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1. Introduction

This guide is oriented around FXpansion�s BFD acoustic drum software, although much 
of it is very useful for all methods of production and mixing. If you don�t own BFD, you 
may want to download the demo version from www.fxpansion.com - working through 
this guide alongside BFD plugged into your favourite sequencing/mixing software can be 
a very educational and rewarding experience.

1:1. Processed vs unprocessed sounds

BFD�s sounds are unprocessed, in order to give you the utmost �exibility when mixing the 
drums to �t your song. 

Think about if you booked some expensive studio time and conducted a drum recording 
session. Whether you were recording the drums for a particular song, or getting together 
a library of drum sounds to use on future projects, would you record the drums with 
processing already placed irrevocably in the signal path? The chances are that you 
wouldn�t: there�s a very real possibility of other elements in the �nal mix needing some 
parts of the frequency spectrum and dynamic range that you had not accounted for.

If you record the drums in unprocessed form, you will always have the freedom to treat 
the drums exactly as required during �nal mixing. Otherwise, you�d have to try to remove 
certain effects of the processing to get things to sit well in a mix. It�s obviously easier to 
add these qualities from scratch than to take them away from the drums so that they can 
be re-shaped.

Of course, you may choose to record additional processed versions of some channels. 
There are parts of the BFD expansion pack range which contain some processing, as a 
result of a conscious decision made by the engineers responsible for the sessions. The 
main case is 8 Bit Kit. On some channels, certain processing techniques are applied, 
which can be used in a variety of ways: mixed in at minimal levels to give a subtle edge, 
at higher amounts for more experimental sounds, or muted completely. The methods 
used are similar to the �re-amping� techniques described later in this guide.

BFD Deluxe Collection contains a very small amount of subtle processing, although it is 
very minimal and nowhere near any degree that would interfere with a mix. In fact, this 
collection features a number of recording techniques which make the sounds particularly 
suitable for mixing into arrangements with little or no additional processing. For example, 
cymbal and hihat direct mics are slightly further back than usual, resulting in less low 
frequencies in the recordings. This allows them to sit in the mix well without requiring you 
to �lter out excessive low frequencies. Also, the inside kick mic is on the beater side of the 
front skin, to capture more of the �click� of the beater. Compared to techniques like this, 
the processing used is insigni�cant, and should be considered as adding subtle nuances 
to the sound rather than shaping the drums into a limiting pre-processed format.

http://www.fxpansion.com
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1:2. Originality and creativity

It�s important to realise that drum production is something of a �dark art�, and people 
who are good at it, such as the guys who mixed your favourite records, have spent many 
years acquiring the knowledge and the skills to do it well. It is a creative process, and as 
dependent on experience and practice as any other creative process. Acquiring good 
engineering and mixing skills can take years and bene�ts from fresh ideas and creativity, 
just like playing an instrument or writing songs.

It�s impossible for us to give a de�nitive guide to mixing drums for every possible situation, 
but the following guidelines on programming and processing techniques should get 
you started. Even so, always remember that there are no rules, and that your ears and 
your creativity are your most valuable tools. You will notice that we repeat this sentiment 
frequently during the course of this guide, and there is a very good reason for this: 
originality is of the utmost importance! It�s trivial to copy a formulaic process for getting 
�a sound�. There is much more value in bringing something new to the table. Therefore, 
study these techniques to add to your skills and capabilities, but don�t dogmatically stick 
to them or use them as a formula!

http://www.fxpansion.com
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2. Programming Techniques

Before getting onto the subject of mixing drums, it�s good to ensure you have a 
reasonably decent-sounding drum track to begin with. 

You may have noticed the large scary BFD reference manual - read it! BFD has a huge 
amount of functionality to manipulate sounds even before they come out as separate 
channels in your host�s mixer. All these functions exist for a reason. So it�s vital to 
familiarize yourself with BFD�s capabilities. If any of the topics below confuse you, refer to 
the manual for assistance. Most features are listed in the table of contents at the start of 
the manual, so it is pretty easy to �nd the information you require.

2:1. �The obvious stuff�

� Building the kit

Choosing the right Kit-pieces is paramount to getting the right sound. If you want a tight 
kick sound, start with the tightest-sounding kick you can �nd!

Pay close attention to the composition of your kit - BFD allows you a lot of freedom by 
allowing you to mix and match toms and to load any type of Kit-piece into any type of slot 
- it�s very easy to use a �oor tom as a kick, for example.

There is absolutely no reason to stick to pre-de�ned manufacturer-based kits. Most 
drummers will regularly mix and match parts of the kit for different musical needs, and it 
takes a matter of seconds in BFD. Having said that, there is absolutely nothing wrong with 
�nding a kit that works for you and sticking to it. There are in�nite ways in which to shape 
a single kit to sound good in any type of context.

Don�t be afraid to mix and match different Kit-Pieces from different expansion packs. 
Although all the packs (with the exception of BFD XFL) are recorded in different rooms to 
the original library, there is no reason why they won�t sound good in the mix together.

� Ambience

Drums too roomy? Then turn down the big fader called �Room� ! The ambience in BFD 
is there if you need it. If you don�t, turn it down and work with the direct signals. Room 
and PZM signals tend to be the biggest-sounding channels, which really give a heavy 
impression of space and increased sustain. If you want a dry, intimate sound, turn 
these down. The Overhead channels will still provide a lush sense of ambience without 
sounding too huge. The PZM channels tend to sound more �trashy� than the room 
channels - very nice for those Shellac-esque drum sounds.

There�s nothing wrong with just using one mic bus - for example, it�s quite common to 
just use the overheads. It is entirely up to you and depends upon the sound you want to 
achieve.

http://www.fxpansion.com
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You can adjust ambience levels for each Kit-piece, using the Kit-piece Trim controls (as 
opposed to the Direct Trim). Therefore, if you need a tight kick but a huge snare, turn 
down the Kit-piece Trim on the kick and leave it up on the snare. These controls act like 
reverb sends, while the OH, Room and PZM faders are effectively like return levels for 3 
different reverb algorithms.

See the section below entitled �Mic channels and controlling ambience levels� for more 
information on this subject.

2:2. Velocity layers and Dynamics controls

� The importance of using BFD�s velocity layers properly

A very easy mistake to make with BFD is to use maximum velocities all the time. When 
you do this, in effect the drummer is playing with maximum force all the time - something 
that does not happen often. As a consequence, the drum part will sound robotic and 
machinegun-like. A drum kit is a massively expressive instrument: it sounds very different 
when played with soft hits (low velocities) than when it is played with brutal force (high 
velocities). 

The basic BFD library has up to 46 velocity layers. What this means is that the drums are 
recorded being struck by up to 46 levels of intensity. It�s vital to make good use of these 
velocity layers in order to achieve realistic drumming. The expansion packs feature higher 
levels of detail, with BFD XFL possessing up to 93 layers, while Deluxe Collection has 
up to 128 layers - in other words, some articulations feature a discrete sample for every 
incoming velocity level.

