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ks WHEHE’S THE

EXTRA SUBWOOFER?

Greg Mackie and his
team were recently
invited to present the
Digital 8+Bus to Britain’s
top engineers and pro-
ducers in the “A” rooms
at two of the world’s
most famous recording
studios. Of course we
used HR824 active monitors.
When the presentations were over, many of the veteran
engineers were astonished to learn that they had been
listening to 8-inch monitors instead of the studio’s Big
Speakers. Some even so far as to touch the house moni-
tors’ 12 and 15-inch cones while the HR824s
\ a™ ~ were playing. They just couldn’t believe
\ = \  the bass output from such a compact box.

TIGHT, RESPONSIVE BASS FLAT
DOWN T0 39HL. reviewers and
owner’s warranty card responses
are unanimous: The HR824 has
the most accurate bass they've

ever heard from an 8-inch monitor.

Last fall And the quality is as astonishing as the quantity. Fast

we won the low frequency transients like kick drum slaps and elec-
ro audio - - - -

industry’s tric bass notes have a crisp articulation that makes other

coveted TEC monitors sound like mush.

Award for

best near ANOTHER TRANSDUCER INSTEAD OF A PORT.

field monitor.

Modesty The more LF transducer cone area a speaker has, the
revents us more bass it can
rom listing

the impres-

sive field of

- competitors
“but you'll

- proba
- counter their

pact near field
~monitor. To aug- p
o : A transducer and a

~ ment primary bass  port can't compare
output, other moni-  With two transducers.

produce. But a huge b —
low frequency -
transducer isn’t an *’ p
bly en- option on a com-
— '

WHY DOES THE

RESPONSE OF
BECAUSE IT'S

field monitor would need an 8-inch vent. Needless to say,
you haven't seen any vents this big on our competitors’
near field monitors. When vent size is reduced to maintain
compact enclosure size, bass output is compromised. And,
forcing a lot of energy out of a couple of small ports can
create audible wheezing and whooshing.

Instead, the HR824 adds a large passive transducer with

the cone area of another 8-

inch woofer. Occupying the
/

entire rear panel of the moni-
tor (see photo below), this

Figl;e‘A
ultra-rigid honeycomb lami-
/. nate piston tightly couples
figres  With the 824's active bass

transducer. With a combined
f« cone area greater than a single

n “rigurec  12-inch woofer, you get excep-
tionally extended bass without
port noise complaint.

SYNTHESIZED MASS AND
OTHER STORIES. The cool thing about an active speaker
system is that you can basically rewrite laws of physics that
otherwise limit passive speaker designers.

Pushing out the curve:
redistributing LF energy
with synthesized mass.

A low frequency transducers free air response
graph looks like a bell curve—
it's most efficient in the mid
band (Fig. A above). To flatten
the curve (and extend low
bass), you have to proportion-
ally reduce higher frequency
output. Acoustic designers use
all sorts of tricks to do this—
and usually end up with re-
sponse something like Fig. B.

The most effective way to
“shape” an LF transducer’s out-
put would be to increase its
mass (cone weight}. But for

Rear view:

The HR824’s electronics
conceal an ultra-rigid,
honeycomb composite

designers of traditional passive  passive transducer.
speakers, adding mass hasn't
been a practical option since it would dramatically slow



HR824 HAVE THE MOST ACCURATE BASS
NY 8-INCH AGTIVE STUDIO MONITOR?
REALLY A 12-INCH MONITOR IN DISGUISE.

Because the HR824 is internally
powered (active), we could pre-
cisely control parameters that
normally occur outside of the
loudspeaker. Greg and the
engineering team were able to
create an electronic “symbiotic
relationship” between the low
frequency transducer’s voice
coil and its FR Series amplifier
voltage output. At mid-band
frequencies, the woofer “sees”
extra synthetic “electronic
mass.” This effectively
pushes out its lower bass
response without com-
promising its light-
ning-fast transient
response (Fig. C).

~and low- frequifftrani- 1"
ducers. At the critical 3500Hz
crossover pomt the alloy HF
transducer’s output is acoustlcally i
the same diameter as the LF
transducer’s output, thanks to the
wave guide’s flaring design (refer

to the actual HR824 photo on

the other page, not our ad folks’
fanciful rendering at left).

Indirectly, the HR824’s LF trans-
ducer even contributes to high
midrange accuracy. In many
monitors, woofer cone har-
monic vibrations bounce
around inside the enclosure
and then exit through

MASSIVE POWER the thin woofer cone. The
THAT WOULD result: smeared imaging and
PROBABLY POP muddled details. Instead of
A PASSIVE MONITOR. a chintzy chunk of fluff, the

Punching out crisp bass
requires a lotta watts. The
FR Series™ high-current bass
amplifier module inside the
HR824 delivers a solid 150 watts of
power with peak output in excess of 250
watts (plus another 100 watts for mid and treble).
That's significantly more than any other 8-inch active moni-
tor. Moreover, the HR824's servo coupling and ultra-short
signal path put that power to work far more effectively than
a passive monitor and a 250-watt stereo amp could.

