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Listen to your music,
Not to your headphones.
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Will this new networking technology allow me to record,
process & playback 128 channels using hundreds
of Waves & 3rd party plugins?

g
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Find out what DiGiGriel MGO & MGB Interfaces can do for your MADI console at digigrid.net et
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Nnovation Bass station i

Create and shape huge, foundation-shaking bass sounds

— and much more! This mono synth also lets you conjure
outrageous leads, hypnotic arpeggiations, and more. Take
real-time command over filters, oscillators, and effects, and
enjoy the kind of sonic experience you can only get from real
analog synthesis. Dedicated knobs and faders make this 25-
key synth fun and intuitive tc play.

Creation Station and Pro Tools + Mbox Pro: The Powerful Heart of Your Studio

Sweetwater makes it easy to build your dream studio rig! Our blazing fast Creation Station music computers are built from the ground up to work with audio. Pair one
of these powerhouse CPUs with Avid’s industry-standard Pro Tools 11 DAW software and their Mbox Pro audio interface, and you instantly have a versatile, pro-caliber
studio setup. We even offer turnkey installs, so you're ready to go — right out of the box. We offer a huge selection of studio gear and software, and our knowledgeable
staff is here to help you find the products that work best for your needs. Call Sweetwater today and turn those dream projects into real resutts!

T FOCAL

Spirit Professional

Perfect for tracking and accurate enough
for mixing, these Focal Spirit Professional
headphones give you audiophile-quality
listening plus the comfort you need for
long studio sessions.

GENELEC  moa0

An outstandingly accurate studio
monitor that’s also very efficient —
and environmentally friendty. The M040
provides the high performance you
demand plus innovative construction.
Genelec guality, through and threugh!

) FAST, FREE  #=yoraL 2-YEAR = FREE
SHIPPING g ST WARRANTY g .. RO ADVICE

minimum purchase! Total Confidence Coverage™ Warranty » We’re here to help! Call today!

24 MONTHS SPECIAL FINANCING AVAILABLE

ON SELECT BRANDS, USING YOUR SWEETWATER MUSICIAN’S ALL ACCESS PLATINUM CARD, THROUGH APRIL 30, 2014*

*Subject to credit approval. Minimum monthty 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 Sweetwater.com/warranty for complete details.

~ SHIPPING

On most orders, with no



“Sweetwater’s Sales Engineers are the most
knowledgeable and helpful in the industpy.”

Mario from Indianapolis, IN

Knowledgeahle Staff, Top Brands, and Competitive Prices -
That’s the Sweetwater Difference!

Sub Phatty

True Moog performance — in a compact and affordable synth! The 25-key
Sub Phatty gives you all the character and control you love in a Moog, and its
Sub Oscillator lets you generate serious bottom end. This little tone monster
will definitely inspire you.

PREAMP \couwrssoa ,

lIlI= Ableton
Push with Live 9 Suite

This hardware/software system gives you a powerful platform for
music creation and performance! You get hands-on control plus all the
instruments, effects, and processing tools you need — all from one
great package.

W) PreSonus RC500

A no-compromise channel strip, for a great price! The RC500 gives you a custom-designed FET compressor, a semi-

parametric EQ, and an amazingly transparent Class A preamp — along with all the features you need for a fantastic front

end. Do yourself and your projects a huge favor and make this channel strip the first stop in your signal chain!
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Sweetwater

Music Instruments & Pro Audio

- ~

(800) 222-4700 |
Sweetwater.com :
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COVER FEATURE

Get the Most out of Mastering Sterling Sound’s senior mastering engineer Greg
Calbi works on 200 albums each year. Although he’s still finessing big-budget projects from
the likes of MGMT, Bob Dylan, and Norah Jones, these days the majority of his clients are
indie and DIY. Here, he helps artists and engineers understand what mastering engineers
need from them to get the best from each project.

FEATURES

Neil Davidge The unofficial third member of Massive Attack co-wrote and produced the landmark albums
Mezzanine, 100* Window, and Heligoland. Between recording projects, he’s become a seasoned film composer,
and in 2012 scored the blockbuster Halo 4 game. Here, he talks about his debut solo record, Slo Light.

Cibo Matto Yuka Honda, Miho Hatori, and crew are back with Hotel Valentine, their first album in 15
years. It’s a concept record about a fictional space and its spectral inhabitants, realized through a hybrid

hardware/software-based production.

Sleeper Agent The Bowling Green rockers find their power-pop groove at producer Jay Joyce’s new St.
Charles studio in Nashville, recording through an extremely rare, ’70s-era Sphere Eclipse C console.

GEAR

Production tools to help you make better music

Jomox ModBase 09 and Mod.Brane 11 Drum modules that will make you punchy

Studio Accessories We all spend plenty of time and money on the cornerstones of our studio: monitors,
mics, outboard gear. But cables, stands, and all of the other “unsung heroes” can also make or break a session or
gig. Check out our collection of accessories that will improve your life without breaking the budget.

Zynaptiq Pitchmap 1.5 Polyphonic pitch-correction software

Native Instruments Maschine Studio Groove workstation controller
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The Mastering Mystery

EVERY SONG tells a story, not
just through melody and lyrics,
but through sonic context. And
everyone in the production
chain—from tracking to mixing to
mastering—contributes to that story.
To many musicians and
engineers, however, that final step
seems like a black art. What happens
once you hand your mix offto a
mastering studio? How is mastering
different from mixing? Do you even
need a mastering engineer?
The answer is yes: Mastering
engineers, with their highly

If you're preparing for mastering,
there are many steps you can take
to get the most out of the process, as
we learn from legendary mastering
engineer Greg Calbi, who shares
advice based on his 40 years of
experience mastering thousands
of projects by artists such as Bruce
Springsteen, David Bowie, Brian
Eno, Lenny Kravitz, and John
Mayer. (Dig in on page 58.)

If you do decide to tackle
mastering on your own, we’re
here to help. Check out some great
specialty mastering tools on page

COMMUNITY

“ITHINKIT'S IMPORTANT TO HAVE

6. And viit AT LEAST ONE INSTRUMENT THAT'S

emusician.

com for NOT PROGRAMMABLE."

more 2 95o.Q 2
e Spectrasonics’ Eric Persing,

perspectives during the Winter NAMM “State
on the art of of 21 Century Synthesis” panel,
mastering. January 23, 2014

specialized listening skills, big-
picture-meets-minute-detail
approach, and dedicated tools,
bring a crucial new perspective to
your mix. Their goal isn’t to fix your
project as much as finish it, finessing
dynamic range and spectral
continuity, optimizing the mix so

it sounds great everywhere. It’s a
subtle process; in some ways, their SARAH JONES

goal is to seem like they were never ~ EDITOR

even there. sjones@musicplayer.com

The Electronic Musician Poll

HOW,DOYOU APPROACH MASTERING?

| ALWAYS HIRE
A MASTERING

| HIR
25 ENGINEER

MASTERING
ENGINEER WHEN
A PROJECT IS

VERY IMPORTANT

| MASTER

EVERYIHING
MYSELF




I N TH E STU [] I [] >> Kishi Bashi with Drew Vandenberg

BY BARBARA SCHULTZ

SINGER/VIDLINIST/COMPOSER KISHI BASHI (ALSO KNOWN AS K ISHIBASHI)
recently moved to Athens, GA, where he called on engineer,producer
Drew Vandenberg to help record his latest album at home. Vandenberg

set up recording gear and built modular baffles that could be arranged
to adjust acoustics in the front room or living room of the house.

“The baffles let us create an isolated, dead environment or place
a smaller room within the room for doing vocals and getting a
tighter acoustic violin sound,” Vandenberg savs. “Or we would use
his more reverberant living room—which is a big, open space with
glass windows. It made sense to create flexible panels that he could
rearrange, because he also does a lot of recording by himself”

Kishi Bashi’s recordings include a lot of looped violin mustc and
vocalizations. Melodies and songs are formed from smaller parts,
captured to Logic and re-formed into inventive arrangements.
Vandenberg says the approach requires loads of creativity, but a
relatively small collection of gear. Most vocals were tracked through
an RCA 77 ribbon mic through a Tube-Tech CL-1B compressor.
Acoustic violin parts went to a Royer 122V ribbon and the Tube-Tech
compressor. Mic pre’s used on the session included classic API VP26s,
and a Vintech x73.

“Sometimes K already had melody ideas or fully written vocal
ideas—a traditional song—but other things just came from a loose
idea based off of a snippet from a loop he made. He'd have a melody
idea in his head and build these really incredible loops from that,
and we would take those pieces and chop them up and put them in
a song. Sometimes it was challenging, as a producer and engineer. to
guess where it was going—how what we were recording was going to
become a fully fledged song.™”

Kishi Bashi’s record, which he mixed with Vandenberg via the Neve
8038 console and sclected outboard gear in Sweet Tea Recording in
Oxford, MS, [sweettea.net] comes out in April on Joyful Noise.

I’D LIKE TO CREATE MY OWN SAMPLED INSTRUMENTS, BUT | DON’T NEED THE SOPHISTICATION OF INSTRU-
MENTS LIKE NI KONTAKT AND MOTU MACHFIVE—I JUST WANT TO MAP SOME WAV FILES AND GO. ARE THERE
ANY SIMPLE, PREFERABLY FREE, SAMPLERS THAT MAKE IT EASY TO CREATE YOUR OWN SOUNDS?

WILLIAM LOGAN
PARAMUS, NJ

Free SFZ file-compatible plaver for Windows VST is

sample plavers are ideal.

SFZ is an open standard

multitimbral, has built-in that continues to gain

VIA EMAIL Creating an instrument

requires the samples

themselves, and an SFZ
text file that defines the
sample mapping along with
characteristics like attack.

e
sforzando

decay. LFO, etc. Plogue’s cross-
platform Sforzando playver
(standalone, VST, AU, RTAS,
AAX, 32/64-bit; plogue.com)
is based on the ARIA engine
used in Garritan’s software;
Cakewalk’s SFZ sample

Plogue’s cross-platform Sforzando
is one of several free SFZ file
format-compatible players.

effects, and is based on the
engine used in Dimension

Pro and Rapture (at cakewalk.

com, where you car also
download the SFZ spec).
Camel Audio’s Alchemy Player
(camelaudio.com) is basic, but
makes it casy to laver a group
of samples across a kevboard.
Their site lists several useful
SFZ resources.

Although originally
developed by Cakewalk,

support. There are loads of
free SFZ files on the web,
as well as commercially
available sounds. It takes

a little effort to specify

an instrument with a text
file, but the code is simple
and relatively unforgiving.
In many cases vou can

just open an existing
instrument’s SFZ file, make
a few tweaks, and you're done.
THE EDITORS

Got a question about recording, gigging, or technology?

