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TIM 102 & EA 4 shockmount

» Your new go-to mic is here...

Big Neumann sound in a small and affordable package. The TLM 102 delivers all you need to get big studio-
quality sound at home or on-the-go. From the slight bump at 6 kHz (designed to make your vocals shine) to
the high max SPL (which could capture a jet engine 75 feet away) to the foam-lined grille (which protects the

capsule and offers automatic pop filtering), the TLM 102 sets itself apart as the portable solution that makes
you sound like the pro that you are!

Browse our mic finder to discover the mic that's right for you:
www.NeumannUSA.com/micfinder
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Get Incredible Deals on
Your Favorite Gear

When You Use Your Sweetwater
Musician’s All Access Platinum Card

=Roland..,

Get an astounding array of sounds out of this very
special Stratocaster, which comes equipped with '
Roland’s GK-3 guitar synth pickup. It gives you all that

classic Strat vibe and tonality you love — plus mind- '

) zgms. = W

0% INTEREST .
FINANCING |'=Roland Ji50, .. e

f ' modern convenience! Equipped with three virtual analog engines and
easy-fo-tweak controls, the GAIA SH-01 gives you the great sounds you

on BOIand Gea crave. Plus, when you buy this synth from Sweetwater, you also get a FREE

! 64-patch sound bank — preinstalled!

“GR-55
@ ROIa n Roland’s premium guitar synth

controller puts a world of incredible sounds and tonal possibilities
right at your feet! With 910 tones and 93 effects, plus the pedals you
need to access and control them, this powerful unit brings new sonic
possibilities to your guitar playing.

“For complete details on our 0% knterest financing plans, please visit www.sweetwater.comv/financing/allaccess.php. The terms and conditions of our 0% Interest financing plans vary depending on manufacturer and/or product line. To qualy, purchases must be made using the
Sweetwater Musician’s Al Access Platinum Card and paid in full within the financing time period. Subject to credit approval. **Please note: Apple products are exclude from this warranty, and other restrictions may apply. Please visit www. com/warranty for plete details

’ ,'l“ FREE Warranty**

VA DNFIDES We cover nearly every item for
’ Value Added COVERAGI a minimum of two years.
Reseller o
H ' . 1?\ FREE Shipping

Flnd Even Man i ”~ SEEPME Almost every piece of

NO NBAUM PURGHASE gear ships 100% free.
More Gear at

FREE Tech Support

sweetwater.cﬂm Sweetcare ssss Get professional

www.sweetwater.com/support SweetCaresuppon,24/7.
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Live 8.2

Spark your creativity with this unique, innovative software
suite! Live 8.2 has everything you need to record and edit
audio — plus looping and groove-creation tools, instruments,
and effects. Live tools let you get creative onstage too!

Apply for your card today at
Sweetwater.com/AllAccess!
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18 MONTHS
0% INTEREST
. FINANCING
I‘V"‘ ) PreSonus on PreSonus Gear'

StudioLive 16.0.2

Change the way you mix and record — in the studia or at the live venue. Equipped
with premium preamps and all the tactile controls you need, this compact digital mixer is
also a 16-in/16-out FireWire interface. The StudioLive 16.0.2 even lets you take remote mixing
control with your iOS device!

'FREE 12 MONTHS
2Roland s SWEETWATER 0% INTEREST

EXCLUSIVE!
Powerful performer! Loaded with Roland’s SuperNATURAL acoustic sounds and incredible synth tones, os 2 0 c
plus all the controls you need to take command of them, this incredibly versatile keyboard is ready for n F '”A” l” G
action. And when you buy the Jupiter-50 from Sweetwater, we ship it with 0S 2.0 preinstalled! PREINSTALLED | on Boland Gear'

S

Roland _ JURITER-S0

A\IUSIC I ProGear and SweetNotes

(800) 222—47 oo are now mobile!

Sweetwater Publications
Sweetwater.com FREE at Apple’s App Store
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Small
Wonder!

sl L L Introducing the Radial Cube™...

its feature set and its
open-ended architecture,
the Workhorse is currently
unrivalled for supremacy.”

~ Recording

“Radial can't seem to
leave well enough alone!
Oftentimes, they take
what might be otherwise
mundane and turn itinto
amust have”

~ Tape Op

Q3" coil FQ

e Power Tube
tube preanp
“The Workhorse certainly
lives up toits name. The
feature set is deep, the
system is scalable, const:
truction is solid and it sourds
great. What's not to like?”

...aninnovative three module desk-top power rack designed to bring the
fun and excitement of 500 series modular audio to everyone! Radial’s
Workhorse™ Cube™ is designed to sit on the desktop or be carried around
the studio using the convenient top-mounted handle. This enables the
engineer to position preamps as close to the source as possible for
improved signal to noise. Following the criteria established by

the Workhorse, the Cube is 100% backwards compatible
with older 500 series modules whilz being
optimized for Radial's expanding range of
preamps, processors and routing devices.

The Cube... a small wonder you can afford!

s

“Every connection and
function worked as
promised. The Workhorse
is truly professional grade
and worth the cost.”

~ Pro Audio Review

Awailable angle and flush

mount brackets let you
reate the perfect honte for

vour 500 series movides.

L=, et

e . Put together the perfect channel strip or the
PowerTube™ Q3™  Komit™  imare guitar front end with the Radial Cube!

resolution

Also available: the mnovative Radial PowerStrip

3-mioddule 1-RU mack / power supply.
“The Workhorse makes

a terrific host for

modules - solidly built Radial Engineering Ltc

with useful routing 1588 Kebet Way, Port Coquitlam BC V3C 5#5
features and extensive tet 604:942-1001 emaitinfolradialengcam

connectvity” radialeng.com

~ Resolution
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Focusrite: The best selling Firewire interface brand in the US*
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At the heart of any good interface are great mic preamps.
Focusrite have been designing mic pres for more than 25 years. It's what we do.

More customers choose Focusrite ‘Best In Class’ interfaces

The Saffire range: The benefits of Focusrite Interfaces:
1 LIQUID Saffire 56 Focusritd's Saffire interfaces are designed to
28 in / 28 out interface with 2 Liquid and & Focusrite preamps ,/ ‘ work seamlessly with your Mac or PC, providing
9 a high quality audio signal path in and out of your
2 saffire PRO 40 - computel Saffire interfaces are universally compatible
20 in / 20 out interface with 8 Focusrite preamps FireWire with all alidio workstation software packages.

3 saffire PRO 24 DSP
16 in / 8 out interface with 2 Focusrite preamps featuring
VRM technology

Focusrite's unparalleled pl?eamp legacy forms the foundation of this
interface range, each modpl featuring two or eight award-winning
Focusrite preamps. Combr'ned with ‘best in class' performance Saffire

4 Saffire PRO 24 PROs deliver seamless infegration, excellent routing flexibility and

16 in / 8 out interface with 2 Focusrite preamps supetien dHveR siasii

5 Saffire PRO 14 Saffire PRO interfaces ha‘«e the best ‘real world' technical

. . . . ifications, idel i i 3
8 in/ 6 out interface with 2 Focusite preamps specifications, and are widlely recognized for their great sound

* September 2011 through March 2012 according to MI Sales Track total unit & dollar sales

[ ] ®
For more information visit www.focusrite.com/saffire FO Cusrlte




What Matters Most

A FEw weeks ago, I was chatting
with my friend Vance Powell,
who had just finished recording
Jack White’s new solo project,
Blunderbuss. Vance shared some
pretty cool stories about live
tracking, analog machines, and
killer Nashville musicians. And
then he told me something that
blew me away: White took the
mixes to Bob Ludwig and asked
him to master without dynamics
processing.