PART OF A TIGHTLY-INTEGRATED SYSTEM. Our servo

bass system is only one contributing factor to the HR824's
amazing accuracy.

HR824’ enciosure is utterly
packed with high-density absor-
bent foam. Cone vibrations go in,
but they don’t come back out.

DON'T SKIMP. 1t's amazing

how many studio owners will
mortgage the farm for money-is-no-
object, esoteric microphones... and then moni-
tor on cheap, passive loudspeakers. If you
aren’t using ACTIVE near field monitors, you're
seriously compromising your creative product.

We urge you to visit your nearest Mackie Designs
Dealer and seriously audition all of their

active monitors with some demanding,

bass-rich program material. Judge

our claims (and those of our ‘
competitors) for yourself. MADE BY MACKDILS
We think you'll agree that [NWOODINVILLE USA
the HR824 is truly the PHONE TOLL-FREE

best of the best. 888-226-9847
'), .mackie.com

Internal power amplifiers are “fed” by phase-
accurate, low distortion electronic circuitry
instead of a crude coil-and-capacitor
passive crossover. The HR824's pro-
prietary logarithmic wave guide not
only widens treble dispersion but

circle #502 on reader service card




The Final Word in Professional

Save The Manet It's The Only Mariet We've Got.



Mastering is...

QUANTUM

There. We said it. Right there, out in
the open. No asterisk. No caveat. No
“except where prohibited by law”.

Introducing the dbx Quantum.
The first mastering processor that
offers a sampling rate of up to 96kHz,
a true 48 bit digital signal path with 24
bit output, and the same superior dbx
dynamics processing that’s been pro-
cessing the hits for more than 25
years. Quite a trio of features.

I Do-esser | Normaiizer with dbx Type IV™ Conversion System

* 4 Band Multi Band Stereo
Compression

* 5 Band Variable Q Parametric EQ

¢ Dual Mono or True Stereo
Operation

*TYPE IV™ Conversion System

with TSE™ Tape Saturation

Emulation

And with the dbx TYPE IV™
Conversion System already on board,
your signal retains the analog warmth
and character it started out with, plus
the clarity and versatility demanded by
l today’s digital standards. Our patent-
o A pending TSE ™ Tape Saturation

‘ Emulation processing makes it easy.

You need to hear it for yourself. So get
up and go to your pro audio dealer

today. Your clients will be glad you did.
dbx Professional Products * 8760 South Sandy Parkway

db"
PROFESSIONAL PRODUCTS
Sandy UT 84070 + Phone (801) 568-7660 + Fax (801) 568-7662

email: customer@dbxpro.com * URL: htep://www.dbxpro.com H A Harman International Company
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2 8 SOUND LIBRARY CONSTRUCTION

42

64

You've probably used a commercial sample CD, but have
vou ever considered making one of vour own? Whether vou
want to create a library for vour own use or market it
commercially, we'll show vou how to do it. As a bonus.
several sample-library manufacturers let you in on their
secrets for creating a professional sample CD.

By Gino Robair

COVER STORY: DIGITAL PIPELINES

The Tascam TDIF and ADAT Optical digital audio interfaces
have revolutionized the way we transfer digital signals
between audio devices, including computers. Both interfaces
have become de facto industiy standards, even though that
was not their creators’ original intention. Which equipment
is TDIF- and Lightpipe-friendly? Join us and find out how to
optimize your studio’s digital plumbing.

By Jeff Casey

NOT JUST KID STUFF

Children’s music is an easily overlooked genre because it
doesn’t garner the major media attention that adult music
does. However, it is a rewarding and potentially lucrative
musical field. We show you how to write and produce songs
that will endure for generations.

By Brian Knave
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More than Meets the Eye

1-his year’'s Winter National Associ-
ation of Music Merchants (NAMM) show left me
with mixed feelings. Although show attendance
appeared healthy enough and Electronic Musi-
cian was extremely well received, I returned from
the show pondering the lyrics of that classic song,
“Is That All There Is?”

One reason for my mixed reactions was a lack of
compelling new products. I'm not talking about
the absence of “breakthrough” products; obviously,
the music-technology industry can’t be reinvented
annually. I'm not even saying that there weren’t any
cool products; I saw lots of them. But most of them
were improved or less expensive versions of exist-
ing products. Only a few were truly new.

What's the deal? I think we are witnessing the natural maturation of a high-
tech—driven market. To begin with, many new products are software based,
which allows developers to quickly release new, improved versions. Software can
be tricky stuff, though, so it takes quite a while to develop new high-tech prod-
ucts. As a result, we see upgraded products more quickly than in the past, but ali-
new stuff takes longer to bake completely.