Soft velocities are good for anything gentle and acoustic, such as mellow jazz, soul, 
country and blues, while high velocities are great for really rocking out. The level of 
velocity layer detail in BFD gives you a lot of room for variation and accenting hits, 
allowing deep complexity and dynamic expression. When combined with all the other 
functions in BFD, as well as external processing, the creative possibilities are immense. 
Try applying heavy compression to these low velocity hits, for example. Add a liberal 
amount of V2D (velocity to damping) in the Advanced tab of the Hit Options panel for 
further dimensions.

It is vitally important to remember that intelligent use of different velocities and accenting 
is an important element of �groove�, and can contribute to swing-like effects even with 
tightly quantized patterns.

� Dynamics controls

The Dynamics controls are valuable tools to get the most out of BFD�s high detail levels. 
Don�t confuse these with external dynamics processing (compression/gating/expansion). 
The BFD Dynamics controls scale incoming note velocities up or down. This allows you to 
change the dynamics of the �playing� in real time. 

http://www.fxpansion.com
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The Master Dynamics control is particularly useful, especially if you assign a MIDI 
controller to it for realtime automation. Program a drum track as normal, then record 
yourself �riding� the Master Dynamics control over its duration with a MIDI controller. Pull 
it down slightly for the verses, and perhaps towards the end of the bar leading up to each 
chorus, start to pull it up to give the drums more intensity.

Each Kit-Piece slot has a Dynamics control too, so you can adjust the intensity of each 
part of the kit independently. It�s quite astounding how many different permutations of 
drum sounds you can achieve with a single pattern and the Dynamics controls.

2:3. Articulations

The various articulations (Hit types) are a very important aspect of BFD, and making 
intelligent use of them can contribute to the realism of your drum tracks. Articulations 
such as snare drags and �ams offer quick access to elements of a drum performance 
which are not always straightforward to program or play. Other articulations represent 
different ways of playing a Kit-Piece.

� Kicks

Kicks are typically recorded with a snare present, meaning that it also contains the sound 
of the snare wire resonating when the kick is hit. However, some kicks also offer a �no 
snare� hit, which does not contain the snare rattle, due to the snare drum being removed.

� Snares

Snares generally contain a normal hit, a rim and a sidestick as well as �ams and drags. 
Some expansion packs contain different substituted articulations - on some snares in 
Deluxe Collection, for example, sidesticks are replaced by another regular hit, half-way 
between the centre and the edge of the skin. Jazz & Funk Collection features substantial 
use of substituted hits, especially on brushed instruments. It�s important to check the 
manuals of the expansion packs to learn about the available articulations and how to use 
them optimally.

When using the drags, remember that the choking mechanism in BFD lets you cut the 
sound of a Kit-Piece with another hit. A low velocity snare hit is ideal for cutting short a 
drag if it�s too long and you don�t want to choke it with another loud snare hit.

The choking mechanism is also crucial when using brushed snares from Jazz & Funk 
Collection. If you want a continuous brush sweep pattern which won�t be choked with 
other snare hits, you�ll need to load the snare into a separate slot and use it for the sweep 
hits.

http://www.fxpansion.com
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� Hihats

These have the most possible articulations of any Kit-Piece type. BFD contains closed 
and 1/2-open tip and shank, fully-open tip and pedal (�foot-chick�) sounds. The expansion 
packs also include additional 1/4-open and 3/4-open tip and shank sounds, which makes 
more varied and expressive hihat patterns possible.

In case you�re wondering, �tip� is used to describe the tip of the stick hitting the top of the 
hat, while a shank represents the body of the stick hitting the edge of the hat.

For most applications where you need a classic �open� hat sound, you should aim to use 
the 1/2-open Hit types. The open tip sound is more like a �hihat bell� - the top cymbal in 
a hihat actually sounds more like a ride than a hihat when it is not vibrating against the 
bottom cymbal.

It�s also good to remember that a drummer generally chokes an open hihat by moving 
the pedal down, which results in a foot-chick while stopping the two hihat surfaces from 
vibrating against each other by bringing them to a closed position. Therefore, you should 
use low velocity pedal hits in the appropriate place after an open position for choking.

For a snappy choking feel, reduce the hihat choke fade settings in the BFD Options panel 
to minimal values. Setting �Hihat fade (base)� to 0.010 and �Hihat fade (range)� to 0.040 will 
give a very snappy hihat choking response.

� Cymbals

Cymbals have 2 possible Hit types available. Two of BFD�s rides have a bell Hit type 
(these need to be downloaded from the user area), while most expansion pack rides are 
supplied with bells. Some crash cymbals in the expansion packs also feature an �edge� 
sound mapped to the bell hit.

You can increase the choke fade times for cymbals to make a previous hit ring out for 
longer after a new hit is played. For faster tempos you may want to reduce the choke fade 
settings to get a cleaner mix. You should be aware that with longer choke fade settings, 
there will be more disk-streaming taking place during busy cymbal parts. This is because 
more individual voices will play at the same time, due to previous hits having a longer 
decay.

2:4. Damping

The damping controls in the Kit-Piece Inspector act as an envelope to control the length 
of a sound�s decay. Increasing the damping amount shortens the decay time. Snares 
and kicks can become more powerful and cutting, while you can dramatically reduce the 
duration of toms to stop them dominating the mix. The damping function in BFD emulates 
real-world damping methods, such as using a damping ring on snares and toms, or �lling 
kick drums with duvets, blankets or pillows.

http://www.fxpansion.com
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Damping is especially useful in groove-oriented music or songs with a fast tempo: 
shortening the decay of the drums can make them punchier and creates more space in 
the mix for other elements.

Using the damping controls to a large degree (over 50%) is a much easier alternative to 
using gates to achieve similar effects.

� Tightening closed hihats

Damping on hihats is not usually appropriate, although the facility is provided if you would 
like to experiment. A more useful tool for hihats is the �tighten� feature. This allows you to 
shorten closed hihats without affecting open hat positions. If you don�t use a hihat pedal 
controller, set the tighten amount using the �default hihat tighten� parameter in the Hit 
Options panel, page 1 tab. When using a hihat pedal controller, the amount of tightening 
is variable within the closed position range of MIDI CC values.

2:5. Layering

This technique is widely used in modern production, whereby a sampled snare and kick 
are layered over the original drum track�s kicks and snares, doubling them up. The usual 
method for this production trick, called �drum replacement�, is fairly cumbersome - you 
need to isolate the kicks and snares from any bleed in their tracks, and use the transients 
to trigger a sampler. When using BFD, it�s far easier.

If you want to layer two BFD snares, load the �rst as normal and then load another 
into the Snare2 slot (the 8 Bit Kit electronic snares are great for this). In the Kit-Piece 
Inspector for Snare1, use the �Link to Kit-Piece� drop-down menu to link Snare1 to 
Snare2. This results in Snare2 being triggered whenever Snare1 is triggered. 

If you want a really heavy drum replacement effect, restrict the velocity range for Snare2 
using the Advanced tab of the Hit Options panel by setting VelLo and VelHi to the same 
value. Also, turn off randomization (set VRnd to 0%) and use the V2A parameter at 100% 
to make the volume scale with velocity. This will result in exactly the same velocity layer 
sample being played each time, with the amplitude depending on the velocity of the MIDI 
note triggering it.

