6 is your ’ § =

perfect studio Radia'IJDI .
interface for World's finest passive DI!

keyboards. Jens'en"‘ transforn?er
equipped, the JDl is the

& favorite direct box of top
3 keybeardists and
= engineers everywhere.

“Once you hear the difference
between a Radial Dl and the
others, you'll never go back.
After over 300 U2 shows

= Radial passive DI boxes deliver the wide frequency response and
= headroom needed to properly handle today’s ultra dynamic digital
around thewedtythaybave keyboards. The magic is in the transformers we use... unlike active
worked flawlessly. * Dls that square wave when hit hard, our high performance

~ Terry Lawless £ transformers naturally round out the tone, introducing a natural
O Il = compression that is often described as vintage sounding. And with
¥ isolation, you immediately eliminate hum and buzz caused by

% ground loops. Plenty of great models to choose from for mono,

. stereo and full scale touring rigs.

Z Radial - the world’s finest direct boxes!
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“My Duplex is musical and
transparent and with me 5
everywhere | go, Thanks s ...power tools for power players

Radial for a superior product”
~ Tom Coster
(Santana, Joe Satriani) tel:604-942-1001 email.info®radialeng.com
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Radial Engineering Ltd.

1588 Kebet Way, Port Coquitlam BC V3C 5MS radialeng_cnm

NMUSician

VOL. 28 NQ. 02, FEBRUARY 2012

EXECUTIVE EnrTog Craig Anderton
candertongmusicplayer.con

enitor Sarah Jones
sjones@musicplayer.com

1ror Debbie Greenberg

musicplayer.com

MANAGING Bl
dyreenbergg

CONTRIBUTOR

Kent Carmical, Jon Chappell, Michael Cooper,
Steve La Cerra, Craig Dalton, Reek Havok,
Carl Jacobson, Ken Micallef, Bill Murphy, Phil
O'Keefe, Gino Robair, Barbara Schultz, Bud
Scoppa. Tony Ware

AT DIRECTOR Patrick Wong
pwongi@musicplayer.com

STAFF PHOTOGRAPHERS
Paul Haggard phaggard@musicplayer.com
Craig Anderton canderton@musicplayer.com

GROUP PUBLISHER Joe Perry
Jperry@musicplayer.com, 770.343.9978

ADVERTISING DIRECTOR, NORTHWES
MIDWEST, & NEW BUSINESS DEY

Greg Sutton
gsutton@musicplayer.com. 9254259967

ADVERTISING DIRECTOR, SOUTHWEST
Albert Margolis
amargolis@musicplayer.com, 949.582.2753

ADVERTISING DIRECTOR, EAST COAST & EL
Jeff Donnenwerth
Jdonnenwerth@musicplayer.com, 770.643.1425

SPECIALITY SALES ASSOCIATE, NORTH
Contessa Abono
cabonoi@musicplaver.com, 650.238.0296

SPECIALTY SALES ASSOCIATE, SOUTH
Donovan Bovle
dboyle@musicplayer.com, 650.238.0325

PRODUCTION MANAGER Beatrice Kim

MUSIC PLAYER NETWORK

vice prestnexT John Pledger

EPITORIAL DiRECTOR Michael Molenda
SENIOR FINANCIAL aNaLYsT Bob Jenkins
PRODUCTION DEPARTMENT MANAGER Beatrice Kim
DIRECTOR OF SALES OPERATIONS Lauren Gerber
WEB DIREC TOR Max Sidman

MOTION GRAPHICS DEsIGNER Tim Tsuruda
MARKETING PROJECT MaNacer Tyler Reed
MARKETING BESIGNER Joelle Katcher

SYSTEMS ENGINEER John Meneses

ASSOCIATE CONSUMER MARKETING DIRECTO
Christopher Dyson

NEWBAY MEDIA CORPORATE

PRESIDENT & CEO Steve Palm

CHIEF FINANCIAL OFFICER Paul Mastronardi
coxtroLLEr Jack Liedke

VICE PRESIDENT, PRODUCTION & MANUFACTURING
Bill Amstutz

VICE PRESIDENT, DIGITAL MEDIA Joe Ferrick
VICE PRESIDENT UDIENCE DEVELOPMENT
Denise Robbins

VICE PRESIDEN COXNTENT & MAR
Anothony Savona

VICE PRESIDEN T, INFORMATION TECHNOLOGY
Greg Topf

VICE PRESIDENT, HUMAN R SOURCES Ray Vollmer

\ETINC

REPRINTS AND PERMISSIONS
For article reprints please contact our reprint coordinator
at Wright’s Reprints: 877.652.5295

PLEASE DIRECT ALL ADVERTISING AND FDITORIAI
INQUIRIES TO: ElectronicMusician, 1111 Bayhill Dr.
Ste. 125, San Bruno, CA 94066 PHONE 650.238.0300
.238.0262 EMAIL electronicmusiciang
cplayer.com

PLEASE DIRECT ALL SUBSCRIPTION ORDERS
INQUIRIES, AND ADDRESS CHANGES T0:; 800).289.9919,
outside the L'w s 667-0364,

smmagid®cor :

Back Issues are available for $10 each at 800.289.991

978.667.0364,
emmagi@computerfulfillment.com

fillment.co

Periodicals s Paid at San B (

¥
mailin ¢

Follow us on

k0



Enjoy the new standard.