There’s another side to this. We musicians know that a variety of improved—
and often less expensive—versions of current products are coming soon. There-
fore, we are tempted to wait for the next generation. Sometimes manufacturers
invest a lot of labor and money over a long development period, only to dis-
cover that customers are playing a waiting game. In such a climate, companies
increasingly have to weigh the risks and carefully calculate the right time to
move in new directions.

The changing development cycle is not the only reason that truly new good-
ies were scarce at NAMM. Once upon a time, product releases were timed to coin-
cide with the two NAMM shows and the AES show. Winter NAMM was the primary
show for introducing musical instruments and related products. But due to the
increasingly international nature of the market and the growing dominance of
superstores and large mail-order firms, NAMM is no longer the only major U.S.
venue where MI manufacturers show their new products.

Foreign trade shows are part of the equation; if a product isn’t ready for Win-
ter NAMM, it can be shown at the Frankfurt Musik Messe. Furthermore, super-
stores and mail-order behemoths increasingly preview new products at special
private showings instead of waiting for trade shows. And the Web makes infor-
mation and demo software immediately available on a global scale.

What does all this mean for those who attend NAMM expecting to see the
shapes of things? The answer is unclear, but the good news might be that much
more is happening than we saw at this show. If so, perhaps NAMM is not the bell-
weather that it once was.

® & o @ o @ o o o o & ¢ & e o & o & o o

I'm very pleased to announce that “What's New” co-authors and copy-editing
colleagues Carolyn Engelmann and Rick Weldon have been promoted to the posi-
tion of assistant editor. Congratulations to both of them!

8 Electronic Musician April 1999

Hectronic Musician

Editor Steve Oppenheimer
Managing Editor Mary Cosola

Associate Editors Jeff Casey, Brian Knave,
Dennis Miller, Gino Robair, David M. Rubin

Copy Chief Patricia Hammond
Assistant Editors Carolyn Engelmann, Rick Weldon
Editorial Assistant Matt Gallagher

Contributing Editors Larry the O, George Petersen,
Scott Wilkinson

Art Director Dmitry Panich

Associate Art Directors Tami Herrick-Needham,
Laura Williams

Graphic Artist Steve Ramirez
informational Graphics Chuck Dahmer

Publisher John Pledger

Marketing Manager Christen Pocock

Eastern Advertising Manager Joe Perry

Midwest Advertising Associate Julic Clark

Northwest Advertising Associate [oanne Zola
Southwest Advertising Manager Erika Lopez

Sales Assistants Alex Boyd, Mari Stancati

Classifieds Advertising Manager Robin Boyce-Trubitt
Classifieds Sales Assistant )ef Linson

Classifieds Assistant Mark Hopkins

Sales Promotions Manager Julie Shandrew

Sales Promotions and Events Coordinator
Daniela Barone

Sales Promotions Coordinator Jason Womack

Di of Operations and Manuf ing Anne Letsch
Advertising Production Coordi A da Weeden
Production Assistant Jeremy Nunes

C Sy Coordi Mike Castelli

Circulation Director Philip Semler

Circulation Assistant Austin Malcomb

Business Manager Cindy Elwell

Assistant to the Publisher Monica Cromarty

Humen R s/Facilities A Lauren Gerber
Receptionist (arrie Gebstadt

National Editorial, Advertising, and Business Offices
6400 Hollis #12, Emeryville, CA 94608

tel. (510) 653-3307; fax (510) 653-5142;

Web www.emusician.com

Subscriptions, Customer Service, Back Issues

PO Box 41525, Nashville, TN 37204

tel. (R00) 8434086 or (615) 377-3322; fax (615) 3770525

L i) C P i
9800 Metcalf Ave., Overland Park, KS 66212
Intertec Publishing
Ray Maloney, Chairman
Cameron Bishop, President and CEO
Ron Wall, Chief Operating Officer
John Torrey, Vice President, Entertainment Division
Stephanie Hanaway, Division Director of Marketing

PRIMEDIA Information Group
Curtis Thompson, President

PRIMEDIA Inc.

William F. Reilly, Chairman and CEO
Charles McCurdy, President

Beverly C. Chell, Vice Chairman

Electronic Musician (ISSN: 0884-4720) is published monthly by Intertec Pub-
lishing, 8400 Hollis St., #12, Emeryville, CA 94808. ©1999. This 18 Volume 15,
Number 4, April 1999. One-year (12 issues) subscription is $36; outside the
U.S. 15 $85. Periodical postage paid st Osklend, CA, and sdditions! mailing
offices. All rights reserved. This publication may not be reproduced or Quot-
#d In whole or in part by any 8, printed or slectronic, without the writ-
1en permission of the publishers. POSTMASTER: Send address changes to
Electronic Musician, PO Box 41525, Neshville, TN 37204. Editeur Responsable
{Belgiquel: Christian Desmet, Vuurgatstrast 92, 3090 Overijse, Belgique.
Canedian GST #129597951. Canads Post International Publications Mail
Product {Canadian Distribution) Sales Agreement No. 0478741,