In this era of loudness wars
and “competitive” mixing, it’s a
bold move to forego compression.
But people like Jack White are
leading a movement that shifts
the focus from “what does this
sound like on the radio?” to “what
does this sound like to the person
who wants to hear my music?”
They’re inviting the listener
to embrace the dynamics, the
detail, the subtle nuances of the
song. It’s cultivating a long-term
relationship in which the music
becomes more revealing with each
listen, rather than more fatiguing.

This isn’t a wholesale
endorsement of any particular
recording method. It’s just a
reminder that production should
never be a barrier to the song.
And this concept doesn’t have
to be at odds with commercial
goals—Blunderbuss debuted at
Number One.

We'll likely never go back to the
days when fans rushed out to buy a
record the day it came out, invited
their friends over, sat together in
front of the stereo, and just listened.
But projects like Blunderbuss are a
move in the right direction.

SARAH JONES
EDITOR
sjones@musicplayer.com

COMMUNITY

“THE FIRST BEATLES ALBUM
IN AMERICA CAME OUT
IN1964 AT $4.98 LIST. IN
TODAY'S DOLLARS, THAT
WOULD BE $35 FOR A
28-MINUTE, MONOPHONIC
8-SONG ALBUM.”

00 YOU USE "LOW-FI” TECHNIQUES, (BIT REDUCTION,
INTENTIONAL ALIASING, SATURATION) IN YOUR RECORDINGS?

10

NO, I ALWAYS STRIVE FOR GREAT SOUND QUALITY z 6 %
I AM INTRIGUED BY THE CONCEPT, BUT HAVE NOT TRIED IT 1 D %
SOMETIMES 3 2 %

0
IAM TOTALLY INTO RADICAL AND “LOW-FI” RECORDING 3 2 /0



How do you reference your mixes?

Here’s our favorite response. Brian Gier wins a pair of Auralex Phlat Feet.

Thanks, Brian!

1 kit-built a low-power FM transmitter that I use to reference mixes on a variety of radios
in the house. 1 feed the stereo mix into the transmitter, set some loop points in Digital
Performer and walk around the house while checking the sound on my collection of
radios. Shower radios, clock radios, car radios (while sitting in the garage), boom boxes,
and an old transistor radio help me listen for clarity and mono-compatibility. If it sounds

| WANT TO BRANCH OUT FROM MY
TRUSTY STRAT AND GET INTO SOME OF
THE NEW HIGH-TECH GUITAR VARIA-
TIONS. I'VE HEARD GREAT THINGS
ABOUT THE LINE 6 VARIAX, BUT
PEOPLE TELL ME ROLAND HAS REALLY
GOTTEN THEIR MIDI GUITAR SYNTH
THING TOGETHER. HOW IS THE VARIAX
FOR SYNTH SOUNDS?

K. G. PETERSEN
SAN DIEGO, CA
VIA EMAIL

Roland
VvG-99

'...-ouonllHl""“|

good on my army of devices (in different acoustic environments), it’ll sound good everywhere. 1 am also researching using an iPad as a control
surface so I can make mix tweaks on the fly via Wi-Fi. I have used the radio transmitter for about ten years and it yields great results!

BRIAN GIER
VIA EMAIL

Send Electronic Musician Your Stories, Win Gear! Talk to us! Share your tips with Electronic Musician, and we'll

print our favorite in an upcoming issue. And if we choose your letter, you’ll win sweet gear! This month, we're

giving away a Grace Designs SB-30 30cm stereo microphone piacement bar with precision engraved markings

for setting width, incidence, and rotational measurements. Contest open to U.S. residents age 18 and over.

His montH's guestion: WHAT’S YOUR FAVORITE TECHNIQUE FOR MIKING
LIVE ENSEMBLES IN SMALL SPACESP

Send your answers to EIectronicMusician@musicplayer.com.

It’s apples and
oranges. A MIDI/
synth guitar uses a
hex pickup to convert
each string’s audio
into control signals
that send pitch and
dynamics data to
MIDI synthesizers
(either onboard, or
external). Limitations
are tracking—the
accuracy with which
the conversion
process follows
your playing—
and latency, as
it takes time
to analyze a
note before

generating a control
signal. MIDI guitars let
you play instruments
like piano, saxophone,
etc. from your guitar,
although it requires
practice to play cleanly
enough to get good
triggering. Guitar
synth latency can be as
much as several dozen
milliseconds for the
lower strings.

The Line 6 Variax
is a modeling guitar.
It also uses a hex
pickup, but applies
sophisticated signal
processing to emulate
a variety of classic

guitar sounds. There
are no tracking
issues, as it works

on the string signal
itself, and latency is
not an issue. Unlike
MIDI guitar, the
Variax can accept
any playing style, and
handles techniques
like hammer-ons

or different picking
angles. Roland and
Fender collaborated
on a modeling guitar,
the VG-Strat; it’s
considerably simpler
than the Variax,
offering five basic
sounds (normal and

four models) and six
alternate tunings.

If your priority
is emulating a
wide variety of
guitar sounds in
a self-contained
instrument that nails
those emulations,
the Variax is ideal.
For synth sounds,
you want either a
Roland synth guitar
system, or their
stellar VG-99—which
provides MIDI and/
or modeling with any
Roland-compatible
pickup or guitar.
THE EDITORS

Got a question about recording, gigging, or technology?

Ask us! Send it to ElectronicMusician@musicplayer.com.
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NICKI MINAJ

ODAKLAND, CA
APRIL 24, 2011

Twenty-six-year-old Onika Maraj, a.k.a.
Nicki Minaj, joined rapper Lil Wayne
last year on his I Am Still Music tour,
which also featured performances

from Blink 182 drummer Travis Barker
and the Beastie Boys’ Mix Master
Mike. Minaj, who was discovered by
Lil Wayne and is signed to his label,
Young Money Entertainment, worked
the sold-out crowd at Oakland’s Oracle
Arena with her whirlwind 10-song set,
a highly theatrical Barbie meets-Cirque
du Soleil production peppered with
rapid rhymes, wild choreography, and
even a lap dance for an unsuspecting
audience member. She might just be the
newest candidate for Hardest Working
Person in Showbusiness.

PHOTOGRAPH 8Y STEVE JENNINGS
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TOOLS FOR .

CREATION

Professional’s
>OUIrce”

When it comes to the B&H sales staff, knowledge and experience are a given.
We offer unparalleled expertise and solutions for the Audio professional.

Visit our SuperStore in the heart of NYC, give us a call, or browse our newly
expanded Web site featuring live assistance, and experience for yourself the most
knowledgeable and helpful sales staff anywhere

- =T 1
a2 T J o ]
V-4 L bl
420 Ninth Ave, NYC 800-947-5509 www.BandH.com

Visit Our SuperStore Speak to a Sales Associate Shop conveniently online



“Producers have Pro Tools. Writers have Word.
Songwriters have MasterWriter.”

Rob Thomas
Grammy Award winning songwriter and artist

“MasterWriter will not only help you “This comprehensive, user-friendly
write great songs, it will make you program streamlines all aspects
a better songwriter in the process. of the creative process. That is why

I never write without MasterWriter.’
David Foster

14-time Grammy Award winning ‘ Kenneth “Babyface” Edmonds
songwriter and producer ‘ Grammy Award winning songwriter,

producer and artist

“MasterWriter is a tool that M , “MasterWriter is like
fits the times we live in and having a co-writer with a
is essential for the modern : photographic memory.”’
songwriter’’ '

Kenny Loggins
Jimmy Webb Grammy Award winning songwriter
Grammy Award winning songwriter, : and Artist

Songwriters Hall of Fame |
[ MASTERWRITER,.,

~ ~¢ MASTERV

qrent Reznor, Grahg,, N a7,
QSh N

Leona Lewi
s, LeAnn R
m
:ns, Imogen Heap,

\,an”f‘o‘"‘t HEEL ~eon Rusg
ey

Go to MasterWriter.com and take.the Tour FREE 10-DAY TRIAL
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Weighing-in at just 19 and 46 pounds respectively, the 8" two-way
ZXA1 and new 12" ZXA1-Sub from Electro-Voice combine to offer
heavyweight performance in a featherweight package.

