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From its birth in Europe•s underground clubs 
in the early 90s through to the chart-topping 
cheesy excesses of the likes of DJ Sammy, 

trance has become one of the most popular forms 
of dance music in the world. Although such 
commercial bastardisations have diminished its 
credibility somewhat, •serious• trance is still very 
much alive and kicking, thanks to the genre•s more 
cerebral superstar producers, such as Tiësto, Ferry 
Corsten and Above & Beyond.

To those only familiar with its more commercial 
side, it may come as a surprise to learn that the 
roots of trance go deep into dance music•s subsoil. 
The earliest releases, particularly the pioneering 
work of Jam El Mar (who would later exploit the pop 

possibilities as part of Dance 2 Trance, Jam & 
Spoon and Storm), have more in common with the 
more high-brow sub-genres of house and techno 
than the ravey synth epics that would come to 
epitomise the sound. 

Although the sound of trance has developed 
over the years, the basic ingredients still remain the 

same, as exemplified by genre-defining tracks like 
Age of Love: rolling 4/4 rhythms, an insistent 
bassline and ethereal synth work.

In this tutorial we•re going to show you how to 
produce a complete trance track. To that end, we•ve 
enlisted the help of Darren Tate, an A-list producer 
with years of experience and dozens of releases 
under his belt. We•ll show you how to create the 
perfect trance beat, make a massive bassline and 
orchestrate the kind of slick symphonic synth work 
that characterises Darren•s sound. And to really 
bring the whole process to life, we•ve also put three 
and a half hours of video on the DVD, giving you 
unprecendeted access to the studio of one of 
dance music•s most respected exponents. cm

•TRANCE HAS BECOME ONE 
OF THE MOST UNIVERSALLY 
RECOGNISED AND POPULAR 
FORMS OF DANCE MUSICŽ

With one of the genre•s biggest names donning the cm mortarboard and over three hours 
of accompanying video, we proudly present the ultimate trance production tutorialƒ

On the DVD
TUTORIAL VIDEO
See Darren Tate•s tips and 
techniques brought to life 
in three and a half hours of 
exclusive video footage!
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3Logic•s sampler, EXS24, is used for the hi-hat 
samples. Again Darren has a selection of sounds 
available to audition, and a fairly chunky sample is 

chosen to accompany the stomping kick drum. The hat is 
triggered on the offbeat in typical trance style. A small 
closed hi-hat sample (again from the EXS24) is then 
triggered on the beat. >>

2Native Instruments Battery 3 plays back these initial 
drum sounds, with several kits loaded up. The 
various samples can be auditioned by transposing 

the MIDI track in Logic, which causes different cells to be 
triggered. This way an appropriate set of sounds can be 
found quickly. >>

1Darren begins the piece with a template project that 
contains the basics to help him get the ball rolling. 
This includes the foundation drum parts (including 

kicks and hats) to provide inspiration so that work can 
begin immediately. >>

6Darren decides that the kick drum doesn•t have 
enough presence and layers another one over the 
top of it. This new sample is a high-passed kick with 

a hi-hat on top to give it more •thunkŽ, as Darren 
eloquently puts it. Overall, the sound is now much tighter.

5Using loops is a speedy way to build up a rhythm 
track, so Darren brings up yet another EXS24 with a 
selection of electro-style house samples loaded. A 

clip containing some reversed drum sounds is chosen. >>
4 A clap sound is placed on top of every second 

kick to build up the rhythm. He uses a splashy-
sounding clap with a long release and doubles it up 

with a TR-909-esque snare … both these samples are 
triggered from the EXS24. At this stage the sounds aren•t 
fine-tuned, but, as Darren points out, everything can be 
changed later. >>

STEP BY STEP Laying down a basic drum part

Even if you•re not familiar with the name, 
chances are you will have heard his music. 
Darren has released tracks under a number 

of pseudonyms, including Citizen Caned and 
Alphaland, but is perhaps best known for his 
collaboration with Charlotte Church as Jurgen Vries. 
The Opera Song (Brave New World) peaked at 
number 3 in the UK singles chart. 

As well as his more commercial outings, Darren 
has been responsible for dozens of underground 
releases, including his work as DT8 Project. In 
October 2007 he released his first album under 
that name, featuring remixes from Lange and Above 
& Beyond amongst others. 

•It•s a journey through different genres of dance 
music … house, trance, breakbeat, chillout, even 
some rock and electro elements,Ž says Darren. •The 
album features loads of great artists, including 
Gavin Rossdale from Bush, Andrea Britton, Shena 
McSwee … who sang There•s Nothing I Won•t Do for 
JX … David Gray and Mory Kanté. 