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




1.
MOTU
828x

$849 street

HIGHLIGHTS 24-bit/192kHz
resolution ¢ two front-panel mic/
instrument inputs with pre-
converter sends ¢« 8 channels of
balanced line-level analog 1/0 on
1/4" jacks * XLR main outputs *
MIDI, Word Clock, and S/PDIF
1/0 * built-in digital mixer and
effects

TARGET MARKET Professional and
project studios

ANALYSIS An industry standard in
audio quality and stability is now
available for current or future
Thunderbolt users, while offering
Hi-Speed USB connectivity for
engineers transitioning between
the formats.

motu.com

12
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2.
iZotope
BreakTweaker

$249

HIGHLIGHTS Designed in
collaboration with BT
MicroEdit Engine, Sequencer,
and Generator allow you to
create extraordinarily complex
rhythm parts quickly * wavetable
synthesis and sample player ¢
glitch and granular capabilities *
32-step sequencer and 24 patterns
* 4 LFOs and envelope generators
* 2GB of royalty-free samples
TARGET MARKET Musicians looking
for the most powerful beat-
creation software available
ANALYsIS A production tool that
moves you off the grid with
easy-to-use, yet sophisticated
tools for creating elaborately
crafted grooves.

izotope.com
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3.
Qsc

TouchMix

$899; $1,299 street
HIGHLIGHTS Available as
TouchMix-8 and TouchMix-16,
with either 12 or 20 input
channels, and 4 or 10 aux output
channels, respectively * Simple
and Advanced user modes ¢
4-band parametric EQ and
dynamics processing on each
channel ¢ includes USB WiFi
adapter for use with iOS remote
control app

TARGET MARKET Musicians and
sound reinforcement engineers
aNaLysis Powerful and lightweight
digital mixers that can also
record WAV files directly to an
external USB drive—no computer
necessary.

gsc.com

4.
Roland

FA-08

$1,799 street

HIGHLIGHTS Features Integra-7
SuperNatural synth and XV-5080
sounds * weighted-action, 88-key,
Ivory Feel-G keyboard * sampler
and effects ¢ guitar/mic and line
inputs * 16-track sequencer ¢
bounce song tracks as stereo files
to SDHC card ¢ control your
DAW via MIDI over USB ¢ high-
resolution color LCD

TARGET MARKET Composers and
performers

aNaLysis The FA-08’s workflow

is designed to make it easier

than ever to take projects from
beginning to end, while providing
top-notch sounds and pro
features.

roland.com

All prices are MSRP except as noted



S.

Stephen Wilson’s
Ghostwriter

$395

HIGHLIGHTS 60GB of drums, basses,
guitar, keyboards, vacals, and
more played by Wilson, Marco
Minnemann, and Laurence
Juber ¢ effects include SSL EQ
and Dynamics Channel Strip,
Transient Shaper, and Stereo Bus
Compressor, as well as Echoplex
EP-1* Play 4 32- and 64-bit
software included

TARGET MARKET Composers,
particularly in the film, game, and
TV industries

aNALysis A full-featured sample
library with serious personality
and attitude featuring three

of today’s most compelling
performers.

soundsonline.com

6.
Korg
Triton Taktile 49

$499

HIGHLIGHTS Features 512 programs
from Triton workstation < 49-
note, semi-weighted keyboard
16 drum-trigger pads ¢ x/y touch
pad « DAW transport controls ¢
Touch Trigger and Chord Scale
functionality * 8 assignable
sliders, knobs, and switches «
available in a 25-key version for
$349

TARGET MARKET Keyboardists who
want to record and gig with the
same instrument

ANALYSIS A reasonably priced,

yet versatile USB controller that
includes a wealth of high-quality
sounds from one of the company’s
high-end workstations.
korg.com

Abbey Road Reel ADT

$200

HIGHLIGHTS Digital re-creation of
the layered vocal effect, developed
at Abbey Road Studios for use

on the Beatles’ vocals, using two
tape machines to create a variable
delayed sound ¢ the plug-in can
advance or delay the doubled
signal ¢ drive can be added
separately to each of the signals
for tape-saturation effects

TARGET MARKET Musicians and
engineers

ANALysis A classic effect that
provides all the modern
conveniences we enjoy from a
DAW plug-in.

waves.com

Apollo Twin

$699 Solo; $899 Duo
HIGHLIGHTS 2-in/6-out,
24-bit/96kHz audio interface
capable of realtime UAD effects
processing * 2 mic preamps and
a front-panel instrument jack

* Unison technology models
tube and transformer-based mic
preamps ¢ 2 digitally controlled
analog monitor outputs ¢ 8
channels of digital input via
Optical port

TARGET MARKET Personal studio
users

aNALysis The excellent sound
quality and flexibility of the
Apollo now fits on your desktop
and is available with one (Solo) or
two (Duo) SHARC DSP chips.
uaudio.com
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9.
Arturia
BeatStep

$129

HIGHLIGHTS MIDI USB connectivity
that is iOS compatible » CV and
gate outputs for use with analog
synthesizers ¢ 16 backlit pads and
rotary controls ¢ built-in 16-step
sequencer stores 16 sequences ¢
transport controls and data wheel
TARGET MARKET DJs, beat
producers, and musicians in the
studio or onstage

anaLysis This lightweight, desktop
controller can be used with

just about any instrument you
own, whether it’s software- or
hardware-based, using MIDI and
CV/gate signals.

arturia.com

14

10.

Audio-Technica
ATW-1501 System 10
Stomphox

$614

HIGHLIBHTS Includes one UniPak
body-pack transmitter and one
receiver ¢ 3 levels of diversity ¢
works in the 2.4GHz range * 24-
bit resolution ¢ each receiver can
be paired with 8 transmitters ¢
two TRS outputs that can be used
for amp switching or muting one
output » receiver encased in metal
housing « LED and battery display
TARGET MARKET Performing
guitarists and bassists

ANALYSIS A state-of-the-art
wireless system using a rugged
receiver that you can mount on
your pedalboard.
audio-technica.com

1.
Zildjian
Genl6 Buff Bronze Series

$189-$449

HIGHLIGHTS Real metal cymbals
designed for use with Genlé
Direct Source sensors ¢ different
bell profile than the original series
« lack of nickel plating results in a
warmer tone * additional lathing
to lower the fundamental pitch
TARGET MARKET Drummers wanting
real cymbals in their acoustic-
electric kit

anavysis This product line
provides the feel of real cymbals,
which can then be electronically
processed to fit any playing
situation, whether onstage or in
the studio.

zildjian.com

12.
Nord
Lead Al

$1,799 street

HIGHLIGHTS 4-part multitimbral «
24-voice polyphony « 8 oscillator
configurations * independent
effects and arpeggiator for each
of the four slots * redesigned user
interface makes programming
simpler » morph several
parameters in real time using the
mod wheel or Velocity « MIDI
over USB ¢ synth engine offers
96kHz, 32-bit floating point
processing

TARGET MARKET Keyboardists who
gig or record

ANALYsIS A remarkably powerful
synth that extends the concept of
analog modeling while simplifying
the task of programming.
nordkeyboards.com

All prices are MSRP except as noted



13.
Apogee
Mic 96k

$229 street

HIGHLIGHTS Provides digital
resolution up to 24-bit, 96kHz *
works with i0S devices and Mac
computers * onboard input level
control with multicolor LED for
level monitoring ¢ incudes USB
cable, and Lightning and 30-pin
i0S cables ¢ preamp offers 40dB
of gain ¢ metal construction °
made in the US.A.

TARGET MARKET Podcasters,
musicians, and personal studio
owners

ANALYsis Designed to provide

a quick and convenient way to
record using an Apogee-designed
mic preamp and converter.
apogeedigital.com

14,
Samson
Synth 7

$349

HIGHLIGHTS Transmitters available
as handheld microphone, lavalier
mic, headset mic, or guitar belt
pack ¢ all-metal rack-mountable
receiver with color LCD ¢ 300-
foot range » Scan Mode ¢ auto
mutes when transmitter is turned
off » more than 90 available
channels ¢ transmitters run on
two AA batteries and provide 15
hours of continuous use ¢ belt
pack and handheld mic feature
an LCD

TARGET MARKET Musicians, schools,
houses of worship

ANALYSIS A low-cost solution for a
variety of wireless applications.
samsontech.com

15.

Garritan

Abbey Road Studio CFX
Concert Grand

$259 download; $299 boxed
version with USB stick
HIGHLIGHTS A Yamaha CFX
concert grand piano recorded

in Studio One « 3 discrete

miking perspectives: Classic,
Contemporary, Player, with
independently controllable Close
and Ambient levels ¢ recording
mics used include those from
Schoeps, Neumann, AKG, and
DPA ¢ uses the Aria software
player ¢ supports AU, VST, RTAS,
and AAX

TARGET MARKET Composers and
performers

aNALysiS This library was designed
for professional users but is
priced affordably for personal
studio and onstage use.
garritan.com

16.
Tannoy
Reveal 802

$279

HIGHLIGHTS Powered close-field
monitors with 8” woofer « 100W
amplifier « tuned front-firing bass
port « XLR, 1/4” TS, and 3.5mm
minijack inputs ¢ velume and

EQ controls ¢ Aux Link cable
connects monitors together ¢
Reveal 402 ($139) with 4" woofer
and 50W amp, and 502 ($179)
with 5” woofer and 75W amp also
available

TARGET MARKET Personal studios,
editing suites, educational
facilities

ANALysis Priced lower than its
other models, the Reveal series
makes Tannoy speakers available
to more people.
tannoystudio.com

15
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17.

Sound Forge Pro Mac 2
$299

HIGHLIGHTS Supports 24-bit, 96kHz
audio * customizable toolbar

* FLAC file support » CALM-
targeted metering ¢ automated
batch processing * automatic trim
and crop tool * includes iZotope
Mastering and Repair Suite and
Nectar Elements vocal processor
» SpectraLayers 2 interoperability
« available bundled with
SpectraLayers Pro 2.1 in the Audio
Master Suite Mac for $499

TARGET MARKET Music and
broadcast engineers

ANALYSIS A professional-level
stereo editor that has been
upgraded to offer the production
tools required for modern studio
and broadcast work.
sonycreativesoftware.com

18
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PSP

X-Dither

$89

HIBHLIGHTS Designed for mastering
use ¢ 6 noise shapes to choose
from, including 3 new algorithms
« dither shape and level controls

¢ 5 bit-depth levels ¢ Truncation
and Rounding modes available for
audio quality comparison ¢ output
clip indicator ¢ supports VST, AU,
RTAS, and AAX for Mac and PC
DAWs

TARGET MARKET Mastering and
recording engineers

aNALYsis X-Dither has a wide
range of functionality that you
didn’t even know vou needed.
pspaudioware.com

19.
Elektror

Analog Rytm

$1,549

HIGHLIGHTS Each of the 8 voices
has its own sound generator,
analog multimode filter, sample
player, analog distortion effect,
and discrete output ¢ 12 pressure-
and velocity-sensitive pads ¢
onboard step-sequencer ¢ effects
send offers delay and reverb « 3
modes: Performance, Chromatic,
and Scene ¢ audio inputs » main
outputs « USB and MIDI 1/0
TARGET MARKET Beat producers,
DJs, and musicians

anaLysis A full-featured drum
machine with an interface that

is specifically designed for
performance.

elektron.se

20.