* Rugged, lightweight, low-profile construction

* Powerful onboard 800-W (ZXA1) and 700-W (ZXA1-Sub)
Class-D amplifiers

Custom-designed woofers and drivers deliver
legendary EV sound quality

Size-defying 126-dB maximum SPL

Intuitive input panel for easy control and connectivity

= B

mics - dsp - amps * speakers
www.electrovoice.com




i o |f there'sra microphone we can't
_‘get for.you, maybe it's not
a worth getting.

Auralex
Avalon Design

g : E _—
37} enue ] ) \
" TheMic Lock t
Blue Microphones e l C o C e r vi s
gock Audlp B— -

rauner Microphones —

Bricasti Designs i
Burl Audio
Cakewalk
Chameleon Labs
Chandler
Crane Song
Crown
Dangerous Music
DAS
dbx
DPA
Drawmer
Dynaudio Acoustics
Earthworks
Elysia
Empirical Labs
Euphonix
Eventide
Focal
Focusrite
Furman
Genelec
Glyph
GML
Grace Designs
Great River
JBL
JDK Audio
KRK
LaChapell
Lexicon
Lucid
Lynx
Manley
Martinsound
McDSP
Millennia
Monster Power
MOTU
Neumann
e %%?,:;fs Contact your GC Pro rep and arrange for a studio mic demo today!
Ocean Way
Peavey
PreSonus
Purple Audio

== 7
G

Featured Mic Locker: Ocean Way Recording (Hollywood, CA)

T

Left to Right: AKG C T2 VR, Sony C-800G, Manley Gold Reference, Bock 507, Blue Bottle, Neumann U87 Ai
Earthworks QTCA40, Telefunken ELA M 251E, Brauner VM1, Royer R-122, Sterling Ocean Way ST 6 and AKG C 414

» Over 44 locations across the USA * Unparalleled replacement/repair plans

* Free expert consultation for Music, Post, Live, * Custom-designed Apple solutions via
Rupert Neve House of Worship, Educational facilities, and more GC Pro Technical Services
Schoepps | . : ¢y . .
Sennhelser * Financing options for studios, live venues, » Gear/Studio Installations powered by
Shure worship facilities a wor.d class affiliate program
Solid State Logic
Sonnox ’
Son:
Ster{ing Mics Value Added
Steve Slate Audio Reseller
Summit Audio Professional Audio
Tannoy
TC Electronics
Thermionic Culture
True Systems
Unity Audio
Universal Audio
Vintech

Waves www.gcpro.com

Yamaha

... and more! 877‘70"GCPRO




All photos of Jack White by Jo McCaughey



JAGK
ITE

On Blunderbuss, his solo debut, the analog purist
makes spur-of-the-moment choices and proves
that you don’t have to buy into the loudness wars to
make a Number One record

BY KYLEE SWENSON GOROON

MAKING A gut decision has never been hard for Jack White. “If somebody
asked me, “We’re going to record a guitar part in a hotel room: What

do you want in the room?' Id say, ‘I want a 15-watt amp with a reverb,
that Supro guitar, a ribbon microphone, and a reel-to-reel,” he reveals.
“Somebody else would sav, ‘Why don’t you bring down ten of my Les
Pauls, three Stratocasters a Tele, four of the Silvertones, the Marshall, a
Twin Reverb, six other amps, and we’ll record 45 guitar tracks. And then
I’m going to go on vacaticn and you engineers pick the best one.””

While many famous guitar players like to surround themselves with
nearly endless options, that’s not a process that appeals to White. He’s
most comfortable making resolute selections made in the blink of an
eve. “I make my decisions early on and eliminate right from the get-go
so I don’t have to make those choices down the road, because that just
makes it harder on you,” he says.

The youngest of ten siblings, White took on a love for rock, blues,
and country and started out as a drummer in local bands in Detroit.
The singer and multi-instrumentalist has since paid his dues leading
the White Stripes, The Raconteurs, and the Dead Weather, and he’s col-
laborated and/or produced artists ranging from Alicia Keys and Loretta
Lynn to Conan O’Brien, Bob Dylan, the Rolling Stones, and even In-
sane Clown Posse. His latest project is his first solo effort, Blunderbuss,
which debuted in April and was his first album to hit Number One on
the Billboard 200 chart.



He also heads up a record label and store,
Third Man Records, as well as his own studio,
Third Man Studio, in Nashville. He loves vinyl,
and he likes to produce expensively made nov-
elties such as liquid-filled and triple-decker
records. “I want to make those things exist,” he
says. “I want to put vinyl in kids’ hands.”

White is also an analog-tape loyalist, nos-
talgic for the days before the advent of DAWSs.
“You just didn’t have any choices to labor upon
back then,” he laments. “When people say, ‘I
like this guy’s record, but it’s overproduced,
as a producer I think, ‘What does that mean,
overproduced?” I wouldn’t want someone
to say that about my music, and I don’t even
know what that word means. All I can think of
as a synonym of that word is ‘opportunity. And
that can be a bad thing for some people.”

The former chief engineer for Blackbird
Studio in Nashville, Vance Powell—who en-
gineered and mixed Blunderbuss at Third
Man—is a bit more outspoken on the subject
of “opportunity.”

“To me, the biggest thing destroying modern
music is that no one will make a f**king deci-
sion,” Powell says with a laugh. ““I’ve gotta
have all these tracks and all these playlists
of different takes ’cause we might want to
change it later.’ No! Don’t do that. Just say,
‘Yes! I boldly go forward with this. And
that’s the great thing with Jack is that he
makes bold decisions.”

To Powell, the lack of commitment in record-
ing these days stems from fear. “That’s what
putting off those decisions is,” he says. “I have
this motto, and that is, Just because you can do
it doesn’t mean you should” Just because you
can align and tweak and tune and make a perfor-
mance perfect, that doesn’t mean you should do
it. Humans are humans. The world I live in and
definitely the world Jack lives in, sometimes the
warts are the diamonds, so to speak.”

Powell also believes the old tools to be tried
and true: “Egyptians built pyramids, and they
didn’t have any laser saws or huge trucks or
anything. And those things are pretty cool.
[Laughs.] Let’s put it this way: We sure haven’t
built anything cooler that will still be standing
in 5,000 years.”

Recording in an analog studio, it helps that
White is a confident guitar player and musician
and doesn’t mind losing good takes. “Many times
I have actually recorded over something we
liked,” Powell says. “We’re working on a tape

20 EMUSICIAN COM 08 2012

machine that works ludicrously slow, and it’s
just really hard to punch in and out on. Some-
times you get it, sometimes you don’t. There
have been times when we didn’t and I'm like,
‘Well, we really liked that part, but now it’s
gone. 'm sorry” And he’ll just go, ‘It’s okay.
We'll just do it again better.””

While White goes with his gut, he’s also apt
to change his mind about things like arrange-
ments. And when that happens in an analog
studio, it’s nothing like a quick Pro Tools Shuffle.
It takes hours. And when he doesn’t change his
mind, he’ll occasionally regret it later. “There’s
a consequence to making quick decisions,” he
says. “But it’s like any mentor or parent will

tell you: Just go with your gut. You’re going to
be wrong sometimes, but in the end you’ll at
least know that you went with what you felt
was the right thing to do at the time.”

