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

. 4’
up images of the pre-programmed, set-and-forget beat boxes of the past, rest assured: D /L M
Tempest is nothing of the sort. Its innovative, performance-oriented operating system <" "7 0" (77 o
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.
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To see and hear what Tempest is really about, visit www.davesmithinstruments.com.

Tempest. Made to be played.
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on Avid and M-Audio Gear!
Limited Time Only! Gall for Details!

VI-AUDIO ),

Hear what your mixes really sound like! With an 8" Kevlar woofer, 1.25" dome
tweeter, and a beefy 130 watts of power, M-Audio’s compact BX8 D2 gives you
accurate full-range monitoring, for making your most critical mix decisions.
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: M'AUDlD Axiom Pro 25

| Featuring 25 expressive semi-weighted keys, eight performance pads, eight
Eleven Rack + Pro Tools encoders, and M-Audio's HyperControl technology that automatically maps
If you play guitar or bass, then you need Avid's Eleven Rack + Pro Tools! The controlier functions to your DAW, the Axiom Pro 25 is the powerful, compact
ultimate recording interface and multi-effects box for guitarists, Eleven Rack | way to steer your studio rig

+ Pro Tools gives you recording, re-amping, stunning live effects, and robust x = = o }. 55
I/Q in a cool-looking, easy-to-use rackmount unit ',ﬂ’-‘ !

FREE Warranty**
We cover nearly every item fo
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s a ter com NO MINBSLI PG AN gear ships 100% free
i 3 FREE Tech Support
SVVGEtcare &= Get professional

SweetCare support, 24/7.




Mbox Family
Av ' ’ A great choice for your

personal studio, Avid's Mbox
audio/MIDI interfaces serve
up pro-grade

sound quality and performance in a compact

package. Bundled Pro Tools software provides 3

industry-standard compatibility and the

muscle to handle demanding projects.
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VI-AUDIO Fast Track C400 ;: 5 INCLUDED S 3 ‘s '3 Tread

Avid’s M-Audio Fast Track C400 is a whole new take on the 5 X

USB audio interface. From the built-in reverb and delay for = , MBOX Pr0 <
inspiring headphone mixes, to the flexible monitor signai Sl a0t

path, the 4-in/6-out Fast Track C400 gives you simple, yet

sophisticated performance
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Artist Control
Juice your productivity! Avid's Artist Contro! control surface combines the functionality of motorized

faders, programmable knobs and buttons, and an incredible customizable touchscreen interface to }
give you maximum control over your DAW

Apply for your card today at
Swegtwa{er:_ca(n/A IlAccess!
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16 Santigold “Quincy Jones had this amazing talent to bring together the best people
and get the best out of them,” says Santi White, ak.a. Santagold, a.k.a. Sanigold, who pulls
off a comparable feat on Master of My Make-Believe, featuring genius collaborations
with Q-Tip, TV on The Radio’s Dave Sitek, and Yeah Yeah Yeahs’ Karen O.

LISTEN
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Hearing is Believing!

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

“The Recoils are remarkable!
They seem to clear up the iow
mids, bring out the ultra lows
and the transints come alve
with greater detad. Very
impressivel”
=~ Joe Chiccarelli
{Bon Jowi, Frank Zappa, Tort
Amos, Chicago, Poco,

Annie Lennox)

&

) was suspect at frst, 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)

*Patent pending

"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 Scheiner

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

With Recoils, when | listen to

my recordings elsewhere, the

results are more like what |
hear when | record.

~ Ed Cherney

(The Rolling Stones, Bonnie
Raitt, Jackson Browne,

Eric Clapton)

“The Recoil Stabilizers work
superbly! | feel like the bottom
end is very true and clear and
that the mids are right where |
expect them to be. They look
my monforing system up a
significant notch.”

~ Ryan Hewitt

(Blink 182, Tom Petty,

Robert Randolph, Red Hot
Chili Peppers, Natalie Merchant)

UL

My nealﬂem sound befter
on the Re<oil Stabilizers. It's
a great product,

~ Daniel Lanois

(Peter Gabriel, U2, Bob
Dylan, Emmylou Harns,
Robbie Rebertson)

“Fantastic! The Recoil
Stabilizers really tightened
up the sound of my
near-fields - clearer low-mids
and greater spatial definition
They are greal... a good,
sohd product.”

~ Mick Glossop

(Van Mormison, Sincad
O'Connor, The Waterboys,
Frank Zappa, Revolver)

H br L & 2 }
“With the Recolls | immediately
noticed improvements in the
low end clanty - to the point
that I no longer needed a
subwoofer. Incredibly, high
frequency detail and image
localization also improved.