A NEW GENERATION.

Representing a new generation of portable recording, the H2n
is Zoom's most innovative handheld recorder to date. We've
packed ground breaking features into an ultra-portable device.

NEW MICS, NEW SOUND.

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

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.

YOU STILL GET X/Y...

And with Zoom's X/Y stereo condenser mics, you'll get great
recordings with natural depth and accurate imaging every time.

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.

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! Zoom | tacebook.com/zoomusa | zoomfx.com
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Best of the Best

FOR 20 years, Electronic Musician
has recognized the best new
music-production technology
with our annual Editors’ Choice
Awards. This is one of our
toughest—and favorite—issues to
produce: It’s certainly a daunting
process to narrow down hundreds

of worthy new products to a

select few, but at the same time,

it’s an afirmation that innovation

And we had some fun while we
were at it.
Starting on page 36, we

honor the best products in

30 new categories (with—we
couldn’t resist—a couple of
ties). We know that all “best-of”
lists are open to debate, so we’d
like to hear from you. What
were your favorite product

debuts in the past year? Email ‘ ‘

is everywhere in our industry, us at ElectronicMusician@
from inspiring debuts from small musicplayer.com.
startups to game-changing tools
from industry giants. ‘ =
To that end, we’ve taken a
)’
DUBSTEP.

slightly different approach to
the awards this year. We’ve
dispensed with old-school
award categories (no more
rigid definitions like “best
speaker under $200”), and put
more emphasis on real-world

SARAH JONES ’
applications, and the things that EDITOR

make each tool truly unique.

sjones@musicplayer.com
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Tuner - gStrings Free

cohortor.org

¥ (42,478)

INSTALL [o]e g B @ 7:39em

0 === C <
OVERVIEW SRR »

More from deveioper Description

|5
o

Tuner - gStrings gStrings - & chromatic tuner for the guital

This is the ad supported version of gStrif

ok (1.0) application measuring sound pitch and |
$2.00

it will let you tune any musical instrume
Metronome Widget instruments )

¢ e

Freebie of the Month
gStrings Tuner Android app

his chromatic suner app for Android phones can be used with any acous
tic instrument. The interface adopts a very clean-looking and readable
“virtual VU meter” with a needle that shows whether vou're flat, sharp,
or dead-on. Other modes include orchestra tuning (user-redefining of
frequencies); just, Pythagorean, meantone. and comma temperaments: i

variable-range nonlinear scale: microphone-sensitivity adjustment; a pitch

pipe (tone generator); and more, The free version has all the tfeatures of the
full app but inclacées ads. 1 vou fork over 82, the ads go away

BIG MY RIG

My live rig: Macbook Pro, Furman PL-8 Series 2 power conditioner,
M-Audio Profire 2626, Presonus Digimax D8, Glyph GT 050 320 GB, Pro
Tools 9, and Black Lion Audio digital cables. It works great anywhere
with a pair ¢f Direct Sound EX-29 Extreme Isolation Headphones!

The rest of the rig includes an ART S8 3-way, 8-channel microphone
splitter (x2). Pro Co 16-channel XLR snake with 4 TRS returns, Hosa
8-channel XLR snake (23.1 feet x 2), and two 9.9-foot Hosa 8-channel
XLR snakes.

This setup connects to any P.A. and records up to 16 tracks simultaneously,
without interfering with front-of-house or monitor mixes.

We recorded most of the audio for a local music TV show called The
Green Couch Sessions. It ran for one season on the NBC affiliate WDAM
in Hattiesburg, MS. It was filmed in HD and multitrack recorded.

Ryan Royals
Rec Room Recording Service
www.facebook.com/recroomrecording

In



BY THE NUMBERS

90,118 registrants
1,817 exhibitors

90 countries represented

84 1B average noise level

A3 \ears that the Fernand L. Petiot
All-Industry Marching Band has
opened the show

I Gene Simmons impersonator

Independent Labels
and Artists Recognized
in GRAMMY Nominations

A2IM, the American Association of Independent
Music, announced that for the second year in a row,
more than half of the nominations for the 54th An-
nual Grammy Awards have been earned by indepen-
dent music labels and artists—a total of 194 out of 387
non-producer nominations.