V

ETX-series

Price varies

HIGHLIGHTS The series includes
three 2-way models (10", 12",
and 15”), a 15" 3-way model
(with a 6.5" MF driver), and two
subwoofers (15" and 18" drivers)
« integrated FIR-Drive and

DSP with LCD screen ¢ Class D
amplifiers « Signal Synchronized
Transducers waveguide design
TARGET MARKET Professional
musicians and DJs, entertainment
venues

ANALYSIS EV’s top-of-the-line
loudspeakers, which are designed
to provide optimum power and
allow users to assemble a system
that matches their needs.
electrovoice.com

All prices are MSRP except as noted
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JOmox
ModBase

09 and
Mod.Brane 11

BY GINO ROBAIR

ANALOG PERCUSSION synthesizers are an
important part of the beat producer’s kit.
Enduring favorites among the pros are the
Jomox MBass 11 and M.Brane 11. These
desktop drum synths produce juicy tones, are
MIDI-controllable and, best of all, store more
than a hundred presets.

Recently, Jomox reconfigured both products
into Eurorack modules—the ModBase 09 Bass
Drum Module ($539 street) and the Mod.Brane 11
Percussion Module ($579 street). The result gives
you extensive voltage control over parameters
while retaining the sound and feature set that
made these instruments so popular.

Shared Features Both modules share
interface characteristics such as eight knobs
to control parameters and a value wheel and
buttons for selecting presets. Just as you could
with the desktop synths, you can control and
store all of the analog parameters with MIDI—
in this case, up to 100 presets. On the back of
the modules you’ll find a MIDI port, allowing
you to control several modules at once by
cascading connections inside your synth case
between the modules.

Each module has a trigger input for use
with drum pads, as well as four CV inputs that
can be freely assigned. A dedicated linear FM
input is also provided. The gate inputs can
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ModBase 09 Bass Dmm Module
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Jomox has expanded its line of percussion synths into the Eurorack scene with the
ModBase 09 Bass Drum Module and the Mod.Brane 11 Percussion Module.

handle up to 15V and can be inverted or set

to respond to an S-trigger. A pair of internal

LFOs, each offering eight waveforms to choose

from, is available in each instrument.
Eventually, you will also be able to take

advantage of an internal analog bus that can

be used to interconnect Jomox modules via

a digital link. This is intended to make things

easier if you’re using the modules as part of a

system with drum triggers. The digital linking

will also allow for a submix and an effects-send

mix from each of the modules on the bus to the

other products that are in development.

All Your ModBase Instant kick-drum
gratification is yours, thanks to the dedicated
knobs for tuning, pitch, attack, decay,
harmonics, pulse, noise, and EQ. Three of
these can also be used to select the waveform,
speed, and intensity of the LFO.

Scrolling through factory patches, I came
across kicks that were low and punchy like a
real bass drum, as well as tight and modern
like a drum machine. Modifying them to
taste from the front panel was easy. But you
can get some really crazy sounds when you
modulate the parameters. You will definitely
want to use a subwoofer to hear the full
frequency range that the ModBase 09 is
capable of.

Insane in the M.Brane Intended as a
generalized percussion module for creating
snares, toms, and cymbals, the original
M.Brane 11 modeled the behavior of two
vibrating membranes, hence the product
name. Jomox did this by using a pair of
coupled oscillators that were similar to
resonant bandpass filters—they call them
T-bridge oscillators—followed with bipolar
dampening to create its palette of sounds.
The Mod.Brane 11 module uses a pair of
2-pole filters (referred to as F-oscillators), with
individual tuning and dampening controls that
limit the resonance range, as well as individual
knobs for coupling the oscillators in different
ways. Additional controls add noise and shape
its decay. You can add white noise or “multitone
metallic” noise, or blend the two types. As with
the ModBase 09, three of the knobs can be used
to control the internal LFOs. Together, these
features help you create drums, hats, and other
percussive sounds that span from vintage to
contemporary, natural-sounding to synthetic.
Both modules are inspiring to use, in part
because they’re so easy to program from the
front panel. Dig a little deeper, and things get
more exciting. The only drawback is that you’ll
want to add more Mod.Brane 11s to fill out
your drum kit. Modules like this should come
with a label: Warning! Highly addictive! m
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"} finally found a speaker that isn't hyped on the

top and bottom, or brittle in the mid range, the
Resolv SE's are now my go-to monitor. Even at
a very low volume, these speakers punch, which
allow me to do very intricate vocat rides. if the
mix is slamming on these speakers, then it will
definitely sound great everywhere else. "

JAY RUSTON
GRAMMY® NOMINATED PRODUCER / MIXER

RESOLV SE 2-WAY ACTIVE STUDIO MONITOR

» SE5: 70 watts, 50Hz-27kHz
* SE6: 100 watts, 45Hz-27kHz
» SE8: 100 watts. 40Hz-27kHz

+1.25-inch soft dome tweeter with neodymium magnet
« Active crossover with multi-pole design for linear response

» Woven carbon fiber woofer
- 4-position high frequency lift control
- Balanced 1/4-inch inputs, unbalanced RCA inputs

© 2013 Semson | Photo: Neil Zlozower | samsontech.com | jayruston.com
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Autodidactic for the People [t

Self-taught musician and producer N
invaded Massive Attack, scored on Halo 4, and now

| v 1 [

a

LIKE THE musical equivalent of finely aged, artisanally crafted wine, Neil Davidge’s work transcends
the proclivities of generations, genres, and trends; it’s gourmet music. His own creative processes
and abilities grew out of decades of self-teaching and refinement by experience. Even if the product
is not vour thing, to not appreciate it could betray vour own ignorance.

After a dalliance with the British dance production team DNA in the early '90s, Davidge was in
his mid-30s by the time he hooked up with Massive Attack in the mid-'90s. Initial collaborations
went so well that Davidge became like the unofficial third member of the trip-hop progenitors, and
served as the co-producer and co-writer for the bulk of what we’ll call Massive Attack’s timeless
period, the albums Mezzanine (1998), 100th Window (2003), and Heligoland (2010).







Between the latter two albums, Davidge
capitalized on opportunities to become
a seasoned film composer, first on scores
with his Massive Attack cohort Robert
Del Naja (2005’s In Prison My Whole Life,
2008’s Trouble the Water), and later as a solo
composer. His knack for capturing urgency
and energy in music helped him score the
blockbuster 2012 interplanetary war game
Halo 4, using instrumentation—mostly—
available to Mozart.

Now returning to the comfort of the pop
song format, Davidge has released his debut
solo album, Slo Light. For one hour and 11
mesmerizing tracks, Slo Light dazzles your
auditory perception. From song to song, you
won’t be sure if you're hearing the best *90s
electronica outtake ever, anachronistic cabaret
music from a Baz Luhrmann period piece,
or simply the next great chill room cocktail-
swilling classic.

Although seven female singers appear on
the 10 vocal tracks on Slo Light, the songs
all emanate from a common emotional
dramatism; those that aren’t as driving and
danceable sound like they could be Bond
themes from the year 2100. Remove the
vocals, and Slo Light easily could be the raw
material for the score of a sci-fi noir thriller
or a sweeping, picturesque documentary. We
caught up with Davidge in his Bristol, England,
studio on the run up to the album’s release.

You’re already working on your next project
after Slo Light?

I've been working on a film score for a few
months for a movie called Good People. It’s

got James Franco and Kate Hudson in it. It’s
definitely not a rom com. It’s pretty gory at times.
I've had a lot of fun; we’ve got maybe another
week to go before it’s all done and dusted. We’ve
been pretty hard-core as well, working seven
days a week, 17-plus hours a day. That’s kind of
the norm. That’s something people don’t realize
when they want to get into film scoring or even
the album-making game; it’s just the amount of
hours to get something done.

What about film scoring requires so much
extra time? Are you collaborating with
more people, watching dailies, etc.?

It’s not so much that it takes longer to make
than an album; it doesn’t. If you squeeze the
amount of time I’'ve had in the past to make
albums down into a few months, you have
to probably make twice as much music as
you would for an album to score a film, and
sometimes three times as much. It’s intense.
You have to write, record, and program very
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quickly to get everything down. Sometimes
things don’t go quite the way you’d hoped.
Maybe the director or producers have a
different view on what the music should be
doing. You've got a bunch of creative people
who all have an opinion. Ultimately, you try

to get to a place where the score first of all
satisfies me, but also satisfies them. It can keep
you up at night.

I can only speak from personal experience,
but it takes me quite a bit of time to get my head
back into it when I’'ve had some time off. Once
a project gets to that serious stage where we
have maybe a rough edit of the movie, and we’ve
got to map out the score, I choose to work on it
seven days a week, because if I've had two days
off, it’s three days by the time I actually get my
head back into that world, that story.

Do you compose the score in your studio
and then record musicians elsewhere?

It depends on the project and the budget. For
a smaller-scale movie, there isn’t an orchestra
budget; it will be more of an electronic-based
album, so we probably do 99 percent of the
work in this studio. I work with Andrew
Morgan, and we’ve got another younger guy
who does a lot of sound design, beat stuff, and
extra bits of programming. We pass tracks
between us and try to get it to where it feels
like it’s a live band or orchestra playing it, but
it’s all been programmed—quite a painstaking
process. When the budget allows, we’ll sketch
out orchestral parts and go to a studio—possibly
to London to Abbey Road or Air Studios, or
nip over to Peter Gabriel’s studio [Real World},
which is about 40 minutes from Bristol.

If the score is on a small budget, but it wants
to be an organic score, we have to be creative
about the way we give it an orchestral sound,
while keeping the sessions down to a minimum.
Maybe just tracking a solo cellist and either
processing what they’ve done or adding various
synth or sampled stuff. Still, ultimately you
gotta touch those places that only music can
touch. Electronics—that’s my instrument, that’s
my tool—but I'm still trying to touch those same
places that an orchestral score would in your
gut, in your heart. It’s easier if you can afford
an orchestra, because we can sketch things
out we know will sound great. If we can get
that past the client, then we can record it with
the orchestra and get that extra thing that we
human beings can do [laughs].

The song “Slo Light” went up on Sound-
Cloud in May 2013. How long did the whole
album take to make?