~Chuck Ainiay

(Die Srats, Vinoe Gl Lyke
Lovet, Sheryl Crow, Dbde Chicks)

TEC award
nominee

The Recoil Stabilizer... a unique reference monitor platform that de-couples
the speaker and provides the mass required to offer a stable, stationary
base. The principal is simple — and the results are astonishing, as top
recording engineers and producers can attest. But don't just take their
word for it, order a pair for yourself... because hearing is believing!

— " PRIMACOUSTIC

...take control of your room!

A division of Radial Engineering Ltd. - 1588 Kebet Way, Port Coquittam BC V3C 5M5
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Carbon 49 USB MIDI Controlier.

With a semi-weighted keyboard, easy-to-use controls,

iPad compatibility and Komplete Elements by Native Instruments,
Carbon 49 makes music production accessible to everyone. $89.

SAMSON




Packing the House

1 just came back from SXSW,
where I attempted (unsuccessfully)
to see 80 bands in five days. The
overwhelming crush of live music
everywhere got me thinking about
ways bands can rise above the
noise. So, I thought I'd share some
tips I've learned from managers,
booking agents, and talent buyers
that can help make the difference
between plaving to the bartender
or playing to a packed house.

First of all, spread your gigs
out over time; make your show an
anticipated event.

Remember that clubs are
businesses. If they see you on other
club calendars, they’ll call their
friends at those venues to see how
many people vou actually drew, so
be honest about your audience!

Work PR in tandem with the
club and its resources. Do they
have a publicist? Supplement
their work with yours—always
have a good bio and press release
on hand. Have materials online.

And I'm not talking about
Facebook; if you want to be taken
seriously, you need a website.

Go see other bands play.
Connect, become friends, get on
their gigs.

Work your own merch table.
What better way to engage fans?
Do the meet-and-greet, sign
autographs. Plus, you’ll make sales!

There’s nothing stopping you
from trying these tips right now.
How do you boost your draw?
Tell us at ElectronicMusician@
musicplayer.com.

SARAH JONES
EDITOR
sjones@musicplayer.com

IT'S SUMMER TOUR TIME!
HOW DO YOU PREPARE

FOR THE SEASON?

I’'M UPGRADING AND
MARKETING EARLY

YEAR-ROUND

26% /

I GIG CONSISTENTLY

COMMUNITY

“WE ALL SAW THE WRITING ON THE WALL
WHEN NAPSTER BECAME A BIG FACTOR
FOR EVERYONE T0 DEAL WITH. WE WERE
SUPPORTIVE OF PEOPLE LIKE LARS ULRICH,
BUT | ALWAYS THOUGHT THAT THE WAY

IT WAS GONE ABOUT AND THE WAY
CONSUMERS WERE DEMONIZED ... IT WAS
BITING THE HAND THAT FEEDS YOU.”

7 wveman . 14%

-~~~ 1START PROMOTING 0
""-~.___ MYSELF IN THE SPRING 11Al

49%
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Les Paul Estate Auction

Julien’s Auctions and the Les Paul Foundation have partnered for an auction of a collection of

equipment and musical artifacts from legendary musician, engineer, and inventor Les Paul. The

auction will take place live in Beverly Hills, CA and online on June 8-9, in honor of what would
have been Paul’s 97th birthday (June 9, 2012).
Paul not only revolutionized the sound of the electric guitar, but commissioned the first

8-track tape recorder, which would become the core technology behind multitrack recording. The
auction collection, which includes studio equipment, memorabilia, personal effects, and instru-

ments that span Paul’s career, was curated in part by respected vintage guitar authorities Dave

Belzer and Drew Berlin, collectively known as the Burst Brothers. A free public exhibition will be

held before the auction, from May 29-June 8. For more information, visit julienslive.com.

Now that computers
are becoming more
powerful, are peopl
starting to record at
96kHz/24-bit, Or aven
192kHz instead of

44 kHz/16-bit? Does
the resolution ot the
DAW aftect this? In

other words, is there any

value to 32-hit floating
paint or 64-bit aucio
engines If you're just
recorchng with 24

converters?

PHIL HASSENGER
SAN DIEGO, CA
VIA EMAIL

~

Preferences

[Avad Wtoa (4 10+ Ot -
t‘ﬂ 14 In & O}

Ableton Live supports sample rates of 44.1, 48, 88.2, 86, 176.4, and
192kHz if the interface supports them. Here, the interface is Avid's
3rd-generation Mbox, which connects via USB 2.0 and supports
sample rates up to 96kHz.

converters sounds
much better than back
in the days of 16-bit
converters, but most
engineers would agree
that recording 24-bit
files is preferred.

