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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: D/% /8. W
Tempest is nothing of the sort. Its innovative, performance-oriented operating system =" " B T

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.

4
, > it » 1
To see and hear what Tempest is really about, visit www.davesmithinstruments.com. ,,Kz;!‘ * /{6

Tempest. Made to be played.
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Your Studio!

as M-Audio Fast Track C600

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

L R o

Ay

Creation Station

Our mast powerful audio computers
yet, buitt from the ground up and tuned
to perfection to give you blazing-fast
music production!
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SweetCare liii FREE Tech Support

Get professional SweetCare support, 24/7.

* Please note: Apple products are excluded from this warranty, and other restrictions may apply. Please visit www.sweetwater.com/warranty for complete defails



Alesis i0 Dock
Turn your iPad into a portable
music creation studio with pro-quality
audio, MIDI, and video connections!
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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!
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Audix CX212B
Pro-quality performance,
incredibly low noise, and
multiple pickup patterns —
at an amazingly low price!

>

Moog The Ladder
The unbeatable sound of Moog's
original ladder filter, updated for
modern studios and packed into a
500 Series module!

>

Misa Digital Kitara
Innovative MIDI controller
with multi-touch input and
built-in synthesizer!
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NEW!
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AEA RPQ 500
The perfect 500 Series preamp for your ribbon
microphone, loaded with the gain you demand
and the control you love!
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14 Paul van DyK Learn how composing hooks on the fly onstage informed
tracks on the DJ/producer’s sixth artist album, Evolution, featuring Adam Young,
Sue McLaren, and Sarah Howells, as well as electronic producers Austin Leeds
and Ummet Ozcan.

LISTEN

30 The Ting Tings Nearly four years have passed between the duo’s debut album, We
Started Nothing, and Sounds From Nowheresville, their wildly eclectic follow-up. Learn
about their long and winding road back into the studio.

36 Robert Glasper On Black Radio, the pianist expands his jazz/hip-hop experimentation,
collaborating with Ervkah Badu, Ledesi, Lalah Hathway, Mos Def, Lupe Fiasco, and
Shafiq Husayn.

42 Rodrigo y Gabriela The Mexican metal-influenced acoustic duo collaborated with a
13-piece orchestra to create reworked versions of some of their best-known tracks on Area 52.

48 Music reviews from Electronic Musician contributors
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50 Learn, Baby, Learn From interactive coursework to DVD tutorials from the pros, we take
you through the gamut of tools designed to help build your music-production chops.

60 Waves Bass Rider Processing plug-in

2 VSL Vienna Hybrid Reverb Cross-breed plug-in

B4 Production tools to help you make better music

86 Sample Libraries Hot collections from Winter NAMM

Paul van Dyk photo by Dave Vann
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"Radial direct boxes make Radial ProD8 Radial JDI Duplex
everything I put through | 8 channels with reversible rack 1[ A stereo ‘Swiss Army Knife' of direct box
them warm, punchy and ‘ rails to let you set up the ultimate connectivity with world renowned
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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)
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“The JDlis the cleanest,
warmest and best (!} I've
found for plugging my organ
indirect”

~ Joey DeFrancesco

Radial ProD2
Industry standard stereo
Dl for keyboards. Compact

Radial JD6
Maximum con-
nectivity with
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handle the road.
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equipped, the JDI is the
favorite direct box of top
keyboardists and

N engineers everywhere.
“Once you hear the difference 2 D

between a Radial Dl and the
others, you'll never go back.
After over 300 U2 shows
around the world, they have
worked flawlessly.

~ Terry Lawless

(Keyboardist & programmer - U2)

Radial passive DI boxes deliver the wide frequency response and
headroom needed to properly handle today’s ultra dynamic digital
keyboards. The magic is in the transformers we use... unlike active
Dls that square wave when hit bard, our high performance
transformers naturally round out the tone, introducing a natural
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.
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“My Duplex is musical and
transparent and with me
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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.

2011 Zoom | facebopk.com/zoomusa | zoomfx.com
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insight
Continuing Ed

IF YOU'RE considering recording
school, chances are, you're hearing
a broken record of negative
advice: The competition is fiercer
than ever. Schools are churning
out more grads than the industry
can support. There are no jobs in
this economy.

But warnings like these,
while certainly rooted in reality,
oversimplify the situation. As the
music industry has evolved, so has
the role of the recording engineer.
Sure, there are only a handful
of jobs tracking rock stars in big
studios, but there are more kinds
of opportunities than ever. And as
the industry changes, schools are
adapting, tailoring their programs
for a new generation of versatile
engineers and musicians.

Pursuing an education is a
simple matter of defining your goals
and setting your course. The right
path for you might be an online
class, a full-time program, or maybe
just a weekend spent actually
reading your gear manuals.

The Electronic
Musician Poll

WILL YOU ATTEND
TRADE SHOWS

AND NETWORKING
EVENTS THIS YEAR?

If you’re considering
formal education, check out our
“Choosing a Recording School”
feature (page 22), which
outlines options ranging from
short-term courses to advanced
degrees. More inclined toward
DIY? In “Learn, Baby, Learn”
(page 50), we bring you dozens
of free and low-cost alternatives
to schools.

Either way, remember that
education is a lifelong pursuit,
so whichever approach you take,
boosting your skills will only work
to your advantage.

SARAH JONES
EDITOR
sjones@musicplayer.com

YES, I'LL GO TO
TECHNOLOGY-BASED
CONVENTIONS

YES, I'LL GO
TO BUSINESS/

i
NETWORKING EVENTS 4 AJ e

23%

COMMUNITY

“PIRACY MAY NOTBEA
BAD THING: IT GAN GET
S MORE BUSINESS AT
THE END OF THE DAY,

Rovio (Angry Birds) CEO Mikael Hed,
discussing lessons learned from the music
industry, January 30, 2012

b YES,I'LL GO TO
\ BOTH CONVENTIONS
AND EVENTS

28%

-

NO, I WON'T ATTEND
TRADE SHOWS OR
NETWORKING EVENTS

45%



Gadget Geek
Teach music? Check out Chord Dice ($12.95, chorddice.com), a set of dice that lets
vou have fun explaining (or learning) theory. The makers of Chord Dice have a
simple mantra: Music should be simple and fun, and exist for everyone. Five six-

sided dice display chords and their relationship to their root key (here, G major);
just roll, form the chords, and play the song that vou just constructed. If vou
don’t know how to play the chords, download the accompanying tab dictionary.
According to the company, “if yvou want to rock, just roll.”