That was the first song I had for the album about

three years ago. I started working on a possible
solo album, and then I got to do the Halo 4 score,
which took two years to make. Then we got back
onto the album and probably finished the core
of the album around April last year. It has been
sitting for a little while whilst putting together
the press/PR, videos, and the like. I did another
small film score last year: Citizen Koch, which
was made by the same guys who did Trouble

the Water. So I've been doing other things, and
I'm not very good at juggling things, much to

the frustration of my management and record
company. I tend to focus on one thing and give it
my full attention. But sometimes a project comes
along and you go, “I have to do this. It’s too good
to turn down.”

Was Halo 4 one of those projects?

Yeah. I've been playing the game since it

first came out. I was a huge fan. I turned my
daughter onto it, and when I was working with
Massive Attack, we'd play the game on down
time. When the opportunity came along, it
definitely was one of those projects I couldn’t
turn down. It was a big thrill.

Was scoring a game significantly different
from scoring a movie?
Yeah, very different. I struggled at first, because
I was expecting to tap into experiences I'd had
scoring movies. When I watch a movie, there
might be a lot of fear in the beginning, but
eventually something comes. I get into what’s
happening, and I experiment until something
hits. You get a lot of interaction even just
from the film itself, let alone the director, the
producers, the editor, and the musical director.
With a video game, you don’t really get that
interaction. When I sat in the studio on my
own with a few slides of the scene and maybe
a paragraph of description, I found it a real
struggle, because I was expecting more input.
In the end, I had to go into myself, and—it
sounds really cheesy—but create the movie of
the game inside my head, so I could score to
something. That was tough. It was probably
a month or more before I started thinking,
“Okay, I can do this.”

Did you have to learn any new skills, like for
the music to adapt to the gameplay?

1did try to consider that as I was writing.

I had to imagine how this piece could be
organized so it could run indefinitely without
getting boring and without people wanting to
turn it off. But I've always tried to not let the
technicalities bog me down. Initially 1 would
start by following my gut instinct to create

the best piece of music I could. I sent that



over to the guys at 343 Industries [the Halo
developer], and they’d come back with some
thoughts and possibly even re-edit the piece to
give me an idea of the structure. Then I would
go back into the piece and rewrite it so that it
fulfilled me whilst also hitting all the points
they needed. I still don’t properly understand
that concept, but that’s where you have to
work with good people—people you trust.
They had a great music supervisor who’s also a
composer. He gave me very good instructions
and took some of the weight off my shoulders
about how this was going to implement into
the game.

The Halo 4 remix album was also great and
featured people who have also remixed
Massive Attack. Do you help choose those
remixers?

I was trying my best to maintain my vision of
the game itself, so I could actually complete
it. When people were talking about who
could remix the pieces from the game, 1

had to trust all those people involved. The
only recommendation I had was to get
Apocalyptica. Throughout working on the
game, I was thinking that those guys would
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be great; they’d really kill it on this cue. You
have traditional remixes, but I've always been
interested in getting someone to do a remix
who doesn’t do remixes. We did that a bit with
Massive Attack. We got people like Damon
Albarn and Primal Scream to do remixes. That
excites me. But you have to have your head in
that universe. When you spend 17 hours a day,
seven days a week making music, you don’t get
a lot of time to listen to it {laughs].

b p b ;

How did you pick the guest vocalists for
Slo Light?

Stephonik Youth and I met in Brooklyn a
number of years ago. The singer from TV on
the Radio sang on the last Massive Attack
album, and we were just messing around
with those guys in their studio. One day
Stephonik, a friend of the band’s guitarist
Dave Sitek, popped in, and we got on really
well. We stayed in contact via email, and I
tried to get her involved in the last Massive
Attack album in Bristol for a week, but none
of that worked out. But I played her an
idea that I had, and it was the basis for
“Slo Light.”

I’'ve worked with some great people: Liz
Fraser, David Bowie, Snoop Dogg—people who
have very strong characters. It’s always been
a struggle for me to find people who frankly
I can be bothered to get out of bed to work
with in the morning. I listened to countless
demos of singers pushed to me via publishers
and managers, and [Welsh solo artist] Cate Le
Bon was the only one I actually liked. My old
publisher sent me a copy of her first album [Me
Oh My), which I loved. But that was just before
the Halo thing, which hit like a sledgehammer.
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I completely forgot about her until I bumped
into a guy who has a studio in Bristol. I said,
“have you worked with anyone interesting?
I'm desperate to find someone who's doing
something different.” He mentioned Cate Le
Bon, and I said yeah, of course, yes! [Laughs.]
So we got her to come over one day, and we got
on really well.

We had ['60s and ’70s British pop singer]}
Sandi Shaw, someone who I've loved since I
was a kid. She was one of the first people on
my list of singers I would like to work with,
and coincidentally her management company
inquired if I'd work on something with her. So
that was a no-brainer. Claire Tchaikowski was a
friend of Andrew Morgan. Everyone apart from
Cate was someone I'd bumped into or requested.

The album as a whole has an incredibly
refined, nondigital sound, especially the

24

keyboards and synths. Can you describe
how you capture some of those sounds?
There’s no really convoluted miking
techniques: no particular mic preamp or

mic I use. Often I’'m actually using sample
library material. Some of that material I've
created myself. I've got an old Arp 2600.

I've got Wurlitzer and Rhodes keyboards.
I've got an old Finnish stringed instrument
called a kantele, which I play with EBows. I
make sounds with guitars and turn them into
keyboard noises. A lot of the time it’s just a
process of experimentation—shoving sounds
through various plug-ins, distortion pedals,
sometimes through amps, but actually these
days I don't feel such a need to do that because
the plug-in technology is so good. I've been
using a lot of the [Universal Audio} UAD
stuff. That’s great sound; so incredible. I’ll
always try to push plug-ins to do things they

don’t normally do or try to find new chains of
processing. I'm always trying to find something
unpredictable, where I hit the keyboard, and it
doesn’t sound like it’s supposed to. It’s not so
much about the instrument or plug-in itself;
it’s about the feeling I want to get. I'll use
whatever I have at my disposal to achieve that.

Do you separate a lot of the sound experi-
mentation from the composition process?
It works best for me when those two processes
are deeply entwined. I've been mixing a track,
and I'll come up with a crazy sound, so I'll
rewrite or rearrange the track because I've
discovered something new that’s even more
inspiring. If I hit a keyboard and get that kind
of noise, that inspires me to add a certain

note, or give it a certain groove. Arranging,
writing, mixing, processing—it’s all part of

the same process. That’s when I work my

best. Sometimes I sit down with a guitar and
actually write a song in the traditional sense.
The track “Riot Pictures” that Sandi Shaw
sings—I sat down with some lyrics and actually
played the guitar and sang it through. But
tracks like “Slo Light” were very much about

a sound that began the process. That sound
made me play those notes on the guitar, and
that made me write that string arrangement,
come up with that groove, and ultimately
informed the vocal. To keep moving forward
musically, you have to find new ways to inspire
yourself. If I just sat behind the piano every
day writing songs, I would get really bored.

On Slo Light, your pop music and cinematic
sounds bleed into each other. How does
your time in one area affect the other?
They really do bleed. The Massive Attack
album Mezzanine got used on a lot of films. It
was one of the most licensed albums possibly
ever and influenced a lot of film scores I think.
I’'ve watched many films and thought, God,
that sounds like something we did!

Some of the music I've made in the past has
influenced a progression in film music. The
film music has taken a step forward from there,
and I've brought that back into the album-
making. I'm like a big sponge. Everything I
see, hear, and experience goes into one pot,
and I have to think, what is applicable to this
project? I don’t think there’s any surprise that
an album I make also has a very strong filmic
sense, and when I’'m writing stuff for a movie,
maybe there’s an aspect to a piece that could
almost be the track for an album.

When I see the first rough cut or some
gameplay footage, I might have a week or two
of completely free-form writing to come up
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D) extraordinaire Steve Aoki may have begun
his career throwing parties at UC Santa Barbara,
but gifted with both an artist’s heart and true
entrepreneurial spirit, he's built an empire
based on having a good time listening to music.
With his globe-trotting lifestyle, that means
producing on the go. Like many other artists,
the software revolution makes this possible for
Aoki. The combination of powerful laptops, like
the MacBook Pro he prefers, with a dizzying
range of music software and the worldwide
Internet connectivity that comes with modern
mobile devices, means that wherever he is, he
can be working. As he explains, “Sometimes,
| just land off a plane and I'll come up with an
idea and start humming voice memos in my
phone—I've got a million of them. Most of
them are just rubbish, but some of them have
something that | could possibly use in a song.”
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For his last album, Neon Future, Aoki took
some time away to find a new perspective.
“| rented out a cabin in Mammoth Mountain
for two weeks and also one in Big Bear,” he
explained. “I wanted to be completely isolated
from every possible distraction. [It] was all just
compiling all of these concepts and ideas that
I've been diddling [with] and writing on the
road. | was able to flesh all of them out in one
go. So | recommend that idea that, if you can’t
get anything done, sometimes your own studio
is your enemy. You need to do something in
a new creative space and be away from the
world, if you can.”

Read the entire interview and
see the gear at guitarcenter.com
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with as much music as [ can. Sometimes that
music will be wrong for the project, but it will
be great for another album, film, or interactive,
installation piece.

I'll just write for the sake of writing and
try to put those feelings onto the computer
and get that coming out of the speakers. In
my head it all molds into one thing. Where
I actually have to start thinking is when I'm
applying the music to that medium. For a
movie, I can’t have something that sounds like
a song completely overpowering a scene. [
have to best serve the project.

You’re self-taught as a musician and
producer, correct?

Absolutely. I remember at school trying to go
into music lessons on my lunch breaks and
got thrown out because I couldn’t read music.
Since then, I've wanted to make music, and
I've been jamming in bands and learning how
to record, sequence, engineer, write songs,
sing, play—everything’s been self-taught
through first-hand experience.

Maybe that’s why you feel like you have to
keep developing musically, because you’ve
been doing it the whole time.
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Financial Aid and Veterans’ Benefits available for those who qualify.

Yeah, every corner that I turn around there’s
some new lesson. I've learned so much from
working on this film now. It’s been a nightmare
at times, but the projects you learn the most
from are the most difficult and challenging. You
have to push yourself to reach places you've
not reached before. That keeps you fresh. That
keeps you from not getting too up your own
ass. It just keeps you a normal human being,
rather than someone who believes the rest of
the world should be listening to what they do
because only what they do is right. I don’t feel
that way at all—never have.

Will you continue to work on solo albums?
I like to change it up. Prior to the album I was
working on the game. After I've spent a good deal
working on songs, I want to work on instrumental
music again. I just finished this film. I've got
another film coming up fairly soon, but I'm
very much up for putting out another album
at some point. I don’t think I'm going to dive
straight in. But as I'm working on the film
score, if [ create pieces that would be pretty
cool for an album, I'll put that to one side. So in
some way, I am working on another album. At
some point I'll listen to all the ideas and work
out whether I have something or not. =

YOUR CAREER
INAUDIO IS

MONTHS AWAY!

