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Epic digital wireless technology, now amazingly affordable.

Intfroducing the DWZ Series with affordable 2.4 GHz technology. You get solid-gold 24-bit linear PCM digital audio to keep
you sounding your best. You get robust transmission and easy channel selection. Even automatic feedback reduction,
encryption and battery charging are available. And Sony has pre-assembled DWZ packages for guitar, vocals,
presentation and speech. Sony’s DWZ Series. Sound like a million bucks without spending it.

Visit sony.com/proaudio
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NEW IN CUBASE 7

Aif New MixConsole provides the ultimate, production experience
Integrated Channel Strip Module for epic pro-console sound
Chord Track with intelligent composing assistance
VariAudio 2.0 with harmonizer capabilities & multi-part editing
YST Gonnect SE for recording over the net
Outstanding virtual instruments: Padshop, Retrologue & HALion Sonic SE

Creativity First

CUBASE 7 AND UR SERIES USB 2.0 INTERFACES: Sk S et B u B ol
THE ULTIMATE INTEGRATION BETWEEN SOFTWARE AND KARDWARE of Arms R e ey Dibutcnfor STl W the Unihs ST 007G, Yomaa Cri sorath ol A

|
For more information visit steinberg.net Join us ¢n f . Follow steinbergmedia on .
:

@ A




THE RIGHT GEAR, WiTH
SERVICE T0 BACK IT UP!

muars Tie O\WWEETWATER

DIFFERENCE!

Krome-61

Our PROFESSIONAL Rely on our FACTORY- Sweetwater pioneered
SALES ENGINEERS know AUTHORIZED SERVICE the FREE 2-YEAR

your gear and will give you team for repairs done right WARRANTY . We stand
one-on-one service that — with the fast turnaround behind the gear we sell.

fits your needs. you need.

‘ CHECK OUT THE NEWLY UPGRADED SWEETWATER.COM MOBILE SITE!

il » * Enhanced product research ¢ Easy-to-use checkout * SweetTrack order tracking « DealZone ¢ New arrivals
& « User-account access ® Product photo galleries with zoom ¢ Customer reviews ¢ Product videos * Tech specs
WL SUPPLIES (AL

USA. oul
—_— “Subject to credit approval. Minimum monthly payments required. Call your Sweetwater Sales Engineer for details or visit Sweetwater.com/financing.
”" **Please note: Apple products are excluded from this warranty, and other restrictions may apply. Please visit www.sweetwater.com/warranty for complete details.
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SPECIAL FINANCING AVAILABLE
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Our INDUSTRY- We offer the BEST FAST, FREE SHIPPING
STANDARD TECH ONLINE RESOURCES IN means you get your gear
SUPPORT keeps you up THE BUSINESS, giving when you need it, without
and running — and your you answers whenever you the extra expense.
projects moving. need them.

Value Added (800) 222_4700
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44 2013 Editors’ Choice Awards It’s a tough job, but we love doing it: Each year, the
Electronic Musician editors look back at the greatest technology debuts of the past 12 months, and
then tackle the incredibly difficult task of narrowing the hot list down to 30 favorites. This month,
we honor the year’s best new production tools for musicians.
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22 The Deftones Koi No Yokan is an evolutionary album of cerebral moods and
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production values while preserving his unique sonic identity.

40 Fitz and the Tantrums The L.A. indie favorites moved out of the home studio to
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~ Kevin Becka,
Mixmagazine
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“The PowerPre is a must hear.l
used it for recording vocals,
guitar amps and drums with
great results. It is particularly
good in high transient, high SPL
situations whereyou can drive it
hard for more transformer
color. | bought one.”

Paul Vnuk Jr.,
Recording
magazine

“I would call the PowerPre
full, solid and clean with a
classic vintage sound. If you
think of the sound of deep
rich vintage radio
announcers, you will be in
the ballpark. This is a stellar
and unique sounding preamp”

. ~ Andy Hong,

TapeOp

magazine
@

“The PowerPre celebrates its
own individuality by
offering a carefully
conceived set of controls
that let you extract an
expansive range of
character. In practice, |
found it to be very quiet at
all settings. It should be on
your short list.

resolutionl

s ¥ ~ George Shilling,
Resolution
magazine

_ Gdee®

“Vox Control is used for tonal
shaping: when linear, the
PowerPre has plenty of detail
and nothing harsh or
unpleasant. Breath adds air
and clarity, punch boosts the
low end. Very usable and
quick to audition.”

pﬁ ~Craig Anderton,
Electronic

Musician
roRKioRsE
“The PowerPre is a fine
example of a well designed,
low-noise mic preamp that
can give a bit of ‘meat’ or ‘air
to a signal thanks to the
transformer output and Vox
voicing EQ. It may well be
your preamp of choice.”

Y e ————

After a year, I'm still
impressed... and

occasionally startled.

~ Andy Hong, TapeOp

The Radial PowerPre is a high performance mic preamp that combines
100% discrete electronics with a vintage style Hammond™ broadcast
transformer to deliver warmth, character and detail. Accustate™ gain
control ensures quiet performance at any level while driving it into the
red adds harmonics. Switch in the Vox control for high-end sparkle or
extra meat when you need it. Easy-access front panel XLR, recessed
48V phantom switch and a 10 segment LED for accurate monitoring.

Made in

'Cuv %»

OUTPUT LEVEL
WS40 Qs

A

_J-— Compatible with older 500 series power
rucks and all Radial Workhorse™ racks.

Full scale 10-segenent LED meter for
accurate signal monitoring.

15dB pad lets you use the PowerPre
| with high outpt devices.

180° polarity reverse lets vou match the
phase between two mics.

__— High pass filter cuts low frequency
resonarnce from acoustic instrurments
and cleans up bass tracks.

Dual gang Accustate™ gain control for
low notse at all levels.

8

;} —— BREATH 3-position Vax control adds shimmer on
VOX — LINEAR wice or fattens up guitar trucks.

T~ PUNCH

_1— 48V phantom switch is recessed to

prevent accidental switching.

B ) asv

_’—— Feont panel XLR mic input for easy

access and convenience.

MIC INPUT

Rear panel Ommniport ™ guitar input
! when used with a Radial Workhorse

160% discrete for spectacular awdio with
a Hammond ™ broadcast transformer
to udd vintage character.

GRadia

radialeng.com

engineering
..power tools for power players

1588 Kebet Way, Port Coquitlam BC V3C 5MS
tel:604-942-1001 email: info@radiaieng.com
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Choosing the Choicest

WE'RE LIVING the gear geek’s dream
over here at Electronic Musician:
Hundreds of amazing new music
production products debut each
year, and most of them end up
crossing our desks at some point
for us to check out. So when it
comes to selecting the best of
the best for our annual Editors’
Choice Awards, we have our work
cut out for us. (Cue the world’s
tiniest violin....)