WHAT’S YOUR STRATEGY FOR FOLLOWING THROUGH
WITH YOUR NEW YEAR’S RESOLUTIONS?

Shawne Maynard
No gimmicks, just
discipline.

A ¥
Novachild

| tend to be direction
oriented, rather than

goal oriented. That way
I’'m open to twists in the
road without necessarily
sacrificing my destination.

I mastly record bands *“in the box,” and have
plug-ins that are supposedly among the hest
(Waves, PSP, and Universal Audio). | monitor
through them while tracking to get the sound |
want, record the tracks dry, then use the same
basic settings during mixdown. But, 'm just
not happy with my overall mixed “sound”—it
seems sort of “hazy,” and lacks presence. Is
this what people complain about when doing
everything “in the box"”? Would | be better off
with some quality hardware processors?

KEITH ALBRECHT
TACOMA, WA
VIA EMAIL

Will Scott
Spend more time inthe
studio.

To the untrained eye, these objects look like a
mic, some strings, and picks—but they're also

tone controls.

Effects can be
compared to spices,
and it sounds to us
like vou’re more
concerned about

the horseradish and
pepper vou're adding
to the steak than
getting a good cut

of meat in the first
place. Just as too
much spice can ruin a
good meal, too many

Got a question about recording, gigging, or technology?

Ask us! Send it to ElectronicMusician(@musicplayer.com.

effects can ruin a good
performance.

Next time vou're
tracking, try this:
Pretend that none of
vour plug-ins exist. If
you're not happy with
the guitar tone, don’t
reach for EQ; mic and
mic placement are
basically an infinitely
variable EQ. Not
enough highs? Then

Jefferson Weber

I would like to dig deeper

and learn more about the
equipment and software |
have purchased in 2011.

change the strings.
If the bass is fighting
with the kick, ask
the bassist to use

a pick, or change
from flatwounds to
roundwounds. Or
during mixdown,
nudge the bass
20ms later so that
the kick has the first
20ms of attack all

to itself. Instead of
compressing the

vocals, have the singer

move further away
from the mic when
singing loud, and
closer when singing
softly (yes. you may
need to teach proper
mic technique). Use
fewer, not more, mics

on the drum to avoid
phase issues and
increase coherence.
Optimize the
sound as much
as you can while
tracking, before
even thinking about
adding effects. Then
during mixdown,
use effects sparingly
to add the extra 10%
that transforms a
sound from “great” to
“outstanding.”
They say that
less is more: Use less
processing by getting
vour sound right at
the source, and you'll
almost certainly be
more happy with your
mixes. THE EDITORS

n



THE KILLS
CANNERY BALLROOM
NASHVILLE, TN
APRIL 22, 2011

With vintage effects, meaty

amps, and mature craft, Alison
Mosshart and Jamie Hince
perform sophisticated scuzz-rock
with swagger. “It’s almost like
the songs are less important than
the attitude we put into playing
them,” Hince told Electronic
Musician last year, when the lean-
and-mean duo were recording
Blood Pressures, their fourth
album together. “That’s always
been the thing, which I guess is
the spirit of punk.”

PHOTOGRAPH BY ALYSSE GAFKJEN







Paul van Dyk meticulously constructs s
dance tracks in the key of life .

BY KYLEE SWENSON GORDON
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van Dyk at the North Coast Fest
in September 2010.




As A purveyor and creator of electronic music
made from cold, hard machines—as well as a
Berliner who grew up in East Germany before
the wall came down—Paul van Dyk isn’t usu-
ally pegged as the sensitive type. But it turns
out that his emotions are easily stirred. “I get
watery eyes from watching movies and seeing
people saying goodbye at an airport,” van Dyk
says with a laugh. “Seriously, I know it maybe
sounds a little cheesy, but in a way that all leads
into the emotional side of me making music.”

But while a banging beat isn’t the only
driving force in Paul van Dyk’s tracks, the DJ/
producer still hits the dance floor pretty hard.
He’s earned dozens of awards over the years,
including the 2011 title of “Longest Running
DJ in the Top 10 of DJ Mag’s Top 100 DJs” (for
13 years). And he also rules the dance-music
airwaves with his radio show, VONYC Ses-
sions, which can be heard weekly on 53 radio
stations in 23 different countries.

Meanwhile, songwriting and producing is
something van Dyk has been passionate about
since the early *90s, before he released his first stu-
dio album, 45 RPM. In fact, he’s pretty geeky about
it, spending hours in the studio trying out new
recording and engineering experiments. But many
of his songs are actually conceived outside of his
studio as he’s performing live. From afar it might
seem as though van Dyk is just tweaking a few
knobs and pumping his fist in the air, but he’s also
remixing tracks in real time—composing brand-
new hooks on the fly using his two-laptop setup.

Some of those off-the-cuffideas informed
tracks for van Dyk’s sixth artist album, Evolution.

Christoph Koestlin

18 cf

“A lot of the
productions that
are out there now
would probably
sound very good
if they were
engineered on a
much more careful
level with not so
much compression
onit.”

Then, back in his studio, he used those hooks
to create rough sketches for tracks and called
upon 13 vocal and instrumental collaborators
to help him tap into his emotional side, includ-
ing Adam Young of Owl City, Sue McLaren,
and Sarah Howells, as well as electronic pro-
ducers Austin Leeds and Ummet Ozcan.

Just back from a U.S. trip playing a massive
New Year’s Eve party in Anaheim, CA, van Dyk
chatted with EM to reveal details about his stu-
dio geekery, his collaboration process, and why
he’s pretty much over the whole compression-
gating trend.

1love how Sue McLaren’s vocals sound on
“The Sun After Heartbreak.”

It was probably the most expansive vocal pro-
duction I've ever done. It’s like tons of little
bits and pieces. I took so much of the little
elements because I wanted to have that really
intense feeling of the sound of the vocal. And
of course, as much as the song says, I believe
everybody has felt that once before, and I
wanted it to drift away into something with

a positive vibe to it. So I took the approach of
stretching out every single piece and word big-
ger than it was, in terms it being angelic and
making it just flow and fit at the same time.

How did you do that?