RGHTS: to items for internal or per-
sonal use of specific clisnts is granted by Intertec Publishing, provided that
the base fee of U.S. $2.25 per copy. plus U.S. $00.00 per page. is paid
directly to Copyright Clearance Center, 222 Rosewood Drive, Danvers, MA
01923 USA. The fee code for users of this Transactions! Reporting Service
Is ISSN 0884-4720/1998 $2.25 + $00.00. For those organizations that have
been granted a photocopying license by CCC, a separste system of payment
has been arranged. Before ing items for
use, please contact CCC at 508-750-8400. Organizations or individuals with
large quantity photocopy of reprint requireamaents should contact Cherie
Wood st (913) 967-7212. Microfilm capies of Electronic Musician are avsil-
able by calling/writing UMI, 300 N. Zesb Road, P.O. Box 1348, Ann Arbor,
MI 48108-1346; (313) 761-4700, (800) 521-0600.

SINTERTEC ... BPA

PUBLISHING USA. V

A PRIMEDIA COMPANY
Also publishers of Mix® magazine
& The Recording Industry S book




“With the ENSONIQ sounds, 1
don’t have to worry about my
demos making the transition to
the final recording. The sounds
are keepers.”
o ERICBALILIAN

songwriter, musician, producer

A -
“If I bave an idea, / & . T
I want to go fast.
The Idea Pad ™
alone is worth the
price of admission.
It would be hard to
do without it now;
1 just take it for
granted.”

* ROBHYMAN

songwriter, musician, producer |

Look tor their latest project, “Largo®, on

Blue Gorilla/Mercury, featuring Cyndi Lauper,

Joan Oshorne, Carole King, Taj Majal, The Chicftains, A R
and members of The Bund, among others.

AU ENSONIO AU ENSONR) the MU ENSONIO oo,
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el 0 numerous conntries,
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Great Songs.
Time After Time.

Songwriting has truly paid off for Rob Hyman
and Eric Bazilian. The success of their band,
The Hooters, epitomizes the dreams of most
musicians — writing songs, playing them every
night in local bars, and ultimately recording
them for a major label, selling over a million
albums, and performing for millions of people
at concerts all over the world. Writing songs
like “Time After Time” with Cyndi Lauper,
and “One Of Us” for Joan Osborne has
certainly changed the lives of Rob and Eric.
The ENSONIQ ZR-76 could change yours.

For more information on Rob, Eric, and the
ZR-76, check out www.ensonig.com. Or, better
yet, get your ZR-76 today at an ENSONIQ
dealer near you. It’s time for a change.

Fast Coast Office

155 Great Valley Parkway
P.O. Box 3035

Malvern, PA 19355-0735
(610) 647-3930

. Box 660015
ley, CA 95067

ENE=IN=

LEADING THE WORLD [N SOUND INNOVATION




LETTERS

KNIGHT IN SHINING ARMOR

Ijust finished reading the out-
standing feature on Sir George Martin
(“To Sir with Love,” February 1999).
Larry the O does a very respectful and
insightful job of getting at the essence
of a great man in the far too little space
dictated by a magazine format.

I have been a professional in the in-
dustry for more than 20 years, as a mu-
sician and now as a producer and
studio owner. I grew up with the music
that Mr. Martin helped realize, and it
goes without saying that he has more
than influenced all of us in this, shall
we say, “interesting” industry. For me,
the work of George Martin has been a
catalytic inspired surprise; it is truly
even more inspiring to discover that
such a great artist is also a magnificent
human being.

Though Mr. Martin may kiddingly
refer to his gentlemanliness as “the kiss
of death,” it would serve all artists well to
respect those around them in a similar
fashion, to hold their tongues now and
then and possibly learn something. It’s
rather like the old saw, “It is better to
keep your mouth shut and appear stupid
than to open it and remove all doubt.”

Kudos to Sir George. His influence
goes beyond his work. May his retire-
ment be a long and deliriously happy
affair.

Jeff Lindeman
jeff@wavemedia.net
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ACCESS TIME

The Desktop Music Production
Guide left me hanging in the article
“Choosing a Disk Drive for Audio
Recording.” Michael Dorian did a fine

job explaining access time, but what

he neglected to address is: what access
time do I need in a hard drive in order
to record digital audio glitchlessly?
Does regular defragging affect the
need for quick access time?
Joe
joemcdonnell@hotmail.com

Author Michael Dorian responds: De-
pending on the track count and amount of
insert edits (punch ins/outs), crossfades,
and edits, access times in the low teens (in
milliseconds) will provide the best perfor-
mance. Regular file optimization can im-
prove the reads by making the data more
contiguous. Also, partitioning your drives
will reduce seek times (a component of access
time} by limiting the distance the heads have
to travel to read the data.