•The most challenging thing about making the 
album was my setup,Ž he continues. •I actually 
started in 2001 or 2002, and as time went on I 
found myself reinventing various aspects of the 
album as I continued to develop my production 
skills. Compared to the new system I•m running 
now, which must be about 100 times more 
powerful, even simple jobs were quite laborious. 

•The rest of it came quite easily as I was already 
comfortable with recording. We also had live 
instruments in here … those are the more 
challenging areas, as is sitting down and comping 
thousands of hours of vocals. We recorded 
Charlotte Church in here for the Jurgen Vries track. 
She did it in one session, so it didn•t involve her 
coming back. It took a while to get the results I 
wanted but she was pleasant enough!Ž

 Check out the DT8 Project album Perfect World 
at www.mondorecords.com/perfectworld , and go 
to www.darrentate.co.uk for more background on 
the man himself.

Who is Darren Tate?

1  Darren Tate: the man 
behind a catalogue of 
trance masterpieces
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3The next bus is used for a reverb. The IK Multimedia 
Classik Studio Reverb is set up to provide a long hall 
sound with a lengthy four-second tail. This is applied 

to the clap to give it a bit more splash. >>
2The 3/6/9 setting on the delay gives the closed hats 

a triplet feel, but it•s important to use the effect•s 
high-pass filter to cut out any rogue frequencies … if 

left unchecked this could result in a messy mix. Each •tap• 
has its gain adjusted to create a •delaying out• effect. >>

1In order to apply shared effects Darren sets up 
several auxiliary buses. The first of these is used to 
host a multi-tap delay, the PSP 608 MultiDelay, with 

which the timing and position of each repeat can be set 
independently of the others. This is carefully applied to the 
closed hi-hat to produce a more rushy, offbeat sound. >>

6Another reverb, this time Audio Ease•s Altiverb, is set 
up on the next bus. This uses impulse responses to 
recreate real spaces, and Darren has opted for the 

Brugge Concertgebouw (Belgium) … a Belgian concert 
hall. This effect is particularly useful for adding authentic 
real-world reverberation to string parts.

5After the EQ a compressor is added to the bus, with 
its sidechain input triggered by a kick drum sample. 
The EXS24 hosting it isn•t routed to an output so the 

drum itself isn•t heard in the mix, but the effect of the 
sidechaining on the reverb is dramatic, giving the other 
elements more space. >>

4 Logic•s built-in Channel EQ is used after the reverb 
to remove unwanted low frequencies. Although the 
clap sound won•t have too many of these, other 

sounds that are going to be put through the reverb might, 
so it•s a necessary precaution. >>

Although Darren•s studio is one of the more 
impressive we•ve seen, his computer set-up 
wasn•t always so slick. •The last system I 

had consisted of a Mac G4, originally a 733GHz, 
then I upgraded it to a dual 1.2,Ž he says. •It was 
stuck on OS9 because I wasn•t ready to make the 
huge upgrade to Pro Tools|HD … I was running Mix 
Plus. There were various things that made 
upgrading difficult so I was stuck with Mac OS9.

•The big problem was that there were a lot of 
new applications and plug-ins being written for OS 
X and not OS9, so I was getting quite behind with 
the technology. In an age where we•ve 
become so dependent on computers and they•ve 
become more and more part of the whole music 
production process, it was getting less and less 
creative. So it•s wonderful to be where I am right 
now, that•s for sure!Ž

Currently Darren runs Logic Pro 7 on an 
eight-core Intel Mac, but what other software does 
he enjoy working with?

•I love the reinvention of analogue synths … the 
things Arturia are doing, for instance. Having all 
those sounds at your disposal without having to go 
and plug in a load of machines is great.

•I love the UAD stuff,Ž he continues, •I wish their 
cards were a bit more powerful, but the EQ and 
limiters are just fantastic. I use Sony inflators and 
limiters on the mastering end, and TC [Electronic] 
have got some pretty good things as well. I like the 
VSS3 engine on the PowerCore … it•s just not 
particularly stable on my machine. I used to be a 
big fan of the M3000 Reverb, which is now the 
6000 range … it•s a lovely spacious reverb that•s 
good for different applications. 

