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three types of triangle, and noise), tune its
level, frequency, attack, decay, and mix it
into the original signal. 

Beyond multitracked drums, Drumagog
is really quite useful on full mixes as well.
Using the combination of resonant filter
section and visual trigger display, I was
able to pinpoint an individual percussion
instrument in a submix or loop and replace
or contort it in real time. Such a time saver.
Being able to choose the playing position
of a replacement sample (i.e., middle of
snare head, off-center, rimshot, sidetick,
bell of ride, etc.), adjust its phase and
match its pitch to the original are all great
features. 

And then you get to the Advanced
page, where you fine tune the triggering
engine even more. Three transient detec-
tion algorithms are available to pick from.
Simple detection has adjustable quality
and latency (1ms to 30ms) and is recom-
mended if minimizing CPU usage is a pri-
ority. Live detection provides absolutely
zero latency, but at the expense of slight-
ly reduced triggering quality; it is recom-
mended when using Drumagog as an
insert on the main console in a live con-
cert performance, or as a “drum brain”
for drum trigger pads.

The Advanced detection algorithm has a
latency of 73.22ms, but it offers the high-
est triggering quality and is therefore rec-
ommended for mixing. An auto-align con-
trol allows you to pick whether it uses psy-
choacoustic or actual peaks, and provides
controls to optimize response for either
bass drums or snare. 

I did experience one performance issue
in Pro Tools 7.4 HD. Regardless of whether
I was using the special ‘fixed latency’ ver-
sion (designed for hosts with automatic
delay compensation) or standard variable-
latency version of the RTAS plug-in, the
overall generated delay was still enough to
make it impossible to audition replace-
ments against the rest of the kit. So, once
you’re happy with the replacement,
bouncing down is a must. On the same
token, what I really love about Drumagog,
because it is real time, is that you can audi-
tion your favorite sounds on the fly, leaving
you the flexibility of changing things later
that session, another day, or during mix-
down several months later. And every
parameter can be automated in the host
just like any other plug-in. 

Bottom line, Drumagog is an incredibly
well thought out tool. It’s available in three
versions, starting with Drumagog Basic at
$199; though this lacks so many great fea-
tures that you’d probably want to step up

to Drumagog Pro (reviewed here) for the
extra 90 bucks.

If you own a copy of FXpansion’s BFD,
Drumagog Platinum adds the ability to
trigger BFD samples directly, without MIDI
or complicated routing setups. Hands
down, if you do any extensive mixing of
drum tracks or want to experiment with
remixing older ones, Drumagog needs to
be in your plug-in folder. 

Brainworx Media
bx_digital mastering
plug-in
?698 TDM; ?398 Native, Scope
(all prices are for download ver-
sions from the Brainworx Web
Shop)

Formats: TDM, Audio Units, RTAS,
VST, Scope

www.brainworx-music.de

Brainworx is a German company known
mostly to elite mastering houses, but
they’ve spent the past couple of years port-

ing over emulations of their ultra high-end
hardware processors into software. Based
on their bx-1 Modus Equalizer and bx-2
Image Shifter/De-esser outboard, bx_digital
combines the technologies into a single
multi-layered plug-in.

Most intriguing is that it works in up to
three modes on any stereo signal. One of
these is a highly sophisticated M/S master-
ing matrix for applying level and EQ
changes separately to middle and side (aka
“sum and difference”) signals.

M/S processing opens up a whole new

world of opportunities, whether you’re
recording  samples (since this is VI mag),
working with loops, or mastering. One of
thou could use bx_digital to EQ the sides of
a mix completely independently of the mid-
dle. For example, you could use it to bring
out the bite in stereo-spread guitars without
over-emphasizing the midrange in whatev-
er’s in the middle. The plug-in can also func-
tion as a standard stereo/dual-mono EQ,
and as a recording processor for converting
and equalizing M/S microphone signals into
mono-compatible stereo.

After you select the mode you wish to
work in from the centrally located Modus
switch, signals enter the bx1 section. This
is comprised of a 5-band parametric EQ for
each channel; the TDM version adds high-
and low-pass 12dB/octave filters with over-
lapping ranges of 20-20kHz.
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In all versions the LF and HF EQ bands
cover 20Hz-1kHz and 400-20kHz, plus
there are shelving options. There are also
wide overlapping LMF, MF, and HMF bands
and separate Input Gain controls for left
and right channels to help balance mixes
that aren’t quite centered.  All bands have
a maximum cut/boost of 12dB and a Q
range of 0.3 to 15. A handful of Link but-
tons tie individual bands of one channel to
their counterparts on the other channel,
while individual M and S output gain con-
trols allow you to balance the stereo width
of your mix.