24-BIT/96 KHZ NOT SO NEW

In your 1999 Editors’ Choice
roundup (January 1999), you write that
“Samplitude 2496...was the first major
multitrack editor to support 24-bit
audio at sampling rates up to 96 kHz.”
In fact, Syntrillium’s Cool Edit Pro ver-
sion 1.0 was the first major multitrack
editor to support 24/96 when it was re-
leased in August 1997, almost a year
before Samplitude 2496 came out. The
current version, Cool Edit Pro 1.1, is still
the only major multitracker to support
192 kHz—it even goes all the way up
to 10 MHz. We would greatly appreci-
ate it if you would let your readers
know about this.

Bob Ellison, President
Syntrillium Software
bellison@syntrillium.com

TIED TO THE OLD TEXTURE

Please help me. You see, |
started sequencing on a Commodore
Amiga about ten years ago. I was using
the Texture program, and I really liked

it. I could relate to that format. It was
kind of like a drum machine, in that I
could sequence sections of a tune and
then piece them together any way |
wanted to. I've been out of the busi-
ness, but this year I got involved again.
I purchased an 80486 and a Cakewalk
program, but I don’t relate to that type
of sequencing. My question is, can [
get Texture for the PC, or can you rec-
ommend something comparable?

Gil Valentin

gev@swbell.net

Gil—The MIDI sequencer Texture, from
Magnetic Music, was a very popular, pat-
tern-based program that seems to have died
many years ago. Today, you won'’t find
many sequencers that bill themselves as “pat-
tern based,” mostly because they do both pat-
tern and linear recording. Coincidentally,
there are now several “pattern-based” audio
programs that allow you to reuse small
chunks of audio repeatedly. For example,
Sonic Foundry’s Acid program is a “loop
assembly” application that is, in effect, a
pattern-based audio sequencer.

Back to MIDI. I am not aware of any pro-
gram that is precisely in the mold of Tex-
ture, but you can certainly accomplish
many of the same tasks with most modern se-
quencers. Steinberg Cubase, in particular,
may be a good choice because of its Editor
Junctions. You'll have no trouble quickly
building multilayered, repeating MIDI drum
loops with that program. You might also
look at MediaTech Innovations’ The Muz-
ical Wizard and Jazzware’s Jazz++, two

CAN’T GET ENOUGH OF EM?
OUR INTERNET HANGOUT,

www.emusician.com,

HAS MORE COLUMNS, RECORD
REVIEWS, A DISCUSSION FORUM,
AND AN ARTICLE ARCHIVE. YOU
CAN ALSO DOWNLOAD FILES
THAT RELATE TO ARTICLES IN
THE CURRENT PRINT ISSUE.
SO, POINT YOUR BROWSER OUR
WAY AND JOIN THE FUN.

BARBARA POLLAK



The Birth 0f A Legend

The Diaphragm

All GT Electronics AM Series mics use a
super-thin 3-micron, gold-evaporated
mylar diaphragm for the ultimate in
sensitivity and transparent response.
Over 1" in diameter, the extra-large
diaphragm is precisely tensioned by
hand to ensure perfect accuracy.
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The GT AM61 and AM62 maintain an
all-tube signal path for preamplification.
The tube, a military-spec GT5840M, is
the most advanced audio vacuum tube
ever made. It offers incredibly low self
noise, a long life and nearly non-existent
microphonics. The result...classic, warm,
rich tone that you demand from a
legendary tube mic.

Fixed Cardioid Cardioid, Fixed Cardioid Cardioid,
Omni, Omni,
Figure 8 . Figure 8,
1 Super-
Cardioid
AMS1 AM52 AMb1 AME2

CLASS A FET CLASS A FET T U B E T U B E

GT Electronics - A Division of Alesis Corporation
® Alesis is o registered trademark; AM51, AM52, AM61, AM62 and GT Electronics are trademarks of Alesis

GT Electronics 1633 26th Street  Santa Monica CA 90404  www.gtelectronics.com
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What turns a studio microphone

into a legend?

Natural warmth. Rich character.
Crystalline clarity that perfectly
captures the fine details of every
nuance. Most importantly, it
provides an indescribable intimacy
that makes listening a deeply

emotional experience.

Legendary mics are made by
people who share a passion for

the art of sound. So we gathered
together some of the most
passionate designers in the
world to create GT Electronics, a
new division of Alesis that's dedicated
to the qualities of legendary
audio equipment design. It all starts
with the AM Series large diaphragm
studio condenser microphones, which
offer everything you'd expect
from a legendary mic except the
legendary price.

GT. The new legend has arrived.

&

the new legend



ANTHROCARTS!

Take Control of Your Space!

Configure your AnthroCart to fit your specific
music application. We'll be happy to work with
you so you have just the right solution. Call us!