Contact us to learn how you can quickly become skilled in
studio recording, live sound engineering, audio production/post
production for film and television, and video game sound.

Grab your seat before it's too late.

Expanded
Curriculum
Learn More at CRAS.edu

1.888.604.4075 | CRAS.edu 2300 East Broadway Road, Tempe, Arizona 85282
Consumer information available at: www.audiorecordingschool.c htmi
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Hotel Valentine

is a 38-minute

love letter to
multidimensional
production,

[ masquerading
8s @¥®ies of

K dshetarted,

giddily ethereal

engagements
1

BY TONY WARE

HOTEL VALENTINE—the first album from the duo of Yuka C. Honda and Miho
Hatori since 1999 (and their third album overall)—reverberates with the belief
that motion-capture isn’t solely a visual technique, and the joy in puzzles is as
much about the unpacking as it is the solution. Combining the shifting personas
and self-production of songwriting partners Honda and Hatori with musical
collaborators and the hybrid/multibus mix rig of engineers Michael Brauer and
Ryan Gilligan, Hotel Valentine transitions through 10 fleshy, phantasmagoric
scenes that bring a ghost romance to life.

“We set out to have a sense of mystery in a lot of the songs, starting with
chord choices or having suspended melodies and adding more through reverbs
and delays,” says Honda. “I’m really into optical illusions—1I read Scientific
American and stuff like that—and I learned that the brain often fills in the blanks
for you. Your brain can only focus on a few instruments at once, so in the mix we
would play with what was muted and what wasn’t, what was louder and what
wasn’t, how effects could be used on different parts at different time. . .. It’s like
a pyramid; every step, every block was very important, and we always looked for
the new idea that made the song stronger and gave the mix the right mood.”

“We didn’t come to this album with unused parts from solo albums and loops
and melodies and lyrics already stuck in our heads; it was all about collaboration,”
says Hatori. “We’re proud parents, because our chemistry made this creation. We
tried a lot of stuff and took the time to do what we wanted to do.”

The Return of Crazy Food Hotel Valentine took almost two years to complete,
and the sessions were a long time coming. Honda and Hatori, who relocated
independently from their homeland of Japan, met in New York City in the early
'90s and first performed together in the punk/noisecore band Leitoh Lychee.
They furthered their mutual appreciation for tasty naming conventions when
they formed Cibo Matto (Italian for “crazy food”), and in 1996 released the

debut album Viva! La Woman, featuring the songs “Birthday Cake,” “Know Your
Chicken,” and “Sugar Water.” It took till 1999 for the duo to record a follow-up,
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Stereo Type A, which saw a deeper integration
of live instrumentation and analog saturation
alongside a command of synths, samples, and
rhythmic non-sequiturs.

In 2001—after extensively touring their
funky, brassy, and breezy pan-genre dreamscape
Stereo Type A—the two put Cibo Matto on
hiatus and went on to pursue a wide variety
of solo albums, recording collaborations, and
production opportunities. In 2011, Honda and
Hatori reunited in New York City for a benefit
concert following the Fukushima Daiichi
nuclear disaster, and not long thereafter set out
to script an “invisible film,” as Hatori describes
the loose construct of “old and odd spaces” that
became Hotel Valentine.

Much of Hotel Valentine was tracked and
arranged in Honda’s home studio (a.k.a. the
living room/library) using Pro Tools. “In the
’90s I loved Cubase, because it was so intuitive
in terms of MIDI programming, but Pro Tools
HD has gotten better at that and it’s easier
for exchanging files with engineers,” explains
Honda, who by the end of the album’s creation
had recorded musicians including guitarist
Nels Cline, drummer Yuko Araki, keyboardist/
bassist Jared Samuel, trumpeter Michael
Leonhart, trombonist Aaron Johnson, and
saxophonist Douglas Wieselman.

Remote Control Additional contributors,
including drummer Glenn Kotche,
percussionist Mauro Refosco and vocalist
Reggie Watts, sent in contributions after
receiving rough melodies or rhythms that
needed more expression, more controlled
chaos to help parts escape the tyranny of the
grid. While Honda and Hatori generated initial
sessions and concepts, acoustic contrasts, and
sample components sprouted from a lot of
widespread interaction.

These remote collaborations carried over
the openness to eclectic design the duo had
explored on Stereo Type A. Outside influences
also encouraged Cibo Matto to construct their
series of interlaced spectral vignettes, including
an appreciation for the arrangements of tUnE-
yArDs, the VST sequencing of Cornelius, the
synth work of Sean Lennon, and the mesmeric,
take-from-it-what-you-will set pieces of 2012
French film Holy Motors.

“I like to start writing from a beat, then
from there either go through my sampler and
fiddle with loops or start with a VST,” says
Honda, revealing some of the master keys
to the album’s architecture. “I have an old
sampler, the Roland DJ-70, and I still like to
use it to meld samples and play them back on
the keyboard. It only has 4MB [memory], so
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we used to have to create a very short loop and
play it back in three different octaves to create
a very interesting beat.

“Now I use a lot of plug-in drum machines,
especially [Native Instruments] Battery. I got
into it when I saw Cornelius in the studio
using it. I also like Reason’s Redrum [drum
computer]. Another drum sound I really like is
from the {Teenage Engineering] OP-1 [portable
synthesizer/controller]. Sean [Lennon] used
it a lot when I was working on Yoko’s project
[2013s Yoko Ono Plastic Ono Band album Take
Me to the Land of Hell] and it inspired me to try
that. I used it for this great sad bass sound on
the song ‘Empty Pools. He also reminded me
how fun it was to use toy sounds, and I started
playing with a lot of iPhone apps like SampleWiz,
recording [‘Empty Pools’] vocal parts through the
microphone to get a lot of static.

L

“I want the vocals to
always be the protagonist
of the story, so I think
about frequency, EQ,
panning, and timing to
make sure other parts

sit behind Miho and

loops don't hit all at once
directly on top of hers, so
she doesn’t have to sing or
rap too loudly to compete.”
—YUKA C. HONDA

“From Yoko’s sessions I also recorded with
tUnE-yArDs, and 1 realized she goes much
further with the ABABC form of writing,
which influenced me on songs like ‘Déja
Vu, where we have one song sandwiched in
another,” continues Honda. “Also, on ‘Check
Out, the structure is ABCA and B and C never
repeat. I didn’t try to mimic anything, but
working with all these people reminded me
how far I could push my creative muscles, do

whatever I wanted. And I like changing the
format, because it makes me use my senses
more instead of doing something I just know
that I can fall back on. I have things I love, like
the [Sequential Circuits] Prophet 5 [synth],
but it was broken and that was a good thing
because it forced more of these experiments.”

Assembling the Puzzle It wasn't just the
unpredictability of vintage gear that could
change the entire pitch of a song. The Cibo Matto
dynamic is a 50/50 partnership, meaning if Honda
composes some music that doesn’t inspire Hatori
to sing on it, something’s got to give. For example,
the song “Housekeeping” was originally to be a
different, far faster BPM, but Hatori didn’t feel

a connection to the original construction. The
compromise was a really fast hi-hat and shaker
with a half-time main beat, allowing for more
open territory on which to perform.

Conversely, Hatori might bring a beat or
eerie synth melody that doesn’t quite fit with
Honda’s vision of a song, and they might work
to pull new sounds from Native Instruments
Maschine or the Dave Smith Instruments
Tempest analog drum machine, scrolling
through presets till inspiration strikes. Or,
Hatori says, she could use body language to get
into a character that better matched a song, and
the way she physically approached the session
would affect her vocal attitude even if she
sang directly in front of the mic. And various
methods of wobbly, loosely timed processing
assured that a melody could meet the right
amount of astral resistance, like swimming
through an empty pool full of echoes.

Outboard guitar gear—such as the ZVex Seek
Wah tremolo-sequenced wah-wah, Electro-
Harmonix Ring Thing and Deluxe Memory
Man and Ekdah] Moisturizer spring reverb
[with an external, playable spring]—came into
play as Honda and Hatori would use jamming
to develop melodies and play with the way
loops would sound outside the vacuum of the
box. A fan of “happy accidents,” Honda would
sometimes print these effects on instruments,
though Hatori prefers her final takes dry to
evaluate what she’s singing (“Reverb can make
everything too beautiful,” she says).

Once the two compiled their Reason
sketches and established Pro Tools guide
tracks, final lyrics would be written, vocals
would be approached through various
microphones (including iPhone Voice Memos,
a Shure SM57, and a Neumann U87), organic
parts would be incorporated, and heavier in-
the-box processing would commence.

When tracking, Cibo Matto’s preamps
of choice were a Neve 1073 and Avalon VT-



737—the first for warmth and texture, and

the second for clarity on lead motifs. These
components further reinforce the balance of
nostalgic and contemporary tonality, of dreamy
and striking consistencies coexisting. However,
it was one thing for the parts to get in, and it
was another for them to fit together.

To establish the desired effects to
accompany the “narrative” —which required
long hallways of resonant groove, haunted
washes, and flashes of tightened activity—
Honda applied a well-stocked signal chain,
including Audio Ease Altiverb, Universal
Audio 1176LN and LA-2A [classic leveling
amplifier] hardware and emulations, Bomb
Factory compressors, and more. “I want the
vocals to always be the protagonist of the story,
so I think about frequency, EQ, panning, and
timing to make sure other parts sit behind
Miho and loops don’t hit all at once directly on
top of hers, so she doesn’t have to sing or rap
too loudly to compete,” says Honda.

Making it Strange With their arrangements
established, Honda and Hatori turned to New
York-based Brauer and Gilligan for the final
stage, which Gilligan summarizes as “... taking
everything to the strangest place we could.”
Honda first met Grammy Award-winning mix
engineer Brauer while she was producing
singer-songwriter Martha Wainwright’s 2012
album Come Home to Mama.

For Hotel Valentine Brauer acted as mix
supervisor with Gilligan doing the hands-on
engineering via a combination of Pro Tools
automation/effects/Avid Artist Mix control
surfaces, and multiple dedicated outboard
stacks of specifically partnered and calibrated
summing mixers, compressors, EQs, and
dynamics shapers set up in a cost-efficient indie
room. This parallel-compression approach
to analog presence and punch is dubbed
“Brauerize.” The setup, based on gear Brauer
uses when he works behind commercial-grade
consoles, reinforced the sense of depth and
movement for Cibo Matto. “They had done a lot
to get the rough mix in place—the template was
70 to 80 percent there—we just needed to boost
the feel,” says Brauer.