I had one big stream of vocals, and then I
chopped it up. And pretty much every other
word has some different effect on it. So you
have different room reverbs and different de-
lays for those different words, and therefore
it develops a different rhythm underneath the
actual singing. For example, I tried to make
the first syllable a bigger reverb than the rest
of the word that’s being sung; it needed to flow
so both reverbs would end at the same time
without going into the next word. In the end,
I had something like 25-30 different tracks



“TAXI Taught Me How to Write
What the Music Industry Needed.”

My name is Vikki Flawith. I'm
a classically trained singer who used
to write meandering folk-style
songs, and had several demos
produced by a Rock guitarist. I spent
lots of money on those demos and
wasn’t very happy when TAXI
didn’t send them to Nashville for
Country opportunities. 1 was
somewhat skeptical about that. But
then I realized that other people
were successful with TAXI and
maybe I needed to look at what I
was doing rather than blame the
messenger.

My fellow members on TAXI’s
Forum helped me realize the value
in writing and producing what the
market was looking for. I started
using the feedback I got from
TAXI’s A&R team and my friends
on the forum to re-shape and re-
focus my music.

Opening My Eyes and Ears

I also started going to the Road
Rally, TAXI’s free convention for
members and guests.

Vikki Flawith — TAXI Member

www.vikkiflawith.com

I was overwhelmed by all |
heard and experienced. After panels
and classes in all aspects of
songwriting and the music
business, 1 began to recognize
when songs went nowhere. 1 began
to listen for the lift. 1 began to hear
what good production meant.

Building a Network...

I met lots of other musicians and
songwriters, many of whom had
deals and placements through TAXI.
I realized that my writing and
production weren’t anywhere near
the level of those successful writers.
If I wanted to be like them, I’d have
to do what they were doing.

y

Ry

\/7 u

1-800-458-2111

(World Radio Histo

It Paid Off!

[ listened, learned, and focused
my writing at what the music
industry really needed. No more
meandering folk songs for me. |
refocused my efforts on writing
music for film and television. TAXI
started sending my new material to
Film and TV music publishers. I
began to get deal offers, and also
gained the confidence and skills |
needed to start pitching to contacts |
developed on my own.

Because of the connections, co-
writes and relationships I’ve made
through TAXI, my music industry
network has expanded geometrically
and my catalog of marketable music
is growing every year. Thanks to
“TAX1 U.” I’ve signed over 70
tracks in the past few months to
several different publishers.

My Dream Has Come True
If you’d like to create music that
the industry really needs, then
contact TAXI to see if they can help
you realize your dreams too!



Dave Vann

just for the vocal and had things moving in and
out. Sue McLaren has such a clear, wonderful
voice, and it probably would have been abso-
lutely phenomenal without doing all that, but 1
wanted to really over-exaggerate the feel of it.

What was the process for working with
Adam Young?

With Adam, 1 sent the first track that I thought,
“Okay, that could be really good.” He came back
to me and said, “It’s kind of finished the way it
is. I don’t really have any idea what I should do
with it.” Then I said, “Okay, I'll try something
else.” I sent a second track over, and he said,
“Well, again, it’s so structured. I don’t really
find the space for me to vocally breathe.” And
then we had actually been on the phone a lot
talking about how spaced out he sees the world
and how things are evolving, his own acoustical
universe in a way. And that is when I had the
idea of doing something more spaced out but
very tight. I sent it over, and he came back and
said, “This is it. Exactly what I wanted.” It took
him probably two days. I got the files back and
started to finish the whole production.

So there’s some back and forth in working
with artists, being sort of like a therapist?
Something that’s really important to me—not

“Something that’s
really important to
me...isthatllike the
people that | work
with. There’s never a
manager telling me,
‘Hey, you should work
with that person
because it’s a great
marketing plot.”

just with vacalists but with everyone I've ever
collaborated with—is that I like the people that
1 work with. There’s never a manager telling
me, “Hey, you should work with that person
because it’s a great marketing plot.” I have

this really clear idea about what I want to do
and how my music should sound. If I invite

somebody in, I invite that person for a reason
because they have something very unique,
something of their own, something that I really
like of their work. And 1 like to have these two
worlds collide and merge. That is why I try to
be involved in the whole process. It’s not really
being a therapist for the vocalist or the col-
laborator; it’s more trying to understand them
in order to make it all work.

Years ago, you said that you would play a
melody or riff on six or seven instruments
and then layer them to get just the right
sound. Is that something you still do?

In my head I know exactly what the sound
should be like, so what I do is get to the sound
that drives the whole thing, the one that is
kind of the meat of the sound. And then I actu-
ally develop the whole atmosphere around it
with a delay, a reverb, and maybe a chorus effect or
a bit-crusher to get some dirt in it. So it’s many dif-
ferent things that become one sound, even though
it’s all these different machines playing together.

You speak with such certainty about what
you want your music to sound like. What
inspires your ideas?

I know it sounds like a really general answer,
but life in general is something that inspires



me. I'm a rather emotional person, and what-
cver [ see or experience, it always ends up hav-
ing an impact on me, and that impact somehow
always leads to a melody or some sort of sound.
When I'm in the studio, I try to actually recre-
ate the atmosphere or use that inspirational
moment that I had and make a song out of it.

The other thing that’s really important,
especially in the development and the cre-
ation of this album, is the setup that I use
when I play live. I have a custom-made Allen
& Heath mixer, and I have two keyboards,
MIDI controllers, and two computers [run-
ning Apple Logic and Ableton Live]. One is
full with software synthesizers, and one is full
with audio material, and they link with each
other. A lot of those big hooks that are on the
album are actually something I came up with
while I was playing live. I had some punchy
beat going on, 1 played a hook, and I really
saw the reaction live from the audience. Obvi-
ously, I developed the whole thing further in
the studio, but the song started out because I
took the chance of composing live in front of
my audience.

You cnce mentioned that you used a VocALign
plug-in as a gate with a drum loop gating

a string sound. What other unusual things
have you done with plug-ins?

Something that I've done is, when you com-
press a vocal very hard to make it really close,
then you get those weird, plopping sounds. And
what works very well is to take the [Logic] En-
veloper, work on the envelope of every single
word very carefully, and then put a little, tiny
short delay on it. That gives you the feeling that
the person is basically singing about an inch
away from your nose but still has the whole dis-
tance of the world behind them. Just try it and
see if it works. If you don’t use Logic, I’'m pretty
sure there are plug-ins where you can take the
envelope of an audio signal and make it slightly
softer and bend it until the point that the audio
is clear without it popping too hard.