LIFETIME WARRANTY ¢ DOZENS OF SHAPES AND SIZES
OVER 75 ACCESSORIES » TOUGH AS NAILS

CALL FOR A FREE CATALOG!

800-325-3841

6:00 AM to 6:00 PM PST, M—-F

ANTHRO CORPORATION®
TECHNOLOGY FURNITURE®
TUALATIN, OR 97062

FAX: 800-325-0045

®
ANT'-RO JAPAN: 03 (TOKYO)-3947-2735
www.anthro.com

Since 1984. Prices from $299. GSA contract. Available for OEM applications.

® LETTERS

shareware sequencers that have some unique
approaches to generating and using pat-
terns. These programs can be found at www
-harmony-central.com, or wherever fine
shareware is sold.

On a personal note, I remember Texture
well, as it was my first sequencer. I switched
to Voyetra's Sequencer Plus after a short
time (it, too, is no longer in production),
but I used Texture for many of my earliest
MIDI compositions.—Dennis M.

MTS TO MIDI

l need your help. I was using

Passport MasterTracks Pro years ago on
my little 80386 PC. I have about 50 files
in .mts format, and I no longer have
access to MasterTracks. Is there a utility
or a demo that can convert these old
files to a .mid format so they can be
imported into Cakewalk Pro Audio?

Steve Whitten

steve@nj.innofund.com

Steve—The best way to convert the files is
probably to buy MasterTracks Pro
(Mac/Win; $49.99) or MasterTracks Pro
Audio (Win; $51.99). The Passport soft-
ware line is still available from new owner
G-Vox Interactive (tel. 215/922-0880; fax
215/922-7230; e-mail passport@gvox.com;
Web www.guox.com). By the way, G-Vox is
offering some special deals on Passport soft-
ware lo Encore owners; check the company’s
Web site for details.

Passport products are also distributed
online by 4CDs.com (tel. 800/322-8866;
Web www. 4cds.com/prd.i/pgen/fourcds/
OL/music/gvox.html). In addition to
MasterTracks Pro and MasterTracks Pro
Audio, 4CDs.com offers Passport’s Encore
4.2.1 (Win; $399.99), Encore 4.1.2
(Mac; $399.99), MusicTime (Mac;
$52.99), and MusicTime Deluxe (Win;
$52.99).—Steve O.

ERROR LOG

February 1999, “To Sir with Love,”
p. 62: Robert Russell Bennett orches-
trated the version of “Rhapsody in
Blue” featured on George Martin's The
Glory of Gershwin album.

WE WELCOME YOUR FEEDBACK.
Address correspondence and e-mail to
“Letters,” Electronic Musician, 6400
Hollis Street, Suite 12, Emeryville, CA
94608 or to emeditorial@intertec.com
Published letters may be edited for
space and clarity



i,
Yak 77
Los Angeles,
414 PM. i
Moe Daviesis

tracking some

wicked beats. Toronto,

T14PM.

L

John Mosely is laying
down the bottom to
Moe’s soulful groove.

Hamburg,
114AM.

Dieter Michaelis
is adding a silky
rhythm track .
Rio De Janeiro,

10:14 PM.

Jose Danato is
channeling Miles.

Welcome to the world of Cubase VST,

It's a smaller, closer world, where creative musicians in different places and different time zones can collaborate. Onfine.
As if they're in the same studio. Thanks to the amazing technology of Rocket” With this new feature, Cubase VST is the
first music software to offer realtime collaboration across the Internet. Now you're connected like never before. So you're
not limited to the best talent in town. You're jammin’ with the best talent in the warld.

]
For more info on Cubase, check out our website at www.us.steinberg.net galnbarg

Creativity First”

www.us.steinberg.net « U5, (818) 993-4161  Fax: (818) 7017452 « Fax On Demand: (800) 888-1510 « (anada: (416) 789-7100 « Fox: (416) 189-1667

All trademarks are registered by tfigir|respective
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A CGURTIS AL-1 MICROPHONE SYSTEM

he AL-1 microphone system ($2,995)
Tfrom Curtis Technology consists

of two vacuum tube mics and a
single-rackspace power supply. The
mics, each of which has a 2.2 cm di-
aphragm, are designed to exhibit a polar
pattern that is midway between amni-
and unidirectional. According to Curtis,
the AL-1s can be used successfully on
just about any instrument.

Each mic features a 12AU7 tube that
has been individually tested and FFT an-
alyzed for output response. According to
the manufacturer, with the AL-1 circuit,
12AU7s present less coloration than
12AX7s and respond faster.