This boost came from four stereo busses,
each one optimized for a specific timbral
quality. Stereo A (adjusted for keys, synths,
horns, vocals) includes a Neve 8816, a Chandler
LTD-2 pair, and a Retro 2A3 EQ. Stereo B (for
drums, bass) features a Chandler Line Mixer
and an Empirical Labs Distressor EL8-X pair.
Stereo C (guitars) uses a Tonelux OTB16
(modified) and a Joe Meek Stereo Compressor.
Stereo D (horns, strings, background vocals)

utilizes the TFPro Edward the Compressor,
which also has adjustments for width. A fifth,
unprocessed stereo bus is available, as well.
Mono/stereo sends from Pro Tools for
stems that end up straight down the middle
can hit a Schmidlin Fed+ Compressor, Retro
Sta-Level compressor, Altec 436B compressor,
Chandler Zener limiter, Cyclosonic FS-1 panner,
Akai $612, Neve Portico stereo field editor
and Behringer Edison EX]1, all summed to a
Burl B32. Finally, the four stereo bus outputs
and the Burl B32 output go into a Folcrom
RMS216 with Telefunken V72 makeup gain,
then through a Dramastic Audio Obsidian 500
stereo compressor, Shadow Hills mastering
compressor OR Chandler Germanium
compressors (pair), Chandler Curve Bender EQ
(modified), Kush Audio Clariphonic Parallel EQ,
and Cranesong HEDD.

L

“They’d send us
instructions; for example,
for ‘Emerald Tuesday’ they
said it should ‘sound like

a cocktail they serve at
the bar in the imaginary
hotel’—and then give us
leeway to work.”

—RYAN GILLIGAN

“The idea with all of this is to have freedom
in the mix; if you want to jack up the guitars you
can without it affecting the piano or drums and
bass too much,” says Gilligan. “You can have
more dynamics within the mix. And all of these
aren’t doing a lot of compression, maybe a dB,
and they’re all calibrated. We run tone through
them and make sure they are returning the
same amount of compression every day.”

The work put into the mix was designed
to nail down the feeling of encountering
what feels like a wandering ghost. The
beginning of the track “Lobby” is treated
so a vocal emerges from a bed of reverb to
become increasingly dry/immediate. Big
delays are thrown on a single word, then

hard cut off, panned, or distorted into reverb.
Low background vocals are sent into a long
plate reverb, squashed to hover persistently,
then sidechained to the kick to create an
ongoing pump with an indiscriminate origin.
Instances of Universal Audio’s ATR-102
Mastering Tape Recorder, with the wow

and flutter jacked up on reverb or delay, also
assure things never stay static.

The final component that ensures the
vision of each song was rendered through the
mix was actually playing it back on a Sony
ZS-6 boombox. While the studio monitoring
set-up included a Shadow Hills Industries
Oculus monitor controller, ProAc Studio
100, Barefoot Sound MM27, and Meridian
DSP7200 loudspeakers, the harshest light was
shown on the mix through that radio. One set
of professional monitors was just right for
tweaking brightness, and another for sub bass,
but it was imperative to check the balance on a
downstream consumer system.

With no more than a day or two on
each mix, Gilligan quickly had to translate
instructions that left plenty to interpretation,
make a rough mix, get comments and
directions from Brauer, implement those
changes, then send it to Honda and Hatori
for more instructions. This process repeated
until something abstract like “make this song
sound like you’re on the moon driving ina VW
Beetle and the sun is setting” would coalesce
into a mix signed off on by both Brauer and the
band. However, Gilligan enjoyed every round—
whether it resulted in trying to sound more
like a cave full of shadowy reflecting pools or
muting just one drum loop on each 32nd note.

“[Honda and Hatori] were two of the
most positive people ever to work with,” says
Gilligan. “They'd send us instructions; for
example, for ‘Emerald Tuesday’ they said it
should ‘sound like a cocktail they serve at the
bar in the imaginary hotel’—and then give
us leeway to work. And whether it met their
vision or not in the first mix, they were always
psyched to hear things, which made the whole
process that much more fun.”

Sometimes a little bewilderment is a
wonderful thing. “I wonder how many people
know their life is like this, staying at the hotel,
renting times, renting a body,” intones Hatori
at the end of the song “Lobby.” Those who do
find themselves unraveling the identities in
Hotel Valentine will request late checkout. m

Washington, D.C.-based writer/editor Tony
Ware has never encountered a ghost, but if he
ever does he hopes it’s friendly and just wants
to orc'er room service and listen to records.
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VETERAN PRODUCER Jay Joyce has pushed the faders for The Wallflowers, Emmylou Harris, Patty
Griffin, and Little Big Town. And he’s played guitar with John Hiatt, Iggy Pop, Brendan Benson,
and Radney Foster. Recently opening St. Charles Studio in Nashville, his first productions
included Cage the Elephant’s Melophobia, Eric Church, and baby-band Sleeper Agent’s third
album, About Last Night (RCA/Mom+Pop). Jovce doesn’t pull punches as he shares insights on
his production philosophy, and later, digs into the Sleeper Agent sessions.

Producer Jay Joyce at
St. Charles in Nashville.
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“How can I put this without putting people
down?” Joyce muses. “I never think about
sales, marketing, what people are listening
to or not, whether something works or not.

I never have. If the music’s good and you're
having fun and you are passionately moved by
it, generally the musicians know more than
the business people about what’s working and
what isn’t.”

“The communication and the feelings are
way more important than the sonics,” Joyce
adds, denying 50 years of recording technology
advances in a single sentence. “I don’t think
somebody is going to say, ‘1 don’t really believe
that vocal, it’s not very good. But man, it’s
really well recorded.” Who cares?”

About Last Night was recorded by Joyce and
engineer Jason Hall, assisted by Matt Wheeler,
and mixed by Mark Needham at the Ballroom
Studio in Los Angeles. Additional tracks
were produced and engineered and mixed
by Shinedown bassist Eric Bass at his Ocean
Industries studio in Charleston, SC, and by
Jeremy Ferguson at Battle Tapes Recording in
Nashville. The album was mixed by Joyce at St.
Charles and mastered by Chris Athens at Chris
Athens Masters, Austin, TX.

Sleeper Agent strode into Jay Joyce’s new
lair this past summer, hot off their reasonably
successful sophomore record, Celebrasion.
“[Celebrasion] was recorded innocently, just
the band and me making music for ourselves,”
Joyce says. “This time it involved more people
in the mix: managers, record companies—
people with opinions. The band’s music had
a girl/guy thing; it was unique and really
clever. This time, the process was different.
Everything began with a live take, cut to click,
then entire sections were moved around, like a
collage process. I don’t do that often anymore;
I am generally a live producer.”

Joyce’s subtle skills and shrewd approach
pays dividends on Sleeper Agent’s About
Last Night. Twenty-something vocalists
Alex Kandel and Tony Smith maintain their
defiant edge; Sleeper Agent’s performance is
remarkably glossy, yet still in the pocket. It’s
light years away from Celabrasion’s darker,
alternative approach. About Last Night raises
an insolent fist at the pop fodder marketplace,
offering an album of stomping anthems in the
infectious, Dr. Luke-worthy “Take It Off,” the
Gary Glitter-infected shuffle of “Bad News,”
Spanish romp “Sweetheart,” potential sleeper
hit “Shut,” and cheerleading punch-out “Me
On You.”

“You play whatever is getting you off at the
time,” lead guitarist Josh Martin insists. “This
was definitely an evolution. It’s more focused

on our lead singer Alex and her voice and
writing to her.”

For Joyce and Hall, it meant starting each
song anew, creating fresh sonic treatments,
from adding samples to live drums to
minutely adjusting in-studio configurations to
starting songs from scratch. Joyce and Hall
don’t set up mics and leave it at that—every
song gets a fresh interpretation. “It’s a lot
more work, and you have no idea if it will
work until you've put 12 hours into the song,”
Joyce says. “There were songs where I told
the band, ‘You don’t want to hear this, but this
song sucks. We have to do it again. It would
have been easier to do one take. But in saying
that, sonically and instrumentation wise, I
didn’t feel that every song demanded a new
palette. Our keyboard sound repertoire was
fairly small. But this record was definitely a
new sound for the band.”

“We want it to sound like
the finished record while
we are tracking it. We will
add effects to drums while
recording, or treat vocals
while recording to try and
impart some kind of vibe
while we are cutting it.”
—JASON HALL

The band worked out song details in pre-St.
Charles demos recorded at keyboard player
Scott Gardener’s Bowling Green home. “We
used Scott’s Logic system to record 30 to 40
songs while waiting to get into the bigger
studio,” Martin explains. “We experimented a
lot. On ‘Impressed, there’s a delay that sweeps
through the song. It disrupts the texture of
the tune but adds an emotional build before
the chorus. We used two delays at once; the
Line 6 DL4 and a Digitech Expression pedal.
And ‘Be Brave’ has these almost robotic effects.
It’s a couple synths and guitars running
through a box that chops up sound like a
distorted vocoder. We used some plug-in and
an Electro Harmonix Voice Box.”

“I used Logic and a PreSonus FireStudio
with FireWire,” Gardener says, “just enough
inputs to mic vocals, bass, guitars, and drums,
then direct with keyboards. I used SM57s
on amps, just trying to capture that first
impression of us playing together to decide
whether we needed to try a different style.
And mostly entry-level CAD microphones and
some cheaper Beringer condenser mics. Blue
Microphones sent us a Yeti, which we used on
vocals. It’s real hot, but we liked it a lot.”

Working at a brand-new studio built within
the skeleton of 1920s-era Baptist church, Hall
saw About Last Night—St. Charles’ first record
out of the gate—as a chance to experiment.
“For the first week, Sleeper Agent came in and
played a couple songs a day while we tuned
everything in,” he recalls. “The church is a
big, wide-open, single-room facility, including
the control room and the tracking space. We
experimented with drum placement and
allowing certain elements to bleed into the
room mics and the drum mics, trying to capture
the spirit of the building. There’s something
about that bleed; it makes the guitars sound
better and the drums sound cooler. Getting
that energy of the band playing together in
the same room as opposed to everything being
perfectly isolated or recording each instrument
individually was important.”

St. Charles’ secret weapon is an extremely
rare, late 1970s-era Sphere Eclipse C console.
While Joyce and Hall selectively used Neve
outboard mic pres, the bulk of the album
went through the Sphere Eclipse console and
internal mic preamps.

“We tracked everything we could through
the Sphere to give that particular color to as
many elements of the record as we could,”
Hall says, “to help create a vibe and a sound
that was unique. That's the way records were
done forever; it’s only a more recent trend that
everybody uses these boutique preamps. But
the Eclipse console sounds so beautiful.

“There were only 50 Eclipse C Series made;
it was part of the Electrodyne/Quad-Eight
lineage,” Hall continues. “These consoles are
the end of that history. It’s got a similar sound
to a Quad-Eight console but with these really
amazing 900 Series EQs, which are graphic
EQs on each channel. A lot of mastering
engineers use them. We had 20 of those
available for all the different instruments; they
make beautiful-sounding EQs.