“The music of independent labels and artists offers
cultural diversity and breaks new ground for music
fans,” says Jim Mahoney, A2IM Vice President, add-
ing that the nominations represent “a true sign of the
continued strength, presence, and the importance of independent music”

Mahoney applauds the recognition of the entire independent label community: “Independents come
in all shapes and sizes, business models, and musical genres. For every independent, garnering a Grammy
nomination is a reward and testament to the tremendous contributions that independents offer to music
fans and reflects the hard work music labels poured into supporting these great artists.”

The 54th Annual Grammy Awards will take place on Sunday, February 12, 2012. For a full list of A2IM

member nominees, visit www.a2im.org/downloads/54thAnnualGRAMMYA21MNominees(2).pdf.

What is the most profound lesson you’ve
learned in the studio?

Here’s our favorite response. Chris Melville wins an autographed copy of
Alan Parsons’ Art & Science of Record Production DVD set. Thanks, Chris!

I THINK the most profound lessons come through experience, listening, and understanding. My
most profound lesson is through listening to musicians who really use rhythm in amazing
ways, like Stevie Ray Vaughan’s “Life by the Drop,” Prince’s Musicology, James Brown’s “Out
of Sight,” and D’Angelo’s Brown Sugar. The placement of bass and hi-hats on some of these
recordings, and the way the vocals have a chance to float but in fact are locked so tightly to the
rhythm, are testaments to these artists’ talent. They’re such solid works of art that they stand
up to decades of listening.

CHRIS MELVILLE
VIA EMAIL

Send Electronic Musician Your Stories, Win Gear! Talk to us! Share your tips with Electronic Musician, and we'll print
our favorite in an upcoming issue. And if we choose your letter, you'll win sweet gear! This month, we're giving away
Auralex PlatFeet, rigid foam blocks that slide under each foot of your mic stand, snare drum. or floor tom to improve
clarity and reduce feedback. Contest open to U.S. residents age 18 or over.

tHis monTH's uesTion: HOW DO YOU REFERENCE YOUR MIXES?

Send your answers to ElectronicMusician@musicplayer.com.




FEEDBACK

HOW MUCH GEAR IS TOO MUCH?

.

COMMUNITY

FoY

Aok

[ S ) . |
Tim Nickless Robert J Shawne Maynard Philip Henry Steve Henshaw
Nosuchthingastoo MacKenzie When the gear You officially et you know
much gear! lalways  Never such a thing! becomesthe have too much when|haveit.
want more. That’s why God focus and the gear when you

created credit music is lost. can't find your

cards.

A. SCHRADER
PORTLAND, OREGON
VIA EMAIL

A firmware update
modifies gear at a
very fundamental
level, sometimes
including the section
that “wakes up” the
gear when you turn
it on. If this becomes
corrupted, in addition
to introducing
possible operational
issues, the gear may
not function at all.
Although in many
cases you can simply
try again if a firmware
update doesn’t work,
it’s important to make
sure any firmware
update completes
successfully.

The most
important factor
is to avoid
interrupting power
going to the device
performing the
updating (usually
a computer) and
the device being

Got a question about recording, gigging, or technology?

Ask us! Send it to ElectronicMusician e musicplayer.com.

mic and you just
bought it.

Firmware update 1.26.0 for device Floorboard found. Current version is 1.24.0. ‘

Install now?

updated. For a
successful software
update, use an
uninterruptible power
supply to power your
computer and the
device being updated.
(Note that these days,
updates are often
performed by loading
a file from an SD card
or USB thumb drive,
which can simplify
matters compared to
using a computer.)
With battery-powered
gear, check that the
batteries are fully
charged; a laptop can
also be a good choice

Che femware

for updating if its
battery is charged, as
the updating process
usually takes only a
few minutes and you
won't have to worry
about the power
to the laptop being
interrupted.
Regarding the
connection between
devices (typically
USB), make sure the
cable is plugged in
tightly, and the device
being updated is
sitting securely on a
surface and can’t be
accidentally moved.
Don’t trip over the

T

cable, either—and if
you have pets, don’t
let them in the same
room where you’re
updating gear. One
good jump on a table
at an inopportune
time could mean the
end of the update.
Finally, read
the instructions
twice—once before
performing the
update, then while
performing the
update. Follow these
instructions to the
letter; one misstep
could mean trouble.
THE EDITORS

13
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of Montreal—Clockwise from top: Kaoru
Ishibashi, Nicolas Dobbratz, Dottie
Alexander, Davey Pierce, Clayton Rychlik,
Bryan Poole. Center: Kevin Barnes

Patrick Heagney
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Montreal

Kevin Barnes experiments with microtonality, organic arrangements, and
physical effects on Paralytic Stalks

BY TONY WARE

THERE’S BALANCE to be found in going to ex-
tremes. At least that’s what’s been discovered
by Kevin Barnes—the priest, the agitator,

the savant, the umami at the heart of florid
freakbeat superstructure of Montreal. Act-
ing as a role-play exercise and a confessional
framework, of Montreal has allowed Athens,
GA-based Barnes to indulge all manner of af-
fectations as both an analog pop curator and a
digital funk Svengali since he began recording
in 1997. And of Montreal persists as a compel-
ling look into the evolution of a home recordist
in the nonlinear era.