In the Live Room Blunderbuss was largely
tracked live at White’s Third Man Studio,

with few overdubs. The studio includes two
2-inch 8-track Studer A800 tape machines and
a stereo-modified Neve desk originally from

a broadcast studio in Johannesburg, South
Africa. The Studers run at the superslow rate of
7-1/2 ips. “You get an hour and six minutes on a
reel of tape, and it has a dense, effected sound,”
Powell asserts. “What goes in isn’t exactly what
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CHALLENGING STEREOTYPES

On tour for Blunderbuss, White brings two bands: one with all-female musicians and one with all-male musicians. “| said, ‘What if
I had two bands, and neither of them knows if they’re going to play that night?” he explains. “The idea behind the experiment is
that it's really shaking things up. It's been a really funny, strange learning experience for everybody in the camp. The novelty of
it competing with the reality makes you think. You have people vocalizing stereotypes, like, ‘I saw both bands, and | thought the
girls were gentler and warmer’ And I'm like, ‘Are you crazy? The girls are kicking ass. They’re playing twice as loud as the guys
last night.’ It’s funny. Sometimes people’s preconceptions overpower what they're seeing and hearing with their eyes and ears.”

coimes back, but what goes in is enjoyable. It
allows you to be able to make a great-sounding
rock record that can be played really loud if
you want because there’s none of that digital
harshness. We listened to 15 ips, and we were
like, “Wow, that sounds great” Then we listened
to 7-1/2, and we were like, ‘Wow, that sounds
really. .. interesting™

Although only four of the 13 songs on
Blunderbuss went to more than eight tracks
(maxing out at 14), the track limitations still
left plenty of decisions to be made. “You have
to make hundreds and hundreds of taste
choices all day long while you’re working,”
White says. “If you’re recording one song, and
you have a few musicians with you and a four-
track, vou have to decide the tone of the bass,
the tightness of the snare drum, how long the
decay on the ride cymbal is, what compression
you're using on your vocal microphone,
and if you're using real reverb compared
to digital reverb. You have to make those
choices over and over and over again.”

At Third Man Records, there’s a vault with

tapes of outtakes. There’s not an abundance
of extra material, though. “If you take a White
Stripes album like Elephant: There’s only one
take of every song,” White says. “That’s it. If it
didn’t sound good, we just erased it.”

In the past few years, White streamlined
his decision-making process even more by
producing 45s for other artists. “I started
this thing called the Blue Series where an
artist—say, Tom Jones—would come into the
studio in Nashville, and I would ask, ‘What
do you want to work on?’ And he would say,
‘I would like to do “Jezebel,” this Frankie
Laine song. I'd be like, ‘Okay, what if I got
a harp player in here, pedal steel, a drum-
mer, maybe I'll play acoustic guitar?” And
I'll start making some calls and see who’s
in town and available.

“An hour or so later that day, a handful of
musicians walked in the door to work on
Jezebel.’ None of those musicians knew
they were going to be work on Jezebel’ or
Tom Jones’ record that morning. If I told
them two weeks ago this is what they were

doing, all these cats would have gone and
learned Jezebel’ off of YouTube, would have
come with a preconception of what it would
have been, and they wouldn’t have brought the
urgency or excitement to that scenario.”

That sense of urgency played out repeatedly
through the course of recording Blunderbuss.
The album’s first single—a quiet, drum-less
ballad called “Love Interruption”—was record-
ed live, in a 20x24-foot room, in one take. The
full band recorded it once, but they ended up
using the pared-down version with White on
vocals and acoustic guitar, singer Ruby Amanfu
singing backups, and Brooke Waggoner playing
Waurlitzer. Clarinet/bass clarinet player Emily
Bowland overdubbed her parts later,

For “I’m Shakin’” a cover of the 1960 hit
song written by Rudolph Toombs for Detroit-
based R&B singer Little Willie John, White and
a few other musicians rehearsed it, and the sec-
ond run-through ended up on the record. “We
had a talkback mic out in the room so that while
they were rehearsing, Jack could shout out
chord changes or talk to people in the room,”



Powell explains. That setup—an Ampex mic
going through a Union Tube & Transistor More
line-driver pedal and plugged into an Ampex
672 tube-amp speaker with an SM57 miking the
amp—was used for White’s vocals. “That amp
is buzzing like crazy, but you know what? It
doesn’t really matter,” Powell says with a shrug.
“That happened. It was real, and I would never
in a million years think of jumping through
some hoop to get the buzz out.”

White also sings through a Neumann U47
or RCA 77, the signals for which go into the
Neve console inta a Universal Audio 1176 com-
pressor or Neve 2254 compressor in the desk.
“QOften I'll put the 77 and the 47 up real close to
each other,” Powell says. “And if Jack decides
he wants to use the 47, we’ll just swing the
77 out of the way at 90 degrees, and then I'll
use that as a room mic to get the sound of his
room into the vocal. So there will be two vocal
mics, the mic plugged into the amp, maybe an
amp-mic DI, and a mic on the actual amp, and
they’re all combined to one track to make the
collective entire sound. That’s called commit-
ment. [Laughs.]”

Let It Bleed For White’s solo work and the
last Dead Weather record (Sea of Cowards),
Powell sometimes used two tracks for the
drums, giving the kick drum its own track to
“really punch it to tape,” he says. But often-
times, as with the Lone Ranger soundtrack
they've been working on, the drums get
bounced to one track to leave space for the
unknown, such as strings. While Powell uses
gobos in front of the drums and bass amp,
there’s still a lot of sound melding together.
“The bleed is what makes the record sound
right,” Powell says. “That’s what glues the
whole thing together.”

White’s drum kit is a *60s-era, four-piece
Ludwig kit with a 22-inch kick (no hole).
Powell miked the kick drum with a Klemt
Echolette ED12 mic (a modified AKG D12).
He also placed a Shure SM57 on the top of
the snare, SM57 on the bottom, an occasional
AEA R92 ribbon mic for the rack and floor
toms, and an AEA R88 overhead mic. For
compression, Powell used an 1176 for the top
snare, an 1176 or Fairchild on the kick, and a
Neve 32609 or RCA BA-6A as the final com-
pressor to tape. Bouncing everything to one
track, Powell was careful not to make the
snare too loud: “You only have so much flux

“Jack wanted to
have a vinyl record
that had no digital
processing what-
soever on it. So he
wanted to record
from the one-inch
to another one-
inch. | haven’t
done that in, wow,
a pretty long time.
And of course to
make CDs and
downloads, | also
recorded at high-
resolution digital,
at 96/24.

—Baob Ludwig

on the tape, and since it’s running at 7-1/2,
you’ve got to be careful that you don’t crush
the transients,” he says.

One challenge Powell had while man-
aging bleed was with the parlor-sounding
double pianos on “Hypocritical Kiss.” White,
drummer Carla Azar, Waggoner, and guitar-
ist Olivia Jean tracked it with White playing
electric bass, as upright bass player Bryn
Davies was on her way from another ses-
sion. Waggoner initially played piano on an
upright Steinway (miked from behind on
the soundboard with a single mono U47 fet).
“When we played back the take, I noticed
that there were a lot of drums in the piano
track,” says Powell. “Carla played pretty
loud, and Jack has this huge 26-inch ride

cymbal that is the loudest ride cymbal on the
planet. It’s coming through everything. [ was
like, ‘We should really clean this up,’ and he
said, ‘Well, we’ll just have Brooke play it.”