The power supply has a ground-lift
switch and hosts the XLR inputs. Curtis
rates the AL-1's frequency response at
20 Hz to 30 kHz and maximum SPL at
125 dB. The system comes with two
shock-mount holders and a one-year
warranty that covers parts and labor.
Curtis Technology; tel. (815) 399-8453;
fax (815) 399-2559.
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D> STEINBERG QUADRAFUIL

teinberg’s line of DSP plug-ins now
includes the Quadrafuzz multiband

distortion (Mac/Win; $69). Based on
a hardware design by EM founding editor
Craig Anderton and developed as soft-
ware by Spectral Design, Quadrafuzz
splits a signal into four frequency bands
and altows you to apply distortion to
each band independently. Using the Solo
function, you can hear each band indi-
vidually as you adjust parameters.
Applications abound for this multiband
processor. Besides using the software for
classic, analog-type, broadband distor-
tion, for example, you could use it only on
higher frequencies to produce an exciter-
like effect, or apply it to the low end to add
warmth and dimension.
You can choose different types of dis-
tortion with the Shaping function, and
Quadrafuzzincludes a filter bank for EQ

V' GENERALMUSIC SK760 AND SK880
eneralmusic has introduced two
Gnew 64-note polyphonic keyboard
workstations. The SK760 ($2,495)
has 76 semiweighted keys, and the
SK880 ($2,995) has an 88-key weighted
action. Each synth is 32-part multi-
timbral and offers 32 layers, 32 splits,
and 32 dynamic switches. Each comes
with 16 MB of presets, comprising more
than 1,000 editable sampled
sounds.

Sounds can be
edited with 2-
pole and 4-pole
resonant filters,
and you can combine
six waveforms in any
patch. Twenty-segment
envelopes let you program time-variant vol-
ume and pan values and filter-cutoff curves.

There are 192 preprogrammed Styles,
each consisting of eight tracks; more
than 2,000 preset Style Performances
provide eight instrumental variations for
each Style. Users can create up to 32
custom Styles in RAM.

One of the new Performances in the
SK760 and SK880 synthesizers is a clas-
sic drawbar organ. In this mode, the in-
strument’s eight sliders function as
drawbars, and the speed of the simu-
lated rotary speaker can be controlled

adjustment. Sixteen editable presets,
created by Anderton, get you started, in-
cluding settings for lead guitar, rhythm
guitar, and drums.

Quadrafuzz is available in VST, Wave-
Lab, and DirectX formats for PC and in VST
format for Mac. The PC version runs on a
Pentium 133 or faster with Windows 95/98
or NT and at least 32 MB RAM. The
Macintosh version runs on a 604/132 or
faster Power Mac with Mac 0S 7.5 or
higher and 24 MB RAM. Steinberg North
America; tel. (818) 993-4161; fax (818) 701-
7452; e-mail info@ steinberg-na.com; Web
www.us.steinberg.net
Circle #402 on Reader Service Card

on the front panel or with a footswitch.
The SK's 32-track sequencer has a ca-
pacity of 16 songs. With four onboard ef-
fects processors, you can apply up to
two effects per track. The 3D Enhancer
algorithm opens up the perceived stereo
field for bigger, brighter sound. The Real
Audio Synchro Style function lets you
synchronize audio

sample loops
so they will follow tempo
and chord changes as you play. A
3.5-inch floppy-disk drive is provided
for loading and saving Standard MIDI
Files, as well as sample files in Akai,
Kurzweil, Sound Designer, WAV, and
AIFF formats.

The back panel has %-inch jacks for
damper and volume pedals and three
programmable pedal controllers. You
get an 8-pin computer connection and
two sets of MIDI In/Out/Thru ports.
Generalmusic; tel. (800) 323-0280 or (630)
766-8230; fax (630) 766-8281; e-mail
gmail@generalmusicus.com; Web www
.generalmusic.com.
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» BITHEADZ v0ODOO & 0SMOSIS

itHeadz introduces Voodoo (Mac/
BWin; $199), a software drum ma-

chine that plays samples and Stan-
dard MIDI Files. The program can import
and export samples in AIFF, SDII, WAV,
and BitHeadz's Unity DS-1 formats. Each
Voodoo file accommodates an entire vir-
tual drum kit, with MIDI control data and
sequenced patterns, all in one window,
and you can have several files open at
once. Programmed pads and patterns
can be triggered from the computer key-
board, a MIDI controller, or a separate
MIDI application.

When you drag a MIDI file onto Voo-
doo's playlist, you can display its tempo,
volume, effect 1 and 2 sends, and MID!
sync parameters. To create your own
drum kit, you drag samples or SMFs onto
the 14 onscreen drum pads. When you
click on a pad, the window displays its
editable parameters for pitch, volume,
filter, pan, Velocity, envelope, two effects
processors, and more. Each pad can

WV FOSTEX VMO4
veryone would like to see more af-
E fordable digital gear, and to that end,
Fostex offers the new VM04 com-
pact digital mixer ($299). Not lacking in

» CAD CM 17

ooking for an all-purpose condenser
Lmic that won't break your budget?

Targeted at both sound reinforce-
ment and recording, the sleek, all-black
CAD CM 17 ($179) electret condenser mi-
crophone is designed to provide high
gain while producing very little self-
noise. CAD claims that the CM 17’s trans-
parent sound and ability to handle
transient signals make it a good over-

layer up to four samples,
which can be switched
via Velocity or Control
Change messages.