It’s interesting how one side of the stereo
field on “Heart Stops Beating” has a pulsing
sound and the other has a contrasting melo-
dy. What was the process for that song?

I've known Sarah [Howells] for a very long
time, and I think she’s one of the best vocal-
ists we have in the dance field. Not many
people know this, but she is also touring with

her band [Paper Aeroplanes] playing folk-pop
songs. With this track, she had a basic demo
track that she sent over, and I was inspired by
both worlds. She has this very strong, charac-
teristic voice that I love so much, and the way
she sings is absolutely beautiful. I tried to com-
bine this folksy, poppy world with a dance-y,
punchy sort of tech-y world.

As for the panning, 1 couldn’t really tell you
why or what I was thinking because when 1
start to layer the sound and engineer the track,
basically I just try to visualize the sound. It’s
like I'm standing in the club: Where should
the bass drum hit me? Where should the bass
line hit me? And then I basically put it there
[laughs]. It’s not something that you can plan.
It’s one of those magical creative moments
where it just happens, and you're like, “Oh, did
I just do that? That’s cool.”

Compression gating is such a huge tech-
nique in dance music. Is there another go-to
technique that you use?

In terms of compression gating, I try not to
use too much of it. A lot of the productions
that are out there now would probably sound
very good if they were engineered on a much
more careful level with not so much compres-
sion on it. What we listen to these days is very
scrunched together, and in order to get some
of the key elements like claps and the bass
drum through, you put a ton of compression
on it. So the whole thing moves and breathes,
but basically what you get is the feeling of an
oftbeat, regardless of what groove or hook
you've done. I'm not really a fan of that, to be
honest. It’s just not tight.

Which soft synths, plug-ins, and hard synths
have you been using lately?

To be honest, the only two hardware synths
I’'m using are the Moog Phatty and the [Ac-
cess] Virus T1 [Pelar]. With the possibilities of
sounds these days and the quality of the soft-
ware synthesizers, it’s so convenient to work
and still be able to pull off a massive sound.

I use the bass plug-ins a lot because I think
they’re really good, and also the Waves Renais-
sance compressor, which I like a lot.

And I think one special thing about my
studio is that I don’t render or bounce things
together, so I don’t get this digitally merged
sound. I have a massive Euphonix [System
5-MC] mixer, and behind every single digital

“A lot of those
big hooks on the
album are things
| came up with
while | was playing
live. Obviously,

| developed it
furtherin the
studio, but the
song started out
because | took
the chance of
composing live
in front of my
audience.”

channel is an [RME] analog/digital converter,
so every single sound has its own space to
breathe, and it’s all mixed analog together and
comes back as a stereo signal.

When you find a soft-synth patch you like,
how might you tweak or filter it to make
it unique?

To be honest, before I even go to that point, I
nearly finish the composition of everything.
Getting into those detailed elements is what I
do when I engineer to finish the arrangement.
As an example, the [Logic] ES] has some phe-
nomenal bass sounds to it, but it doesn’t really
make sense to tweak the sounds of the bass be-
fore you have anything else. Sometimes the bass
sounds would sound—on their own—completely
lame, but within the production they sound
good. So first I make sure that those individual
sounds fit within the actual production.

Yeah, sometimes a part sounds tinny or
weak when isolated, for example, but next
to another element, it sounds right.

Yeah, exactly. I remember at the end of the
'90s, there were a lot of really cool hardware

18



Christoph Koestlin

THE BEST KICK IN A CLUB

Many DJ/producers test-drive their productions in clubs before finalizing and mastering
them. But van Dvk had an interesting revelation that other DJs may have missed: A super-
loud, tight bass drum is not always the way to go with tracks played on club PAs. “On this
album, I went much softer on the actual sound of the bass drum but made it really, really
intense coming across,” he says. “Instead of hard and dry, it’s wide and warm. It has much
more compression on it, but the sound itself is much warmer, so it feels like this really inviting,

warm, lilly-lally thing that has a massive impact when you listen to on a PA.

“People are listening to music these days on various different PAs and setups, and if you
have an MP3 of a track that has one of those banging, tight-ass bass drums, and you play it
through your iPhone on one of those iBox speakers, basically all you hear in the end is kch-kch-
kch-kehhhh and a little bit of the track in the background. So I tried to find the right balance
of having a bass drum that gives the whole thing a warm feeling and at the same time is tight
enough and punchy enough when you listen to it live on a good PA.”
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synthesizers around with very cool sounds,
and I was always absolutely amazed by
them. I had them in the studio, but I never
used them for anything purely because the
sounds were so characteristic by themselves,
I couldn’t really make a track out of them.
My main aim is to bring across the overail
feel of a track, and if you have a sound that
is too characteristic in itself, it just destroys
everything else.

Do you use specific studio monitors to help
you find that sound?

I used to have the old KRKs, the ones that
came from San Francisco, not the ones
when they started to manufacture in Chi
na. 1 had six or seven pairs in the studio
in case something broke, so 1 had a whole
stock of backup, but 1 was running out at
one point. Then we had lots of different
kinds of speakers in the studio, and I checked
them out. I felt not good, or I felt okay. And
then I found a German manufacturer called
Klein + Hummel. Their speakers are just as
good as the KRKs were back then, and I have
a big KRK sub connected to it, and it gives me
pretty much what I need.

Are there any important pieces of gear that
you use for the mixing process?
1 use the whole possibilities my studio set
up gives me, so 1 couldn’t really point out
one thing that is especially important. I con-
stantly learn and try things. Something that
I like is recording a tiny little bit of a hi-hat
and then recording it again and shifting it
slightly. You get a completely crazy room just
from the hi-hat, and that makes the track
sparkle much more. It’s more the creative way
of using what you have rather than a certain
machine that does it.

In terms of actually mixing a track, I always
try to mix it in a way that [ don’t really need a
limiter or a compressor at the end because if
you have that, you kind of lose the breathing of a
track. So I try to make sure that I mix everything
to 0 dB before I come to the point where I'm go-
ing over. And if I actually put something on it,
very carefully, I use the Waves L316 plug-in. It's a
very minor correction, and it’s beautiful. m
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What to ask, where to go

BY BARBARA SCHULTZ

HAVE You seen those amusing flow charts where you answer a series of
questions, and each one leads you a certain direction down a path, and
you find out, for example, which instrument you're cut out to play? If you
don’t want to cut your hair and you don’t care about making money, play
cello. If you cut vour hair and you want to meet women (or men): bass
guitar. ... No one should actually choose their vocation based on a chart
(or a joke), but there are certain common questions to ask yourself before
traveling down a new career path. Consider this a sort of guide through
the maze of choosing a recording school.