We know that musicians
recording at home have to make
tough choices with limited
dollars, so when we evaluate
gear, we are looking for true
innovation, whether that means
bringing functionality or fidelity
to a new price point, or turning
a creative process upside down.
So to that end, we do awards
a little bit differently. Rather
than imposing strict rules
and rigid categories on our
selection process, we seek out
the shining stars first, and then
create awards that acknowledge
whatever makes that gear truly

unique—from an app that makes
you rethink an iPad’s DAW
capabilities, to a guitar that
offers endless automatic tuning
options, to a pair of earplugs
that just might save your career.
Ultimately, though, we celebrate
them because they are all
designed to help you make
better music.

We know that awards are
subjective, so we'd love to
hear your take. Do you agree
with our picks? What are your
favorite new tools? Email
us at ElectronicMusician@
musicplayer.com.

SARAH JONES
EDITOR
sjones@musicplayer.com

The Electronic Musician Poll

IF YOU COULD GET ONE FREE STUDIO UPGRADE,
WHICH WOULD YOU CHOOSE?

10

COMMUNITY

“EDM TODAY IS MORE ARTIST-
DRIVEN, ABOUT THE PRODUCER
AND THE ARTIST, AS OPPOSED TO
THE GUY WHO CAN JUST STRING
SOME TUNES TOGETHER—IT'S NO
LONGER A TECHNOLOGICAL FEAT
TOHAVE THE KNOW-HOW TO PLAY
A SONG AT THE SAME SPEED AS
ANOTHER SONG.”

Deadmaus, a.k.a. Joel Zimmerman,
speaking at the Billboard
FutureSound Conference in

San Francisco, November 15, 2012

19%
16%

25%
%
23%
11%



What Do Engineers Get Paid?

In November. Berklee College of Music released Music Careers in Dollars and Cents, a comprehensive study detailing pay ranges for a variety
of positions in the music industry. Below is a sampling of audio technology careers and their salary ranges. For more information, visit
www.berklee.edu/pdf/pdf/studentlife/Music_Salary_Guide.pdf.
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TS TIME FOR ANEW COMPUTER, AND

| KEEP HEARING THAT THUNDERBOLT

IS THE "WAVE OF THE FUTURE." BUT IT
SEEMS THAT THE SELECTION OF COM-
PUTERS WITH THUNDERBOLT 1S LIMITED
SHOULD | WAIT, OR JUMP ON IT NOW SO
'LL HAVE A FUTURE-PROOF SETUP?

JERRY STRICKLAND So, here’s an
OMAHA, NE overview.
VIA EMAIL Thunderbolt

is in its infancy
Hi Jerry, vou didn't
specify Windows/

regarding support,
but the advantages are
Mac or desktop/
laptop, which may
aftect your decision.

compelling—ultra-fast
transfer speeds, and
backward compatibility

>>>

ASSTENG. $18k-$25k+

$18k-$28k
T
4
Ha
:
’ :

with FireWire, HDMI,
DV, Gigabit Ethernet,
and even PCI cards.
It's likely to become
the pro video/audio
interface of the future,
but it’s not there
vet; also, it’s more
expensive than existing
solutions. Even the
cables are expensive,
because they're active.
Several Apple
laptops include
Thunderbolt, and
now Windows laptops
are also appearing
with Thunderbolt.
Laptops are a great fit
for Thunderbolt, as

! $35Kk-$75k

i $35Kk-$75Kk |

they can work with

powerful peripherals
to compensate for
lesser puwer in the

laptops themselves. For

mobile audio/video
work, Thunderbolt has
incredible potential,
but even now, many
solutions are available
and Thunderbolt can
also take full advantage
of solid-state drive
speeds for transferring
large amounts of data.

Universal Audio’s
Apollo audio interface
was the first pro
audio product to
support Thunderbolt.

Got a question about recording, gigging, or technology?
Ask us! Send it to ElectronicMusician@musicplayer.com.

$60k-$95Kk
; $40k-$120k+

S25k-S1M+>
$25k-$150k+

$60k-5120k+

$80k-$140k+

Windows desktops
with Thunderbolt
ports are becoming

Getting a good
computer with
Thunderbolt means
available, but in most vou'll have a good
cases, you won't
be able to retrofit
older machines with

computer regardless
of what the future
brings, and you can
put it to use now
with Thunderbolt
peripherals Butif

Thunderbolt—only
motherboards with
Thunderbolt-friendly
chip sets are eligible. widespread adoption
Mac Pro towers or lowering of prices
currently don't include
Thunderbolt (or for

that matter, USB 3.0)

is important. you may

want to wait.

THE EDITORS

n"
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MIDI: The Next 30 Years

It’s been a most excellent adventure so far, but there’s a lot more to come

BY CRAIG ANDERTGN

Thirty years ago, at the 1983 Winter NAMM show, a Sequential Circuits Prophet-600 talked to a Roland JX-3P, and MIDI went
mainstream. Since then, MIDI has become embedded in the DNA of virtually every pop music production (ves, I stole that line
from Alan Parsons, but I don't think he’ll mind)—and it’s all because our industry was forward-looking enough. and generous
enough, to put their competitive differences aside and create a spec for the common good of all musicians.

But to consider MIDI a museum piece that, against all odds, has remained relevant over the decades ignores the reality that—
thanks to the MIDI Manufacturers Association (MMA)—MIDI continues to evolve. Aspects we enjoy today, such as General MIDI,
computer and smart phone support of MIDI technology, MIDI over USB and FireWire that eliminated MIDI speed issues, and the
show-control aspects that run Broadway plays and theme parks, are extensions that no one anticipated when MIDI was proposed.
What's more, the MMA fulfills the crucial role of avoiding marketplace confusion by making sure that the term “MIDI” is used only
when applied to a very specific set of technologies.

Tom White has headed the MMA for the past two decades, and it’s not an overstatement to say that he's the glue that has helped
the association grow the MIDI spec during that time. Currently, he and the MMA membership are reaching out to the world of
consumer electronics and other areas where MIDI is establishing itself anew. Although the MMA has policy not to discuss future
projects until they’ve been approved, here's a peek into the future—and what it means to MIDI. If you thought the past 30 years
were cool . ..

MIDI API for HTMLS (Liaison with W3C) Making MIDI an integral part of the web experience has implications that extend
far beyond having MIDI playback as you watch videos, or creating exceptionally useful online music lessons. With MIDI for
HTMLS, any browser app could be controlled with a MIDI controller—which opens up numerous possibilities for interactivity—or
talk to any MIDI device.

“High Definition” (HD) Protocol This “next generation” MIDI-like technology would offer higher data resolution, more
channels and controllers, support discovery of devices, and most importantly, be compatible with existing MIDI gear.

MIDI Payload Format for Ethernet-AVB The IEEE Ethernet AVB standard could replace most proprietary audio, video
networking solutions, and enable interoperability of products from different manufacturers. The MMA is working to incorporate
MIDI (and any future MMA data protocols) as part of the spec to complement the audio/visual elements.