•I also like the Camel Audio plug-ins, and the 
PSP stuff works well. It•s good that various synth 
manufacturers have done digital versions. To be 
honest, there was a time when if someone had 
presented me with all these options I would have 
been bamboozled. But now I can•t get enough of it 
… the more the better!Ž

Tate•s technology

1  Darren•s set-up is decidedly Apple-based

STEP BY STEP Setting up effects buses
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The sample libraries created by Manuel 
Schleis, also known as Vengeance, are 
popular with dance music artists of all kinds 

… trance in particular. Many of the producers that 
we•ve interviewed recently are big fans of Manuel•s 
work, Darren Tate included, so we thought we•d 
hook up with Manuel to get the scoop on how he 
makes his massive soundsƒ

cm: The drum sounds on Vengeance sample CDs 
sound incredibly big and beefy compared to those 
on many other libraries. How do you go about 
creating them?
MS: •For kick samples I have a huge library of 
attack noises, sine generated •bodies•, downs, ups, 
FX (such as slamming doors) and reverb tails. We 
carefully layer and EQ our kicks from these sample 
fragments. This is done in real time in Cubase with 
a nice bass sound on the offbeat to get a better 
feeling of how the kick will work. Once finished we 
compress them slightly, usually with UAD 
compressors. We produce snares, claps and 
cymbals in similar ways.Ž

cm: When creating these samples, what gear do 
you use? Do you find there•s a big difference 
between hardware and software processing?
MS: •We do not use hardware at all for this stuff. A 
software sampler used with a sequencer does the 
job. Hardware would lead to the same results, 
with the only difference being that it would take 
much longer.Ž

cm: Do you use much in the way of visual 
feedback when creating your sounds?
MS: •OK, I must admit that there is one hardware 
device that we use: a RTW Porta Monitor 
spectrum analyser. If you create drums for 
several hours your ears will get exhausted. It•s good 
that you can rely on a visual feedback system to 
avoid mistakes.Ž

cm: What tips do you have for people who want to 
make better drum sounds? 
MS: •The tuning of a kick or percussion sample is 
quite important … it sounds good if it matches the 

pitch of your track. Also, the attack phase is 
important … be creative and feel free to use 
unusual sounds to layer over it. A good small room 
reverb does miracles too, in particular the 
ArtsAcoustic reverb.Ž

cm: Do you have any tips for people using your 
sample libraries?
MS: •Yes, do not compress and EQ them too much! 
All the sounds are ready for use straight from the 
box. For example with kicks, if I want to use one 
from Vengeance Essential Clubsounds Vol. 1 or 2, 
I just load it into my sampler and put the volume 
fader to -3dB and that•s it … I don•t touch it again. In 
my opinion, if you have to EQ or alter a sound 
too much it•s likely that you picked the wrong 
sample to begin with. Just choose another one 
that suits the track better instead of tweaking it 
to death.Ž

cm: What are you favourite synths?
MS: •Without wanting to sound like an 
advertisement, the only synthesizer I use for making 
music at the moment is reFX Nexus. When I•m 
recording I do not have the time to go deep into 
designing my own sounds. I like to work with 
presets and concentrate on the mixing, 
composition and vocals. When it comes to sound 
design I like to work with the Virus … it has all the 
possibilities you could need … or the Alesis 
Andromeda. I love those filters!Ž

cm: Had you made sample libraries for other 
people before releasing your Vengeance series? 
What do you have planned for the future?
MS: •I have made some factory preset banks for 
Roland, Access, Waldorf, Propellerhead and various 
others. However, I have not made any sample 
libraries for other companies. This is purely 
because I want to have as much control as 
possible over the product, the pricing and the 
marketing. We already have many ideas for further 
CDs. Vengeance Electro Essentials has just been 
released, and Vengeance Effects Vol. 2 and a 
purely vocal sample CD are already in the pipeline 
as well.Ž

cm: What advice do you have for new and 
inexperienced producers?
MS: •Everything takes time to learn. If you•ve just 
started making music do not expect to get 
professional results in one or two years. I have 
been making music for nearly 20 years now and 
there are still many things to learn. You will improve 
with every track you make, though, even if you do 
not feel this progression immediately. Your ears 
will suddenly hear things they did not notice 
before. It•s always funny when you listen to an old 
track you made a year ago and think, •Oh my god 
that sounds horrible! How could I have mixed this 
so badly?•.Ž
Check out the Vengeance libraries at: 
www.vengeance-sound.de1  It may not get a look in on his sample production sessions, but Manuel•s studio is still well-stocked with hardware