The resolution at  With a 16-bit con-
which you record and verter, you’re probably
vour DAW’s internal  getting more like 14
resolution have dif-  “real” bits, and with
ferent ramifications. a 24-bit converter, 20
Most people can “real” bits, because the
hear a definite sonic  least significant bit is
constantly dithering
back and forth, and
there are also noise-
but this also depends floor issues. Recording
on your converters.  16-bit files with 24-bit

improvement when
recording at 24 bits
compared to 16 bits,

As for sample
rate, few listeners
can tell the difference
between material
recorded at 44.1 and

Got a question about recording, gigging, or technology?

Ask us! Send it to ElectronicMusiciania musicplayer.com.

-
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e —

Auction highlights include this Gibson Les
Paul 1968 prototype, pedal effects, and
personal items such as this 1975 passport.

96kHz. For broadcast
or video work, 48kHz
is the standard sample
rate, and some engi-
neers swear that re-
cording at 88.2kHz is
superior to 44.1kHz—
but there’s no defini-
tive, “one-size-fits-all”
answer. Besides, some
interfaces don’t even
offer 88.2kHz or
sample rates higher
than 96kHz because
they aren’t commonly
used.

Also note that
working in higher
sample rates may have
disadvantages; you
can’t stream as many
tracks through a USB
or Firewire interface,
and some plug-ins

don’t handle 96kHz
well. Recording at
44.1/24 or 48/24 is
fine for most people.
The DAW’s in-
ternal audio engine
resolution affects the
accuracy of calcula-
tions for internal
processing, so you
want at least 32-bit
floating point to avoid
round-off errors that
accumulate over
multiple calculations.
There’s no significant
penalty for running
DAWs at a high inter-
nal resolution (e.g,
64-bit), so unless you
encounter problems,
use the highest avail-
able resolution.
THE EDITORS
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Sweetwater b A Lol
GearFest 2012

This month, Sweetwater is holding its annual
GearFest, the nation’s largest free music/pro audio
exhibition, on its Fort Wayne, Indiana campus, on
June 22-23.

More than 200 manufacturers will be onsite,
offering the public an opportunity to watch
demos and get their hands on hundreds of instru-
ments, amps, mics, mixers, P.A. systems, studio
gear, and software, and to talk directly to product
experts, designers, and manufacturer reps. Two
full days of seminars, clinics, workshops, and per-
formances include appearances by Thomas Dolby,
Jeff Loomis, George Massenburg, Dave Weiner,
Lee Roy Parnell, Paul Reed Smith, Paul Pigat, Mitch Gallagher, and Electronic Musician’s
Craig Anderton. In addition, New York-based engineer/producer Fab Dupont will hold
two sessions in which he tracks, mixes, and masters a complete recording by a live band.

For full details, including a schedule of events, hotel room and travel information, visit
sweetwater.com/gearfest. New information about artist appearances and workshops will
| be added up to the last day, so check back often for the latest news. Pre-registering at
Sweetwater's Mitch Gall-agher (left) sweetwater.com/gearfest means your registration pack is ready to go when you arrive, and

interviews legendary producer Alan gets you in the show as quickly as possible. Did we mention that this event is 100-percent
Parsons at GearFest 2011. free? See you there!

What is your favorite trick for
boosting kick drum in the mix?

Here’s our favarite response. Norton Lawellin wins an EarthWorks
KickPad Kick Drum System. Thanks, Norton!

START BY removing or turning down the part you don’t like, the “sounds-like-cardboard” part,
typically +/-600Hz. This cleans up the whole midrange, and now you can add what you really
need out of a kick drum. If you need more impact, more definition, more head slap, add a bit
at 5 or 6kHz. Play with your parametric until you find the sweet spot. If you need more boom,
more “phat,” it’s at about 80Hz; again, play with your parametric.
NORTON LAWELLIN
TRACK RECORD STUDIOS ‘
ST. PAUL, MN

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 a copy of Steve Gordon’s The Future of the Music Business, Third Edition: How to Succeed with the
New Digital Technologies book and DVD set (Hal Leonard, 2011). Contest open to U.S. residents age 18 or over.

His monTH's guesTion: What's your best advice for promoting yourr music?
Send your answers to ElectronicMusicianf@musicplayer.com.

12



Celebrating the 10" Anniversary of the MOTIF

Purchase a Yamaha MOTIF XF Synthesizer and GET A FREE MOTIF 10"
Anniversary Pack Featuring Over $800 Worth of Hardware & Software!

The Anniversary Pack Includes:

« 512MB Flash Board (FL512M)
« Chick Corea Mark V Electric Piano Sample Library

» GEN16 Z-Pack Zildjian Cymbal VST with
FXpansion Yamaha Maple Custom Drum Kit

» YC-B3 Organ Tone Wheel Emulation VST

« Steinberg Prologue Analog Synthesizer VST

» Keyfax New Media “Drums and Percussion” Patterns

* XF Fully Loaded Instructional Video

« Discount coupons for KARMA Motif, XF Tools and more

For more info visit www.4wrd.it/MOTIF10EM2
Go to your authorized Yamaha dealer and get your MOTIF XF and the anniversary pack now.