The constantly oscillating aperture of
Barnes’ mind has captured snapshots of the
project across nearly a dozen full-lengths,
ranging from collated *60s-informed psyche-
pop to aroused synth-pop. On the last of
Montreal album, 2010’s False Priest, Barnes
solicited the production assistance of Los

Angeles, CA-based Jon Brion (Fiona Apple,
Kanye West, Spoon), traveling to Ocean Way
Recording in Hollywood. Now on this 11th
effort, Paralytic Stalks (Polyvinyl Records),
Barnes has returned to self-production and to
a more reflective mode, both in terms of lyrical
content and incorporating Brion’s lessons on
inserting extended tonality into a mix.

“This album is more connected to who I am
as a human being, and how I wanted to make an
album that is more transportive, less digestible,
with both more frequency information and more
clarity,” says Barnes. “The spirit of this album is
more serious, but also more fun as an art form,
because it’s full of all these spontaneous impulses
and hands-on imperfections.”

The sessions for Paralytic Stalks began,
like the majority of of Montreal albums since
2005's The Sunlandic Twins, in Barnes’ Sun-
landic home studio. Whereas before 2005

Barnes followed a more traditional trajectory
of composing acoustic demos before heading
into the studio assisted by the band to record.
fram The Sunlandic Twins through 2008’s
Skeletal Lamping of Montreal indulged a pro-
gressively more virtual recording element. His
workstation became used more and more to
sequence processed harmonies and soft-synth
textures, compiling albums one layer at a time.
Initially working with Propellerheads Reason
slaved to Steinberg's Cubase, Barnes moved to
Apple Logic Pro for 2007’s Hissing Fauna, Are
You The Destroyer? and he has remained loyal
to his Mac ever since, using it as a means to
quickly accumulate and deconstruct facets of
his fertile, sometimes perverse imagination.
The core of Sunlandia’s compositional tools
are tethered through an Apogee Symphony 1/0
with Symphony 64 PCI card, an Apogee Big Ben
muaster clock, a Tube-Tech MP 1A 2-channel



profile

tube mic preamp, a Tube-Tech CL 1B compres-
sor, the Chandler Limited TG12413 Zener Lim-
iter, a Summit Audio TPA 200B, the Universal
Audio UAD-2 Quad DSP accelerator package, a
Lawson L251 tube mic, beyerdynamic M130 and
M160 ribbon mics, Royer SF12 and R122V mics,
and a Toft Audio ATB24 mixing console.

With a few multipurpose microphones
around the room, Barnes explored studies in
positive distortion. Inspired by *70s-era Neil
Young meets Fairport Convention, he varied
his distance from the mic to capture both an
intimate overdrive and a more sparse living
quality across multiple takes of both vocals and
Ampeg Portaflex-fueled Rickenbacker bass.

“I've never looked for more than a couple of
decent microphones because I'm more interested
in capturing the performance than the perfect
shimmer,” says Barnes. “I throw something
up for tracking and it needs to be able to stay
there for awhile, because I've been a lot more
with layering live takes. For several albums I
was plugging into a DI, but now I'm combining
live signal with that for a fuller chain.

“And I've approached my voice as more of an
instrument on this album,” he continues. “I'm
interested in experimenting with microtonality,
working in a semitone range, using vocals that
are slightly off-key with each other to create a
phasing effect. There are moments where 1 had
to fight my Beatles-esque instincts all over the
album. Like on the song ‘Spiteful Intervention,
there are these block harmonies with all the
parts off from each other, and it creates this pul-
sating, freaked out sound from what is the most
personal melodic instrument.”

Barnes hasn’t made any major investments
in studio gear since recording False Priest, but
he did receive arrangement insight working
with Brion, who re-introduced this more or-
ganically conjured instrumentation to Barnes’
process, as well as a greater appreciation for
the bookends of the stereo space.

“Jon [Brion] helped me to visualize a
broader, less-boxy landscape musically,” says
Barnes. “Before, I was just creating counter-
melodies on top of countermelodies, making
mixes where elements were fighting each
other in the same frequency range. He helped
me see that if there are things in the {iber-high
and {iber-low ranges—even just a tambourine
or some Little Phatty Moog subbass, it doesn’t
have to be melodic—it takes the pressure off
the midrange by keeping your mind busy with

18 EMUSICIAN COM 02.2012

other things. And there was a time that if I
wanted fuzz bass I'd record it; I wouldn’t care
how it muddied things up. Now I recognize it
might be better to try something like comping
clean bass and a fuzzed guitar; I'm more open
to finding a less-direct, but more efficient
method to achieve things.