There is a lot of room for creativity here - you can use different amounts of ambience and 
damping for each snare, and use the tuning and snare top/bottom controls to adjust the 
sound further. You can use exactly the same methods on kicks to make them huge with 
thunderous low-end. It�s also great for designing interesting or experimental kits.

If you want to use a sample that isn�t in BFD, simply load up the sample into any sampler 
plugin and copy the relevant MIDI notes to a new track so that they trigger the sampler at 
the same time. Feel free to use whatever sounds you want, whether they�re acoustic or 
synthetic. Even triggering a bit of vinyl noise can create interesting results.

http://www.fxpansion.com


11

Mixing with BFD www.fxpansion.com

2:6. Keymapping tricks

� Layering individual Hit types

The Key2 parameter in the Advanced keymapper (Hit Options panel, Advanced tab) 
allows you to layer sounds on a Hit type level - as opposed to the Kit-piece level 
described above. So you could set the Key2 parameter for the Snare1 rim hit to trigger 
the Snare2 rim, while leaving the other Snare1 and Snare2 hits unlinked. You could also 
assign it to a drag, �am, percussion hit or a half-open tip hat for example... there are 
endless possibilities.

� Left and right hand hits

Some drum libraries feature �left and right hand� hits. In effect, this is simply a result of 
differences in striking force between the two hands of a drummer. Because of the high 
amount of velocity layers in BFD, you should simply use a lower-velocity note for the 
�weaker� hand. 

You can set up an additional �left� hit in BFD very easily in the Advanced keymapper. On 
an unused MIDI key, create a new assignment for �snare hit�. Change the Vel Hi parameter 
to 100 or so, and adjust the velocity response curve. This additional key, along with the 
original snare hit key, will give you the �weaker hand� hits.

� Keyboard performance setups

You can take this further by creating more than one extra snare hit, and setting up 
different velocity ranges for them all. This is great if you�re fond of ��nger drumming� on 
a MIDI keyboard! Setting up very low velocity ranges on some of the keys is perfect for 
ghost notes and drum rolls.

� More keymapping tricks

The Advanced keymapping system allows many creative possibilities, from the nicely 
useful to the crazy and experimental. Using large amounts of V2D (Velocty to Damping) 
can result in extra dimensions to the drums� dynamics, especially when combined with 
external compression. Meanwhile, subtle amounts of V2P (Velocity to Pitch) can inject 
some extra spice and variation into your drum parts. The velocity curve controls are good 
for �ne-tuning the drums� dynamic response.

2:7. Creating patterns

A guide to drum pattern programming is beyond the scope of this tutorial - like good 
melody and harmony parts, there are no shortcuts to good drum composition! However, 
here are a few hints and tips to point you in the right direction.

http://www.fxpansion.com
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1. �Consider how a drummer would play a pattern. Most drummers have 2 hands and 2 
feet: 4 limbs in total. It therefore logically follows that generally, up to 4 things can be 
played at any one time. It�s good to watch a few drumming videos (a good source of 
these can be found at drummerworld.com) or study some drum scores to get a better 
idea of how drum patterns are composed.

2. �Study a few points of drumming rudiments: things like single and double strokes, 
paradiddles, and so on. Understanding how drummers build rhythms is vitally important 
in creating realistic drum parts.

3. �Try to transcribe the drum parts from your favourite records. If you �nd it dif�cult to 
program drums that you can hear with your ears, then it�s unreasonable to expect 
yourself to program drums that you can only hear �in your head�. The more you practice 
drum programming techniques, the more skills you will learn. A good way to transcribe 
a pattern is to import a looping segment of a song into a track on your sequencer. While 
looping the part, program the drum sounds until it sounds right, then mute the loop. 
Whatever remains should be a reasonable approximation of the drums.

4. �Make good use of the high level of detail in BFD - there are lots of velocity layers 
and articulations. When used intelligently, these contribute a lot of realism to your 
productions.

5. �Another thing to study is the library of BFD Grooves. Even if the patterns in the Groove 
library aren�t your cup of tea, you can study them as MIDI parts in your sequencer to 
see how a drummer pushes and pulls against the �grid� of hard beat divisions. It�s also 
good to look at the velocities, to get a feel for how accenting and velocity variation can 
help the feel of a drum pattern.

6. �If you like the feel of a Groove or a Fill but not the actual pattern, it�s very easy to move 
notes �up and down� in your sequencer�s piano roll or MIDI editor to create new patterns 
with minimal effort.

7. �Drumming is a very physical activity! It�s good to play something in real time to capture 
real spontaneity and groove, instead of using a mouse and a piano roll.

8. �A keyboard action is not ideal for drumming, as there is a lot of travel required to trigger 
the note. Keyboard mechanisms were designed to move hammers that hit strings, not 
to play drum sounds! It�s better to use something more tactile and responsive like a 
drum-pad unit (such as the M-Audio Trigger Finger, Korg PadKontrol, Akai MPD-16/24 
etc) or an electronic drum kit.

http://www.fxpansion.com
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3. Mic channels, outputs, mixing levels and panning

3:1. Mic channels and controlling ambience levels

You must pay close attention to the blend of mic channels. You don�t need every fader 
turned up to maximum, unless you speci�cally want a very live sound - a subtle amount 
of the ambient channels works wonders without taking over your song. Some situations 
simply don�t demand any ambience at all - turn them all down to zero for an intimate, dry 
and crisp sound.

During drum recordings, room and PZM channels are typically recorded much hotter 
than they are mixed, and this is also the case in BFD. In recording situations, it�s good to 
have a strong signal to maximise the signal-to-noise ratio - the hotter the signal, the less 
noise is present. BFD was recorded in the same manner. When you mix these signals, 
you don�t necessarily need much at all - think about the levels you would normally set on 
a reverb unit. There would usually be very few occasions when you�d set the reverb return 
to a very high level!

You can use the Kit-Piece Trim controls to vary the amount of ambience for each Kit-
Piece. Effectively, these controls act as a �reverb send level� to the overhead, room and 
PZM buses. Some parts of the kit are traditionally picked up better by the overhead mics. 
Cymbals are the best example - it can be good to use less direct mic signal for these 
and more from the overheads and perhaps the room. This will make them spread better 
and sit in the mix more realistically. A ride cymbal, however, can de�nitely bene�t from a 
louder direct signal - this can give more de�nition and focus to the attack of the ride.

Alternatively, you can stick to just using one of the mic buses - it�s very common to use 
just the overheads for example, while many older recordings were made with just a 
few mics. It might be useful to use a bit of the directs on the kick in these scenarios, to 
reinforce the low-end, and perhaps even on the snare. 

Using the Distance controls for the ambience channels can create some striking effects 
when using more than one mic bus. Using smaller amounts can create subtle changes 
to the sense of space in the drum mix (it behaves similarly to a �pre-delay� control on a 
reverberation unit), while larger settings can create wild slapback effects!

3:2. Output routing

The Output Options panel allows limitless freedom for drum mixing. It�s important to read 
chapter 10 of the BFD reference manual to fully understand mic channels and output 
routing. 

http://www.fxpansion.com
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Like any aspect of mixing, no single method of bussing into further processing is 
inherently better than any other methods. Do whatever your creative instincts tell you is 
needed in the song. For instance, just using BFD Stereo can yield excellent results - you 
can play with the dynamics for different parts of the kit using careful adjustment of levels 
and damping, along with additional techniques like layering, and then perhaps compress 
the stereo output with a good bus compressor. 