The bx2 section features a so-called
Image Shifter, consisting of “intelligent”
bass and presence controls. Each is a sin-
gle-function knob that boosts at one fre-
quency (63Hz for bass; 12kHz for pres-
ence) while simultaneously cutting at an
adjacent frequency (315 Hz for bass; 6kHz
for presence). This is extremely effective for
scalloping big bottom lows and airy highs
without sounding muddy or excessively
sibilant. Cutting essentially inverts the
boost/cut peaks, making it possible to
build up the low midrange of piano or gui-
tar, for example, without introducing low-
end boom. When used in conjunction with
the bx-1 EQs, these shifters behave more
like gentle contours, giving you incredibly
detailed yet quick and highly musical
sounding control over the entire frequency
spectrum in one swoop. 

There’s also a special de-esser for each
channel with adjustable center frequency
(4.5kHz to 20kHz), threshold (0 to -60db)
and individual solo buttons to monitor the

side chain so that you can hear what is
being removed. Gain reduction meters tell
the story visually.

Finally, the unique Mono Maker control
allows you to dial in how much of the low
frequency content you wish to take out of
the side channel, turn to mono, and force
into the middle channel. This is a great
way to tighten up the low end of a mix.
And if you happen to be in the mood to
master for vinyl, this feature is essential. 

bx_digital’s ability to audition middle
and side signals separately is a big advan-
tage during both mixing and mastering.

Pressing the phase-corrected SOLO buttons
allows you to hear only the M or S compo-
nents of your mix (L/R in stereo/dual-mono
mode) so you can work on these two sig-
nals independently. 

Auto Solo is another novel feature. With it
enabled, touching any control solos that sec-
tion’s channel. In M/S mode, for example,
adjusting the side EQ will solo the side chan-
nel so that it’s easier to hear changes being
made. As soon as you let go of the controls
with your mouse the signal automatically

returns to full stereo output. Of course this
also works for the L and R channels in stan-
dard stereo or dual-mono modes. 

It’s also very satisfying to use this plug-in
with a control surface. I had great success
using the Euphonix MC Mix [reviewed
elsewhere in this issue] within Pro Tools 7.4
and Logic Pro 8. And bx_digital’s surface
implementation works well with all
Digidesign controllers, allowing for touch-
sensitive Auto Solo and tight integration
with ICON EQ (TDM only). The on-screen
metering is also intuitive, with solo-sensi-
tive behavior juggling between displaying
pre-EQ (L/R input), post-EQ (M/S matrix),
and final L/R output levels. The SCOPE ver-
sion includes four insert slots for external

dynamic processing, with a promise from
Brainworx that they’ll provide updates to
all versions with inserts as soon as the host
standards allow for this feature.

The interface to bx_digital is rather
large, taking up a screen real estate of
1024 x 882—nearly an entire typical 19-
inch LCD! Thankfully the window panes for
bx1, bx2 and the graphical EQ display may
be switched individually between
show/hide-view to preserve space. 

Taking the advice of Brainworx, I started
off by using bx_digital as a standard stereo
EQ to get a feel for the power of each

equalizer band and the de-esser. Without
question, you can do some serious carving
using this plug-in, so I preferred to get any
deep tonal shaping out of the way in LR
mode before switching over to M/S mode,
which is appropriate for more delicate
stereo imaging treatments. 

As a stereo EQ on individual instrument
tracks, bx_digital’s dimensional channels
are great for pulling distant or narrowly
recorded instruments and vocals right up
close while at the same time spreading

them out. If that sounds counterintuitive,
just imagine raising the level of the middle
channel as a whole (making it sound drier
and closer) while lowering the sides (thus
reducing ambience), then boosting only
certain frequencies of side channels for
width

It was great how this fattened up the
built-in stereo chorus on a Roland Juno 106
synth, made acoustic pianos and strings sit
within a virtually larger room, and created
trippier psychedelic space around phased
Mellotron samples and flanged GForce
Virtual String Machine patches. This sound-
ed completely natural, not like an effect.

Of course, it’s easy to overdo stereo
widening at the track level. I found that by
applying M/S processing to a primary vocal
or instrument only, it separated other
instruments as a byproduct and gave the
mix much more clarity. 

Similarly, recording with microphones
set up in M/S pairings and running
through bx_digital’s conversion matrix pro-
duces gracious, ambient tracks. You then
have complete control over the center
image and side ambience—not just with
levels, but also for EQing, de-essing, and
bussing to apply independent compres-
sion, effects, and so on. 

But, the application where bx_digital
shines most brightly is mastering. The cre-
ativity and ease with which you can
repair/augment background vocals buried
deep within a final stereo mix, for example,
is uniue. With the side channel soloed, you
can really hear what’s going on and grab
hold of the appropriate frequencies, boost-
ing presence and adding air without affect-
ing the lead. Folded back in with mono
signal, the result is huge.
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You could use bx_digital to EQ the sides of a mix

completely independently of the middle.