Are you a musician dreaming of a big career shift to the other side of the
glass, as it were? Do you simply want to track better demos? Are you a com-
poser who needs to learn more about integrating sound and picture? A proj-
ect studio owner who wants to drill deeper into Logic? There are dozens of
audio education programs all around the U.S,, and bevond, to help just about
any prospective student, but it’s important to define what vou want before
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you can narrow the field of seemingly endless
possibilities.

To start: Anyone who’s done a really dif-
ficult maze knows it sometimes help to look at
the page upside down. Let’s start at the end.

Endgame Before you start applying to
schools, define for yourself, as best you can,
your goals for the outcome. Do you see record-
ing school as a path toward an engineering
career? If so, which field interests you most?
Music recording and mixing? Post-production
for film? Do you see yourself working in a
commercial recording studio, or as an owner/
operator? The school you choose obviously
needs to offer the information and experience
needed for your chosen career. Also find out
where the school’s graduates have found work,
and whar kinds of career-placement services a
school offers.

On the other hand, if you’re continuing
an already-decent audio education—always
a great idea—or want to learn one new
technique or piece of gear, you may simply
want to choose an online class (of which
there are many) or a hands-on seminar
close to home. Your ultimate career goal
is the biggest factor in determining which
school will serve best, but it’s certainly not
the only one.

24

Bricks and Mortar vs. the Virtual
School A class full of like-minded students,

a knowledgeable professor, well-maintained
equipment, hands-on learning . ... a brick-and-
mortar audio engineering school can be an amaz-
ing training ground, but not everyone is at liberty
to take a break from earning a living to dedicate
two years or more to recording school exclusive-
ly. For those students, there are scores of online
audio education courses, many of which are less
expensive than in-person classes. A lot of long-
established brick-and-mortar schools now offer
a virtual component, too, so real-life learning can
be combined with online classes.

“I was skeptical about online courses in
music production until I started designing
and teaching online courses,” says Stephen
Webber, a professor at Berklee College of Music
(berklee.edu). “Now I can say that the classes I
teach online are every bit as rigorous and ap-
plicable as the classes I teach in person—prob-
ably more rigorous. Berklee Music’s technol-
ogy delivery system has gotten seriously good,
and the content is top-notch as well. Don Was
recorded exclusive interviews just for the
course, and it turned out stunning. How often
does Don come to class? In the online version
of Music Production Analysis, he makes an ap-
pearance and shares wisdom a few times every
single semester.”

o .
rkar

Any audio engineering job will require at
least some personal interaction, however, and
an all-online education might not give you
needed people skills. It’s all about balance.

BA, BS, AA A traditional four-year university
degree can offer a well-rounded approach to
education. A targeted vocational school, on the
other hand, might not teach music history or
economics, but it’ll get you plugged in faster. Is
it meaningful to you to obtain a Bachelor's de-
gree? Can you learn all you need to by taking a
Pro Tools certification program? Try to deter-
mine what will matter to you in the long term.

$%$9$ The price of audio education may, but
does not necessarily, relate to the time spent. A
two-year course at a top-end, for-profit school
with high-class facilities may cost more than
four years at a good public college. However,
that shiny school may provide equally shiny,
new, mint equipment and big-name faculty
that others can’t afford. Do vou get what you
pay for? The Federal government has actually
been taking a hard look at the relationship
between vocational school tuitions and gradu-
ates” corresponding earning potential.

At southern California’s Miracosta Com-
munity College (miracosta.edu), where classes
cost about $30 per unit, students can earn an
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Associates degree in Recording Arts, or certifi-
cates in Recording Arts, Sound Reinforcement,
Digital Audio, Computerized Audio Produc-
tion, Business of Music, Songwriting and
Guitar, and Music Technology.

“The State of California funds community
college education for California residents, and
we recently received grants that allowed us
to expand and improve our music technology
facilities,” says faculty member Christy Coo-
batis. “We don’t offer a Master’s degree, but
all of our instructors possess a minimum of a
Master’s degree in addition to a wide variety of
industry experience. For example, keyboard-
ist Dan Siegel is a full-time Music Technology
instructor at Miracosta. He has 19 albums out
on CBS Records, performing with the likes of
Herbie Hancock, Abe Laboriel, Nathan East,
Vinnie Coliuta, etc.”

Coobatis himself has been a composer and
songwriter for NBC Movies of the Week, ESPN,
Cinemax, HBO, and more.

So, consider all types of institutions, inves-
tigate financial aid options, and make a careful
choice. Following your passion is important; so
are three squares a day, a roof, etc.

Major and Minor Markets If you're
considering attending a brick-and-mortar
school (as opposed to enrolling in on-

line courses), location can be meaningful.
Schools in southern California may facilitate

Graduate Joe Caravalho

28 EMUSICIAN COM 04 2012

studis A at SUNY-Purchase

internships in high-profile L.A. recording
studios or film sound companies. Nashville
is teeming with A-list musicians, studios and
live-performance venues, and Nashville-area
schools may have close relationships with
those businesses.

However, good internship opportunities
aren’t exclusive to schools in music/audio
hubs. The Conservatory of Arts and Sciences
in Phoenix, AZ, places student interns in facili-
ties from coast to coast. “We find that we have

A .

the highest percentage of internships in L.A.
and Nashville, as well as many in New York
City, Chicago, and San Francisco,” says Greg
Stefus, CRAS’ Internship Coordinator and
Director of Student Services. “We've also had
great amounts of success in mid-level market
cities like New Orleans, Miami, and Atlanta.
There’s the most economic infrastructure for
our industry in those towns.”

Think about how your school is connected
to the market you hope to enter. Also consider
where you want to live and make lasting con-
nections. Austin? Seattle? Where da you want
to land?