As this was a live take, Waggoner had to
contend with an inexact time frame while re-
cording her overdub. “She was having a hard
time nailing it exactly, but she ended up play-
ing this cascading part where she’s playing
an eighth note or a quarter note behind her
original track,” Powell explains. “Then when
we were mixing, I fooled around with having
the pianos panned left and right and having
the drums in the middle. But when it got to
the solo at the end, the piano washed out the
drums. So I panned the drums to the right,
and the tracking piano with the room and the
drums to the left, and then I put Brooke’s piano
on the right with the drums. When you listen
to it, it sounds like one huge piano, but it’s re-
ally a double track.”

Because there were so many commitments
made early on, mixing Blunderbuss was not a
long. arduous process: mainly panning, levels,
and a little bit of parallel bus compression
via an Acme Opticon. “There’s not a single
song on this record that took more than four
or five hours to mix tops, and that’s with us
going to lunch in the middle of it,” Powell
says with a laugh.

Blistering Guitar One of the most powerful
guitar parts on the album is the riff on “Sixteen
Saltines,” which White happened upon by ac-
cident. “That’s really funny because I was testing
a’60s Fender reverb tank to see how long the
reverb was lasting for whatever we were going to
record that day;” he says. “It has a Dwell knob, and
I was trying to see where to put it. So I played that
riff on my Telecaster because I wanted that riff

to stop, and I was like, ‘Man, record this riff real
quick. 'm starting to like it {Laughs.]

Powell miked up a’63 Fender Vibroverb
with a Neumann U 67, White played it twice,
and Powell panned the tracking guitar to the
right and overdub double—played through the
Mare pedal for a clean gain—to the left. “The
amp was on the floor, and 1 put the 67 right
on the speaker, right on the outside edge of
the cone,” Powell elaborates. “That’s a single
15-inch driver. That U 67 went to Jack’s Neve
1073, and I go in the line input, not the mic pre,
beeause the 67 has enough level that you don’t
need the mic pre. If I pad the mic, it always
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sounds bad, so I'll use it without the pad and
just go in the line input.”

Guitar solos tend to be blisteringly loud on
Jack White’s albums. “I will push back on that
sometimes with him and be like, ‘Do you think
it’s too loud?”” Powell says. “But he’s like, ‘It
can never be too loud.”” One happy accident
really pushed a solo to the extreme: Powell
intended to send the guitar signal through the
line input for “Take Me with You When You
Go”—but didn’t. “That’s a patching mistake,”
he admits. “We’d been using this ribbon mic
for some fiddle and mandolin, and I wanted
to use it on his guitar solo. We'd used a couple
of Helios modules as EQ on another tracks,
so they were set up to go into the line input,
which was perfectly great because I knew the
level coming out of this mic would be loud.
He was playing that riff, and I patched into
the Helios and slowly turned the fader up, and
when I did, I realized that it was patched into
the mic input. Out on the floor, we have a re-
mote mic pre for the ribbon, so the ribbon was
sending a huge, line signal into the mic pre,

LIXITTEN
and it was blowing up the Helios module in a
most unbelievably fantastic way.”

Bob Ludwi.gl

Compressionless Mastering One stipu-
lation White had for mastering engineer
Bob Ludwig was that he wouldn't use any
dynamics processing in the mastering pro-
cess. “There was a study from Earl Vickers
[sfxmachine.com/docs/loudnesswar] about
the ‘loudness wars,” Powell says. “As the
loudness war escalated, record sales went
down. I’m not saying we’re killing the vol-

.

ume war. But I think it’s a very bold move for
Jack to say, ‘I realize that there are records
out there that are going to be louder, but I
don’t care.”

Mastering without compression is some-
thing that White wanted to do for a while. For
vears when he asked engineers about it, he
didn’t get a definitive answer. “I read this book,
Perfecting Sound Forever [by Greg Milner],
and it was very interesting, talking about
the loudness wars and the speed wars back
then—33 versus 45 [rpm]—and how history
has gone through all this bizarreness of try-
ing to get the best-quality sound. So this
album came up, and I was like, ‘Can we just
not change the dynamics of the song? Just
make it louder, but don’t compress or limit
it?” Bob Ludwig was like, ‘Of course we can
do that.” And I was like, ‘Why the hell didn’t
anyone tell me that you can do that?! I've
been asking this question for years!"” So the
master came back, and it sounded great.
There’s nothing squashed or lost in the dy-
namics, and it still sounded really loud.”
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Bob Ludwig's tape mastering rig.

While leaving dynamic processing alone,
Ludwig did have to do a double session for Blun-
derbuss. “Jack wanted to have a vinyl record that
had no digital processing whatsoever on it,” he
says. “So he wanted to record from the one-inch
to another one-inch. I haven’t done that in,
wow, a pretty long time. And of course to make
CDs and downloads, I also recorded at high-
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Paravicini of Esoteric Audio Research [EAR}
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Solutions.

o

1SKB-SC1913
Controller Soft«Case.

threaded rails, hard lid and doors.

“I’m not saying
we’re killing the
volume war. But

| think it’s a very
bold move for Jack
to say, ‘I realize
that there are
records out there
that are going to
be louder, but |
don’t care.”
—Vance Powell

“Our machine has different sets of playback
electronics: his tube and then Mike Spitz’s
Aria Electronics with the solid-state, Class-A
electronics. And then the recording machine

L ERE

www.skbcases.com
SKB CORPORATION
Orange CA

NEW!1skB-R102
0 x 2 Rack Case w/steel

! o /.
S, .. .




Garritan Instant Orckestraisa
revolutionary sound library, desig .
tc create full cinematic orc
from just a few lines

“...particularly svited for scoring film, video,
and games, because it allows you to create
quickly finished-sounding work...”

4. .~ Electronic Musician, June 2012




was an Aria Class-A machine, as well”

For the analog session, Ludwig used Man-
ley Massive Passive, George Massenburg, and
SPL EQs. “If it was something that was a clini
cal thing that needed a cleaning up, I used the
Massenburg or SPL,” Ludwig says. “And when
it was an overall, fat kind of sound, it was the
Massive Passive.”

For the digital pass, Ludwig used a Pacific
Microsonics digital converter and a Merging
Technologies Pyramix digital workstation.

In order to match the one-inch sound as

closely as possible, Ludwig did careful alignment.

“When I did the EQ master for the one-inch,
went through five alignment tones—the 1k, 10k,
15k, 100Hz, and S0Hz—to make sure that the
playback of it was as accurate as I sent to it.”
Ludwig spent some time doing subtle gain
rides to push choruses and splicing together
edits of different mixes. As the album had to be
mastered twice, it also had to be edited twice, so
much of his work went to splicing into the one-
inch master and then editing again in the digital
domain. On “Freedom at 21,” Ludwig spliced in
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Vance Powell

one of the background vocals from the vocal-
down mix for just one second. Another micro-
scopic fix on a song was a popped “P” on the
word “Put” “I had to do a separate pass using the
Manley Massive Passive with a 122Hz hi-pass fil-
ter to get rid of the pop and edit in the 100 milli-
second fix into both the one-inch and the digital,”
he says. And “Hip (Eponymous) Poor Boy” re-
quired muitiple versions. “Jack went through
it with a fine-tooth comb until every mix and
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every note was just right,” Ludwig reveals.

In the end, White was pleased that he was
able to avoid compression overload for Blun-
derbuss. “Nowadays when you’re recording,”
he says, “you put a compression pedal on your
guitar going to your amp. The microphone
from your amp to the tape has compression on
it. Then you compress in a submix to another
track. Then you compressed it again with the
bus compressor to the final stereo mix. Then
the stereo mix goes to mastering and gets com-
pressed yet again. Then the album comes out
and gets played to radio and gets compressed
yet again. Sometimes you’re talking about sev-
en or eight compressions of that original signal
before someone actually hears it on the radio.”