Inter-Application Communication Protocol for OMAC (i0S-MIDI) This establishes MIDI messages that enable two 108
apps to identify and enumerate each other, making it much easier to run, for example, a synth app and controller app for it at the
same time. The Open Music App Collaboration group on Google has defined some ways for i0S MIDI apps to work together, and
the MMA has agreed to assign a Universal System Exclusive ID for OMAC apps to request/respond regarding specific features such
as number of voices supported, which controller numbers they respond to, and the like.

MIDI Home Cantrol Protocol This is very “blue sky” at the moment, but it sounds good: Currently, control devices for the
home (lighting, shades, audio, etc.) generally use proprietary technology, so products from different manufacturers often can’t
interoperate (sound familiar?). But a company in Argentina has developed a “translation protocol” using MIDI, defined a set of
home control messages in SysEx, and provides converters (software and hardware) between other control protocols. The MMA is
looking into the feasibility of making their protocol part of the official MMA spec.

So, not only is MIDI alive and well, but advancements like these will keep it relevant and on technology’s cutting edge. Stay
tuned. . ..



Carbon and Graphite 49 USB MIDI Controllers.

Featuring intuitive controls, stunning visual displays and great feeling
semi-weighted keys in two elegant designs, these controllers are the change that
music creators have been waiting for in performance, production and portability.




JIMMY CLIFF:
MIDNIGHT
SPECIAL

AUSTIN, TX
MARCH 15, 2012

Late one hot spring night at last year’s
SXSW festival, reggae legend Jimmy
Cliff took the Hype Hotel stage for a
spiritual, soulful set that mesmerized
the generations of fans who had been
waiting all night to hear their hero.
Cliff’s performance coincided with
the release of Sacred Fire, a vital,
contemporary album that hearkens
back to his classic sound and overflows
with the pointed social consciousness
and humanity that put him on the map
more than four decades ago. “It’s me,”
he says simply. “I don’t sit there and
say, ‘I want to send this message.’ It’s
just what I’'m sensitive to. I just write
what I feel. I'm at the center of my
music, but at the same time, I’'m tuned
into the echoes of the people.”

PHOTOGRAPHBY ALYSSE GAFKJEN
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INnstant
Gratification

Capture and hold notes or chords, perform fluid
glissandos and unleash oscillator-like synthe-
sizer effects with the SUPEREGO Synth Engine.
Layer sounds, create infinite sustain, tweak
attack and decay, or use the effects loop to invent
your own unique synth patches. Three modes
of operation - Auto, Manual, and Latch - let
you indulge your guiltiest pleasures!

9V power supply included.
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Indelible Trio

Satisfy your tone jones with our first
fully-interactive analog multi-effect pedal!
The TONE TATTOO’s effects chain features
. the distinctive sounds of the Metal Muff
e Distortion, Neo Clone Chorus, and Memory
Toy Analeg Delay. With three critically
~ acclaimed effects, this star-studded
stompbox is your talisman for tone
that leaves a permanent mark.
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9V power supply included.
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MUSIC SYNTHESIZER £

MOTIF Sounds and Xtensive Gontroller Integration...
IT DOESN’T GET BETTER THAN THIS.

At the core of the MX series synthesizers are carefully selected sounds taken from the world famous Yamaha MOTIF XS. That powerful

sound arsenal is packed into a slim and sleek package (available in 49- and 61-note versions) that fit today’s on-the-go mobile life style.

But the MX models aren’t just synthesizers; they're designed to bridge the gap between hardware and software. By adding extensive

audio and MIDI USB connectivity and advanced DAW and VST controller features, the MX integrate hardware reliability with controller

flexibility to give you the best of both worlds at a ground-breaking level of affordability. For [ YAM AH A
l I -

more product information, please visit www.4wrd.it/49-61EM2 or scan the QR code below.
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Love the sound of your instrument?

Why let your microphone change it? By starting with an honest recording, you can
make sonic coloration choices after you've had the chance to hear your instrument
in its purist form. Then you can determine what, if any, adjusting your sound needs.

The Earthworks QTC40 doesn’t impart any character to your recordings. Rather, it
lets your instrument shine with the truest and cleanest capture. With its 9Hz -
40kHz extended frequency response, near perfect polar pattern, ultra-fast impuise
response and time coherency, the QTC40 delivers life-like realism and total clarity
to your recordings. Earthworks. Hearing is believing.

The True Capture QTC40.
Experience it at earthworksaudio.com/ qtc40

Earthworks:

MADE IN THE USA_- 15 YEAR WARRANTY HIGH DEFINITION MICROPHONES™
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DELUXE EDITION

STANDARD & DELUXE EDITIONS
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Modeling
for Mayhem

The Deftones refine idea
sparks—and make a lot of
noise in the process—in
the Koi No Yokan studio
sessions.

BY KEN MICALLEF

AFTER THE 2008 car accident that sidelined Deftones bassist Chi
Cheng, the Sacramento-based metal-cum-experimental quartet
released Diamond Eyes, a head-on collision of attitudinal fury and
bombastic physicality that was anything but pretty. But it was
necessary, a purging brew that expressed all the collective pain of
a pack of wounded wolves. Known equally for their head-butting
jams and intense intra-band squabbles, The Deftones finally
found a way to put the past to rest.

“Diamond Eyes was the record they needed to make to re-
unify the band,” producer Nick Rasculinecz explains. “It was a
record of heavy riffs. This new record was a less about the riff,
per se, and more abaut getting back to this futuristic, progressive
sound that defines what The Deftones have become.”

On Koi No Yokan, The Deftones find artistic fulfillment in an
evolutionary album of cerebral moods and psychedelic sounds
coupled to the most propulsive rhythm section grooves the band
has ever recorded. It’s Deftones 2.0. Or is that 3.02 “The songs
are very different from each other—not heavier or slower, but
more dynamic, going toward several directions; it’s heavy, but
beautiful,” said vocalist Chino Moreno.

23
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Tracked at Paramount Recording Studios
(Studio C, Hollywood), Ameraycan Recording
Studios (North Hollywood) and the now-
defunct The Pass, Koi No Yokan was largely
enabled by some fairly freakish guitar and bass
processing. allowing The Deftones to create
songs from sounds and tones rather than
riffs. Moreno howled his trademark nausea-
inducing spew, guitarist Stephen Carpenter
played his Signature ESP SC608 LTD Baritone
8 (and seven) String Electric Guitars, bassist
Sergio Vega followed suit with his Fender
Jaguar bass, keyboardist/turntablist Frank
Delgado worked in Ableton, drummer Abe
Cunningham produced the brightest beats of
his life. But regarding the recording process,
the real game changer was Fractal Audio
Systems Axe-FX Il Preamp FX Processor.