Speaking of Internships Any audio en-
gineering program worth its salt will require
students to intern at a professional company or
facility. This usually means that each student
has to assemble a résumé, and apply for an in-
ternship the same way an applicant interviews
for a job; schools may have relationships with
wonderful studios, equipment developers, etc..
but internships aren’t necessarily just doled
out. Think of the intern-application process as
an essential part of your audio education, and
view the internship as one of the most impor-
tant chances you'll have to learn, show what you
can do, and make connections with pros who
may help you on the way to a new career. Paid
or unpaid, your internship is your first job.

“We commit 20 hours of the program’s 30-
week class time focusing on the soft skills like
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A student at work in one
of Berklee's studios.

studio etiquette and communication in the fa-
cility,” Stefus says. “We teach how to interview
correctly and how to create a résumé that’s
for internship purposes as opposed to a job.
All students who complete the Conservatory’s
program know how to get signal to tape, but
equally as important they also have to be able
to show that they can conduct themselves in a
manner that fits the particular facility.”

The Faculty Some of the high-profile private
institutions have very impressive engineers’
and producers’ names on their faculty rosters.
Learning from the best can be really helpful and
exciting, can open doors, and may look good on
your résumé. But, of course, there are plenty

of unfamous teachers with loads of informa-
tion and real-world experience to share as well.
Read faculty bios on schools’ websites, and try
to get the opportunity to view a few classes in
session. A great teacher can change everything.

The Studios Hands-on studio time is crucial
to any audio education. Class sizes make a
big difference. The relationship between the
number of working studios on campus and
the number of audio students may also be an
indicator of how much time you can expect
to get with the gear you’re learning. Schools
may relegate differing amounts or types of
hands-on studio time at different stages as
well; third-year students may be trusted with
a workstation that newbies don’t get to use.
Also, there are as many different types of

school studios as there are . . . studios. Do
you want to get your hands on analog tape,
or will Pro Tools do it for you? Are there
vintage ribbon mics in the cabinet? Do you
see yourself recording bands live in a large
tracking room, or building tracks piece by
piece in the control room? Consider the
gear, consider the space, consider this a
chance to experiment.

Also consider the fact that dedicated au-
dio schools aren’t the only institutions offer-
ing engineering courses. Peter Denenberg, a
Grammy-nominated engineer/producer and
chair of studio production at State Univer-
sity of New York at Purchase (purchase.edu)
helped spearhead the addition of recording
technology courses to the school’s music
program. The university recently converted
several musicians’ practice rooms into proj-
ect studios to facilitate the new emphasis
on technology.

“We have many classical, composition,
voice, and jazz students requesting to take
studio courses at Purchase—more each se-
mester,” Denenberg says. “Whether they
want this experience for audition reels or
maintaining their own websites, or perhaps
recording themselves for web-based col-
laboration, at this point some level of tech-
nical proficiency is required for any modern
musician/writer.”

Multimedia That used to be a meaningful
word: multimedia. Now we take it for granted

that every piece of audio has a video compo-
nent and every image has a soundtrack, but
it’s still worth noting how much integrated
media is offered by a given school. Many are
the students who go off to audio school with
a dream of recording rock ‘n’ roll bands,
only to discover their inner post-production
editor, or game-score composer. Will your
school offer the opportunity to learn differ-
ent fields of audio work? Are the equipment
and the facilities and the classes all there to
support that?

Resources To help in your school search,
Electronic Musician’s sister magazine, Mix,
maintains a directory of U.S. audio engineer-
ing schools, broken down by state (mixguides.
com/education, \HI’L'CI(H‘_} ). You should also
talk to students and graduates of programs you’re
considering, in addition to conducting your own
online search and talking with admissions per-
sonnel. There are loads of questions to consid-
er, and many of the answers are quite personal,
but there are also lots of helpful people out
there to guide you through the maze. m

More Online

Read more articles
about education, and
browse schools.
emusician.com/april2012
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The Ting Tings
Make a Playlist

Jules De Martino and Katie White
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Their littie art
project resulted

in a chart-topping
U.K. album and
single, “That’s Not
My Name.” They
wound up selling
two million albums
worldwide. They’d
become pop stars
by accident.
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NEARLY FOUR years have passed between the
original UK. release of the Ting Tings’ world-
wide breakthrough debut album We Started
Nothing and the appearance of Sounds From
Nowheresville, the duo’s wildly eclectic follow-
up. During that time, Jules De Martino and
Katie White nearly called it quits before relo-
cating their mojo on an MP3 player. The only
way to understand what was at stake for them
is to go back to the beginning.

The pair’s previous group, the trio Dear
Eskiimo. was dropped by Mercury UK. in late
2005 after they’d spent a year in the studio.
Shell-shocked and embittered, White and De
Martino returned to Islington Mill, an artists’
conclave in the Manchester borough of Salford,
where they’d been living and working on the
scrapped record. They took day jobs, and in
their free time De Martino painted while White
designed clothing. They started throwing par-
ties where their artist friends gathered to smoke
weed, have a laugh, and blast the records they
loved—Talking Heads, Prince, the Smiths—
with everybody taking turns as DJ. In time,
these gatherings grew into organized events
that became a major attraction for hipsters.

“Slowly, that turned into a creative pro-
cess,” De Martino says of their club nights.
“We started to write some songs and perform
them at the parties. We put a drum kit on the
little stage and I'd play records and drum along

to them. Then I started creating loops on my
loep pedal, and one day Katie picked up my gui-
tar—she’d never played before. That mement was
really the pair of us having gained the confidence
to say, ‘Have we just become a band again?”

They had indeed. With everything the newly
named Ting Tings wrote and recorded. “the
attitude was based on spontaneity,” De Martino
explains. The tracks they were coming up with
were not only infectiously in-your-face but also
absolutely distinctive; no wonder A&R reps
started coming to their parties. In late 2007 the
duo signed with Columbia, which released their
defiantly DIY We Started Nothing in Britain the
following May. The partners weren’t prepared
for what happened next, as their little art proj-
ect resulted in a chart-topping UK. album and
single. “That’s Not My Name.” They wound up
selling two million albums worldwide. They'd
become pop stars by accident.

“When we first started the band, we didn’t
anticipate being successful,” De Martino ac-
knowledges. “Even though we became a com-
mercial outfit, we didn’t act or work like one. So
when it came to making a second record after
all that success, it felt completely different
being in the studio, as you can imagine. It felt
controlled, not free. We went to Berlin because
we wanted to find a new experience, but we
got caught up in this situation where we were
no longer living and breathing the music. We



were writing and recording knowing that the
record label was coming in two weeks’ time,
and hoping to impress them. And there they
are, walking in with bottles of champagne and
taking us out to dinner at the best restaurants
in Berlin and telling us how amazing we were.
It sounds like a cliché, but we found ourselves
doing exactly what we swore we would never
do again after the Mercury experience.