Just because you can have 17 or 34 outputs from BFD, you don�t necessarily have 
to use them all! You may just need to compress the kick and snare through individual 
processing, and leave the rest as a stereo mix. There are virtually unlimited options using 
the Output Options panel, but always remind yourself that you are trying to achieve what�s 
best for any one song at any one time! This will bring a lot more diversity and range to the 
sound of your productions, instead of them sounding the same all the time.

The Output Options panel allows all kinds of useful functions - here are a few examples of 
how to harness its power:

� �Want to blend the inside & outside kick signal so that you can EQ and compress them 
together? Simply assign the �Kick In� and �Kick Out� mic channels for the kick Kit-Piece to 
the same output. You can use the same method for Snare top/bottom as well. 

� �Want to get rid of the PZM channel for everything but the snare? Simply set the �PZM� 
mic channel to [mute] for every Kit-piece but the snare. This can be especially useful if 
you want to avoid the processed channels on 8 Bit Kit sounds.

� �You may want to create a stereo output for the toms mixed together: in this case you 
can dedicate one of the stereo output pairs in BFD Ultra or BFD All to the Multi direct 
channel for the �oor, mid and high toms. The Direct Pan controls adjust the placement of 
each tom in the stereo mix.

� �Another idea is to use 6 stereo outputs in the BFD Ultra plugin to each send out a stereo 
channel for the kick, snare, hihat, toms, cymbals, with a spare channel for anything else. 
Each stereo pair would contain the direct, overhead, room and PZM channels for that 
Kit-Piece only. You would achieve this by setting all the mic channels for a Kit-Piece to 
the same stereo output.

3:3. Bleed

� What is bleed?

BFD�s Output Options panel also lets you manipulate bleed, which offers further 
dimensions to your drum-mixing capabilities. This is another area where BFD improves 
upon a real drum-tracking session, where it�s impossible to record drums without bleed in 
all direct mic channels. While you can tame it to some extent by using gates, you�re pretty 
much stuck with it once it�s there.

http://www.fxpansion.com
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To put it simply, bleed is spill between the direct mic channels. When you mic up a drumkit 
with close mics for each drum/hat/cymbal, each mic will always pick up some sound from 
the other drums. This is obviously not a concern on mics like overheads/rooms/PZMs, as 
these are designed to pick up the sound of the whole kit anyway.

The bleed in BFD is limited to the kick in, kick out, snare top, snare bottom and multi mic 
channels, the multi channel being the direct channel for everything but kicks and snares. 
Please note that we decided not to implement bleed in the tom and cymbal mic channels, 
as it�s ultimately just not that useful, and is inconvenient more often than not. 

� Controlling bleed in BFD

The bleed level controls (kick, snare and multi) allow you to set the global levels for each 
type of bleed channel.

Individual bleed channels for each Kit-Piece are shown in red on the output matrix, and 
each bleed channel, like any other mic channel, can be routed to any available output, or 
muted completely.

There is also a handy toggle switch in multi-output versions of BFD which routes the 
bleed channels for each Kit-Piece to its primary direct channel output. Processing each 
channel�s bleed along with its main mic channel can have a nice effect, and can be useful 
if you want to keep some of the �avour of the bleed, while allowing you to process and 
mix each part of the kit totally discretely.

If you get rid of bleed altogether the drums will sound cleaner, although you may miss the 
organic character that bleed offers. Bleed can sometimes help the different elements of a 
drum mix glue together nicely. On the other hand, you should get rid of bleed (or route it 
to the primary direct mic channel) if you want to totally separate each part of the kit into 
its own channel for further processing.

With a drumkit, there is a lot of sympathetic resonance between the drums anyway, 
such as the snare wire rattling when the kick is played, although some kicks in BFD are 
provided with and without a snare present. Keeping these types of sounds adds to the 
realism of BFD, and similarly, don�t necessarily be too eager to separate each kit-piece 
to its own discrete channel. Since bleed is an unavoidable real-world phenomenon, it�s 
always the case on most real drum productions that, for instance, bleed from the kick 
goes through the snare channel�s processing, and vice versa. 

3:4. Panning

Don�t be afraid to use mono when it comes to the ambient channels or panning the 
directs - it can help the mix to sound bigger. It�s quite common to use a mono room signal 
with heavy compression for example (make it mono by using the Width control on the 
Room bus). Although the directs are panned by default in BFD to re�ect the layout of the 
kit, it can be a good idea to put the kick, snare and hat in the centre of the stereo �eld 
- this can give the drums more weight, presence and impact.
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It can also be useful not to go overboard on panning toms and cymbals. The default pan 
positions in BFD are to match up with the positions in the overheads. However, you don�t 
necessarily have to stick to these. Again, ambience channels can be good in mono, and 
reducing the stereo spread can give the drums more impact.

When dealing with stereo ambience channels, remember that the position of the different 
parts of the kit are �hard-coded� into the stereo image of the ambience channels. This is 
an unavoidable limitation of having stereo ambience channels. However, the ambience 
channels for any Kit-Piece can be �ipped: for example, if you move the direct cymbal 
signal to the other side of the stereo image, you can �ip the ambience to match. Crash 
cymbals tend to positioned on the right of the kit, rides to the left, and splashes in the 
centre.

The �Drummer perspective� option in the BFD Options panel �ips all pan settings globally 
to re�ect the drummer�s perspective sitting at the kit, or back to the engineers in the 
control room watching from the other side. Which perspective you should use is entirely 
up to you.

When dealing with panning techniques, remember that your music may have to be played 
in mono at some stage - for instance, on a cheap portable radio or on a mono club or 
PA system. Complex panning can often render a mono mix meaningless. Always try and 
check your mixes in mono!

3:5. Phase

� Phase differences between mics

BFD has separate mic channels for inside and outside and kick and above and below the 
snare. As well as controls for blending these signals, there is a phase switch for each pair 
of these mic channels. Phase can be an issue when using multiple microphones because 
the sound from each part of the kit arrives at each mic at slightly different times. While this 
is unavoidable, these slight phase differences contribute to the overall recorded sound of 
the kit.

It is nevertheless important to be aware that phase can sometimes be a problem. The 
main case in point is the snare mic channels: the top mic is pointing down towards the 
skin, while the bottom mic is pointing up towards the underside of the drum. This means 
that when the drum is hit the skin moves towards one mic and away from the other, 
effectively making the two signals out of phase with each other. However, the drum acts 
as a natural shield and the cancellation is not that bad, although sometimes it can make 
the drum sound a bit hollow at times.