Hall and Joyce created their own echo
chambers in the church’s large basement, filling
its various small rooms with microphones
and amps, “trying to capture acoustic spaces
that were in different locations,” says Hall. In
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the main live room, they placed drums in the
former vestibule and the control room—where
else?—on the altar. But they said no to isolation
booths, even for vocals.

“We don’t isolate every person in the band,”
Hall continues. “We want the members to have
an open dialog. So they’re playing together,
and we’re right next to them. We motion at
them and we are all part of a group dynamic
and dialog.”

St. Charles has the sonic benefit of the
church’s vaulted ceilings and the beauty of
its stained glass amber windows. “It’s a very
beautiful, musical-sounding room,” says Hall.
“Very natural, not reverberant, all wood floors.
Everything is on wheels, so we can move gear
around at will, make it configurable depending
on the client’s sonic goals. We move drums
around, move guitar amps around, move
baffles around, it's completely configurable
depending on the band’s instrumentation.
Sleeper Agent was our first baby out of the new
studio and we did a lot of experimenting to
figure out this new space. I feel like the spirit
of exploration is prevalent on that record.”

For drummer Justin Wilson, Hall ran
everything through the Sphere console, using
LA2As and 1176s for compression for drums
and vocals, and other instruments as well.
Drums were recorded both minimally and
maximally, again, depending on the song. “For
drums, we relied on SM57s and Royer 121 as
overheads and maybe a Neumann SM69 as a
stereo room mic,” he says. “You have to use
close mics to get all the impact drum stuff,
but generally we try to get a really cool room
sound, and blend that in with the close mics.
We also discovered you can’t always just place
the drums anywhere in a wide-open room. You
have to create barriers for the sound to stop at
in order to really get a tight, energetic drum
sound. We used band shell barriers like you
might see at an auditorium for an orchestra.
They have a slanted top; using those in the
room really helped us define certain spaces
where it was necessary.

“On some songs, we might do four mics or
even fewer on the drums and blend them down
to one track on an Altec mixer, all the way up
to 12 mics on a drum kit in the main room,
says Hall. “It changed depending on the song.
Also, we don’t get drum sounds for a whole
record, then move on to the next element. For
each song, we discuss certain treatments then
approach each element from that directive.
Sometimes we’ll track drums very minimalist
then build them up later, or we might get a
huge drum sound while cutting the band live
together.”
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So Hall and Joyce followed the “studio
as instrument” approach as practiced by
everyone from Brian Wilson and Phil Spector
to Amon Duul 11 and Teo Macero-era Miles
Davis? “Absolutely! That is one of Jay’s
staples,” says Hall. “And we are not just cutting
a bunch of tracks then fixing them in the mix.
We are going for things from the beginning.
We want it to sound like the finished record
while we are tracking it. We will add effects to
drums while recording, or treat vocals while
recording to try and impart some kind of vibe
while we are cutting it.”

Hall and Joyce used UAD plug-ins,
Waves compressors and SoundToys bundles.
Keyboards and bass were recorded direct
and also fed to amplifiers, using basement
chambers to isolate amps. “Sometimes you can

“I like the sound of a
vocal in a live room. If

I am going for a super

dry vocal, I will isolate a
singer, but I don’t do that
as a given. That should be
a desired effect, but that’s
not how people sound.”
—JAY JOYCE

have an amp that will be too loud for the room,
so we put it in a room downstairs,” Hall says.
“We even ran vocals through a separate P.A.
upstairs to excite the room mics.”

EMT plates and Fender and AKG spring
reverbs were used on everything; guitars also
reccived the vintage treatment. The biggest
recording challenge, beyond tracking a new
band in a new studio, was chasing electrical
circuits and signals: Where’s the damn hum
coming from?

“Going to a new room where you don’t
know what you’ll get, you have to think on
your feet and make adjustments on the fly,
says Hall. “And there’s the typical electronic
explorations, sorting out hums and noises in
the line, working with the power scheme of
this old church.”

Another challenge for Joyce was tracking
the dual lead vocals of Kandel and Smith.
Where on their second album Sleeper Agent
sounded like a typical male-fronted alt rock
band, Alex’s sharp female attack added a new
element to the band’s sound. Retaining the
freshness of the male/female contrast while
letting Kandel fully come into her own as a
singer was key.

“Alex and Tony have been singing
together a while, so they have a thing,” says
Joyce. “Tony writes the lyrics with all these
really clever layers. His vocal cadence and
the rhythms of his vocals are pretty complex
if you break them down. This is the only
band Alex has ever sung with, straight out
of high school. She learned how to sing by
hearing Tony’s songs. Tony writes for her,
but she doesn’t sing like him. His singing is
sly and weird. I had to get clarity from them,
particularly with the mandate to make it
more commercial. So we wanted to make
the vocals very big and in your face and
important, We recorded them live together
to make sure the parts were working. The
songs are heavier on this record than the
last. So we got Alex on her own a few times
and separated them occasionally.”

Smith sang through an EV RE1S5, (“the old
Beatles mic,” says Joyce) while Kandel tracked
through a Shure SM7. “We wanted control
over the best take,” Joyce explains. “If they are
both singing, I might have to settle because
they are bleeding into each other’s mics. I want
them close together to get that energy. But
separating them gave me more control over the
vocals. If I can use take two from Alex and take
three from Tony, you won't hear the bleed.”

“I like the sound of a vocal in a live room,”
Joyce says. “If I am going for a super dry vocal,
I will isolate a singer, but I don’t do that as
a given. That should be a desired effect, but
that’s not how people sound. If they are singing
and they're comfortable, I put a mic in front
of them and they sing it right where they are
50 they’re not rethinking it. The less they are
thinking about singing the better—then they’re
just singing the song. The best way to get
somebody doing what they do best is just doing
it and not having them thinking about it. And
that works better in an open space.” m

Ken Micallef is based in New York City.

More Online
Read an interview with bassist
Eric Bass.
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Chosen by Ear

Chosen by ear, Dynaudio monitors are found in the
world's leading broadcast and production studios.

We encourage you to choose by ear.
Wondering how?

Visit www.dynaudioprofessional.com to get our free

guide to choosing monitors by ear and free audio
test files.

DYNAUDIO

Professional



o Actress
Ghettoville
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: 3 While Darren Cunningham’s (aka Actress) previous releases expressed beat-riddled dubstep
(Hazyville), experimental R&B (Splazh), and beat-less religious allegories (R.I.P.), Ghettoville retreats
into skeletal beats and cryptic melodies. As if scrounging a graveyard to create his own private
Frankenstein, Ghettoville is all chopped vocal samples, beats submerged in oil and dough, and

children’s melodies tossed off like candy wrappers. “Corner” seesaws over a squishy beat, while a

vocal mumbles below. “Contagious” sounds like a contagion roaming the city, horror-show synth lines

hovering above 808 drops and a beat so gelatinous it oozes. Just when you think it couldn’t sink lower,

“Image” prances fawn-like, its broken gurgles and Playdoh bass boings bringing the dance floor home.

KEN MICALLEF

Tensnake
Glow

The debut full-length
from Hamburg,
Germany-based DJ/
producer Marco
Niemerski offers deep
house that's equal parts
late-’70s Italo-disco,
EPROM-era drum
machines, melody-
washed prog-house,
and of-the-moment
melancholic funk-

led groove. Panning
reverb-flanked
percussion, dilating
cutoffs, splashing
bitcrushed fragments
around sultry chords
and pitching down
vocals, Tensnake seats
collaborators Nile
Rodgers, Jamie Lidell,
Jacques Lu Cont,
Jeremy Glenn and
Fiora in a spacious,
supple mix that’s
restless without feeling
distracted.

TONY WARE

Hardkiss
1991

Certain sounds can
only be created due to
their association with
specific experiences.
Hardkiss, the San
Francisco label

and “brotherhood”
exemplify this with
1991. The LP marks
their re-launch,

pays respect to
deceased brother
Scott, and introduces
a new generation to
Hardkiss’ space disco.
The saucy funk of
“It’s Right” sits well
with the flirtatious
“Don’t Worry,” while
“I Am Yours Forever”
shimmers like a
mirrored ball, each

a fine sketch of the
landscape in which it
was created.

LILY MOAYERI

Johnny Cash
Out Among the Stars

John Carter-Cash
discovered a whole
album’s worth of
never-released
material by his dad
while assessing the
Cash catalog in the
Sony Music archives.
These Billy Sherrill-
produced tracks were
recorded in Nashville
in the early ’80s, and
showcase the man

in black at the peak
of his vocal powers,
fronting an A-list
band. Unfinished
edges were massaged
by Carter-Cash with
the help of Marty
Stuart, Buddy Miller,
and Carlene Carter.
This is a magnificent,
unexpected gift from
the country gods.
BARBARA SCHULTZ

Illum Sphere
Ghosts of Then and
Now

Co-founder of
Manchester’s popular
Hoya Hoya night, Ryan
Hunn has remixed
Radiohead (King of
Limbs’ “Codex™) and
planted his global DJ
seed before delivering
his debut as Illum
Sphere. Hunn creates
escapist music for
wandering dreamers.
Tying tracks together
with static, the album
flows from blissful

to doomed, whether
looping blips and sonar
sounds (“The Earth is
Blind”), inserting Afro
Cuban hand drums
between fragrant
Rhodes improvisations
(“Near the End”), or
pairing children’s cries
with gaseous crunches
(“1t’ll Be Over Soon™).
A memorable debut.
KEN MICALLEF

Liars
Mess

Following up 2012’s
WIXIW, Liars retreat
to more provocative,
flagellating recesses
of the trio’s
oscillators. Diametric
to the Day-Glo
euphoria of EDM
(electronic dance
music), Liars feed
upon the degrading
coils and metabolic
insistence of EBM
(electronic body
music)—a less art-
shattered, more
rhythm-prone,
physical offshoot of
industrial. Long gone
is untreated organic
instrumentation; in
its place are stains of
portamento synth,
confrontational
sub-bass, staggering
keyboard riffs, blunt
percussion, and
chewed-up vocals.
TONY WARE

Various Artists
Looking Into You: A
Tribute to Jackson
Browne

These 23 gems
highlight Browne’s
impressive
songwriting talents.
His beautiful
compositions are
treated lovingly

by great artists/
interpreters,
including Lucinda
Williams, Bonnie
Raitt, Ben Harper,
and more. Outside of
a couple of reggae-
and Latin-flavored
tunes, this isn’t one
of those tributes

that turns classic
arrangements upside-
down; there’s no punk
“Pretender” or R&B
“Doctor My Eyes,” but
this double-disc set
displays the artists’
sincere reverence for
Browne’s recordings.
BARBARA SCHULTZ
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Sometimes it’s the little things in
life that count

BY GINO ROBAIR

WHILE WE spend a lot of time and money maximizing the high-profile
parts of our rig—amplifiers. microphones, monitors, preamps,
compressors, interfaces—we don’t always pay enough attention to all
the stuff that goes in between. Stands, cables, and other accessories
can easily be the weak link in your system if you’re not paying close
attention. Do you really want to connect your classic mic and vintage
preamp using a $10 cable?