“Then we woke up and realized we’d writ-
ten tracks that we didn’t like—whether they
were hits or not. It felt like we were making
groove music. The dance scene was becoming
big again, everybody around us was going on
about clubs and DJs, and every time we came
up with a track that had a dance pattern, the
record company was like, “This is gonna be
huge, guys.’ And we were thinking, how are
we gonna live with this record for the next
three years on tour? So we scrapped it. We
kept four songs and erased the other six off the
drive. Needless to say, that didn’t go down too
well, but we were lost. It was really the darkest
period of this band.”
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To make matters worse, Columbia took
“Hands,” a track from the Berlin sessions, and
released it as a single. “It was never meant to be
this big hit,” says De Martino. “But it went on
the radio in the U.K. when we were still trying
to find a direction. At that point, we were seri-
ously considering dropping the whole idea of
trying to be this ongoing band. That first album
was so beautiful the way it evolved and the way
we toured—just plug in and play, get punked-out
onstage. Why not just keep that moment special
to our hearts and come up with something new
that has nothing to do with the Ting Tings?”

White and De Martino realized they had to
leave Berlin, which they associated with losing
control. So they packed up their gear inavan
and drove all the way to Murcia in southeastern
Spain, where they rented a basement and set up
their studio. “Everything we’ve got can be trans-
ported—you just rack it all up on these towers,”
De Martino explains. “Then more gear arrived in
a truck. We'd kept adding equipment ever since
the first band, and now, with Pro Tools, you can
write and record in even the most basic studio. In

“We’re starting
small again, we’re
not worried about
mainstream radio,
SO we can go out
on tour and be
real. But it’s been
a long process

to make the
record company
understand that
you can’t treat us
like Ke$ha.”
—dJules De Martino
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good times or bad, we’ve always got five guitars,
two drum kits, a couple of old keyboard synths
and a load of outboard gear that we can valve off
and get some nice analog sounds. Obviously, the
success of the first album doubled the size of the
studio and gave us more facilities; that’s what we
ended up in Spain with.

“And then something clicked,” he contin-
ues. “On my computer and my phone, I've got
playlists: I might have an xx track, MGMT,
Led Zep's ‘Ramble On, a Madonna track, all
in one playlist. It’s what makes me feel good.
And because we were listening to music in that
way, we realized that we had to make an album
that sounds like a playlist. And that excited
us—all of a sudden it was like at the beginning
again: ‘We need to be in a band. We need to
write songs for a reason now.’ And that’s where
this record started. It’s not easy to do, because
you’re punkin’ out on ‘Give It Back’ and then
you’re doing an R&B kind of feel on ‘Day to
Day, or a sort of Nancy Sinatra feel on ‘One by
One, and you have to get yourself in that mood
each time you write and record. That was the

challenge. But we started working and the lyr-
ics started to flow. We were angry at our record
company, and if you read into ‘Hit Me Down
Sonny; it’s about Sony.

“They’re being brilliant now, both in the
States and the U.K. We’re starting small
again, we’re not worried about mainstream
radio, so we can go out on tour and be real.
But it’s been a long process to make the
record company understand that you can’t
treat us like Ke$ha.

“We just did some shows in Paris, and
they absolutely rocked,” De Martino says
with a mixture of pleasure and relief. “It was
Katie on the guitar and all the loops, me on
the drums, full energy, everybody screaming.
I was like, thank God. We came that close to
losing it” =
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Robert Glasper

Experiment

Jazz and hip-hop meet in brazen

piano compasitions
BY KEN MICALLEF

Ask ANY young student of jazz for his or her current influences and the an-
swer will be short and sweet: Robert Glasper. The 33-year-old pianist has
consistently and often brazenly mixed jazz and hip-hop, thrilling fans with
his new conceptions. Black Radio, Glasper’s fifth release, sets the pianist
even further apart from his contemporaries, his brilliant band (The Exper-
iment) supporting Erykah Badu, Ledesi, Lalah Hathway, and Bilal, as well
as rappers Mos Def, Lupe Fiasco, and Shafiq Husayn.

“Mas Def and I wrote a song for the album titled ‘Black Radio,” Glasper
explains. “We talked about how when an airplane crashes, the only thing that
survives is the black box, or the black radio. It holds the truth. I felt that was a
good title for the album; when everything around us is crashing and burning
musically, the true music will prevail. And the record is all African-American
urban artists who all get played on the radio. It has a double meaning”

The vocalists recorded live with the Rabert Glasper Experiment as they
tracked at LA’s Threshold Sound, keeping studio trickery to a minimum. Though
funky and mellow, Black Radio remains true to jazz's improvisational roots.

“I always record live,” Glasper says. “I hate overdubbing. This record
evolved more through production, but for the most part it’s still the same. 1
am a jazz musician at heart. So I love in-the-moment playing, even if there’s
mistakes. You can break the spirit if you overdo it and try to be perfect.”

Glasper wrote with and for the vocalists and also chose cover songs,
resulting in Lalah Hathaway singing Nirvana’s “Smells Like Teen Spirit,”
and Erykah Badu channeling Billie Holiday on John Coltrane’s “Afro Blue”
Also standard for Glasper, the songs of Black Radio are all first takes.

“My last three albums were 95 percent first takes. I’'m not into doing
a second take for the sake of it. If I love it, I am keeping it, ’cause that’s
where the magic is. When you do another take, most of the time vou are
not going to like it. When you play jazz, vou’re soloing and improvising.
When you do that 12 times, vou’ve overplayed vourself. You have to save
energy to play jazz or you’ll get burned out.”

Recording multiple vocalists live with Glasper’s band, engineer
Keith Lewis (Mint Condition, Billy Preston, After 7) used the same mic
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“My last three
albums were

95 percent first
takes...When
you play jazz,
you’re soloing
and improvising.
When you do
that 12 times,
you’ve overplayed
yourself.”
—Robert Glasper

throughout and added effects in the mixdown.
“Erykah used her own mic at a different session,”
Lewis says. “Mos Def brought his Shure Super
55. Evervbody else sang through a Neumann

U 67, which is pretty sensitive. I EQed vocals
during mixdown [at his Flyin’ Dread Studios in
Venice, under the alias Qmillion]. We recorded to
192[kHz). People say you can’t hear the difference,
but if there was ever a project to do it on, this was
it. It’s real music, where you hear the dynamics
of the vacal going up and down. 192 gets all the
nuances of the performance; just that much more
information to the box than 96 or 48.