1  Manuel Schleis: even with two decades of experience behind 
him, he still concedes that there•s more to learn about producing
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3To tidy up the bottom-end and give the top-end of 
the riff more shine, a UAD-1 EQ (UA•s emulation of 
the Neve 1073) is used. This is a broad EQ so it•s 

more useful for adding colour than massively precise 
equalisation. Darren tweaks the 4.8kHz area to bring out 
the higher frequencies. >>

2Darren wants to apply a low-pass filter to this sound 
and although Nexus has one built in, something with 
a bit more bite is needed. Enter the Sonalksis TBK 

Creative Filter … the Resonance is set to Medium so that it 
doesn•t sound too obvious. >>

1The basic drums and effects have been set up, and 
now Darren turns his attentions to the musical 
elements of the track. The first part is an arpeggiator 

riff from reFX Nexus (AR York Mutes) that•s been played 
into Logic via a MIDI keyboard and quantised with a very 
slight swing. >>

6The sound isn•t quite right, so a few different presets 
are auditioned along with the track and a patch with 
a little delay is selected instead. Darren ties the filter 

cutoff frequency to his MIDI keyboard•s mod wheel so that 
he can use it to get just the right setting. >>

5Darren had previously prepared a bassline played on 
Rob Papen•s Blue synth. This part is very basic and 
needs a lot of refinement before it will work well in 

the track. The MIDI part is quantised to tighten up the 
timing and some groove quantise is added to create a 
slightly lazy feel. >>

4 A low frequency cut is made at around 80Hz. This is 
important because most club systems are 
optimised for the 60-100Hz range and any clutter in 

this area will impair the sound of the track. Sidechaining 
could also be used to attenuate these frequencies. >>

9Using Logic•s Compressor plug-in, the bass is 
sidechained with the kick so that it doesn•t prevent it 
punching through the mix. Finally, the delay effect on 

the Blue synth preset is turned off.
8The bass still isn•t quite beefy enough so he adds 

the PSP VintageWarmer 2. Starting out with the 
preset Bass Line Track, the parameters are adjusted 

until the bass sounds right both on its own and in the mix. 
Using the compressor brings out the lows of the sound to 
boost the bottom end. >>

7He tidies up the note positions and lengths to get 
the riff sounding tight, then checks the bass on 
various speakers to hear how it sounds on each. 

More bite is needed, so a Sonalksis SV-315 compressor is 
used to accentuate the sound•s transients by setting a 
relatively slow Attack time. >>

STEP BY STEP Adding melodic elements and the bassline
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2Sound effects are needed to signify the approaching 
breakdown so Darren adds an ES P synth and some EXS24 
samplers. Big, percussive hits are loaded into them, which 

are then run through Logic•s Tape Delay plug-in and a stereo 
enhancer for extra hugeness. >>

1Now that the major components have been created, Darren 
begins to arrange the track. It starts out with just the drum 
parts playing and the musical elements are introduced 

gradually after 32 bars, filtered in using the Sonalksis TBK, with 
the clap coming in 16 bars later. >>

4 A loose pattern with a slightly discordant sound is used to 
trigger this ethereal pad. This figure is played in via a MIDI 
keyboard with minimal editing afterwards in order to retain 

the organic feel. The pad is sidechain-compressed directly so that 
it moves with the rhythm of the track, rather than simply sitting on 
top of it. >>

6He then brings up Logic•s ES P synth and programs a white 
noise patch with a low-pass filter that•s used to bring the 
sound in and create a big sweeping effect. The Resonance 

is turned up slightly to add a harsh edge to the sound.
5After the string section the feel of the song changes as the 

musical elements are stripped away to leave just the drums 
and bass. This doesn•t sound quite right when the full bass 

part is played so Darren edits it so that the note doesn•t change 
through this section. >>

3A high string patch is needed to add atmosphere and 
increase the tension before the breakdown, and Absynth 4 
seems the obvious choice for an appropriately spacey 

sound. Not wanting to get bogged down in programming at this 
point, he auditions a variety of sounds before settling on the 
Biolabs preset PAD Mutagen-NICE. >>

Three classic 
trance tracks

STEP BY STEP Arranging and mixing

Energy 52 … Café Del Mar
This may have become an international 
anthem thanks to the dozens of 
remixes that have been churned out 
over the years, but for melodic purity 
the original DJ Kid Paul version is still 
hard to beat. The clever use of 
different synth textures and catchy 
melodies show that you don•t need 
overblown production values in order 
to create a monster tune. 