And let’s not forget MP3 compression: “Oh
God, yeah, totally!”’ »

ELEMENTS OF SOUND
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The Electronic Musician

Honoring the people and technology that have
shaped the way we create music

BY CRAIG ANDERTON, JON CHAPPELL, GINO ROBAIR, LORI KENNEDY, AND SARAH JONES

The world of musical electronics has been graced with giants, and we The Electronic Musician Hall of Fame to honor those who have given
have benefited from their contributions. For many of them, simply see- us the tools, the technology, and the music we enjoy today. We've de-
ing the results of their inspiration has been reward enough—when Bob liberately limited the number of categories so the spotlight can shine
Moog saw Reason’s “patch cords” sway when the program switched that much more brightly on the selected inductees, but we already have
views to the back of the “rack,” he witnessed his past become the future.  plenty of worthy nominations for the future.
And he loved it We hope you will join us in this vearly tradition to honor a select

As the beneficiaries of the geniuses in our industry, it’s time to give group of people, as well as the gear and technologies they created, that
them the recognition they deserve. In this spirit, we have inaugurated changed our world. For that, we are thankful and appreciative.
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phisticated Ethernet-based

protocol) nonetheless ad-

opted MIDI because being

so inexpensive, it was eco-

nomically feasible to gamble

on including MIDI—even if

it failed.
Of course, MIDI did

anything but fail. It linked
the world of computers with
musical instruments, live
perfarmance, recording, and

TRAILBLAZING TECHNOLOGY
MID

Quick—name some other technology intro-
duced in 1983 that’s still with us. Are you run-
ning Lotus 1-2-3 and Microsoft Word V1.0 on
vour IBM PC XT? Or computing on an Apple
Ile with a whopping 64K RAM—and undecid-
ed about whether to go with Beta or VHS?

Maybe the 5-pin DIN connector isn’t
MIDI's dominant lifeform any more, but the
protocol is still going strong in USB interfaces,
ringtones, the controller protocol within your
DAW, and much more. Why?

First, rival companies set aside their rivalry
for the good of the industry—MIDI repre-
sents the opposite of the “not invented here”
syndrome. Despite Sequential Circuits’ Dave
Smith and Roland’s Ikutaro Kakehashi being
major players in birthing MIDI, giants like
Yamaha understood the potential and fully
supported the open, royalty-free specifica-
tion. Second, high-tech companies like E-Mu
(which would have preferred to see a more so-

=—=2|"even theater, leading to ram-
ifications we still feel today. And let that be a
lesson to the rest of the world: cooperation can
trump competition. Our industry can be proud
not just for adopting MIDI, but crucially, for
adopting the philosophy that made it possible.

IMMORTAL INVENTOR

Bob Moog

If you've ever tweaked an ADSR envelope,
changed the cutoff on a 24dB/octave lowpass
filter, or clamored for the sound of true analog
synthesis, you’re already familiar with Robert
A. Moog, one of electronic music’s most influ-
ential engineers. However, although his contri-
butions to contemporary music made his name
a household word in the ’60s, Moog’s influence
extends far beyond his pioneering work in sub-
tractive analog synthesis.

As a precocious teen, Moog began mar-
keting Theremin kits under his own name,
but his deep appreciation for the instru-
ment remained throughout his life: He
not only helped rediscover virtuoso Ther-
eminist Clara Rock-
more, but decades
later, launched a
Theremin resur-
gence when he
started making
them again under

the Big Briar name.
Moog was a
curious, restless,
no-nonsense person
whose wide-ranging
interests went well
beyond the con-
fines of instrument
design—which was
not confined to
analog circuitry.

Whether with Big Briar, or Moog Music after
he regained the legal rights to his name, Bob
continued innovating with digital products for
companies such as Kurzweil and Bomb Fac-
tory, and by designing custom controllers for
musicians and composers. After his death in
2005, he left behind a breathtaking amount of
ideas and unfinished projects, spanning de-
cades of work that’s detailed in his notebooks
and prototypes.

The Bob Moog Foundation was created to
preserve this work, and honor his youthful
inventiveness by providing science education
through the use of music via the MoogLab Stu-
dent Outreach Program.

RECOR_DING REVOLUTION
Alesis ADAT

In the early '90s, digital tape recording wasn’t
news. But in 1991, Alesis, known primarily

for low-cost MIDI effect modules, blew the
minds of recordists everywhere by creating a
new multitrack recording paradigm: modular
digital multitrack (MDM). Combining several
tape transport technologies and software

development from Fast Forward Designs,

the ADAT was a 3U 8-track digital recorder
with eight VU meters, SVHS videotape-based
transport, high-quality 16-bit converters, am-
ple 1/0, an onboard sample-rate/speed con-
trol, and a sleeper feature dubbed Lightpipe,
which is still in use today.

Seemingly overnight, recordists went from
clunky analog tape-based multitrack machines
to something ideal for a home-studio Goldi-
locks: a form factor that was not too big, not
too small, but just right.

Not content to stop with the innovation of
recording digitally onto readily available vid-
eotape cassettes, Alesis included the LRC re-
mote control to complement the well-designed
interface, and created an architecture that
allowed synchronizing up to 16 machines for
a total of 128 tracks. It was a trip to hear the
machines shuffling back and forth to get their
sync on, but it worked.

Long after the transports were idled by tech-
nological successors, recordists still used ADATs
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for their converters and Lightpipe interfacing.
And despite Alesis’ assumption that ADAT
would be a transitional technology, the original
model evolved into additional tape-based ver-
sions (including one designed in conjunction
with Studer) and around a decade later, tran-
sitioned to the hard-disk based HD24—which
yes, had the same basic form factor.

CUTTING-EDGE MUSICIAN
Trent Reznor

ESES

Composer, singer-songwriter, and producer
Trent Reznor has been chopping, tweaking,
and layering dissonant chords with razor-sharp
expertise for over 20 years. Primarily known as
founder and leader of Nine Inch Nails, Reznor
channeled his self-loathing and vitriol (Pretty
Hate Machine, 1989; Broken, 1992; The Down-
ward Spiral, 1994), despair and loss (The Fragile,
1999), anger and sobriety (With Teeth, 2005),
cynicism (Year Zero, 2007), and struggle and
catharsis (Ghosts I-1V and The Slip, 2008) to
create an evolutionary catalog of music.

In addition to musical evolution, as an artist
Reznor adapted to music industry changes by
taking the DIY route and creating his own par-
adigm. Tired of record labels, he started Null
Corporation in 2007—shattering traditional
distribution models and doing business and art
on his terms. You can download entire albums
(even many multitracks of songs) for free. Fans

can still buy physical CDs, LPs, and special
limited-edition versions; favoring fidelity, he
offers much of his work in FLAC, CD-quality
M4A, and even 24/96 formats.

Reznor and longtime creative partner Atticus
Ross ventured into film scoring, melding music
and sound design for The Social Network (2010)
and The Girl With the Dragon Tattoo (2011), gar-
nering them a Golden Globe and an Oscar (SN),
and a Golden Globe nomination (GWTDT).

While Reznor has eschewed the cornstarch,
eyeliner, drugs, and alcohol, he’s held onto the
black clothing—only now you can occasionally
catch him in a tux while he picks up an award or
two for his moody, tension-filled compositions.

BREAKTHROUGH INSTRUMENT
Yamaha DX7
Before 1983, FM synthesis had yet to leave aca-
demia and enter the music industry. Then Yamaha
incorporated the FM research of Stanford’s John
Chowning into the DX7, making an FM instru-
ment for the masses. And the masses went nuts.