“My vocal chain is the Teletronix LA2A
through a Pultec,” Lewis adds. “The LA2A is the
first one I hit; you have to make sure you are not
hitting it too hard. Everything else we recorded
with mad outboard gear, Urei 1176s; Tube-
Techs; and it was cut on a vintage Neve board.
That all adds to that warmth and cleanness.”

After vocals, perhaps the most important
element on Black Radio was Glasper’s piano.

“I like the piano to sound dark and moody and
warm like a big couch,” Glasper says. “I ask

profile

the engineer to make it sound a particular way,
but often its sound comes from my touch. And
I use a damper pedal, which a lot of pianists
don’t use. It muffles the strings and makes the
piano sound warmer and darker.”

“We used AKG 414s for piano, ‘cause they
pick up the body of the sound,” Lewis explains.
“I put one pointing to the right side of the
keyboard about a foot and a half off the strings,
that’s the high notes. Then one in the middle
for the mids, then the third mic at the bass end
of the strings. I also use a room mic just to pick
up some of the ambience.”

The final element in the Black Radio chain,
after recording bassist Derrick Hodge, vocoder
manipulator Casey Benjamin, and DJ Jahi Sun-
dance, was drummer Chris Dave, who uses three
snare drums, peculiar cymbals, and a 28-inch
bass drum. Dave is renowned for incorporating
the feel of the late hip-hop producer J. Dilla.

“That big bass drum doesn’t give you a tight
sound,” Lewis says. “I used a Neumann U87
placed about five feet behind Chris on the floor,
aimed at the kick drum to pick up the attack
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I was suspect at first, but
after a few minutes with
the Recoils I realized
how much difference
they made. They work

~ Al Schmitt

(Barbra Streisand, Ray
Charles, Quincy Jones
Madonna}

“With the Recoils | mmediately
noticed improvements in low
end clartty - to the point that |
no longer needed a sub.
Incredibly, high frequency
detad and image localization
also improved.”

~ Chuck Ainlay
(Dire Straits, Vince Gif, Lyle
Lovett. Sheryl Crow, Dixie Chicks)

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

~ Elliot Schelner
(Steely Dan, Fleetwood Mac
Stng. The Eagles, Queen, REM)

My nearfields sound better
on the Recoil Stabilizers. it's
a great product

~ Daniel Lanois

(Peter Gabriel, U2, Bob
Dylan, Emmylou Harris
Robbie Robertson)

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

~ Ed Cherney

(The Rolling Stones
Bonnie Raitt, Jackson
Browne, Eric Claplon)

"With Recoils the low-end is
more defined and | hear
fundamentals that | never
thought were there. Recoils
brought new iife to my
nearfields—they have
never sounded so good!"

~ Bil VornDick

(Bela Fleck, Alison Krauss)

it really is amazing what a
simple iittle thing like the
Recoil Stabilizers can do to a
system Suddenly everything

, 9ot clearer, punchier and
more solid.

~ Frank Filipetti
(James Taylor, Foreigner,
The Bangles, Elton John)

“The Recoils cleared up a
cloudiness in the bass and
mid bass that | had been
battling in my studio. This is
an affordable and very
effective problem solving
product. | love these things’™

~ Ross Hogarth

Ziggy Marley, Melissa
Etheridge, Keb’ Mo, Jewel)

I immediately noticed a

huge improvement in the
spaciousness of the sound &
field in my mixes. I fove my
Recoils... from now on, I'm &
not going to do a mix

2. without themir"
& - Bruce Swedien
(Quincy Jones, Michael
Jackson, Jennifer Lopez
Sir Paul McCartney)

If Newton was an
audio engineer, he
would use Recoils!

You've bought your new monitors, you put them on your desk and
start to mix. However when you listen in your car or on other systems
you notice that your mixes are not translating well - they don’t sound
the same as they did in your studio. Why?

Newton's third law of motion states “Every action is accompanied by a
reaction of equal magnitude in the opposite direction.”

Your loudspeaker works like a piston, constantly pushing and pulling air
as the cone is thrust back and forth. The same energy that pushes
against the air also vibrates into the desk, causing resonance. This ‘comb
filtering’ effect makes it difficult to mix as it amplifies some frequencies
and cancels out others.

Some would say “just isolate the loudspeaker from the desk with a foam
pad” but by doing so, you introduce a new problem—your speaker is
now swaying back and forth unhindered on the foam, just as
Newton said it would. Energy that could be producing a crisp

kick or accurate bass is dissipated into the foam and is lost.

Thin, high friction solid rubber pad —
cemented to the platform, securely
connects the speaker with minimal
vibrational loss.

Massive 1/4” laser cut steel plate,
precisely radiused to create an
extremely rigid, non-resonant platform
for optimal speaker performance.

Open-cell foam pad decouples the —_
speaker platform from the desk to
eliminate resonance that causes
frequency cancellation.

Enter the Recoil Stabilizer™, a revolutionary device that
at once isolates the loudspeaker and adds a massive
platform that stabilizes the loudspeaker. At first listen, you will
hear the bass tighten up and reach down by as much as
an octave. As you listen closer, the mid range will
solidify and the top end detail will reveal itself.
Simply put, the phase shift and cancellation
that have caused inconsistencies in your
mixes are eliminated and you can finally hear
what your speakers were designed to do.

The Recoil Stabilizer*...
Newton knew it all along!
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fit your monitors and
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and grab a little more of the snare. I had one mic
[vintage AKG D120] inside the bass drum, pretty
close to the head. Then for my outside mic, a 414
two feet back from the head. Then I used a re-
versed Yamaha NSI10 to get that subby tone”

A pair of SM57s top and bottom covered the
snare drums, the third snare drum alternately trig-
gering a dub delay. A stereo pair of Royers acted as
room mics “as far away from the drums as I could
get them and a couple feet from the back wall.”
Sennheiser 421s picked up Chris Dave’s toms; a
Neumann KM 84 captured the hi-hat.

“Chris uses some crazy cymbals, so I used
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