Binary Finary … 1998
Another track that•s been remixed 
many times (and check out the 1999 
and 2000 releases for yet more 
variations on the theme), 1998 
encompasses all that is good and 
pure about energetic, uplifting trance. 
With pounding drums and interwoven 
synth lines, it is a club banger that 
manages to avoid the pitfalls of cheesy 
dance cliché.

Ian Van Dahl … Castles in the Sky
Of course, sometimes clichés can work 
a treat, as ably demonstrated by this 
commercially successful floor-filler. Van 
Dahl boils the art of pop trance down 
to a perfect, pristinely produced 
package. Epic-sounding yet immensely 
radio friendly, it•s the anthem that 
isn•t afraid to pose that perennial 
question: Why, exactly, do we build 
castles in the sky?
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3Despite the abundance of effects already applied, 
Darren still isn•t quite happy with the sound, so he 
breaks out another favourite: Waves MetaFlanger. 

The Mix is set up carefully so that the effect remains 
audible at all times. This produces the immediate 
movement that he•s after. >>

2Before the breakdown, an Indian vocal sample is 
added. This is run through some 
sidechain-compressed delay courtesy of SoundToys 

EchoBoy. Another SoundToys plug-in, Crystallizer, is also 
used for some crazy real-time delay splicing. >>

1The ESP synth works well but it•s quite 
generic-sounding, so Darren brings up Camel 
Audio•s CamelSpace. This plug-in is particularly 

useful for creating rhythmic effects, and a few presets are 
auditioned before he finds one he•s happy with. The 
onboard Trance Gate is then tweaked in order to produce 
the perfect rhythm. >>

6At this point Darren programs some drum fills, 
including a kick drum roll that increases in volume, 
and a rather electro-sounding snare fill. The snare 

sound needs to be made brighter so Logic•s Exciter is 
used to pump up the high frequencies. The URS Channel 
Strip Pro is added to compress the sound slightly. >>

5This sound is played in a staccato rhythm and 
panned slightly to the right. A piano part is added 
next using IK Multimedia•s SampleTank. This is put 

though Logic•s Distortion plug-in, SoundToys Crystallizer 
and Ohm Force Ohmicide. The URS Channel Strip Pro EQ is 
then used to cut out the unwanted lows. >>

4 More instrumentation is still required, so Darren 
brings up another EXS24. A sine wave is loaded up, 
and delay and reverb are applied to it via the 

existing effects buses. To up the quirkiness factor, Logic•s 
Bitcrusher is used to add some distortion. >>

9To keep the track rolling he adds some more 
percussion, including a shaker line. This is offset 
against the beat and delayed slightly. A 

natural-sounding open hi-hat is also added to the off-beat, 
which fits in nicely with the existing percussion, and the 
clap is beefed up with white noise for extra bite.

8Another instance of Atmosphere is used to provide a 
more realistic-sounding string patch, and again 
sidechain compression is used to make it pump. 

Darren also sequences some chords in from his hardware 
Roland JP-8080, which is set to a trance pad, to add some 
subtle fizz to the top end. >>

7The sound needs more warmth at this point so 
Darren turns to his Muse Receptor DSP box, which is 
loaded with instruments. Spectrasonics Atmosphere 

is chosen, with a sidechain compressor and a low-cut EQ 
inserted on its channel. The patch used is a big, 
fluffy-sounding Jupiter pad. >>

STEP BY STEP More mixing
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3We•ve finally reached the breakdown, where the 
percussion disappears and the musical elements 
come to the forefront. Darren takes his time 

making sure the sound effects are arranged in such a 
way as to ensure maximum impact. The ES1 riff 
continues to play, keeping an element of the rhythm 
present during this section. >>

2Another of Logic•s synths, this time the ES1, is used 
to create a trancey synth pluck that enhances both 
the top end of the mix and the rhythm of the song. 

This sound is given a touch of delay and filtered in and out 
as the track progresses. >>

1A big, highly-swung funky house loop from 
Spectrasonics Stylus RMX is added of the beat. A 
URS A Series EQ is used to bring out the highs, while 

the lows are attenuated using Logic•s Channel EQ. This 
helps the loop sit with the other drums. >>

6More Stylus RMX beats and a rhythmic LFO bass 
sound from GMedia impOSCar are used to help 
build up the track before the drop, where the rhythm 

and bass parts kick back in. Darren carefully programs the 
volume and filter levels to produce the maximum energy 
level possible when the beat drops.