Scan this code for more info







SPRINGSTEEN
AT SXSW

AUSTIN, TX
MARCH 15, 2012

Each March, thousands of bands
and music lovers descend upon
Austin for a week of wall-to-

wall live music at the South By
Southwest Festival. But this year’s
most anticipated show was Bruce
Springsteen’s concert event. Just

hours after delivering the festival

keynote, Springsteen took to the
stage at the Moody Theater, where
those lucky enough to score a
golden ticket in the SXSW lottery
were treated to a nearly three-hour
set featuring a retooled E Street
Band with late Clarence Clemons’
nephew Jake on sax, and guests
including Tom Morello, Jimmy
Cliff, Eric Burdon, and Joe Ely. As
for his own enduring success, the
Boss might have put it best in his
keynote speech: “When Danny and
the Juniors sang ‘Rock and Roll

is Here to Stay, they didn’t have a
clue as to how terrifyingly, f**king
right they were going to be”

PHOTOGRAPH BY ALYSSE GAFKJEN
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Santigold

Orchestrating “bad” sounds and rough
edges on Master of My Make-Believe

BY KEN MICALLEF

“guincy JoNEs had this amazing talent to bring together the best people
and get the best out of them,” says Santi White. “That is my talent; I am
a great orchestrator and I can get what I want, then I go in the studio
and fix it until it sounds exactly like I need it to.”

White, a.k.a. Santigold, is practically a one-woman Wrecking
Crew. Whether playing the drums, guitar, keyboards, or all of the
instruments; co-writing with Q-Tip, TV on The Radio’s Dave Sitek,
and Yeah Yeah Yeahs’ Karen O; or meshing multiple producers’
ideas until she hits paydirt, Santigold is a potent powerhouse of
songwriting skill.

Four vears after her rock ’em sock 'em debut, LES Artistes, Santi-
gold raises her game by including everyone she knows and respects
on Master of My Make-Believe. A futuristic mélange of African and
Jamaican rhythms, dense arrangements, and hyper girl-group power
vocals, the album is nothing less than a shocker. The other shock is
that many of the basic tracks were written in Apple GarageBand or
producer Ricky Blaze’s FruityLoops.

The list of Santigold's collaborators is long, reflecting an almost
Brill Building approach. Master of My Make-Believe co-writers
include Yeah Yeah Yeahs’ Karen O and Nick Zinner (who plays mucho
guitar), Greg Kurstir (who also produced), Diplo, and Q-Tip. Pro
ducers include Blaze, Switch, Sitek, John Hill, and Buraka Som
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“l am a great
orchestrator, and |
can get what | want,
thenlgointhe
studio and fix it until
it sounds exactly
like | need it to.”

Sistema. Many of the tracks from Master of
My Make-Believe began on Santigold’s Ga-
rageBand rig, then were completed in Geejam
Studio in Jamaica, Downtown Music Studio in
NYC, Echo Studios in Los Angeles, and Fed-
eral Prism in Beverly Hills. She sat down with
Electronic Musician to talk about production
on her album.

Your new album is a marked evolution from
your debut. It has a very dance-oriented,
Jamaican, African sound. It’s more focused
than your debut.

You’re right in saying this is an evolution from
the last record. This was the natural direction,
because that is really who 1 am musically. It’s
not like it was a concept record; it’s just the
music that I feel. And so that is my musical
language. That’s how I talk in music, and this
time [ pushed myself. It’s four years later and
I've evolved as a person and as a music maker.
[Laughs.] This is a little more ambitious, and a
couple songs are more complex than anything
on the first record.

How did you push yourself?
I was more at the helm of the project than on
the last record. On this record, I was the only

constant. I worked with so many different pro-
ducers, at the end of the day I was the orches-
trator, and that was a challenge for me.

How do you typically write?

I write on GarageBand a lot. I write stuff that
no one else can read; that is what my scratch
versions often sound like. All I need is a mood.
Some people write on acoustic guitar, but I
could never do that. I could write to a guitar
that sounds horrible, but it just has to have a
mood. For instance, on “The Riot’s Gone,”
literally sat at a piano and put my computer on
top of the piano, and I added reverb and delay
on everything because it helps mask how bad
the basic sound is. [Laughs.] It’s all about the
feeling. My voice needs to sound a certain way;
it needs to sound more interesting than just me
playing piano. I put the laptop with GarageBand
and effects on top of the piano, and I played
the melody. When I played it back, it had all
these weird and interesting sounds because

it picked up all the vibrations from the piano.
Then I had a drum beat from a prior session; it
matched the tempo perfectly. I put that drum
loop on top of the recording, and there was
“The Riot’s Gone.” I actually used a tiny bit of
the GarageBand recording in the final track.
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The multi-purpose module for guitar, vocals, drums, keyboards, effects and more

Is it an effects processor?
A sound module?