“The Deftones have always had a futuristic
element to their sound, but it’s not as prevalent
on the last record,” Rasculinecz says. “[This
time] we started with brand-new sounds from
Fractal Audio, which was a big sonic shift for
the band. It's the first record where Stephen
hasn’t used the same amp and cab as on every
record before. That alone lent itself to creating
a fresh take on the music. Fractal opened up
a whole new world of sonic elements that we
didn’t have on the last record and it really took
Stephen and Sergio out of the box.”

“We put a lot of energy into our tones,” Vega
explains. “Both Stephen and I used Fractal
Audio Systems Axe-Fx I1. It’s like an amp
modeler, but not really. It’s in that vein, with
different effects and MIDI control that lets vou
link to various outboard pedals. The Fractal
gave us a means to express ideas that would be
harder to execute using standard equipment.
It’s compact. so we’re able to take tones and
work in a way that we couldn’t with traditional
gear. We used [Native Instruments] Guitar Rig
on Diamond Eves in conjunction with amps.
Then we heard that Chris Trayvnor from Bush
had been using Fractal. He explained Fractal
to us and we quickly fell in love with it.

“We can bring Fractal into hotel rooms
and run it into software and record ideas
and flesh them out later,” he adds. “You're
literally listening to the same unit you bring
to the stage, the same unit vou bring to the
studio, the same unit that you have at home.
It’s compact, and it works in all these different
environments. It makes the most out of those
moments of inspiration. It’s not so much a
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—Producer Nick

Rasculinecz

scratch pad; evervthing is working toward the
final track. It’s great to have that consistency.”
At Paramount and The Pass, engineer
Matt Hyde set up multiple amp and miking
scenarios; Vega and Carpenter recorded with
all amps running, then dumped the sounds
into Fractal. Guitar amps included Bogner
Ueberschall Series 120W, Diezel Herbert,
Marshall JCM8000, and Engl Special Edition
E 670 100W, with various 4x12 cabinets. For
miking duties, whether on bass or guitar amps,
Hyde used a Beyer M160 or a Shure SM 57, or a
57 with a Sennheiser MD 421 through various
Neve preamp. “Maybe I will put a room mic up,”
Hyde explains, “on axis, off axis, or combine the
two; it depends on what you're trying to get out

of the cabinet. And you don’t want to use the
same speaker size and mic over and over again;
it will repeat that sound later on”

Vega’s Jaguar Bass ran into a Marshall
9200/Marshall 4x12 stack, as well as an Ampeg
SVT/Ampeg 8x10 cab. The bass signal was also
shadowed into a Palmer Audio tube DI, and a
standard DI for reamping.

Hyde explains the Fractal Audio process:
“It performs a frequency analysis of the sound.
You mock up a sound similar to the [guitar
or bass] with a similar gain using the Fractal,
but it won’t sound anything like the sound
you are recording. You record eight bars of a
sound through a Diezel or an Ueberschall then
record eight bars of the same exact part into
the Fractal, then you hit ‘match’ and suddenly
the two sounds becomes one. It’s bizarre, like
a tone-modeling thing. It has a comprehensive
foot-switching feature and looping device and
effects”

“It’s not so much that Fractal gives you
sounds you wouldn’t have gotten otherwise,”
Vega comments, “but it gives you sounds
that you would have needed a lot of different
outboard amps and pedals to achieve
otherwise. So with this one unit, we had a wide
series of amp models and effects and mics,
and we built these really cool presets. If you're
using traditional pedals, you’ll have these long
chains. Using Fractal allowed us to do more
manipulation more efficiently. It allowed us
to route things to a particular switch and do
something more drastic. It helped us create
different tones, which were at the core of the
writing process. 1t’s the inspiration the sounds
gave us that created the parts.”

But the Fractal inserts only occurred after an
organic immersion into live tracking. This isn't
the programmed electronic terrain of Skrillex,
after all, but the dark, dragging-the-river-for-
corpses sound of The Deftones. Rasculinecz
details the process: “We tracked guitar, bass,
and vocal to a click, then recorded the drums to
that, then replaced the bass, guitar and vocals.

I don’t make Tom Petty records. There’s never
four or five dudes playing in the room together.
It’s more of a systematic approach; we get a
rough guide, then focus on each instrument

for tuning and timing. I usually record drums,
then guitar, then bass, then vocal and other
overdubs. I like to tailor the sound based off the
instrument’s individual characteristics and how
they work together.”
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“Everything was organic,” Vega confirms.
“We had fun playing around with gear and
making different tones. Usually something will
catch and we’'ll start jamming on it. We spend
a lot of time refining a spark. We don’t give
ourselves too many parameters other than that.
We just show up and experiment with tones
and building parts. We’d all start noodling and
someone’s riff would congeal and we’d all fall in
line with that. All the while we’re recording into
Pro Tools or Ableton, then we’ll edit the results
to work on it. We’ll work on ideas, listen to the
progression then build on that. The main thing
was all the tones we created.”

Paramount’s Hollywood Studios were built
in the 1970s based on a Westlake Audio design.
Rasculinecz describes it as a “cool, *70s kind of
vibe. It’s dry sounding. It added to the overall
punch of the record. It’s not too big of a room
so nothing was washed out. It’s a big, live room
that was actually really dead sounding.”

When possible everything was recorded
at 24/96 even though there were downsides,
something not often mentioned when discussing
the digital frontier of super hi-res recording.

“24/96 is a whole other odyssey, and
requires a different approach,” Hyde explains.
“You have to cut the drums and assign them to
one drive, then once done with drums, you do
everything else on a second drive, otherwise
it all gets too bogged down. 24/96 is better, if
it can be done, budget-wise. The resolution is
higher, and there is more information. When
it comes to depth, it makes a huge difference.
The upside is sound quality, but the more tracks
involved, 96k halves your processing power and
you have half as many plug-ins. It makes mixing
more difficult and as you continue, it’s more
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taxing on the system. It’s smoother to run at
24/48, but 24/96 sounds fantastic. If it’s critical
with less overdubs, I won’t have as many tracks
anyway, and I won’t need as much processing.
But with a lot of processing and when you go to
mix I want all my tools available”

In addition to Paramount’s SSL consoles,
Hyde brought in Neve preamps of every
description, including a Neve sidecar with
1065s, 1055s, 1073s, and 1081s, and a “whole
bunch of API and Helios stuff.” The sum total is
a big, roomy sound that particularly benefitted
Abe Cunningham’s drums. Hyde also pulled
some old school techniques out of his trick bag.

“Paramount’s room sounds great, and I also
did a lot of work with the room tracks using
Valley People Dyna-Mite to key the room
mics,” Hyde says. “I’ll key far room mics with
an expander off the snare drum mic. When
the snare is struck those open up and a kind
of distorted room sound mixes in with the
other room sounds. The signal passes through
continuously, but it’s ducked down by about
6dB, then when the snare hits, it opens up to
the full amount and is somewhat distorted.