“You have to think of all the parts like a
Voltron figure, where on their own they’re not
really all that impressive, but together they form
an awesome robot,” continues Barnes. “Now |
think a lot more about how the different aspects
of production can change people’s perception of
a song based on how you interconnect and posi-
tion the presence of each element.”

Of course, assembling a mighty robot for
excursions outside one’s timbre comfort zone
is more difficult to do as a lone walf, however,
so Barnes solicited contributions from outside
musicians. Matt Chamberlain, also featured on
False Priest, as well as of Montreal tour drum-
mer Clayton Rychlik, provided percussion. Hav-
ing met classically trained multi-instrumentalist
Kishi Bashi while playing a festival, Barnes
solicited his help for string arrangements and
sourcing various sundry parts, such as harp,
oboe, cello, zither, pedal steel, and dulcimer.

Their meeting came at a highly fortuitous
juncture, as one of the key influences on
Paralytic Stalks is, according to Barnes, the
“staggeringly beautiful and terrifying density

and even a lack of dimensional logic” of med-
ernist Classical composers from Charles Ives to
Krzysztof Penderecki, as well as the “emotive
cacophony” of free jazz icons like Ornette Cole-
man and Albert Ayler. Bashi, a violinist, was able
to draw on his past studies in these genres to
provide the descents into madness that Barnes
envisioned as he wrote his mini opuses. (Half of
Paralytic Stalks is a set of suites that range from
seven to 13 minutes in length.)

Recording independently, Bashi would
receive Barnes’ outlines and import them
into Logic 8 on a Mac Pro Quad. From there,
he would set about te record his violin with
an Ithaca Strings piezo pickup run through
an L.R. Bass Para acoustic D.I., a Boss RV-3, a
Digitech Whammy, a Line 6 DL4 Delay Mod-
eler, and into a Golden Age Pre-73 Neve 1073
clone and Apogee Rosetta 200.

“I really rely on the Line 6 to do a lot of
the varispeed stuff I do, because it allows you
to slow things down to half-speed and get
these amazing murky textures,” reveals Bashi.
“When Kevin would send a track, I'd look
for the arc in the composition and then come
up with things that would take the songina
very different, but not too jarring direction. A
song like ‘Wintered Debts’ [which eases out
of country-rock into an increasingly abstract,
icy minimalism] would be a collage of loops,
which much of ‘Ye, Renew the Plaintiff’ involved
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a lot more processing on bounces of overlaid
strings, plus I recorded my friend [and fellow
of Montreal touring member] Zac [Cowell] on
saxophone and flute to get Kevin this descent
into madnress so intentionally intense people
might want to turn it off.

“The more stuff I pile on, I might have to cut
around 200 or 250 to make it fit, but I try not to
do any extreme EQing,” continues Bashi. “I can
tell if there’s space, and Kevin has been keeping
really even mixes. Recording oboe was a chal
lenge, though, with its intense midrange.

It was tough to keep 800Hz-to-2k super
bright. But I've learned a lot while working
with Kevin about picking better sounds and
making better recording choices instead of ex-
treme EQing, and I’'m stopping wall reflections,
using subtractive EQing, using compression only
when needed . . . things I didn’t initially under-
stand when I started recording myself. And it’s
been great to work with someone who lets me
have the freedom to improvise and unify layers
where he sees a weakness, as long as I push my-
self creatively to never repeat my approach”

et
,//,/.v/ o/ I It !9 ! ,'

Freedom can have its downsides, however. Or
at least it can require some compensation in
the mix. The ability of Barnes to write and track
simultaneously, incorporating collaborators’
WAV mixdowns, limited only by imagination,
resulted in songs comprising 50 to 70 tracks.
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“A track like ‘Gelid Ascent’ is short {for this al
bum, at four minutes], but 1 could easily take every
guitar and every vocal and make multiple runs with
them through a busted Roland Space Echo and
various amp configurations, putting them together
all these sounds where they’re awkwardly feeding
back,” reflects Barnes. “And I'd just have these
Universal Audio plug-ins like the Cooper Time
Cube [mkII Delay] and the Moog Multimode
Filter sitting in the channel strip. So, every
sound is probably four sounds, which adds up.

“Sometimes it would get to the point that
the computer couldn’t deal with it anymore,
and something like a feedback delay plug-in
would trigger twice, pop out for a measure and
then pop back in,” continues Barnes. “But it
doesn’t bother me; 1 look at it like the abused
computer made a creative decision, like Logic
wants to collaborate by acting illogically,
which adds interesting artifacts and is another
way this album is about not following the grid
so closely. Coming up with ideas and finding
things to live in the mix is never hard; the chal
lenge is making it more seamless.”
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live in Cape Girardeau, Missouri -
2,042 very long miles from
Hollywood.