A synthesizer?

How about an amp modeler? o
A virtual piano?

Or a killer electronic drum kit?

The super-portable, ultra-versatile MuseBox™ uses synthesizer, sample-playback and effects processing
VST software technology in a brand new way. It's better sounding than a hardware synth or effects
processor, and it's more rugged, complete, and easier to use than a laptop computer. MuseBox gives you
the best of both worlds: cutting edge, software-based sounds and effects without the computer hassles,
all in a compact, rugged, and easy-to-use package.

use Sweetwater (7

Research Music Instruments & Pro Audio INNOVATION. AMPLIFIED.®

Visit sweetwater.com or call (800) 222-4700 to speak with a Sweetwater Sales Engineer about the MuseBox.

World Radio History



“l love to do stuff
with my hands,
not always in

the computer. It
might start with
real instruments,
then it’s about
creating the
most interesting
sounds we can.”

20 EMUSICIAN.COM 08.2012

Often, the vocals I do on GarageBand will
make it to the final version because they have
so much weird color. I sing right into the basic
mic that comes with my laptop.

Right off the laptop?

Yes. It’s so lo-fi and it has an interesting tex-
ture. It would never be the lead vocal, but
background harmonies or accent vocals, It’s
way more interesting off the laptop than
anything I would recreate in the studio. That
would be too clean.

What else do you like about working in
GarageBand?

You can work anywhere with it and it
doesn’t need anything. On the last record, I
had an M-Box, and anything I wanted to do,

I needed a cable, a mic, and all this stuff. Ga-
rageBand is like a notepad. You can work with
it out of nowhere, with no preparation with
no tools. Bits of many songs on the new album
came from GarageBand, including “The Riot’s
Gone,” “The Keepers,” and “Pirate In The Wa-
ter.” I can write an entire song to somebody’s
drum loop in GarageBand.

There are some complex arrangements on
the album as well.

GarageBand is for when I write vocal melo-
dies. But then when it comes to making the
song, it’s a different process. I sing into the
Neumann M149 and the Chandler LTD-1 they
have at Studio B in Downtown Music Stu-
dios. Sometimes I receive tracks that are fully
done. That happened with the song (“Fame”)
that Dave Sitek sent me. I didn’t do anything
else to it. Same with “Big Mouth.” But other
times, it’s a way more complex process. “Go”
began with Q-Tip at his house and we used
samples (“Joyo Can You Hear Me Part 1” by
The Visitors), which I never use. Then I went
to Downtown and I had a punk rock drummer
come in and play drums. Then we distorted
the crap out of the drums and I did my vocals
there and then we took the track to Switch’s
studio. He chopped up the vocals using Logic;
he uses Logic in a way that no one else does.
Then Nick Zinner played guitar using his crazy
custom pedals made in Japan. That’s the usual
process; I am jumping around to different plac-
es. The last process would be when I worked
with Greg Kurstin. He has all these amazing
analog synths and mics and old drums. I really

suck at playing different instruments, but I do
write on instruments. [ even played the Sim-
mons SDS-1 drum pads with mallets; they’ve
got these cartridges that only let you use one
sound at a time. I love to do stuff with my hands,
not always in the computer. It might start with
real instruments, then it’s about creating the
most interesting sounds we can.

And you worked with many different
songwriters.

1do alot of research before I go in with some-
body new. I had never met Greg Kurstin, but

I saw all the people he’d worked with. His
influences are similar to mine. My taste is very
influenced by punk. I like really grimy guitars
that sound interesting and screwed up. I like re-

-ally dead drums. And I don’t like cymbals, so 1

remove the high end to make them sound more
staccato and rhythmic. There’s melody, but it’s all
very tight, no frills. Greg really understood that.
He would keep bringing in new instruments.
said, “I want a Phil Collins drum sound,” and
he’d say, “Well, I have the actual drum machine
that Phil Collins used!” People who can actually
pick live instruments are a hugely important part
of my songwriting process.

Why did you record in Jamaica?

I just wanted a writing headspace and a dif-
ferent environment. I wrote lyrics for “Riots
Gone,” “Disparate Youth,” and “God From The
Machine” in Jamaica.

What was the most experimental track on
the album?