I'll have several room mics up and blend in
some larger, more distorted room mics so they
only enter during the snare and kick hits and
that adds to the liveness of the room tracks.
Ultimately the recorded room sound is very
dynamic and pulsates with the drum sound.”

The drum sound on Koi No Yokan is
massive, owing to Cunningham’s kinetic
rumble, the room’s characteristics, and Hyde’s
extensive miking approach. “The first thing
I do when miking drums is listen,” Hyde
explains. “We make sure to listen in different
places in the room and then place the mics

based on that. For room mics I used RCA 44-
BX ribbon mics about six to eight feet out and
to the left and right, they happened to sound
great. The RCA ribbon mics mostly picked up
snare and kick. So I moved them more to the
middle and they became these center mono
ribbon mics. Deeper out in the room, we used
a pair of Coles facing down at the floor, low
to the floor; I don’t want to pick up a lot of
cymbals. That’s one way to get smooth room
sound without a lot of cymbals. Then we added
some condenser mics: Neumann U47s and
U67s, far out in the room. We used a really
beautiful pair of Bock Audio 241s as overheads.
In this case I did the whole 3-to-1 ratio left and
right over the cymbals, one off to the ride, one
off to the hi-hat and snare mic. I placed them
until I got a good stereo image without phase
cancellation, no weird figure-8; I went for the
old, typical left-and-right placement. Then a
mono Shure SM 57 behind the drums, and I
messed around with gating that too. I gated the
condensers with that distorted idea again.
“Another trick mic I use a lot is a Shure
520DX Green Bullet Harmonica mic right
behind the drummer’s head,” Hyde adds,
always ready to reveal secrets gained from
years of experience recording everyone from
Monster Magnet, No Doubt, Slayer, and Staind
to Sum 41 and Pornos for Pyros. “It sounds
like hell, but I do a whole thing with it where
I will use some kind of compression and make
it sound very trashy and midrangey and mix
it into the overall kit sound to give the snare
some attack and midrange. But you have to be
careful "cause it can sound like sh*t when the
cymbals are up. For that, I usually use a Urei
1176 with all buttons in.”
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Though room mics played a large role in spot so he looks to me for an honest evaluation.
the album’s expansive drum sound, of course He’s made a lot of records and works with
close miking was also emploved. Hyde taped other bands so he is constantly singing. The

together Shure SM57 and KM84 mics for the big thing on this record is just how great he
top snare head, with a Sennheiser MD 441 on sounds. These are some of his best vocals ever.”

the bottom snare and Sennhesier 602 clip-on Chino vocal’s chain was a dual affair: the
mics for the rack toms. AKG 414EBs covered Bock Audio 251 into a Martech MSS-10 preamp
the floor toms, a pair of matched Bock Audio into a DBX 160, sans EQ. For “harder, heavier
251s for direct overheads, and a Shure KM vocals” (according to Hyde), a Shure SM 7
84 over ride cymbal and hi-hat. Three mics was inserted into the same chain, and they
picked up the bass drum: a Sennhesier 602 in “turned the mic pre up a couple clicks.”
the kick, Neumann U47 FET on the outside, “The Martech has a massive amount
Yamaha NS10 subwoofer for low frequencies. of headroom to provide for that amazing,
Last, but certainly without placing least, super-smooth mic,” Hyde says. “The Bock
Moreno’s stomach-churning vocals got the full  Audio (now Sound Deluxe) 251 is a beautiful
Rasculinecz and Hyde treatment. mic. They consistently beat out most vintage
“We really focused more on the songs and 251s. We used it pretty pure with alittle
vocal melodies,” Rasculinecz says. “I pushed compression for Chino. But in Pro Tools, he
Chino to sing more and get beyond any wants to hear a lot of distortion and delays,
boundaries or confines from the last record. depending on the part he’s laying down. It’s all
He just needs encouragement and honesty done in the box as he's doing it. So we dial up
and a mic. He has so many ideas, and like any a vocal sound similar to what we want to hear

singer he might have a hard time in a certain in the mix as we’re doing it, but it’s all in the —Engineer Matt Hyde
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© CHAZ BUNDICK grew up in humidity. Born and

raised in the Southern college town of Columbia,

S.C., he came of age in an environment of sticky

a1 mmers, of months on end when you live and

rk through an ever-present film of sweat. It’'sa

- where even the frosty beverages that promise

mentary relief drip with perspiration, like
they’re longing for night to fall and the mugginess
to drop from oppressive to merely stifling. The air

! is heavy, to say the least.

Recording as Toro Y Moi, a project that has
grown from its sample-based bedroom studio
origins to include a touring band and live-room
tracking sessions, Bundick has never shied from
similarly abundant saturation. Having now
released Anything in Return, his third Toro Y Moi
full-length, Bundick has entered a more upbeat,
modern pop-influenced phase of his production
career through expertly permeating his work
with immersive wooziness even as he explores
balmier swatches.

Hanging out at Columbia coffee shops
populated by skaters and art students, Bundick
found his initial moments of overdriven lucidity.
“When I first heard Weezer, I knew immediately
I had a love for distortion, which was reinforced
by At The Drive-In, and Sonic Youth,” he recalls.
“Pretty soon, though, I realized what I really was
drawn to was the ability to affect space while
keeping some original signal intact. I really liked
thickness, but with clarity”

Balancing out every Pixies or My Bloody
Valentine album with Michael Jackson, A Tribe
Called Quest, or Daft Punk, Bundick headed to
the University of South Carolina with a laptop,
Fruity Loops, and a growing interest in audio
production. Pursuing a degree in graphic design
while making music on the side, Bundick moved
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Chaz Bundick, a.k.a. Toro Y Moi, strives
to achieve new depth in “commercial
quality” production without losing his
sonic identity

BY TONY WARE

Patrick Brown at.Diff
Fur’'s SSL

his workflow into Reason (Version 4 at the time)
and toyed with ways to combine his innate
musicality with creative production techniques
gleaned from online forums. Bundick started
piano lessons at age 8, followed that by teaching
himself guitar at 12, and was fronting an incie
band and 4-tracking by 15.

The resuiting experiments in lo-fi funk and
sidechain hiccups caught the ear of Carpark
Records. which released Toro Y Moi’s debut
full-length, Causers of This, in early 2010.
Unapologetically referencing shoegaze and
synthpop equally, aggressively filtered through
house music-style compression, Toro Y Moi’s
music was quickly lauded while being pinned
with the term “chillwave” (as well as the even
more ludicrous “glo-fi”), the latest in a long
line of lazy catchalls for self-produced, dance-
influenced electro-acoustic composition (such as
“folktronica” a decade previous).

“I was a fresh-out-of-college kid just making
songs that a label happened to like, and inaway I'm
embarrassed that entire album was done solely
in the computer, but at the time it was fitting and
gave it the characteristics people appreciate it
for now,” reflects Bundick. “I knew;, though. that
I didn’t want my songs to continually live solely
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in a computer file... it feels like they end up
sounding boxed in more than I'd like.”