M/S processing opens up a whole new world of

opportunities, whether you're recording samples,

working with loops, or mastering.
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You obviously couldn’t do that with a
typical stereo EQ, because you’d also be
boosting the same frequencies in the lead
vocal and anything else in that frequency
space. Likewise, having de-essers in both
the M and S channels is a godsend. I was
able to control the sibilants on a centrally
paned lead vocal while leaving background
vocals and shimmering cymbal overheads
material unscathed.

I frequently found myself running out of
headroom when boosting frequencies in
bx_digital, and that’s when I discovered
that the left and right channels can’t be
linked. That means you have to carefully
notch each input by exactly the same
amount, and with the rather small size of
the input control knobs, this isn’t an easy
task. However you can command-drag (on
Mac) for more precision control, or you
can just enter numeric values.

I can’t remember the last time I found so
many uses for or become quite so enam-
ored with a plug-in. M/S processing and
EQ can breathe life into less than perfect
recordings or mediocre mixes by allowing
you to refocus the listener’s attention to
the frequency elements that really matter.
And short of remixing a record, there’s no
easier way to fix heavy-handed reverb
treatments and stereo effects.

And on top of all that, bx_digital sounds
as smooth as silk; it just blows my mind
every time I use it. Serious stuff for the seri-
ous professional.

TrackStar Radio
Waves contemporary
beat and vocal con-
struction kits
Radio Waves, $99.95

Distributed by Big Fish Audio:
www.BigFishAudio.com

Formats: Apple Loops, REX, WAV,
Spectrasonics Stylus RMX.

From the same team that brought us
such titles as Hip Hop Exotica,
Reggaeton, and Punk & Indie Rock comes
a decidedly more mainstream collection.
Comprised of 50 construction kits in 24-
bit WAV (1.6 GB), Apple Loops, REX2,
and RMX formats, the emphasis is on
catchy instrumental and vocal hooks that

are well suited for commercial pop, hip-
hop, and R&B. 

Under the musical direction of executive
producer Josquin de Pres, Radio Waves
blends his West Coast recording experi-
ence, southern French origins, and great

affinity for ethnic instrumentation to create
a library that has a more worldly and cut-
ting-edge vibe than the many others circu-
lating on the market today. While similar to
Hip Hop Exotica, it has infusions of Arabic
scales and Middle Eastern melodies, but
instead of using authentic ethnic instru-
ments (à la Pharrell Williams/The
Neptunes) the arrangements are made
using synths that have been tweaked to
provide a modern spin on old world tones.

Stylistically the mixture’s just as fresh.
Clearly inspired by—but not blatantly imi-
tating—some of the greatest producers
around, Radio Waves runs the gamut from
sexy and happy to dark and menacing
with deep synth chords, gothic organs,

and the like. There are a few club bangers,
but their energy’s kept in check so as to
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remain appealing to mass CHR/Rhythmic
radio. 

Trying out both the Apple Loops and
REX2 formats, I was pleased to discover
that the samples had obviously undergone
superior care during preparation. Every file

looped and stretched smoothly without
any complications or tell-tale skips. Users of
Spectrasonics Stylus RMX will find installers
for both Mac and PC that will place the
RMX files in the correct directories and cre-
ate the RMX suites for use in the user
libraries area.

Regardless of format, each kit contains a
key-labeled full mix “audition” track, a
main drum loop, one or two alt beats, and
typically three or four instrument loops
plus vocal phrases (sometimes offered as
High, Mid, and Low to create harmonies).
Tempos range from 72 to 136 BPM.

A separate Drum Tracks folder gives you
access to the individual parts of the main
beat to recreate or mix and match between
different parts of the drums. You could take
the snare loop from one kit and match it
with the drums and hi-hat from another kit,
for instance. There’s also a folder of single-
hits per kit for augmenting beats or creating
your own fills and transitions. 

It might seem surprising just how sparse
and breezy the drum parts are in this
library. There are a few real kickers here
and there but, for the most part, the
rhythm tracks follow the current hip-hop
trend of minimalist beat production. These
are mostly 4-bar patterns.

You’ll often find No-kick patterns featur-
ing syncopated hi-hat with tuned ethnic
percussion, hand claps, and scattered tam-
bourine set on the offbeat. These get rein-
forced in their alternate drum loops by
booming timpani, muted box kicks, stomp-
ing drumline-style bass or rubbery sub-
kicks featuring a wobbly, ringing decay.

This sounds similar to the old engineer’s
trick of bouncing a basketball off the con-

The bx2 section features an Image Shifter,

consisting of "intelligent" bass and presence

controls—extremely effective for scalloping big

bottom lows and airy highs without sounding

muddy or excessively sibilant.
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