“God From The Machine” was a long process,
and it went through a lot of changes. “This
Isn’t Our Parade” was the most organic song; I
sang the vocal melody in one take. “God From
The Machine” started from a Ricky Blaze
track. I sang a chorus idea, then we totally
replayed the chorus, and then we wrote a dif-
ferent verse and bridge and changed its direc-
tion. I love that bass line, which was inspired
by Inner Circle’s “Bad Boys” from Cops. I love
that song! I love the guitar in there, too.

How did you create the angelic vocals in the
intro to “God From The Machine?”

That was Switch’s idea; that set the tone for
the whole song, I played the marching snare
drum part and all the drums on that song. 1
can write on anything. I have a bass, a couple
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keyboards, including a Minimoog Voyager and
a Korg Delta. I love the sound of the Delta;

it reminds me of Devo. And I play guitar. We
chop up the best part and loop it 'cause it
sounds so bad!

How do you present songs to producers?
1 record everything I do. I recently recorded in
a hotel room with Amadou and Mariam with

Nick Zinner. They were singing, but I didn’t
know what I was supposed to do. I can't
retain what I am doing, so I have to record it.
They were waiting for me to chime in and I
said, “Sorry, I have to turn on my GarageBand.”
So I started singing very quietly into Garage-
Band, I layer vocals and different parts and I
create rhythms between my melodies. It comes
together as I am layering tracks in GarageBand

Our Endorsees Are Everywhere
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and I am really quick. It doesn’t make sense
until I have it all together. My whole process is
a collage. It's like painting. With Garageband,
it’s all right there, and it’s super easy. It helps me to
quickly map out my ideas and when I get in the stu-
dio, I can do it properly because I have the sketch.

What created that electronic kalimba in
“This Isn’t Qur Parade”?

It began with me and Nick Zinner, then I
went to Dave Sitek’s studio. I love his sense
of rhythm; he has all these amazing old drum
machines. But he used something really sim-
ple. It’s almost like church to me. He added the
handclaps, which I did in GarageBand, with
a lot of reverb. Then after that, I went back to
Downtown Music Studios and I worked with
[producer] Chris Coady on the arrangement.
That was a slow process.

What is your process for recording vocals?
On a song like “Freak Like Me,” that is so fast,
so I punched in. Usually, I do the vocals as
soon as I've finished writing the song. Back
in the day, people only went to the booth
when they had the song inside of them. But
there isn’t enough time now; half the time I
am reading it as I am recording the vocal. It’s
so difficult, because my lyrics are so hard to
deliver. Like “Look at These Hoes.” There is no
punch-in that can fake that, you have to deliver
it. The most important thing for my vocal pro-
duction is that I layer my vocals and sing them
in different ways then I put them all together.
When 1 blend them, I don’t pan them; I keep
them really close together, maybe a tiny bit of
pan. I really wanted to get a group vocal effect
on a lot of the songs. That required layering
the vocals and singing them in different ways.
I like reverb and a little bit of slap delay on the
rhythmic songs. But when you use too much
delay it makes the music sound too polished.

I don’t want to clean up my vocals. I like the
rough edges. s

B Read interview
B outtakes with
B Santigold.

emusician.com/june2012
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HB®] DICUMENTARY FILMS

SAVING FACE

| was sleeping when he came inside

Gunnard Doboze scored the Oscar-winning
documentary Saving Face in his home studio.

Two Oscar-nominated composers share inside tips on
how they composed and produced successful scores
in their home-based project studios

BY E. E. BRADMAN

24

N oNE of the most pivotal scenes in Daniel
Junge and Sharmeen Obaid-Chinoy’s 2011
documentary Saving Face, a Pakistani woman
squats in front of a makeshift, outdoor kitchen,
making bread. She’s describing how her

marriage went bad to worse, and how her
drug-addicted, alcoholic husband had angrily
intercepted her outside the local courthouse,
where she'd gone to get a divorce. Her partially
covered face barely changes, but the subtitles
tell the story: He threw battery acid—*the
highest quality, undiluted,” she says—on her
face, severely disfiguring the left side of her
face and ruining one of her left eve. “It took
one second to completely ruin my life,” she
says. “One second.” As the camera moves in for
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DOCUMENTARY SHORT SUBJECT

M Morninglight
BB Films

a close-up, Gunnard Doboze’s score—a skillfull
mix of harmonium, processed guitar, pads, and
vocals—swells into place, matching the mo-
ment without being overbearing.

In a similarly powerful scene from a film
that’s just as intense, former U.S. Army sergeant
Ethan McCord talks about his memories of the
controversial July 12, 2007 airstrike that’s at the
heart of James Spione’s Incident in New Bagh-
dad. As the film switches between McCord,
cockpit gunsight footage, and a grisly photo
that’s hard to forget, we hear him talk about
finding a small Iraqi girl next to her injured
brother and dead father in a van, the moment
perfectly supported by Emile Menasché’s su-
premely sensitive blend of Arabic-flavored gui-

tar, flute, synth pads, and silence.