A little over a year later came Toro Y Moi’s
sophomore Carpark release, Underneath the
Pine, where Bundick took his reservations to
heart and applied digital wow and flutter to a
wider range of organic instrumentation. This
collection of psychedelic R&B gave nods to Brian
Wilson, Arthur Russell, Lonnie Liston Smith,
Boards of Canada, J Dilla, and Elliott Smith,
among many others.

“I feel like my age group [Bundick is 26] was
the last to experience home recording without
computers, and I'm holding on to that a little bit,”
says Bundick. “So when something sounds good
in the laptop, 1 still wonder how it would sound
using some hardware, and I've worked more and
more in a direction that incorporates all those
options—the NN-XT [one of Reason’s samplers),
Thor [a Reason polyphonic synth], the Roland
JX-3P [vintage analog synthesizer], upright
piano, live drums, bass guitar, etc.

“I still work within Reason for most tracks,
but I'm not interested in maintaining any specific
workflow,” continues Bundick. “When I'm
writing, I might just put on a click track and
work out an entire song—intro, verse, chorus,
bridge—on the guitar, then on the drums, the
bass, and the keys, or it might all start with a
floor tom sample that I’'m going to stack. I don’t
want to get bored of the process, and the only
signature I really want is my songwriting.”

Now arrives Anything in Return, a collection
of 13 songs in part precipitated by the transition
from one college town (Columbia) to another:
Berkeley, CA. Whereas the tightknit Southern
scene moved at its own humble drawl, Berkeley
provided a more brisk complement, a city of
fierce locavore movements and quick-to-critique

“I wanted the level of crunchy, stacked texture of someone like
Kanye, but the radio quality and purity of Michael Jackson,
where you can hear every hi-hat and it’s not all blown out of
the water when a kick drum comes in.”

—Chaz Bundick

progressive activists. Both, however, have
provided Bundick the latitude to let Toro Y Moi’s
freak flag fly as he sees fit.

Berkeley’s atmosphere might not have the
same clamminess as Columbia’s, but the Bay
Area has already managed to be soaked into
Bundick’s music. For starters, field recordings
from the BART (Bay Area Rapid Transit)
system pepper Anything in Return’s opening
track “Harm in Change” and its closer “How’s
It Wrong,” and this ambiance represents
both Bundick’s transcontinental move and
his more regimented commuter approach to
the album’s sessions, which were his first to
fully incorporate a professional studio in both
tracking and mixing capabilities.

“I wrote and arranged the record at home,
on the road, but the goal was to achieve a
commercial quality similar to what’s on the radio
without taking away from the sound’s integrity,
so I booked sessions at Different Fur Studios
[located in San Francisco’s Mission district],”
says Bundick. “I live a good 40-minute train ride
away, so going there was like going to work, in a
good way. The excitement would build up on the
train ride in, I could reflect and critique mixes
on my headphones on the way home, and it was
nice to go somewhere other than just across the
hall. Working at home, there’s no telling when
you'll stop, no sleeping, and it’s harder to get out
of your head and get some perspective. You can
really end up overproducing something. Having a
schedule, visiting a separate studio gave my ears a
rest and just felt like a healthier experience.”

PSENNHEISER MO 2TaN
A vintage Sennheiser MD 214N
was taped to the piano.

To capture his JX-3P, Nord Electro 3, Yamaha
DX7s, Moog Voyager, and Roland SP-404SX
sampling workstation, as well as lay down guide
vocals, bass lines, and other elements, Bundick
has compiled a collection of Boss, Line 6, ZVex,
Ibanez, and Electro-Harmonix pedals; vintage
Akai compression and EQ modules; a Focusrite
Saffire PRO interface; and a Shure SM57 mic. This
set-up served Bundick well for the self-recorded,
critically acclaimed Underneath the Pine, but the
desire for a top-end signal chain to showcase a
tastefully polished appeal brought Bundick to
Different Fur. The songs themselves were written
with live performance in mind, augmented by
a few tricks, such as sampling chords in the SP-
404SX and using its playback to stagger delivery
on tracks including “Rose Quartz.” The sonic
treatments, meanwhile, showcase Bundick’s
increasing arsenal of tuneful embellishments.

“When I did Underneath the Pine, 1 was
completely by myself, mixing into this old
Yamaha mixer that looked like something from
the '80s, with its black body, red knobs, and two
meters at the top,” says Bundick. “With this
album I wanted a sonic quality in line with and
maybe even beyond what people are putting out
nowadays. Having a DAW at home is great for
laying down ideas, but I wanted songs where the
high end and low end have much higher status,
and I knew I couldn’t achieve that on my own.”

Working with Different Fur owner Patrick
Brown as mixer/first engineer, Bundick set
out to make Anything in Return into an album
that could play as easily next to the drums
of Drake and The-Dream as it could siton a
mixtape with Serge Gainsbourg, The Internet,
Todd Rundgren, Four Tet, Talking Heads,
and Stereolab. “I wanted the level of crunchy,
stacked texture of someone like Kanye but the
radio quality and purity of Michael Jackson,
where you can hear every hi-hat and it’s not
all blown out of the water when a kick drum
comes in,” says Bundick.

Bundick and Brown’s collaboration can best
be described as complex but not complicated.
“Chaz would say what needed help, or what he
wanted to feel more or less of, and I would just
start smashing, squashing, and chipping away till
he’d shake his head ‘yes’ or scrunch up into an
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‘ew, no’ face,” laughs Brown, They used trial-and-
error to find some workable templates in order to
achieve their desired response outside of the box
as well as avoid letting configuring stand in the
way of creativity later in the process.

“Chaz is really good at finding and positioning
the sounds he wants, but Reason’s audio engine
isn’t the most robust ... . things can sound flat and
thin and need replacing or thickenin

Py
'

g,” says Brown.

“I feel like my age group was the last to experience home
recording without computers, and I'm holding on to that a

little bit.” —Chaz Bundick

“So a lot of what we did was processing, pushing
stereo stems through our SSL 4000E [G Series]
into my insert and aux sends to set up various
chains to apply a variety of interesting space effects
but also achieve some consistency from song to
song. .. getting some analog on it before Pro Tools
for automation and a little additional processing”

" DRUMAGOE

THE PRIMIER DRUM REPLACEMEN

www.Drumagog.com -

A

The preliminary sessions, captured
appropriately on the song “Day One” (even
though they took two days), helped establish
the prime combinations for various parts. For
example, drums often went through an Empirical
Labs EL8-X Distressor, Empirical Labs EL-7
FATSO Jr, and GML 8200 EQ, “... to fatten
them up, make them hit harder, make the kick
really snap, and to add a little bit of softness and
harmonic on the top end so they didn’t sound
too brittle out of Reason,” says Brown. Bundick
admits to not liking big-sounding drums,
preferring them super dead with hardly any room
reverb, but he remains a sucker for stacking live
and sampled percussion with attacks and decays
to create a lot of interesting detail.