I became a computer programmer
in 1986 and thought my career in
music was finished, over, kaput! 18
years later | decided to return to my
first love and take my shot at
becoming a Film and TV music
composer.

Music Industry Contacts... Not!

If your town is anything like
mine, there aren't a lot of movies or
TV shows getting produced there.
Actually.... none! I had no idea how
to make music industry contacts or
place my music in films or TV
shows until 1 searched the Internet
and found TAXI.
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Rather than trying to cold call
music supervisors and producers in
Hollywood, TAXI reverses the
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currently need. I get tons of Film
and TV opportunities for my music
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team also give me helpful, detailed
feedback. Finally, a way to make
sure my music gets competitive and
stays that way.

You've Got to Have Friends...

TAXI's Forum and online
community is second to none. I've
made life-long friends who've
helped me make my music
contemporary and helped me with
the business side of the music
business as well. By building an
incredible network of fellow
members, I've collaborated, met
publishers, signed more deals and
learned the skills I needed to
branch out and make my own
music industry contacts.

I recently finished scoring my
15th Independent Film!
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TAXI was the first tool I found to
build my career in the music
business. and it's the one I'd never
give up. Without TAXI, I'd still be
working at my day job.
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when your music is ready, wait no
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To facilitate this last piece of the puzzle,
Barnes turned to Drew Vandenberg (Toro y
Moi, deerhunter, Kishi Bashi’s upcoming
solo album) at Chase Park Transduction, a
studio in Athens. Barnes’ tracks included a
wealth of volume, panning and delay automa-
tion to achieve impactful parts as they ride ef-
fects, and all done in Logic. Chase Park is a Pro
Tools studio, so rather than have to recreate
all these intended effects, Vandenberg routed
Barnes’ I/0 into the Sony MXP3036 console,
allowing the sessions to take advantage of a
wealth of hardware, including Empirical Labs
Distressors, Tube Tech CL 1B optical compres-
sors, a Thermionic Culture Phoenix stereo
valve compressor, an API 2500 stereo com-
pressor (on all drum submixes) and various
other paired gear.

“His track count is so high, and the con-
sole only has 36 channels, so we had to do a
lot of submixing, establishing stereo blends of
things in Logic before it hit the outboard gear,”
reflects Vandenberg. “We were doing lots of
compression, but in small amounts, because

IMazing

music & sound TV &S
A division of Jam Industries Ltd

Fostexinternational.com

Kevin didn’t want things too grabby or super
aggressive unless it was an intentional aesthet-
ic. There was no one right way or preferred
box; I'd pick compressors or EQ for each part
specifically based on how they would color
certain things and what they would sit around.
He came in having worked in all these interest-
ing details into the super high frequencies and
in the low end, and with so many harmonized
elements, so we’d have to be extra careful that
we didn’t accidentally link a stereo compressor
and have a cowbell panned hard right ducking
a chimes part that’s closer to the left.”

Each subgroup also saw a choice of several
EQs, including the API 550s, the API 560, and
the native Sony modules. “I really like the 560
on low-mids, so I really like the half of the
band from 1k to 31Hz for carving on subbass
and synths, which were integral to the integrity
of the songs,” says Vandenberg. “It just came
down to what was needed. The 550s isn’t sur-
gical, moving in 2dB then 3dB increments, but
there’s something about the color, while the
Sony EQs are neutral so were used for parts

that shouldn’t dramatically change.”

Mixing took part over ten 10-hour days, and
culminated in the mix being run to an ATR 102
1/2-inch tape machine to provide a final unify-
ing factor. “It sounds deeper, wider, and the
tape compression holds everything together
in a very pleasant way,” says Vandenberg. “We
definitely mixed into the tape and to the quali-
ties the tape imparts, always trying to think
more about organization and careful scooping
rather than unnecessary boosting.”

“I really set out to create more physical ef-
fects with this album,” concludes Barnes. “I
think it accurately shows how the bottom can
drop out, how you can have all these strange
spirits that can exhaust you in a very therapeu-
tic way, and then after you relieve them you
can get your bearings back. It’s something I've
experienced emotionally and recording.” m

More Online
Read interview
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The

Little
Willies
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For the Good Times: real country, made in New York

BY BARBARA SCHULTZ

THE LITTLE Willies: It’s the band name that
makes grownups giggle (though the musicians
insist it’s an homage to Willie Nelson). The lat-
est record of mostly country covers from this
group of musical friends—Norah Jones, Lee
Alexander, Jim Campilongo, Richard Julian,
and Dan Rieser—For the Good Times, is named
for the superb Kris Kristofferson song, which
Jones sings so tenderly on the album. It’s no
secret what a sensitive interpreter she is, and
her fans will love these inspired versions of
Cliff Friend/Irving Mills’ “Lovesick Blues”
Loretta Lynn’s “Fist City,” Ralph Stanley’s “I
Worship You,” and more.