The phase for the mics was inverted during the recording sessions whenever cancellation 
created a problem. In other words, BFD�s sounds are in phase. However, phase inversion 
buttons are provided for both the kick and snare mic channels. Using these phase-�ip 
buttons will result in more cancellation of the fundamental frequencies (usually the lowest 
frequencies) and hence result in less �pitch� and more �tone�. It can be a nice effect, 
although you will notice it more on some snares than others.
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All the kick drums in BFD, BFD XFL and Jazz & Funk Collection were recorded with both 
kick mics facing in the same relative direction, so the above phase concerns do not really 
apply. However, the phase-�ip switch is provided if you want to experiment with inverting 
the phase. The Deluxe Collection kicks were recorded with the �inside� mic actually on 
the beater-side of the kick skin, so it is effectively out of phase with the outside mic. 
Therefore, you can consider these kicks in the same way as the snares when it comes 
to phase. However, please note that the distance between mics relative to the very low 
fundamental frequency means that most energy at lower frequencies is in phase.

Also, be aware that playing with the Distance and Width controls for the ambient buses 
can also introduce phase shifts relative to each other and to the direct signals for the kit.

It�s very important to remember that phase shifts are an unavoidable real-world 
phenomenon and are the reason that effects like stereo make sense to us at all. If 
you�re worried about it, investigate using phase meters to check the phase of different 
channels relative to each other. Any phase differences up to 90 degrees are nothing to 
be concerned about, but anything above this could be a problem. It is good practice to 
check your mixes in mono - any problematic phase shifts between different stereo signals 
will become apparent when the two sides of the stereo image are are merged into mono 
- anything severely out of phase will be prone to cancellation effects.

� Phase shifts with external processing

You should also be aware that plugins and external routing through processors can 
introduce phase shifts. Many processes such as EQ also involve phase shifts. Some 
plugins or routing functions will delay audio slightly within the host itself, potentially 
causing phase shifts. When using hosts without automatic delay compensation features, 
you should manually delay tracks to get them in sync with each other.

3:6. Levels and mixing headroom

Some people �nd that the output of BFD is too quiet compared to other plugins. There is 
a very simple reason why BFD�s sounds do not constantly reach 0 dB on your host mixer: 
headroom!

Drums have a very large dynamic range - there is no compression used in BFD�s 
recordings, so lower velocity layers are very quiet, while higher velocity layers approach 0 
dB. Without the headroom inside BFD, there would be a very real danger of clipping.

If two signals in phase with each other are added together, with each peaking at -6db at 
the same time, the resulting waveform will peak at a level of 0db. This is a fundamental 
truth which cannot be avoided, and it has to be taken into account when mixing in BFD. 
Otherwise the outputs would be a distorted mess when not solo-ing one or two Kit-pieces.

As a side-note, although the audio �les in BFD are recorded at 24-bit resolution, they 
are actually processed at 32-bit �oating-point values when loaded into the plugin, so that 
there is as much headroom as possible to sum all the sounds together without the risk of 
internal clipping.
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� Mixing into the headroom of the system

On a digital system, it�s very easy to make the mistake of running each channel peaking 
at close to 0 dB. This may have been sensible in the past, when 16-bit DACs were quite 
noisy when driven at less than their maximum resolution. However, in today�s pristine 24-
bit world this is no longer an issue in real terms, with even cheap converters being pretty 
decent in comparison to the early days of digital home recording.

When mixing drums (or anything else for that matter) in the digital domain, it�s a good 
idea to mix into the headroom of the system. In other words, to keep all individual 
channel gains at sensible levels, peaking between -12 to -15 dB. This means that when 
you sum a lot of channels together you will still have enough headroom on the master 
outputs. Pulling your host mixer�s master fader down to compensate for excessive levels 
of individual channels can often destroy the sound of a mix. It�s better to mix into the 
headroom provided by the system - in this way you use the summing engine as intended, 
and you will achieve the optimum sound quality. Your mixes will be cleaner and more 
punchy. Slapping a limiter across the master outputs is NOT the solution!

Running your individual channels at sensible levels also means that any EQ and other 
processing that is applied will be less likely to clip the channel.

A further advantage of using sensible levels is that you can keep the channels� level 
faders close to the 0 dB mark, where the highest fader resolution exists. This gives you 
the �nest control over �nal adjustment of levels when mixing. If you have tracks that have 
been recorded at very high levels, (or plugin instruments which operate at high levels), it�s 
a good idea to put a Trim plugin across the channel to reduce the levels to peak at around 
-12 dB while the channel�s level fader is at the 0 dB mark.

3:7. The mixing environment

It�s important to monitor at volumes that are neither too loud or too quiet. At very quiet 
volumes, the human ear does not respond optimally to bass and treble. Therefore, there 
will be a danger of you over-compensating for this effect in your mix. Incidentally, this is 
the same reason for the existence of the �loudness� button on consumer hi-� equipment. 
If the monitoring system is too loud, there is a very real chance of permanent hearing 
damage in the long term. Also, your speakers may not be able to handle such loud 
volumes while preserving a �at frequency response, and they may clip or distort.

A level of around 90 dB is a good level to stick to, as this is the level at which the human 
ear starts to respond to audio with a relatively �at frequency response. However, it�s good 
to periodically check your mix at very quiet and very loud volumes, to make sure that it 
still works when played at different volume levels.
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Get a feel for your monitoring environment. Listen to music you know well to get a 
reference point. However, always remember that commercial recordings are usually 
mastered with heavy brick-wall limiters and other mastering tools to make them �louder�. 
Even so, they will give you a decent reference for how to make different instruments sit 
together.

Make sure that your monitors are placed optimally, ideally isolated on good speaker 
stands �lled with sand or lead-shot. If you don�t pay attention to this, it�s very common 
to get a skewed perception of the frequency spectrum, with certain frequencies creating 
resonances within furniture, �oor and walls.

It�s not recommended to have a ��nalizer� or �maximizer� type compressor-limiter plugin on 
your master output, as you can quickly lose perspective when mixing - it will be especially 
hard to tell what other dynamics processes are doing when the �nal output is being 
compressed as well. It might be bene�cial, however, towards the end of the mix process 
when you might want to occasionally compare your mix against a loudly mastered 
commercial recording. Limiters also tend to cause square-wave distortion, which can be 
horribly fatiguing to listen to.

Alternative reference speakers and listening environments are invaluable. Some 
alternative monitors, cheap hi-� speakers or even �multimedia� PC speakers are useful, 
and try and check your mix in the car stereo or wherever else you can think of.

Take regular breaks!!!!!!!! The ears get tired quickly - you need to rest them. Leave your 
studio for a while, go for a short walk... anything but listen to more music.

Don�t mix on headphones. While they are good for checking for clicks, crackles, clips 
or distortions, they are not very good at all at allowing us to perceive the relative levels 
of sounds, and they do not have a �at frequency response. It�s also impossible to �feel� 
the music through your body. This makes it especially dif�cult when dealing with low 
frequencies.

The environment in which you write is not necessarily good for mixing. If you have to, 
bounce your tracks down as audio, without any EQ, dynamics or effects, and take them to 
a more suitable studio to mix!
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4. Processing techniques

Before you start piling on the plugins, ask yourself if you really need to do it, and what you 
want to achieve at the end. It�s easy to slap on the processing because you want to �make 
it sound big�. However, will a huge, heavily squashed drum sound actually suit the context 
of the rest of your song?

EQ (equalization) and compression can be used in a variety of ways. The traditional 
approach is to use these processors in a subtle way so that instruments �t together better 
in the mix, tame over-dynamic tracks to �level them out� more, and so on. 