These moments, two of many, helped Sav-
ing Face and Incident in New Baghdad get
nominated for Academy Awards in the Best
Documentary (Short) category this year. (Sav-
ing Face won.) The richness and beauty of
these scores belies the fact that both were
done a long way from Hollywood blockbuster
budgets, without a team of editors, copyists,
orchestrators, arrangers, and orchestral mu-
sicians. In fact, Menasché and Doboze both
composed, performed, recorded, mixed. and
produced their scores in their home project
studios, primarily using Logic Pro. We asked
Menasché, editor-in-chief of In Tune Monthly,
and Doboze, a professor at Academy of Art

The Oscar-nomiated
Incident in New Baghdad
was scored by Emile
Menaschaé.

University in San Francisco, to give us the
scoop on their processes, as well as the chal-
lenges—and the rewards—of working at home.

How’d you get the gig?

Doboze: The filmmakers got in touch with me
after they saw the first movie I ever scored,
back in 2004. I licensed music to them from
my library, and in 2007, they called me to do

a score for a movie they were doing. In 2009,
they called me again, and when they did Saving
Face two years later, I was the logical choice.
Menasché: Early in my career, I met a bunch
of graduates from SUNY Purchase’s film pro-
gram, and started doing educational films

and shorts with John G. Young. Jim [Spione,



“If an instrument
stands outina
documentary
score, it destroys
the narrative.

It’s important to
create a big space
for everything.”
—Gunnard Doboze

“I didn’t really
think about the
politics involved
vis-a-vis the
music, other than
to treat the various
cultural references
with respect.”
—Emile Menascheé

director} was one of the producers of the first
feature I scored, Young’s Parallel Sons, and we
kept in touch. I ended up doing a lot of edu-
cational videos with Young, and then working
with Jim on a couple other projects. We were
actually going to work on a documentary about
President Barack Obama'’s inauguration when
Jim found the Ethan McCord story and de-
cided to shift gears.

What was your composing process?
Doboze: I watched the film once or twice,
and then I wrote a temp score, maybe three or
four cues, based on my initial reaction. Half
these cues ended up in the movie. For me, the
process is about stepping away, storyboard-
ing the film in my mind, and then going back,
working on specific scene cuts, or conforming
my sketches to the film itself. Then the editors
come back with cues—Davis [Koombe, music
editor] and Daniel [Junge, co-director] are
very clear about what they want, which makes
things a lot easier.

Menasché: I worked a few different ways.
Early on, I wrote to emotions and ideas, creat-
ing beds that indicated tension; I also created
some more pop-sounding tracks to represent
the soldiers, one of which ended up being used
for the closing credits.

I did much of the first work in Logic Pro
using Logic and Native Instruments soft synths
and samplers. I like Logic’s Sculpture model-
ing synth for textures because you can have
harmonics build and shift as a long note sus-
tains. I also used Ableton Live for a few of the
early Western cues because it’s easy to bang
out ideas. I don’t think any of those made it to
the final, though. Later, I wrote and recorded
most of the flute and acoustic guitar in Live.

How did you use Live?

Mensasché: I started by recording in Clips
view and just laying down ideas. The way 1
was playing with the NI ethnic instruments,
they sounded too stock, so I made a percussion
loop by playing a beat on my guitar. I played

to that, wrote the melody that later became
the flute theme, and then had my 15-year-old
daughter Rebecca transcribe and play it.

I also wanted to use the flute for some
textures as an alternative to the synths. I used
Live’s warping features to pitch the flute down
an octave and to create more melodic varia-
tions, eventually exporting a lot of it into Logic

and using Space Designer to create the ambi-
ence around it, which in come cases adds a
pad-like dimension.

Was it important to research each country’s
music?

Menasché: I did research “Iraqi pop music”
and “Iraqi folk music” on YouTube before 1
wrote the flute melody, which we used to rep-
resent the little girl in particular and the Iraqi
people in general. But I didn't get too locked
into what 1 was hearing, either. These days,
unless you’re really going for something indige-
nous, you're usually confronted with music that
mixes regional styles. I focused on elements like
scales and instrumentation, and then just start-
ed playing the guitar to write the melodies.
Doboze: I had to be careful to not make the
score sound like Indian music; I asked the
Indian vocalist on the soundtrack, Kiran Ah-
luwalia, to sing in Dari, a Pakistani dialect,

and instead of actual words, she sang word-
less phrases. And then I made sure that all my
scales were tuned appropriately.