“A lot of Chaz’s songs are based in fusion, parts
funk and R&B, and a lot of hip-hop on this album,
so instead of using sidechaining to get the drums
people know him for, we would use the board
for broad-stroke EQ and compression, push the
Distressor and Fatso for thickening, and have the
GML for clean up, for subtraction, because it’s more
detailed and sweeter than the board,” elaborates
Brown. “And I don’t use the actual ratios on the
Distressor; we're just hitting it hard and using the
input and output to do the work, though I did use
some British mode to get that squashy crispness.”

Balancing compression and distortion
harmonics, assisted by a liberal use of
Thermionic Culture’s valve-powered Culture
Vulture distortion enhancer, would prove to be
key to sitting drier percussion resolutely in the
mix. “We used that to tuck distortions under
certain things, making a heavier, darker low
end to help piano float on top or vocals sit in
the mid; it’s those harmonics that people are
missing when they talk about analog tape or big
consoles,” says Brown.

For lead Korg MS3000 synth, detuning
arpeggios, slow LFO drones, Rhodes, and
upright piano, an additional set of tools was
applied. While recording piano, which provided
a lot of the acoustic reinforcement on the
album, Sennheiser microphones taped to the
instrument’s body captured a slightly boxy,
perfectly imperfect tone that distorted in the
right way. In terms of processing, running effects
channels with a ZVex Instant Lo-fi Junky pedal
and a homemade square-wave, octave-down
fuzz-pedal effect created a low rumble, adding
more sub to increase left-right dimension
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while maintaining signal integrity in the center.
Similar effects were occasionally used to put a
compressed slap on certain tribal drum patterns,
as well as warble on vocals.

While Bundick entered the studio with guide
vocals, they were primarily re-recorded, with
the originals used only sparingly for background
effect. Vocals were tracked using a Shure SM7B
into an Avalon AD2022 preamp, a GML 8200
parametric EQ and a Retro Instruments Sta-
Level compressor. “Chaz has a pretty smooth
voice, but vou don’t want him to sound too high
and voung, so we used a lot of comb filtering and
compression to maintain smoothness without
having him disappear into the mix,” says Brown.
“We would do a slight slap delay on most
evervthing, and light Auto-Tune throat modifving
on certain tracks to make it deeper, then clean it
up with some Waves Renaissance EQ. We avoided
overusing Auto-Tune, never using it on an entire
lead vocal as that’s been done to death, but there
were times it could be tastefully applied. ”

Subtle, and not so subtle, use of the Lexicon
480L reverb, Lexicon PCM 42 digital delay,

and Eventide H3000 Factory Harmonizer also
helped create the sessions’ stacked subgroups. A
simple gated reverb off the Eventide was applied
underneath several vocals, and helped make
piano into “an amazing orchestra,” savs Bundick.
“Also, a lot of the weird pitch-shifting vou hear in
‘So Many Details’ came from that box.”

These go-to modules provided that key
enriching agent to add without exaggerating. “I
don't like using stereo wideners because of how
almost mono things can go and how much vou
can lose with that, but using minor amounts of
chorus adds a little bit of buzz and makes the
background appear wider while you keep the
lead vocal center.” says Brown.

After layering analog modules from the gut,
Bundick and Brown worked in Pro Tools with
SPL Transient Designer, Waves Renaissance Vox,
and Waves Renaissance Bass to fine-tune volume,
pull back attacks, and tighten bass. Additionally,
they applied mild Waves MondoMod Modulation
Chorus rotation to the effects channels rather
than the dry signal to further the goal of creating
shimmer without distraction. “We worked to get

the sound, then the movement,” savs Bundick.
The channel count may have quadrupled on
some songs, and the sub bass (especially
around 50Hz) increased, but the snap was

never muddied. Anything in Return remains an
appropriately moist and spacious South Carolina-
Northern California hybrid.

“Putting together this album in the studio
helped me realize new ways to give songs depth
and height, how you can mess with reverbs and
short delays to give a little extra stereo dimension
without resorting to heady-handed panning,”
says Bundick. “1 feel more ready to compete with
the way pop is mixed so forward, but without
losing my sonic continuity” »
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HUFFING AND puffing up the steep, winding street
that Michael “Fitz” Fitzpatrick lives on in the
artsy Silverlake neighborhood of Los Angeles,
you know immediately which house is his: It’s
the one with music blasting out of its front
room. This front room, which looks like a
keyboard graveyard, is where Fitzpatrick and
his group the Tantrums recorded their debut
album, Pickin’ Up The Pieces. This very same
room is where its follow-up, More Than Just A
Dream got its start.

Fitz and the Tantrums caught the public’s
attention with Pieces’ guitar-free, Motown-
inspired, brash sound revolving around a
rescued-from-the-trash-heap Conn organ,
saxophone, piano, and Fitzpatrick and
Noelle Scaggs’ dueling vocals. What caused
a stir more than the album was Fitz and the
Tantrums’ high-energy live show, which
catapulted the indie L.A. band to national
fame. This winter, with two years of solid
touring experience, they returned to recording,
vowing not to replicate what they’d already
done. They retain the soul factor, but update it
a couple of decades for an ‘80s flavored, R&B-
tinged sound.

Writing and preproduction were done in
Fitzpatrick’s front room, where he feels the
most safe being creative. Work was done either
on Pro Tools 7 or at a Yamaha upright piano.
(Extracted from his parents’ storage, it is the
same one Fitzpatrick learned on.) Most of
the arrangements are fleshed out here before
technology takes over the song idea. The goal
for Dream was to find a producer that could
seamlessly bring together the analog and the
digital—and to get out of Fitzpatrick’s front
room. To this end, the group enlisted Tony
Hoffer (M83, the Kooks, Beck) and headed to
Sound Factory in Hollywood.

“It was the first time I got to make a
record from start to finish in a formal setting
with a producer.” says Fitzpatrick, arranging
and rearranging his hat, flashing glimpses
of his distinctive skunk-streaked hair. “We
wanted someone that would challenge us as
songwriters, but also come with solutions.
Every day that we worked with [Hoffer], my
trust in him multiplied exponentially. I could
feel finding the balance between letting our
intuition and our opinions marry with his.”

One of the key elements on Dream that
required a fine touch with both the organic
and the synthetic was drums. To create a dryer,
tighter feel on the standout album opener “Out

Of My League,” kitchen towels were taped
over all the toms and the snares and a tent was
created to contain the sounds. Alternatively
on the epic album closer “Merry-Go-Round,”
treatments were removed to capture arena
rock energy. The chorus has a live, almost
fractured drum fill (courtesy of drummer John
Wicks) that matches its triumphant tone while
contrasting with the verses’ sentiments of
loneliness.