In terms of getting a good mix, well-balanced levels (between the various drum mic 
channels, and between the drums and the other instruments in your song) tend to be 
more important than EQ or compression. Both EQ and compression are often misused by 
inexperienced mix engineers, since both can alter the level of a signal, more often than 
not making it louder - although of course this is not the only thing that they do. 

Therefore, be sure that it isn�t simply the �louder� aspect that you prefer. Seasoned mix 
engineers will use heavy amounts of EQ and compression only as a last resort, usually to 
�x a poorly-recorded instrument or as a creative effect.

The more processing you apply, the more it intrudes upon the sound and feel of your 
song. This may be undesirable, especially if you use lots of digital processors in a 
predominantly acoustic or warm electric context. On the other hand, this may be exactly 
what you want.

On a digital system like a computer-based DAW, using less processing also has the 
convenient side-effect of using less CPU or DSP power.

There are no rules! However, it�s good to have a knowledge and appreciation of different 
approaches, so that you have more options available to you when mixing.

4:1. Important: learn how to use your gear!

It�s vitally important to know how your sequencer or host works, especially the audio 
routing and mixing engine and its methods of dealing with plugins. This is no-one else�s 
responsibility but your own! A few hours of studying the manuals of your software and 
equipment will reap the rewards of increased speed, ef�ciency, direction and creative 
possibilities when using it.

The cheap and easy access to complex and feature-rich audio workstations today is a 
far cry from the �good old days�, when you had to get a job as a tape-op in order to get 
anywhere near a multitrack recording system. You had to spend a great deal of time 
making tea and doing menial tasks before even getting the chance to learn how to use 
the large scary SSL mixer.
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The functionality of modern DAWs in many ways eclipses what you could do in those 
big old-school studios: virtually unlimited tracks and processor instances only limited by 
the speed of your CPU, total recall, and so on. Unfortunately, the side-effect is that the 
freedom and convenience of computer-based DAWs has spoilt us to such a degree that 
many people �nd it impossible to perform basic tasks like creating a bus-send, or routing 
audio out of a multi-channel plugin. It�s also simply no longer acceptable to be afraid of 
MIDI - it�s been around for over 25 years, and it�s really very simple once you sit down and 
�gure out what it does and how you can use it for the bene�t of your productions.

You should also learn how to use your EQ and compressor plugins or hardware units. It�s 
no good slapping on the processors and �icking through presets until it sounds right. It�s 
simply not going to happen.

Be realistic: if you want to get good results: you need to either learn how to operate your 
gear, or pay an engineer to come in and operate it for you. In this respect, nothing at all 
has changed since the old days.

4:2. EQ

When using EQ, cutting rather than boosting can often lead to the same perception of 
the sound, without eating into headroom. This doesn�t always seem desirable, but in the 
context of a mix it often works best. It will lead to a cleaner mix - boosting lots of elements 
can result in a mess which is more prone to distort.

Another pitfall to avoid is the mistake of constantly EQ-ing in solo mode. Make your EQ 
adjustments with the rest of the song�s instruments playing! EQ-ing only makes sense in 
the context of the rest of the mix! It�s called �equalization� because you�re making different 
elements sit together better by restricting their frequency range if they �clash� with each 
other. What might sound great solo�d doesn�t always work in the mix - it can often be 
overbearing in the mix context. If you properly EQ elements in context, individual parts 
can often appear weak while solo�d. Always remember that not everything has to sound 
huge if you want a powerful mix.

One important point to note: close mic�ing a kit for the direct channels generally results 
in more bottom-end in the recording than you would hear from the kit in natural listening 
conditions. This is due to the proximity effect - the closer you mic something up, the more 
low-frequencies will be captured from the source. As mentioned previously, cymbals 
and hihats in BFD Deluxe Collection are mic�d from slightly further away than usual, and 
therefore may require less treatment to sit well in your mix.

See the section below entitled �Approaching each part of the kit � for more hints on EQ-ing 
each part of the kit.
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4:3. EQ and compressor routing

There is no hard rule about the order in which you should place an EQ and compressor 
on a channel. However, bear in mind that an EQ placed before the compressor will have 
an effect on the way the compressor reacts to the signal. Single-band compressors are 
not usually �intelligent�: they simply respond to energy in the sound, regardless of where it 
occurs in the frequency spectrum.

As a general rule, most of the energy in music is towards the low end of the frequency 
range. If you set up your compressor and then start increasing the bass with an EQ 
placed before it in the signal path, the compressor�s response will change - it will start to 
compress the signal a lot more!

One approach is to use an EQ before a compressor to �lter out lower frequencies for 
things like snares and percussion, in which the mid and high frequencies are usually 
perhaps the most important. This will allow the compressor to react better to the 
transients.

If you have access to a sidechain compressor, there are other options open to you. 
Send the drum mix to an aux channel and route the aux to the sidechain input of the 
compressor. Then, place an EQ in the signal path just in front of the sidechain input, and 
�lter out some of the low-end of the signal. This EQ will not be heard on the actual signal 
- the sidechain simply tells the compressor when to compress the signal - therefore you 
avoid the problem of excessive bass in the actual signal interfering with the compressor 
response. Sidechain compressors offer a huge range of creative possibilities.

An EQ placed after a compressor will obviously not affect the compressor�s response. It 
may be useful to insert an EQ after a compressor to compensate for any reduced high 
frequencies, a situation which can occur as a result of very heavy compression.

4:4. Compression 

When using compression, you can use the same techniques with BFD as you would 
with a real multi-tracked drum recording. However, because of the relative lack of volume 
intensity caused by real-world bleed and kit resonances on a conventional drumkit 
recording, you may have to drive the compressor slightly harder to achieve the same 
effects.

Always remember that a compressor is for adjusting the dynamics of individual elements: 
there are no hard and fast rules that will cover every situation. It is a very source-
dependent effect, and how you should use it depends upon the context of each song!

� Attack

Set a long enough attack time on the compressor, to allow the leading edge of the sound 
through. If you set too short an attack time, your drums will lack punch. You only really 
want to compress the body (sustain portion) of the sound, leaving the impact of the 
attack transients to cut through the mix - 50 ms or so is a good starting point. However, if 
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you�re going for extreme compression effects, a zero-attack, totally squished sound may 
be exactly what you want. It might be especially useful when using parallel compression 
techniques (see below).

� Release

Setting the release time to follow the natural decay of the drum will achieve the most 
natural-sounding response. Very long release times will tend to �level out� the dynamics 
completely, as the compressor doesnt have long enough to recover between hits. Again, 
this may be what you want if you�re going for extreme effects. Very short release times 
coupled with a long-ish attack will give you a classic �pumping� compressor sound.

� Ratio and Threshold

The ratio controls how much compression (gain reduction) occurs once the threshold has 
been exceeded. If the ratio is set to 1:1, no compression will occur no matter how low the 
threshold is set. 

With the ratio set to 2:1, if the input signal goes 2 dB above the threshold, the output will 
only go 1 dB over the threshold. Higher ratios like 3:1, 4:1 and so on will result in more 
gain reduction.