5In order to keep the energy level up during the 
breakdown, an Absynth patch is selected (via Native 
Instruments KORE) to provide a bell-like riff with 

masses of delay and reverb. Another instance of Nexus is 
also used to create a choir, which is brought in using a 
low-pass filter. >>

4 As if the symphonic majesty of the piece wasn•t 
awe-inspiring enough, another titanic synth is 
brought in. This time it•s the ultra-powerful Access 

Virus TI, which appears as a plug-in thanks to its USB 
connectivity. Darren searches for patches and decides 
upon a moody sweep pad. This is used to beef up the 
bottom end of the mix. >>

So what happens once Darren has finished a 
track … how much post-production work is 
carried out?

•Any track that I produce I•ll do my own 
mastered version of,Ž he says. •I apply a similar 
process that you•d get in a mastering house. The 
acoustics are pretty good here, and sometimes 
when I•ve gone down with mastering engineers I 
won•t like what they•ve done. Sometimes I•ve turned 
up with stuff that doesn•t need any work because 
we•ve got it right, but sometimes we haven•t so it•s 
still a useful process. 

•We•ll give out tracks as MP3s and CDs before 
having them mastered,Ž he continues, •so it•s 
important to have a •close as• copy you can hand 
out. I may do a 16-bit version as it•s a good 
universal format, but I•ll always have a 24-bit 
high-res file to take to the mastering house that•s 
not crushed and limited as much. You want that 
little bit of space to be there so that they can make 
any tweaks that are necessary.Ž

The final touches

1  With today•s high-qualty 
mastering plug-ins, Darren can 
finalise mixes in his own studio

STEP BY STEP Finishing the track
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1 The track begins with just the 
basic rhythmic elements, making 

for a very DJ-friendly intro. Eventually 
more rhythm parts, such as the clap 
and extra hats are introduced to fill 
out the beat.

2 After 16 bars the Nexus 
arpeggiator riff begins to appear, 

with the Sonalksis filter on its 
channel opening up gradually to 
bring in the high-end. This introduces 
the first musical element of the track.

3 The next part is the atmospheric 
string pad from Absynth that only 

appears at this point in the track. 
This helps to build the mood before 
the bassline and other musical 
elements enter.

4 The Nexus riff drops out and the 
bassline begins after 48 bars, 

although at this point it doesn•t 
deviate from the root note. We only 
get the complete part when the track 
hits the 80-bar mark and the full 
chord sequence kicks in.

5 After 64 bars more instrument 
tracks are added, including the 

simple sine part and the moody 
piano. These enhance the 
rhythmic feel of the song as well as 
adding interest.

6 Before the musical meat of the 
track is revealed at the 80-bar 

mark, sound effects are used to 
segue between the different sections 
in order to build the listener•s 
anticipation for the next part. 

7 Here the track really kicks in, with 
the major musical parts all 

playing at once, including strings, the 
full bassline and the return of the 
Nexus riff. By now the song is in full 
effect and listener will be gagging for 
the breakdown.

8 Just before the break the 
filtered counter riff is 

introduced. It continues playing 
throughout the breakdown.

9 A swath of FX is also added to 
leave the listener in no doubt as 

to what to expect next.

10 After 112 bars the breakdown 
occurs.. Pretty much 

everything drops out, leaving just 
the filtered Nexus part, the 
counter-riff and some delayed sound 
FX carrying on.

11 The low Virus TI pad 
supplies the lows during this 

section, disappearing after 16 bars, 
never to returnƒ

12 The more uplifting breakdown 
vibes are introduced here 

courtesy of the choral pads and the 
Absynth bell riff.

13 The beat•s about to drop 
back in, so sound FX and 

drum fills are used to heighten the 
anticipation created by the synth 
crescendo underneath.

14 At the 160-bar mark the beat 
and bass drop back in. This is 

arguably the most important moment 
of any trance track. The majority of 
the musical parts are reintroduced at 
this point and the mix is at its fullest.

15 The various melodic riffs, 
including the bell and the high 

counter-riff, are gradually 
reintroduced to keep the track 
moving along.

16 The moody piano returns at 
this juncture and the number 

of musical elements has peaked … 
after this point the song begins to 
wind down.

17 256 bars in and the musical 
elements have been all but 

stripped away, leaving the beats and 
a couple of rhythms keeping the tune 
going for the DJ to mix out.

18 The track signs out with a big 
cymbal crash … it•s not a 

particularly original exit strategy, but 
at this point it•s all over and the 
tune•s work is done!

19 These dummy kicks are used 
as on- and off-beat sidechain 

compression triggers and aren•t 
actually audible in the track.

A TOUR OF THE TRACK
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