“It’s live drums, but chopped and
filtered,” Fitzpatrick elaborates on the latter’s
drum sounds. “Then take off all the filters,
percussion, but with a programmed kick and
then another set of live drums, big hall ones.
You can hear the programmed kick with the
one version of live drums but filtered again. On
‘Out Of My League’ it’s all been fused into one
drum part so you can't tell it’s three different
parts.”

The goal for
Dream was to find
a producer that
could seamlessly
bring together the
analog and the
digital—and to get
out of Fitzpatrick’s

front room.

Pianos, vintage synthesizers, and virtual
synthesizers are used in tandem, but are
not recorded direct; The sound is captured
through a combination of guitar amp and
reverb (Eventide is a favorite) and room tone.

“When you're using all these mixed
mediums, you push air whenever possible,”
says Fitzpatrick. “The further away the mic
gets, the more air there is in the room. This
helps an instrument that feels a little dry.
Even if it’s just a synthesizer, it feels more

organic. This was one of the tricks we used to
make the pianos, the Conn organ, and Farfisas
merge with the Korg MS-20 and modern
synthesizers. We created our own unique path
for it so by the time it got into the track, it
stood apart as its own unique thing that no one
else owned but us.”

Coming up with signature paths is one of
Fitzpatrick’s musical characteristics. For his
vocals, almost all of which were recorded in
his front room late at night, he uses an ancient
Neumann CMV-563 microphone going into
two TL Audio mic pres and tube compressors
into Pro Tools, where he adds Universal
Audio’s 1176 virtual compressor and Wave Arts
MasterVerb reverb plug-in.

“I wanted crunchy and slightly distorted
vocals,” says Fitzpatrick. “I had struggled
forever to find the right way to get distortion.
I would put guitar amp simulators on there
and it would give me that distortion, but it
would be harsh and ugly. One day I pulied up
one of the plug-ins that’s been on Pro Tools
since time began. It has a little distortion and
saturation that is perfect and not piercing.”

Fitzpatrick takes this vocal manipulation
to a different level on “Out of my League,”
layering seven vocal tracks on the last chorus.
Opting for a synth bass but not wanting it
to sound sterile, bass player Joseph Karnes
played the notes, which are then translated
into MIDI messages. 50 synth bass sounds
were scrolled through to find the perfect one,
but the way it plays is organic and natural.

“On each song, there is a different
character and personality for the drums,
bass, keyboards,” says Fitzpatrick. “It was an
interesting way to build these structures while
still trying to make the performance aspect
come through. We took time sorting out the
tempo, which is something [Hoffer] putin
our head, and is such a big part of what can
make a song come to life. By moving tempos,
things were revealed on songs that made us re-
orchestrate the way we approached them.

He continues, “There are engineering
producers and big-picture creative guys. Then
there are those people who can do both, that’s
[Hoffer]. I grew up in the bedroom-studio
school of music. To have a producer that is
also a musician really helped bring my ideas to
execution.” m

Lily Moayeriis a regular contributor to
Electronic Musician.
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Matmos

7

True Minds

Drew Daniel and
partner M.C. Schmidt’s
full-length, blanketing
neuromelodical
resonances—contributed
by Dan Deacon, Dirty
Projectors’ Angel
Deradoorian, Dominique
Leone, and Wye Qak’s
Jenn Wasner, among
others-produces
majestic arrays of
braided oscillation.
These nine songs
reinforce the thing
that Matmos does best:
guiding dissociative
transmissions into
episodes of fugue-like
physicality.

TONY WARE

42

Foxygen

We Are the

21st Century
Ambassadors of
Peace & Magic

This work maintains the
duo’s established multi-
influenced four-and-a-half
decade-old throwback
sound. There isn’t a '60s
reference point that isn’t
included in the hiss-filled
classic folk-rock songs.
Foxgen dips into a funk
swing on “Oh Yeah,” heavy,
densely layered rhythms
on the instrumental
“Bowling Trophies,” and
lazy poetic strums on

“No Destruction.” The
amalgamation of styles

is fully realized in the
inventively arranged
psychedelic title track.
LILY MODAYERI
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UNTAMED BEAST

Sallie Ford & The
Sound Outside
Untamed Beast

The latest hipster
rockabilly record from
Sallie Ford and band
will drive you wild.
With jungle drums,
distorted noir guitars,
and Ford’s gorgeous
Wanda Jackson-meets-
Screamin’ Jay Hawkins
singing, the production
is just modern enough
to bring Ford’s retro MO
into the present decade,
but there’s no missing
the rocking rebel
influences that inspired
her tough attitude and
musical intensity. More
records should sound
like this.

BARBARA SCHULTZ

Various Artists
Bastards

Richard Devine
RISP

An alumnus of Warp

and Schematic Records,
Richard Devine

sits resolutely in
continuum with Aphex
Twin, Autechre, Tod
Dockstader, painters
Francis Bacon and H.R.
Giger, and other morphic
artists. For RiSP, Devine
splinters the electro-
acoustic topography

of Euro rack modular
synths like it’s a tower
defense game. He sets up
an algorithmic gauntlet
and aggressively funnels
dislocating tonalities
into a signal-chain melee
of regurgitating filters
and obliquely realigning
axes. No frequencies
emerge unscathed.
TONY WARE

THIS IS 40

Various Artists
This Is 40: Origin
Mor/on Picture
Soundtrack

The soundtrack album
for Judd Apatow’s latest
film This Is 40 echoes the
pensive but comic tone
of the movie narrative,
but also stands on its
own as a consistently
fine collection of mostly
acoustic guitar-based
tunes—some catalog
material and some
written for the film.
Stand-out tracks include
Paul Simon’s Latin-
flavored “Rewrite,” Fiona
Apple’s playful “Dull
Tool,” and Wilco’s “I Got
You (At the End of the
Century).”

BARBARA SCHULTZ

?
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AS USUAL, Bjork gives everyone around her a fit, including probable remixers.
Remixing selections from Bjork’s Biophilia, producers Matthew Herbert, Omar
Souleyman, and 16bit, among others, perspire to imprint a stamp, but Bjérk
simply overwhelms every sound in her path. The results are outstanding on
“Mutual Core,” where These New Puritans surround the vocalist’s murmurs with
a female African choir, and Death Grips’ Aphex Twin-meets-Vienna Boys Choir
take on “Sacrifice.” Bjork edited the whole project, “not necessarily [to find] the
best ones, but the ones that made the strongest whole,” she said. Control is a
wonderful thing.
KEN MICALLEF

Super Hi-Fi

This Brooklyn-based
quintet put double
trombones at the center
of its Africa-meets-
Jamaica sound. In turns
honking and soothing,
the horns direct this
Afro-dub debut to part
skipping ska rhythms,
part low-slung dub

bass movements, More
than half of the tracks
are remixes, which if
Beverley Road All-Stars
echoing rework of the
bombastic “Tri Tro Tro”
is any indication, are far
cries from the originals.
While at times slowing
down to the point of
stoned catatonia, a
paced head-bobbing
tempo is maintained.
LILY MOAYERI
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