The interaction between the threshold of compression and the ratio is very important. 
Play with these controls to see how you can really shape the sound of the drums. For 
example, a low threshold and high ratio will cause the compressor to �slam down� on the 
drums more so than the other way round. 

Take some time to learn how these controls interact. Every compressor has a different 
character and response. It�s important to get to know the �feel� of each compressor you 
have at your disposal, especially in this age of affordable and diverse plugins. Having 
a suite of compressors with no real knowledge of how they react is less bene�cial than 
being able to skilfully use one type of compressor.

Compressors are often switchable response between �peak� and �RMS� detection modes 
- these both sound quite different to each other and respond differently to the input signal. 
A peak response only detects the very loudest parts of the signal. When set to RMS, the 
detection system uses the �average� level of the signal to drive the compressor. This is 
often more musically useful.

Unless you want to heavily overcompress your drums for creative reasons, 3-6 dB of 
compression is usually MORE than enough! Remember that you want to make your 
drums sit well in the mix, not to showcase your compressor unit.

� Knees

Some compressors have adjustable �knees�. This initially sounds odd but it is in fact a 
term used to describe the shape of the compression response curve. A hard knee shape 
is a lot more aggressive than a soft knee shape once the threshold has been reached. A 
limiter is an example of a compressor with a very hard knee and an in�nite ratio.
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� Use a MIDI controller!

It can be a really good idea to map a compressor plugin�s parameters to a MIDI controller, 
so that more than one control can be adjusted at the same time. This way you can get a 
better feel for how the parameters interact to shape the sound.

� Parallel compression

Parallel compression is a very useful technique for drum mixing. This technique involves 
sending the drum tracks to an additional bus to be compressed, while still leaving the 
original tracks in the mix. The advantage is that you get the compressed drum sound, 
with heavier sustain, mixed in with the original sounds with their transients intact. Popular 
compressors for this technique are the �quad� compressors on SSL consoles. This results 
in a classic drum sound - Nirvana�s �Nevermind� is a good example.

� Bus compression vs. compression of individual channels

Bus compression is generally used to add weight and scale to the drums , whereas 
compression of individual drum tracks is usually to control and �tame� dynamics, as well 
as to add punch to the drums if required.

BFD�s room and PZM channels respond very well to bus compression. Compressing 
the room is a classic method of making the drums �RAWK�. For a bit of extra authenticity, 
make the room mono by turning the Width control to minimum. Using the direct and 
overhead channels mixed with a very heavily compressed stereo or mono PZM channel 
can sound huge. Remember that in the context of a track this can add a huge amount of 
depth and intensity. It is a very powerful effect and it is very easy to overdo it!

If you�re doing a lot of bus compression, you may want to use less direct signal, especially 
on the cymbals, to get a more natural sound. It�s perhaps also a good idea to lay off the 
compression on the hihats, not only because of how it can affect the snare sound due to 
bleed, but also because keeping some dynamics for the hihats can be vital to the feel of 
the groove!

� Rules?

There are no rules, but always remember that any compression is in fact making the 
sound smaller - a compressor �squashes� the dynamics of a signal so that you can make 
it louder without clipping. It is incredibly easy to overdo it and completly ruin the sound of 
the drums (or whatever else you�re compressing), turning them into small popping bags of 
soggy crisps!

A good tip: just when you think it�s loud enough, it�s probably a bit too loud, so back it off a 
few dB unless you want the drums to dominate your mix.
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5. How to approach mixing each part of the kit

5:1. Kicks

The �low end thump� of a kick lies in the 40-80 Hz range - many engineers refer to this as 
the �chest� region - because you can feel it in your chest, rattling your ribcage!

The main body of a kick exists in the 80-120 Hz range, with the the fundamental 
frequency of most kicks, depending on size, being at around 80 Hz.

The body and resonance of the drum shell is found in the 160-500 Hz range. Cutting 
these frequencies (�scooping the mids�) leads to a cleaner, modern kick sound, which sits 
well in the mix. Leaving these in is suited more to an old-school sound.

The beater sound lies between 1 and 6 kHz depending on type: harder beaters tend 
to have more energy in the higher frequencies. Accentuate this frequency range for a 
modern �clicky� rock kick sound.

Alternatively, roll off some of the top end for a more relaxed, �woofy� sounding kick, more 
suitable for jazzy or funk music.

The inside and outside kick mic channels sound very different to each other. The inside 
kick sound gives you the brighter, more aggressive sound with less low-end and some 
�shell resonance�. This is because the mic is pointed much closer to where the beater 
strikes the skin. The outside kick sound is much more like the kick sound as we hear 
it while standing next to the kit. It is often deeper in bass and less �attacky�. How you 
balance these signals is up to you, but just remember that the outside mic gives you the 
depth and weight while the inside gives you the attack and de�nition.

On faster songs, choose a tighter kick and use more damping. The quicker the tempo of 
the song, the less bass you can get away with on the kicks.

A common mixing technique is to process the bassline with a sidechain compressor, 
using the kick as the sidechain key source. Therefore, the bassline will be compressed 
more during kick sounds, leading to a cleaner, tighter low end in the mix.

Tuning the kick drum to the key of the track can also help to make things gel together 
nicely. This is a common solution to situations where a bassline and kick are not sitting 
nicely together.

5:2. Snares

The low-end �thump� of a snare is usually around 100-140 Hz (depending on its size and 
tuning as always). Rolling off the very lowest frequencies can help a snare to cut through 
a mix. Also, lowering the amount of bass will affect the response of any compression 
applied to the snare. Less bass energy means the compressor will respond better to the 
the transients of the drum. Side-chain compression is an alternative way of dealing with 
this.
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Cutting the low mids at around 250-400 Hz will �open up� the sound of the drum, while 
removing some mids at 700 Hz will reduce the �bark� of the snare.

The crack and attack of the snare is usually to be found between 2 to 7 kHz. If it�s any 
lower than 2 kHz it will tend to �honk�. Boosting some very high frequencies at around 12-
15 kHz really accentuates the ultra-high-end �sizzle�.

If the snare is sounding too aggressive in the mid range, cutting at 1-2 kHz by 1 or 2 dB 
will smooth it out whilst still retaining the bite and weight.

For classic pop snare sounds, use more top mic channel than bottom. For a crunchier 
sound use more bottom snare, which lets through more of the actual snare wire, resulting 
in more top end �crack� and sizzle.

A lot of the apparent top-end crack of a snare also comes through the overheads as well 
as the bottom snare channel.

5:3. Hihats

Rolling off the low-end on the hihats is very useful. It removes a slightly �gongy� element to 
some hats which can often be undesirable (thinner hats tend to have more low-end - the 
same applies to cymbals). Cutting the low-end in this way also helps the hats to sit better 
in the mix.

Accentuating the frequencies around 1-3 kHz will tend to make the �stick� aspect of the 
sound more pronounced, while boosting above this range, especially at 5-10 kHz, you will 
get more of the classic hihat �sizzle�.

Keep in mind that open hat positions have a lot more energy than closed hats and may 
start to sound too loud after adding lots of EQ. You should adjust trim levels for non-
closed hits in the BFD Hit Options panel, or explore compression options. Remember that 
it�s always nice to leave some dynamics to the hats, as this can contribute a lot to the feel 
of a groove.