When early adopters first gathered around
a DX7 and stepped through the presets, they
couldn’t believe their ears: gasp-inducing tu-
bular bells, a carillon choir of eerie metallic
verisimilitude (complete with ambience), and
an arsenal of digital pianos—not just several
variations of ultra-realistic Rhodes sounds, but
convincing clavinet and Hammond organ, com-
plete with key click. Anything with a “struck
and pluck” quality, like the gorgeous marimba,
leaped to life with the DX7’s algorithms. As one
musician said, “The DX7 was not only lighter
and smaller than a Rhodes, but better.” For sev-
eral years after its introduction, a keyboardist
couldn’t even get an audition without owning
a DX7. A typical ad read: “Wanted: Keyboardist
with DX7 who can play.” Those requirements
were listed in order of priority.

The DX7 transmitted on only one MIDI
channel, was difficult to program, and was

capable of full-range MIDI velocity only if you
wielded a sledgehammer. But once you heard
those bell, piano, and percussion sounds, all
was forgiven. The DX7’s superlatively crispy
transients and stunning realism just couldn’t
be matched by subtractive synthesis. FM—and
by implication, digital synthesis—became part
of the permanent vocabulary of synthesists,
sound designers, and musicians everywhere.

MUSICAL METAMORPHOSIS

Les Paul and Mary Ford:

“How High The Moon” (1951)
In 1946, Bing Cros-
by suggested that
Les Paul assemble
a collection of gear

l in his garage—and

Les Paul & Mary Ford
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R of recordings that
has influenced
—es!  Music making for
60 years. His first sound-on-sound experiments
involved cutting a second groove into an acetate
record, but he eventually settled on record-
ing to one disc lathe, then playing along with
the music while recording to a second lathe.
Although his 1948 single “Lover” demonstrates
his overdubbing prowess (and his mastery of
half-speed recording to achieve double-speed,
octave-transposed melodies), we’ve chosen a
subsequent release to mark the beginning of
modern recording because it exemplifies the
DIY aesthetic upon which Electronic Musician
was founded.
By 1951, Paul’s studio consisted of an Am-
pex 900 tape recorder, homemade mixer,
RCA 44BX ribbon mic, Lansing speaker, and
military-surplus headphones—state of the art
for the time, with analog tape providing the
breakthrough that allowed Paul to maintain
audio fidelity despite numerous generations in
overdubbing. The mixer helped maximize each
overdub’s effectiveness, as he recorded his
guitar simultaneously with Mary Ford’s vocal;
Ford sang only a few inches from the mic to

increase her voice’s intimacy, thus introducing
close miking into the engineer’s vocabulary.

When the duo cut “How High the Moon,”
all the pieces were in place. The tight harmo-
nies, bathed in Paul’s trademark slapback echo,
rocketed the single to Number One for nine
weeks in 1951—and ultimately inspired genera-
tions of artists and engineers.
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INDUSTRY VISIONARY .
Ikutaro Kakehashi

Roland stands tall in full-line electronic mu-
sic manufacturers, offering deep inventory

in amps, keyboards, electronic drums, digital
pianos, effects, guitar synths, and even MIDI
accordions. Yet many people are surprised

to learn that, unlike some other monolithic
Japanese electronics companies, Roland is the
product of a single boot-strapping visionary:
Ikutaro Kakehashi.

Mr. Kakehashi was born in Osaka, Japan,
in 1930, and after overcoming a tough child-
hood, gained entry into competitive chemical
engineering school. He instead used his me-
chanical engineering skills and considerable
tinkerer’s wherewithal to operate first a clock-
and-watch repair business, and later, an ap-
pliance-repair shop. During this time, he was
plying his innovations in the field of electronic
instruments, inventing and repairing electron-
ic organs. In 1972 Kakehashi founded Roland
Corporation, where he served as president
until 2001. He still serves with the company in
a senior advisory role.

Today, Roland stands on the forefront
of progressive electronic gear. From now-
established lines, like their iconic BOSS effects,
V-Studio series and V-Drums, to their more
recent forays into the V-Piano and the Capture
interfaces, Roland continues to innovate. But
to see more evidence of a visionary in action,
look no further than the electronic guitar mar-
ket—where Roland virtually curated the in-
dustry by releasing new instruments, modules,
and ever-evolving technology for more than
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three decades. One can well assume that the
far-seeing Ikutaro Kakehashi is standing watch

over this, as well as other trends both emerging

and established, at Roland.

LIVE SOUND RE-INVENTION

Bose L1 System

The L1’s originators, Ken Jacob and Cliff Hen-
ricksen, felt something was wrong with the tra-
ditional “P.A./monitors/backline” way of am-
plifying music—it put too much gear on stage,
separated musicians from their audience, and
was difficult to control in a nuanced way.

After defining what was wrong with ex-
isting systems, they set about defining what
would be right. They were inspired by mul-
tiple factors, but in particular, by the way live
performance traditionally involved individual
musicians creating sounds from their own spa-
tial locations. In 1995, this concept translated
to the breakthrough of a system that deployed
an individual system for each instrument or
voice—in essence, the amplification system
became an extension of the instrument, rather
than a separate entity. Furthermore, they de-
cided that the system had to be both portable
and cost-effective.

After going through several prototypes, they
made another breakthrough—the separate bass
box—and the team grew over the years as more
people became involved in testing the concept
and gear. Before its release in 2003, the final ele-
ment—ToneMatch, which voiced the system to

various instruments—fell into place.

When the L1 hit the market, the initial wave
of “this can’t possibly work” skepticism dis-
sipated as more musicians had the chance to
hear the benefits of this radical approach. The
transportable, line array-plus-bass bin “per-
sonal P.A” has now become a standard—but
it all traces back to the pioneering work that
created the L1.

UNSUNG HERO .
Stephan Schmitt
, Stephan Schmitt,
/ with Volker Hinz,
founded Native
Instruments in
1996—before the
1999 introduction
of VST instru-
ments. Since then,
CEO Daniel Haver
and CTO/President
Mate Galic have
helped guide the company from two to 300
employees, and into the position of being an
undisputed leader in both virtual instruments
and hardware. Yet this growth was built in
large part on the foundation that Schmitt cre-
ated with Reaktor (née Generator).

Two of Schmitt’s early decisions accu-
rately anticipated the future. The first was
realizing that native processing would be
powerful enough to create sophisticated
virtual instruments, which led him to drop
doing DSP-based development. The second
was creating a modular system (inspired by
software’s modular nature) that offered vast-
ly more potential than simply emulating a
particular synthesizer or pursuing a sample-
based route.

Reaktor also became a prototyping en-
vironment for NI’s instruments and effects,
including FM?7, Guitar Rig, Pro-52, B4 organ
(one of the tipping points that caused key-
board players to ditch their B3 in favor of
a laptop!), Massive, various Maschine and
Traktor effects, and more. NI also provides a
free version of Reaktor that can host new in-
struments, like Razor.

Schmitt left NI in 2011 to start the company
Nonlinear Labs, with the goal of designing
more specialized instruments for niche mar-
kets. Yet he continues to be involved with NI
on various projects, and remains a part of the
company he helped found. =
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Bassnectar: “I tour full-time.”

BY TONY WARE

0J/PRODUCER Lorin Ashton, better known by his
marquee moniker Bassnectar, has spent more
than a decade producing independent albums
and EPs, such as the recent Vava Voom, that
juxtapose panicked and blissed-out time signa-
tures, submerging audiences in a sonic bath of
dubstep, drum ‘n’ bass, ragga jungle, glitch-hop,
and digital hardcore; basically, anything with a
breakbeat and a pulse is structurally valid. Here
he takes a moment to discuss the value of ergo-
nomic MIDI controllers and online collabora-
tions, the best way to achieve overdrive without
burnout, and how making complex sounds can
be a simple process.