This month, we focus on a range of accessories for studio and
stage that are designed to improve sound quality and workflow
without emptying your wallet—from smartphone and tablet stands
to gadgets that make recording more convenient. (Prices given are
MSRP unless otherwise noted.)
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AlrTurn Manaos
Mount

AIRTURN.COM

$49 STREET

AirTurn offers a variety of products aimed at
musicians who use mobile devices. One of the
newest is Manos Mount, a universal stand-
mounting system that was designed to mimic
the way your hand grips objects between the
thumb and fingers. As a result, the Manos
Mount can hold anything from a smartphone
to a 13-inch tablet.

Manos Mount attaches to the top of a mic
stand. The two arms have grips at either end
that you open by squeezing their outer edges.
Once you’ve clamped your device in place,
tighten the side-screws on the arms to secure
it. Your screen can be rotated 360 degrees,
letting you use your screen in landscape or
portrait view. In addition, the mount can be
tilted back to make the screen easier to read
whether you're sitting or standing.

AirTurm Tap
AIRTURN.COM

$149 STREET

AirTurn also offers Bluetooth-enabled
wireless, digital page-turning devices so

44

that musicians can keep their hands on their
instruments while reading scores. Because
drummers also use their feet when playing,
the company created AirTurn Tap, a special
pad-based interface that reacts to being struck
lightly by fingers or sticks.

The pads, which utilize piezo sensors, can be
used to turn pages in either direction, start and
stop a metronome, or trigger sound files, among
other things. Tap’s Bluetooth system is based
around the company’s BT-105 tranceiver, the
same device used in its pedal-activated systems.

Auralex
ProGo-26

AURALEX.COM
$419 STREET
Short for “professional gobo,”
the ProGo-26 is a lightweight
and portable two-sided
absorber panel that can be
used to control reflections,
alter room ambience, or
increase isolation between
instruments when recording.
Measuring 2'x6'x8", the panel
has a fabric cover that is available in 12 colors
and a base laminated with Melamine that can
be fitted with casters.

If you need something that covers a greater
horizontal area, Auralex offers the ProGo-44
($789), a 4'’x4'x8” panel that can also be fitted
with casters.

Auralex
ProMax

AURALEX.COM
$299 PER PAIR
For even greater
portability, the
Auralex ProMax
provides a pair of
2'x4'x3" panels made
from the company’s
proprietary
Studiofoam material. Designed to be easily
stand-mounted and placed anywhere, the
ProMax panels have an absorptive side and a
more reflective, cloth-wrapped side that provides
another option when treating room ambience.

Auralex ProPad

AURALEX.COM

$149/PAIR STREET

If you want to improve low- and midrange
definition, as well as the imaging you get

from your close-field monitors, you need to
decouple them from the surface on which
they’re placed. The ProPad is Auralex’s top-of-
the-line speaker isolation product for monitors
with woofers up to 8.

Available in pairs, the ProPad’s design
incorporates three layers of material. The base is
made from a 0.75" layer of Melamine-wrapped
MDF, which is coated with a thick covering of
IsoPuck, Auralex’s proprietary isolation material
created from recycled rubber. Next, an 0.38”
1SO-Plate provides a slip-resistant area to place
your speakers. The included foam wedges sit
under the ProPad and allow you to position your
monitors flat or at an angle.

Auralex also offers the ProPad XL ($299/
pair street), which is designed for larger, twin-
woofer monitors, or when you want to lay your
speakers horizontally.

ClearSonic SKT3
Sorber Kick
Tunnel

CLEARSONIC.COM

$302

It’s not uncommon for engineers to build a
cave around a bass drum and its mic in order to
reduce cymbal and tom bleed while attempting
to capture the full low-end frequencies of the



kick. The Kick Tunnel provides an elegant and
appropriately tuned solution that is designed
to reduce upper and mid frequencies while
reducing bleed from external sound sources.

The Kick Tunnel uses four ClearSonic
Sorber panels, made with 1.5” compressed
Fiberglas. You get three S3 panels (33"x22"
each) and one S2 panel (24"x22"), which are
connected with the included Velcro straps.
The Sorber panels are available in light or dark
gray. (The Kick Tunnel is semitransparent in
the photo to show typical mic placement.)

ClearSonic
AmpPac 10

CLEARSONIC.COM
$243
A number of amplifier enclosures for concert and
studio work are available from ClearSonic. The
AmpPac 10, for example, is designed for small
combo amps and speaker cabs (such as a 1"x10”
or 1"x12"). The pair of included S2 Sorber panels
(24"x22") are intended to sit behind the amp
cabinet, while an A2-4 amp shield is positioned
in front of the speaker to provide a signiticant
reduction in volume outside the enclosure.

For greater sound isolation, the AmpPac
11 ($324) adds an S3 Sorber panel, which
is intended to be placed on the top of the
enclosure.

Goby
Tablet
Frame
Thingy
Deluxe

GOBYLABS.COM

$54

Goby has upgraded its Tablet Frame Thingy to the
Deluxe level, providing new clips designed to hold

Apple iPads from the second-generation version
on up to the iPad Mini. The device mounts to a
mic stand using the closed-loop pole grip.

Tablet Frame Thingy Deluxe also comes
with a base that allows you to place the tablet
on any stable, flat surface.

Hosa USB-300
superSpeed USB
3.0 cables

HOSATECH.COM

$11-$27 STREET

Hosa’s SuperSpeed cables were developed
specifically with USB 3.0 spec compliance in
mind and are able to handle transfer rates up
to 5 Gbps. Available in lengths of 3’, 6", and 15’,
the nickel-plated plugs have an aluminum-
mylar shield designed to reduce EMI and RFI,
which is of particular importance when the
cables are used for audio applications.

The SuperSpeed cables are available with
Type B or Micro-B connections on one end,
making them compatible with computers as
well as portable and consumer devices.

Hosa Edge Series
Cables

HOSATECH.COM

PRICES VARY

Hosa’s flagship line of guitar, mic, and
speaker cables use oxygen-free copper (OFC)

conductors throughout and are finished off
with high-quality Neutrik connectors. The
Edge Series mic cables ($45-$145) feature
Neutrik’s XX-series connectors, which have
corrosion-resistant gold-plated contacts and
zinc die-cast housing. Similarly, the Edge
Series guitar cables ($46-$81) have X-series
plugs with 1-piece, gold-plated contacts and
die-cast zinc housing. Both lines contain 20
AWG OFC conductors with a 95-percent OFC
braided shield. The Edge Series speaker cables
($37-$232) feature 1-piece contacts and use 12
AWG OFC conductors.

All this attention to detail means that Edge
Series cables are designed to provide minimal
signal loss thanks to the reduced capacitance
and resistance of the materials that Hosa chose
for these designs.

Planet Waves
Modular Snake
System

PLANETWAVES.COM

$34.99-$143, STREET

Cable snakes with a DB-25 connector on one
end provide a great deal of efficiency in the
studio. But with so many connector types
used in audio gear, covering all of your cabling
options on the other end of the snake can
become very expensive.

The Planet Waves Modular Snake System was
designed to provide cost-effective wiring options
by letting you connect a Core Cable, which has a
D-sub on both sides, to interchangeable breakout
cables with different connector configurations
on the other side. That means you can leave one
end of the Core Cable plugged into the hardware
unit, so you don’t have to crawl behind racks of
gear to reconfigure your studio.

The Core Cables are available in 5, 10", and
25’ lengths. The breakout connectors have a
D-Sub on one end and a pigtail of TRS, XLR
(male, female, digital AES/EBU), or Bantam/
TT on the other. If you want to configure
your own pigtail with a custom set of jacks,
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Whether vou are gigging or loading in and
out of a studio, a sturdy cart is essential

more condenser mics than phantom-powered required by Radial’s tubeless Tonebone pedals

when they’re used with third-party pedalboard

power supplies that only offer -9VDC outputs.
Tailbone accepts two -9VDC inputs

and vields a +15VDC power source for the

Tonebone. The unit is encased in lightweight

aluminum, so it won’t further weigh down

inputs on vour board? That’s when vou’'ll want
this Power Bar to give vou an extra boost. This
simple little box provides two channels of
+48VDC phantom power when vou connect its
external power supply to your AC power mains.
And onboard LED lets vou know when it’s on.

when it's time to schlepp heavy gear such as
amps, keyboards, and drum cases from the
back of your van. Although similar in looks
to the popular R10, the R16 has a becfier
frame, boasting a 25-percent increase in the
diameter of the tubing in the parts of the
frame where it’s needed most for structural
integrity: The frame bed has 1.25” tubing,

The Power Bar can also be switched to vour rig. And, ves, the 3-vear transferable
provide +12VDC to products that require less
power. The SB-48 is housed in 16-guage steel

and includes a 3-vear transferable warranty.

warranty is included.

while the foldable handles are 1” in diameter
and extend to 52" in length. That allows

this cart to carry up to 600 Ibs. of vintage
kevboards. amplifier stacks, or hard-shell

Radial SB15
Tailbone

RADIALENG.COM
$69 STREET - e .
And while we’re |

on the subject of MU]_tl_ C aft Rl 6

ROCKNROLLERCART.COM
$359

drum cases.

The length of the cart is 34" when fully
retracted, and it weighs 33 Ibs. on its own. In
addition, the company increased the size of the

casters by 200 percent, which they sav allows
the R16 to cross a wider variety of surfaces,
including gravel, sand, soft dirt, and grass—
that’s something to keep in mind when vou're
hitting the summer festival circuit.

power, the new
Tailbone is designed
to provide the power

A single-slot tube pre
with  100% discrete
design and high perfor-
mance Jensen™ input
transformer. A premium
12AX7 tube drives an
ultra low-noise class-A
output circuit, deliver-
ing exceptional warmth
and detail. Features
easy to read 10 segment
LED meter, a high pass
filter to eliminate
resonance and an ‘air'
switch to lift top end for
added clarity.
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MIC INPUT

.p.u-

The PowerPre is a 100%
discrete mic preamp with
an old-school Hammond™
broadcast transformer for
ultra-warm  tone. The
Radial PowerPre features
Accustate™ gain control
for lowest noise at any
setting, Vox Control for
added breath or extra
punch, a high-pass filter to
eliminate resonance, a 10
segment LED  meter
display for easy read-out
and plenty of gain to
handle any situation.

: PowerTube™ poyar ==y | PowerPre™ Q4"
. tube preamp 2T mic preamp<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>