5:4. Toms

For want of a more polite word, the �balls� of the toms lie in the 50-120 Hz range. 
Obviously, larger toms have much more bass energy than smaller ones.

The main body of the toms, in the 120-500 Hz range, can be very troublesome - there is a 
danger of the toms sounding too thick and heavy. Some good use of a narrow-bandwidth 
EQ cut (tuned to taste) will help the toms to sit in the mix better without overpowering 
everything else.

The attack of the toms lies in the 1-7 kHz range - this contains �the bite� of the tom. If you 
remove a lot of mid-range, then you�ll be left with this frequency range, and the toms will 
have very little apperent sustain.
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If you want thunderous toms, use larger ones! Don�t stick to preset conventions on tom 
selection. BFD allows you to mix and match toms, so you can assemble custom tom 
sets. Two �oor toms and a rack tom can be great, even if the 2 �oor toms are not from 
the same set - once they are EQ�d and compressed in the mix it is very hard to tell that 
they�re from different kits. Replacing the high tom with a mid tom can also be very useful, 
as many high toms are too small (and therefore high-pitched) for some applications.

Using BFD�s damping controls on the toms is a great alternative to using gates to �tame� 
the toms. Most of BFD�s toms are recorded undamped to allow maximum �exibility. For 
certain types of music, they can last too long in their untreated form. Use large amounts 
of damping (over 50%) for funk and other groove-based music, where an excessively 
resonant set of toms would take over the mix. The same applies to metal, where the beats 
are just too dense to accomodate undamped toms.

As previously noted, try not to hard pan the toms, there aren�t many drummers with arms 
12 feet across. Also, toms with lots of low-end (such as �oor and large mid toms) usually 
sound better when mixed in both speakers.

5:5. Cymbals

Like the hats, it�s very useful to high pass �lter the cymbals heavily. Again, it gets rid of 
�gongy� tones and low-end �bark�.

Don�t be afraid to cut too heavily, even all the way up to 2 kHz or more - this is a very 
common technique in the context of modern rock or pop production.

Take care when boosting treble on cymbals, as it very easy to overdo it and up with an 
cymbal track that is too bright and messy.

It can be good to use more ambience than direct signal with cymbals. Using the 
overheads will make cymbals sit in the mix more realistically. However, try and retain a 
good amount of the direct channel for rides, as this will help the attack to cut through.
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6. Creative processing

6:1. Other dynamics processors

Gates are a good way of recreating older drum sounds, such as those used in soul and 
funk records. You can achieve different results to using the built-in damping in BFD, so 
feel free to experiment!

Transient modi�cation processors like SPL Transient Designer or Sony Transient 
Modulator can be very useful in shaping the attack and release of parts of the kit. They 
have a slightly different approach to conventional compressors, and can be very useful 
for adding extra punch or for taming ambience. It�s incredibly easy to overdo it with 
processors like this: tread carefully.

Dynamic EQ�s can also give you new ways of shaping the dynamics of your mix. Again, 
proceed with caution - always keep a perspective on what you want to achieve.

6:2. Arti�cial reverb

Don�t be afraid to use an arti�cial reverb, especially on the snares and toms. Getting rid of 
the natural room and using a fake space can open up a new world of sounds - engineers 
often do this with real multitracked drums too! Extremely short, bright plate reverbs can 
completely change the nature of the drums. You can also use larger rooms and add bus 
compression to achieve huge drum sounds, just like you would do with BFD�s built-in 
ambience.

If the drums are sounding too �reverby� for the mix, try to �nd a reverb program with a very 
strong early re�ection element, and use more of this than the main reverb tail itself. This is 
also great for achieving �slapback� room effects, especially when combined with pre-delay.

Also, don�t go crazy on the �room size� and �reverb time� parameters - be sensible! Reverbs 
that are too long will just clutter up the mix and sound messy. 

Pre-delay can be very useful - it can help to seperate the drums from the reverb and 
keep the mix sounding more de�ned, instead of �distancing� the drums to the back of the 
mix. Pre-delay is the time between the beginning of the dry sound and the beginning 
of the reverb. A setting of between 10 and 25 ms can work very well. Extreme settings 
can produce slapback effects, like when using the Distance controls for the ambience in 
BFD�s mixing interface.

Using mono reverbs can really pin the drums to the centre of the mix and, as described 
earlier, is a very common production technique for getting big drum sounds.

Algorithmic and convolution reverbs both have their own strengths and weaknesses - 
experiment with both!
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6:3. Recreating retro sounds

To get older drum sounds from the 50�s and 60�s, experiment with strange panning - 
perhaps keep the drums predominantly in one channel, although it can still be useful not 
to pan the kick in order to keep a strong centre image. 

It can also be useful to roll off some high-end to simulate an �old-school� sound, as well as 
employing techniques like gating (or BFD�s built-in damping).

Older recordings also tend to use less mics, so try and use less of the available mic 
channels.

6:4. Resampling and re-sequencing

BFD is perfect for making your own breakbeats! You can think about it as a sound-
source for making your own personalised breaks by creating good-sounding drum mixes 
and mixing down some patterns to stereo bounces. You can then re-process the clips 
and use beat-slicing techniques on them before putting them into a sampler plugin and 
sequencing the slices. This is great for hip-hop and drum & bass music, and BFD�s 
versatility means you can tailor the sound, pattern, groove and tempo exactly to your 
needs.

6:5. Distortion and re-amping

Some distortion or overdrive on an aux send, mixed back in with the dry drum mix, can 
add dirt, grit and colour to the drums while not killing the de�nition and quality of the 
sound and transients. It�s good to keep some subtlety by mixing the distortion back in at 
low levels, and heavily EQ-ing these signals so as not to end up with a messy mix. This 
method can be used with all manner of processors - try and be original and think outside 
the box.

Speaking of which, try re-amping the drums! Send the snare channel out via an aux send 
to a mic�d up guitar/bass amp or small PA speaker, and bring it back into the mix. You 
could even try some headphones, hi-� speakers or, if you�re lucky enough to have access 
to one, even a Leslie rotating speaker for some psychedelic swirling drums.

You can even create your own real analog reverbs by doing this in the garage or whatever 
other space you can possibly take your rig! 

Using such techniques can add an organic vibe to the drums.
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6:6. Noise

Talking of organic vibes, don�t be afraid of noise. At the risk of sounding rather 
controversial, its presence in a mix can actually make the mix sound warmer, more 
organic and more �alive�. A noise-free digital production can really risk sounding 
clinical, �at and lifeless. Recordings always contain some noise, and most commercial 
productions are also mixed on an analog console through analog processors, a process 
which will always contribute some noise to the mix. It is a natural, real-world phenomenon 
and we are used to hearing it!

Try running some channels through some hardware processors instead of hyper-clean 
plugins, or experiment with bouncing parts to tape. Even simply running the audio out of 
a good D/A converter and back in through a good A/D can give your recordings some 
colour and bite. There�s somehow something �real� about the sound of electrons whizzing 
around a circuit, or being written as magnetic information to tape and read back - you can 
potentially add more depth and dimension to the sound when doing things like this.
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