Over the past couple of years, the media
has trumpeted the emergence of a new rave
generation. Where do you see yourself in
the contemporary bass-music arena?

You know, I’ve been at this for a long time ... 1
don’t follow a lot of rules, and the ends justify
the means for me. I'm self-taught in a lot of my
musical knowledge, and I’'m shamelessly into
collaboration. I started to take guitar lessons
when [ was 12 or 13 and learned [Nirvana’s]
“Smells Like Teen Spirit,” [Metallica’s] “Enter
Sandman,” and [Black Sabbath’s] “Iron Man.” I
stopped taking lessons after that.

I basically learned how to play “Iron Man”
and then started playing it backward, and
learned how to play different parts of it half
as fast, double-time, and then tried to put the

nectar

Nirvana riff over it. Everything I've done since
has been some kind of mutation or remix of
what I hear around me.

I allow myself to be fearless with my
choices because sometimes 1 might choose
samething that isn’t impressive to geeks at
all. It might be called dumb, but to me it’s just
powerful or groovy. Maybe it’s just that F-note
sub, but turned upside down.

What would you say is your typical work-
flow from concept to completion?

I truly have no format. I tour full-time; I'm prob-
ably home no more than a month out of the year.
When I am at home, I usually have several com-
puters open with several projects . .. going back
into ten-year-old Reason programs, scouring
through DATSs that I recorded in the mid-’90s at
University of California, Santa Cruz when I was
there for an electronic music minor and work-
ing with full-sized E-mu synthesizers, looking
for samples for remixes and my DJ sets, going
through my record collection to put out an a cap-
pella from a song and mess with it, playing with
a new glitcherama plug-in someone sent me.

Tell me about the technology that has been
key during your musical development.
Honestly, [ wish I had immediately followed
the advice of my teacher, who said once

vou find out a good way to make music, you
should cancel your subscription to the music
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magazines, find what you know and don’t ever
update anything, just let yourself get creative.
I've worked with a lot of different tools over
the years. I'm friends with Josh [Hinden] from
Twisted Tools . .. I have a good relationship
with Native Instruments....and I'm sure |
could make amazing noises with a lot of new
soft synths, but I've got so many noises already.
I could never synthesize another song and still
have albums of ideas just from the samples
I’ve collected over the years . . . you could take
away all the synths and I could have fun mak-
ing remixes of existing material all my life.

I used Opcode [Systems] Studio Vision, and
then moved into Cubase really early on, working
with a Kurzweil Synthesizer and a Yamaha mixer.
I'hen I would use the studio up at UCSC for the
most insane f**king synthesizers, all patchbay
galore. I don't even remember the models, but 1
would record them to tape and physically cut the
tape up myself, then transfer it all that to ADAT,
And every record that I would buy, because 1
was a pretty avid record collector for ten years,

I would digitize so I could sample every kick,
every snare, every little breakdown, every synth
stab . .. collecting sample libraries like baseball
cards. Then I switched to ReWiring Reason into
Cubase, and that was really the breaking point
for me, being able to have everything in one
piece of software. That’s where I first simplified
and felt a lot of liberation by confining myself to
that one program. My friends using Logic would
always tease me that my stuff was too low-fi,
but I just had fun doing it. I loved hitting the tab
button all day, looking at the wires shake; it was
just inspiring to me, being able to make things
quickly manifest.

Dylan [Lane, who records as ill.Gates] was
the one that gave me a reason to get into Able-
ton Live, because he worked with me for about
a month to simplify in another way, building a
template based on ideas that I had for creating
and DJing with clip packs.

Is this before Max for Live and other cus-
tomizable environments?

They were trying to teach [Cycling '74’s] Max
to me at UCSC and I was kind of at the point of
my university career where I was so sick of be-
ing in class and I just wanted to make gangster
noises. I really wanted to make psytrance, and
my professor wouldn’t let us make that kind of
music. He wanted us to explore musique con-
créte and old-school electronic composition. I
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appreciate that now; it was the Mister Miyagi
technique. Max for Live, though, it was just a
reflex for me to avoid it. The nerdier it is, the
more options, I just get scared. I just want to
really reduce all those options if it’s possible.
Even DJing, I just worked with Sixty Works
Controllers to develop a simple controller for
easily busting out customized live remix DJ
sets [paired with ill.Gate’s modified DeeJayus
Ex Machina template for Trigger Finger].

Currently, your primary workstation is Able-
ton Live and a custom MIDI controller?

The MIDI controller is strictly for live per-
formance . .. and, since I’'m not a pianist, I've
been mousing in my MIDI notes since Cubase
in the '90s. I move really quickly like that. I
just need a laptop and headphones, really. I've
got so many of my songs and albums into Able-
ton that I'm able to remix and sample myself a
lot, which is a massive time saver. Every year |
update the Vengeance Sound kicks and snares
I'm using and then use them all, the same ones,
for every song. Around 2004, I started calling
things “muscle beats,” and I would use their
stock kicks and snares and hats and create a
beat that had all the power of the frequencies
I wanted. I'd cover it up with bright, sharp,
high-passed tops, a bashing snare, just giving
a different personality to the drum sounds but
basically using the same sub with Reason and
in Ableton, just a massive synth sine wave.
That speeds things up immensely.

As your methods have changed how has
your relationship with subbass changed?

My relationship with subbass has been trans-
formed by several things. I don’t actually think of
music competitively, but I really need tracks that
can at least stand up to the previous few tracks’
drops in a DJ set, so the bass note has tobe an E,
an F, an F$, maybe a G. And I toured with my own
sound system, which meant I get to play E notes,
because few club systems could really reproduce
an E. With this record, I started using D, and went
down to C for the Pennywise remix just because
the systems that I'm on are finally reliably able to
reproduce that kind of signal.

In the past I was more worried about
whether I could perform sounds, not so much
how they all went together. I would just f**k
around, hitting my mouse on the synth to find
a note that I liked and just play it. Now I think
about what I want to combine melodically into
arange if I want it to be a heavy drop track.

I’ll mirror my sub with a synth pop to make a
cohesive bass sound where the sub is isolated
just by itself in a pure sine. I'll use 808 subs
and boom kick samples when I need an atonal
bass line and I’m trying to figure out the tuning
of the song and how it can stay thick.

One major thing for me was learning how
to use sidechain compression and properly
duck my sub out by my kick, and making sure
that the kick is sitting on the right frequency
for the track to deliver the power that it needs
without competing with the sub ... I remem-
ber seeing Datsik, and he used to physically cut
out the sub by hand everywhere the kick was.
It’s funny seeing different people’s techniques
for trying to get rid of the competition there.
Also, duck from the snare. .. do a layered snare

Avery Cunliffe
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From ACADEMY AWARD, C.A.S. (Cinema Audio Society), BAFTA, and EMMY award-winning sound
engineer SHAWN MURPHY, who has recorded and mixed the scores for more than 300 feature films
including Indiana Jones and the Kingdom of the Crystal Skull, Star Wars: Episode II - Attack of the
Clones, Star Wars: Episode |ll - Revenge of the Sith, Star Wars: A Musical Journey, Jurassic Park,
Jurassic Park The Lost World, Harry Potter and the Prisoner of Azkaban, Titanic, Minority Report, The
Bourne Ultimatum, Saving Private Ryan, Munich, The Passion Of The Christ, X-Men: The Last Stand,
and Ice Age, etc., Hollywood Orchestral Woodwinds is the third installment in the Hollywood series, and
was designed to be the most detailed collection of orchestral woodwind instruments ever assembled.

Hollywood Orchestral Woodwinds includes: Alto Flute, Bass Clarinet, Bass Flute, Bassoon, Clarinet,
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