As on the Willies’ self-titled debut, Jones
trades off on lead vocals with singer/guitarist
Julian, rendering unique versions of a dozen
familiar tunes, plus one hot Campilongo
original written for the album: “Tommy Rock-
wood.” By all accounts, the sessions were live,
informal, and fairly relaxed, with keeper ver-
sions of the tracks coming quickly—usually in
two or three takes.

“The hardest thing about making a Willies
record is getting everybody in the same city at
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the same time,” says electric guitarist Campi-
longo. When the group does manage to come
together, a new album starts with a couple of
live shows to test drive the material.

“I'll usually book us a couple of gigs here in

New York, and we will play under a false name.

We don’t call it the Little Willies, so it won’t
be mobbed. Once the gigs are booked, we’ll all

start sending each other MP3s of tunes we like.

Then we’ll get together at somebody’s house
and play, and that is usually very informal.
Maybe I’ll bring an acoustic. We don’t book
studio time. Dan Rieser has never brought a
drum kit to one of those meetings; he’ll play
brushes on a phone book or something like
that, which sounds pretty great, actually.”

Also contributing to the relaxed vibe of the
Willies’ process is the flexibility they have to
record in Jones and Alexander’s studio, which
is built into an apartment in New York City’s
Carl Fischer building, a former sheet music-
publishing house. Alexander worked with stu-
dio technician/designer Matt Marinelli to turn
the condo into a tracking space, where space is
at a premium, but the musicians feel at home.

“This is the second time we’ve recorded
there,” says Campilongo. “It’s a small space, so
I just brought two things: my ’59 Tele and my
Fender Princeton, which we actually put in a
bathroom. It’s old-school. You stick the amp in
the bathroom, and it sounds good.”

Campilongo is a Telecaster virtuoso, who
puts a lot of care into perfecting solos for his
own records, but he’s learned to embrace the
Willies’ live vibe. “I personally enjoy over-
dubbing, he says. “I love sitting in the control
room and hearing the track playing through
the speakers, and I have three amps miked,
and it sounds fantastic, and we’re going to add
even more stuff to it later. With the Willies,
it’s live and there’s always a compromise, but
that’s what defines us as friends and family. My
greatest guitar solo might not be the take, for
example, because the vocals might have been
better on another. I did a solo on the [Cal Mar-
tin] song ‘Diesel Smoke and Dangerous Curves’
that I would have made more perfect if we were
overdubbing, but we're recording live, and in
the end I really love the wild abandon of it.”

Campilongo plays a couple of solos in “Diesel

Photos by Christian Lantry
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Smoke”: one that’s pretty close to the origi-
nal version—which Alexander calls a “pretty,
burning little entrance to the song”—and an-
other where he says he thought he should “go
a little more crazy. I thought it needed to be
cinematic. We needed to hear the Diesel horn
[which he imitates on the Tele], we needed to
hear some derailing. I'm also really proud of
Richard’s reading on that”

Alexander says that “Diesel Smoke” is a
great example of the way arrangements typi-
cally come together for the band in the studio.
“We’ll just play the tune down as straight as
possible, with whatever we think the groove
should be, and then, as far as my bass part, the
arrangement becomes a matter of deciding
when I want to lay out, when I want to come in
on the tune. You don’t want to have the same
entrances on all the tunes, but there’s a certain
feel that comes from waiting, especially on the
bass. On that song, the arrangement changed
when I was mixing. I just decided I didn’t like
where I laid out, so I just muted it.”

The studio recordings were captured to
Pro Tools by engineer Tom Schick. Alexander
helped determine the mic choices, which he
says were “a little bit dictated by the fact there
was going to be a lot of bleed in the room,”
with most of the players quite close together.
He placed lightweight baffles around his up-
right bass, and lower baffles between Campi-
longo and Jones, but drummer Rieser was the
only musician who was in a separate room.

“Initially we tried to go with more dynamic
mics that weren'’t going to pick up as much, but
it didn’t sound as good,” Alexander says. “So
we ended up going with full-on condensers.
On Norah’s vocal, we used a Neumann M49,
which is actually the mic she used on the very
first record—we bought that off the studio. On
my bass, we have this beautiful Elam 250. We
used a [Neumann] U67 on Richard’s vocal, and
one AKG C12A on the upright piano.