Tell me about the mixing process.
Menasché: Once I'd recorded the music, the
mixing process was pretty simple, though we
did end up remixing tracks. The music has

to blend with many other sounds, and things
that sound great when you listen on your own
sound horrible under dialog and sound effects.
EQ changes can make a big difference. During
the final film mix, Jim brought over his sys-
tem, and if a track wasn’t working, I would do
a quick remix on my system and give him the
new file on a flash drive.

Doboze: If an instrument stands out in a docu-
mentary score, it destroys the narrative. It’s
important to create a big space for everything.
I tried to keep the mix really balanced but uni-
form at the same time so as not to draw atten-
tion to itself.

Given the nature of the film’s subject, were
you mindful of certain political and cultural
considerations?

Doboze: Again, making sure the music sound-
ed Pakistani, not Indian, was important, as well
as staying out of the way of these women by
supporting the story in the most atmospheric
way I could. I had to draw people in with the
score and help them focus on something that
would otherwise be very difficult to watch.
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A Tale of Two Rigs
Doboze and Menasché share their
studio setups.

Gunnard Doboze

Rig Quad-core Mac Pro

Interface TC Electronic Studio Konnekt 48
Software Logic Pro 9, Spectrasonics
Omnisphere

Plug-ins MOTU Ethno Instrument 2,
Vienna Symphony Strings

Monitor M-Audio BX5s

Microphones Studio Projects

Emile Menascheé
Rig MacBook Pro
Interface TC Electronic Konnekt 24D
Firewire, Zoom H4 8 as a USB input
Software Logic Pro, Ableton Live, Native
Instruments

Plug-ins Space Designer, various delays,
and UA Dreamverb, running on a Univer-
sal Audio UAD-2 Duo card in the laptop’s
expansion slot

Monitors Genelec 1030s, Hafler TRM 8.1s
with a subwoofer

Controllers Ozonic, Axiom Pro 61, and
Samick electric guitar equipped with a
Roland GK-3 pickup

Mic and Recorders Zoom H4 8 and an
AKG C414

Instruments Taylor 814-BCE

Menasché: I didn’t really think about the
politics involved vis-a-vis the music, other
than to treat the various cultural references
with respect. I wanted the music to be direct
and sincere, and not sound like it was from a
Middle East sound library.

What are the pluses and minuses of work-
ing at home?

Menasché: Working at home is good when
you’re able to play most of your own parts, and
it’s definitely nice when you have a demanding
day gig because you can rest and then work.
The disadvantage is that you end up having to
focus on technical considerations instead of
just focusing on the music.

Doboze: Having your studio at home is kinda
difficult because work is always there, and
you don’t have the separation you have in oth-
er jobs. The plus side, however, is that if you
have an idea and you want to express it, you can
express it whenever you want to. So there’s that
wonderful transparency between having a cre-
ative thought and executing it, which I like a lot.

What workflow tips would you give to as-
piring film composers?

Doboze: For me, it’s all one big, giant happy
accident. I compose and mix as I go, and more
often than not, I come up with things that far
exceed my expectations. I always encourage
people to think of workflow as being very cir-
cular, not an end-to-end sort of thing. Usually,
by the middle of the session, I have a really
good sense of how things should be, and then
it’s just a question of bringing things to a close.
Menasché: Don’t get caught up in sound li-
braries and plug-ins—focus on writing good
music. Export your mixes as uncompressed
audio, as well as MP3s, even in the early stages.
Organize your work. Create flexible arrange-
ments. Play with feeling! And don’t get too
locked into what you think is best; be open to
what really works.

How early should composers talk about get-
ting paid?

Doboze: Stipulate a payment schedule in your
contract. Agents will often put contracts togeth-
er while you're scoring the film, and you won’t
get your first paycheck until the film’s done. It’s
important to have enough money up front so
that you can relax, write, and not have to worry
about doing ten other projects at once.

Menascheé: Talk about money early. If you're
working with indie filmmakers, they may not
have much of a budget. You have to decide
whether you want the credit (or the pleasure
of doing the project) or the money. Make sure
you retain all rights unless you’re getting a good
buyout. Make sure to get a cue list and submit it
to your performing-rights organization.

How do you think things have changed for
film composers in the last five years?
Menasché: Technology has made it easier to
get the score to picture, but stay focused on
using the technology to aid your own unique
creativity. You don’t need the most tricked-out
system to create effective film music. If you do
use something pre-existing, don’t be afraid to
add your own ideas to it. Even the drum ma-
chine part at the end of the film—a few people
asked me where I got that track. It started as
a programmed part, but I modified it and then
improvised a solo over it, and that was it: Done.
Doboze: The biggest change has been that
most film scoring has moved to the project
studio. Budgets for live music are diminishing,
but the quality of sample libraries is increas-
ing. Recording a live orchestra, for example, is
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