“I really like the mono thing,” Alexander
continues. “The drums were all mono as well.”
The kit was captured with one Coles ribbon
mic overhead, an SM57 on snare, a D112 on
bass drum, and a U67 that Alexander says was
placed “alittle far away—kind of like a room
mic, but the room itself isn’t actually roomy
enough for a room mic to do much; it just
helped with a little bit of high end because the

Recording in
Close Quarters

Lee Alexander worked closely with
tech/designer Matt Marinelli and ac
oustician Fran Manzellato isolate a
studio that sharzs walls, tloor, and ceil
ing with other apartments

“Luckily, when they converted this
bullding to condos, they d floated the
Noors already--not to the same level
you would if you wvere gaing to build a
studio from scratch, But it helped with
the isolation up and down. We also de
coupled the studio floor ‘rom the rest
of the apartment—just c Jt with a saw
around the perimeter of the room and
built the new room on that

‘I also needed help with the ceilings,

which aren’t super high: they're about

11 1eet, and with the hard floor and the
hard ceiling, we were expe-iencing a lot
of tlutter echo. Fran Manzella helped
Matt design a dropoea ceiling. For the
wall treatments, | just copied the walls at
Avatar Studios [In NYCLE tha alternating
maple slats with tabric behind and an air
gap between that £nd the wall

“We didn't want to lose the win
dows, because thet's part of the
beauty of that space, so | also installed
a second set of doable-oane windows,
S0 we can get fresk air if we need to;
It does a good job af getting rid of the

street noise.

ribbon mic overhead is a little bit dark.”

Campilongo’s amp in the bathroom took
one SM57. “Part of Jim’s sound is he cranks
that little Princeton up pretty loud,” Alexander
says, “so it was going to be impossible to have
that in the room with all of us. When we built
the studio, I built microphone tielines out to
the hallway, so we’d have some options.”

Schick and Alexander run the electric
guitar through an Empirical Labs Distressor;
on vocals and acoustic instruments, they use
Pendulum Audio 6386 compression, which Al-
exander really likes: “They’re just really trans-
parent,” he says. “Whatever is going through
it, it tightens it up a little bit, and that’s all.

You can crush the thing, and it doesn’t sound
crushed. It really suits acoustic guitar, and I've
always felt it really suits Norah's voice, and I
love it on the upright piano.”

Engineer and producer mix on a Neve
8026 console that Marinelli customized to fit
into the little studio. Alexander has only 28
channels to work with, eight of which he says
are “basically just faders—I just use those for
effects, for reverbs.” However, he finds it easy
enough to submix tracks in Pro Tools and send
a stereo channel to the console to minimize his
track consumption. For example, the last track
on the album, Dolly Parton’s “Jolene,” includes
a string section that Alexander stacked and
manipulated until it became one overall effect
that he added to the track.

“I stacked different parts on top of each
other to get these dissonances, because I
wanted it to be murky—especially on the
outro. I wanted it to be this swirly thing going
on underneath.”

The effect is apparently so subtle that
Campilongo wondered if he were just hearing
some manipulation of his guitar work on the
track. “It ended up being more of a textural
thing,” Alexander says. “It’s hard to add another
melodic instrument to our thing anyway, but
on a tune like Jolene, it’s more about mood
and vibe, which is the way Norah’s music has
been, too. The subtleties are what make it in-
teresting to me.” ®m

More Online

Get band guitar tips
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Korn

For their tenth studio album, the nu-metal band
enlists a half-dozen dubstep producers to push

their low-end heaviness into a new sonic domain

BY TONY WARE

EXTENSION. IT’s a word that can hang heavy over
a recording artist. And for the band Korn, it’s a
word that directly influenced the direction of
the group’s tenth album, The Path of Totality
(Roadrunner Records), which sees the quar-
tet commissioning the talents of more than a
half-dozen synth-mangling dubstep producers
to complement the heavy music mainstays’ al-
ready low-end-friendly signatures.

“You still gotta hustle these days,” laughs
founding guitarist James “Munky” Shaffer,
who welcomed a new opportunity to pun-
ish subwoofers alongside frontman Jonathan
Davis, bassist Reginald “Fieldy” Arvizu, and
drummer Ray Luzier. Even as Korn nears their
20* year together, the band recognizes there’s
an element of adapt-or-die for every artist.
“We've always looked to extend our careers by
doing something new, something challenging,
going out on a limb. We did that sort of thing
in the early ’90s when we introduced rap with

metal. We figured people would either get it or
eventually come around to it.

“So I wouldn’t say doing this record is a
departure from what we do; it just has some
different characteristics,” Shaffer continues.
“I think people have this preconceived notion
that we made a dubstep record, but what we
did was make a Korn record with dubstep ele-
ments. We retained the elements that form the
integrity of Korn—guitars with that aggressive
midrange bite, heavy bass, Jonathan’s vocals—
and we introduced some of those forceful
parts of dubstep.”

Korn became fans of producer Sonny
“Skrillex” Moore’s bass mania o<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>