Clicking on a pad also
brings up a graphic wave-
form display where you can
assign loop points; cut,
copy, and paste portions of
the sound; and apply DSP
functions. Available effects
include shelving or para-
metric EQ, gain, reverse,
flange, and delay. Once
edited, sound files can be resaved to disk.

Voodoo will run on a Power Mac
601/120 MHz or faster with Mac 0S 7.6.1
or higher and at least 32 MB RAM, or on
a Pentium 200 or faster running Win-
dows 95/98, at least 32 MB RAM, and a
DirectX-compatible sound card.

Also new from BitHeadz is the Osmosis
sample-conversion utility (Mac; $199).
With Osmosis, you can convert any Akai
$1000/S3000-format sample to AIFF,

features, the 12 x 8 x 2-inch unit oper-

ates at 44.1 kHz and has 20-bit A/D con-
verters with 24-bit internal processing.

The VMO04 has four stereo input chan-

nels with both %-inch mic/line-level and

Y%-inch line-level inputs. The stereo

outputs are on %-inch connectors.

S/PDIF coax digital output is also

included. Each channel has a 30 mm

fader, 2-band shelving EQ, pan, and

an effects send. A jog wheel adjusts

the panning position and EQ values.

The 20 onboard digital effects in-

clude reverb, delay, chorus, and

flange. These can be assigned pre-

fader or postfader and have real-time

parameter control via the jog wheel.

head mic for drums, as well as a good
choice for recording vocals and for mik-
ing acoustic guitar and other acoustic
instruments.

The cardioid microphone can be
powered by a 1.5V AA battery or by 9
to 52V phantom power. Maximum sig-
nal handling is rated at 130 dB SPL,
frequency response at 30 Hz to 18
kHz, and signal-to-noise ratio at
>50 dB. A microphone clip is in-
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Sound Designer I, WAV, or Unity DS-1
format. It will also convert multisamples
and programs {including filter settings
and envelopes) between Akai S1000/
S$3000, Digidesign SampleCell, and Unity
DS-1 formats. The software allows you to
audition files before converting them.
BitHeadz, tel. (831) 465-9898; fax (831}
465-9899; e-mail info@bitheadz.com;
Web www.bitheadz.com.
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The VM04's scene automation is valu-
able for live applications. The mixer can
store 20 scenes, including input and ef-
fects-send levels. Scenes are numbered
and can be named by the user. With an
optional footswiteh controller, you can
quickly scroll through all the scenes in
memory.

A backlit LCD on the front panel dis-
plays input and output meters, as well
as effects parameters and scene names
and numbers. Alsa on the front is a /-inch
headphone jack with its own level knob.
Fostex Corporation of America; tel. (562)
921-1112; fax (562) 802-1964; e-mail info@
fostex.com; Web www.fostex.com.
Circle #405 on Readar Service Carc

cluded. CAD Professional Microphones;
tel. (888) 702-7075; fax (440) 593-5395;
e-mail sales@ctiaudio.com; Web
www.cadmics.com.
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® WHAT'S NEW

A0 RN

A HARMONIC VISION

eginning musicians, whatever their
age, will benefit from developing an

understanding of fundamental music
theory. Music Ace 2 (Mac/Win; $49.95),
the second in a series of educational
titles from Harmonic Vision, is designed
to be a fun and easy way to learn.

With Music Ace 2, students work at
their own pace through 24 lessons that
cover topics from note values and
rhythm to key signatures, intervals, and
scales. Each lesson ends with a game,
providing a fun way to reinforce new
concepts. The program tracks stu-
dents’ progress through the lessons
and records game scores.

Students have the opportunity to
apply their new knowledge creatively
with the Music Doodle Pad. Here they
can write and save original composi-
tions using the mouse or a MIDI key-
board. The Jukebox feature plays and
displays well-known songs, and the
student can play along or modify the
songs onscreen.

For music educators, Music Ace 2is
available in multiple-user and network
versions; contact Harmonic Vision for
prices. You can order a demo CD-ROM
for $4.95. The Music Doodle Pad is
available as a stand-alone program
with a teaching guide for $24.95.

Minimum PC requirements for Music
Ace 2 are an 80486/33 MHz with 8 MB
RAM for Windows 3.1 or 16 MB RAM
for Windows 95/98. For Macintosh, the
program requires a 68040/35 MHz CPU
or faster with 12 MB RAM for Mac 0S
7.5 or 24 MB RAM for Mac 0S 8.0.
Harmonic Vision; tel. (800) 644-4994 or
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{847) 467-2395; fax (847) 467-3008; Web
www.harmonicvision.com.
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W PLAYPRO

ith PlayPro’s Interactive Bass
Wsoftware tutorial package, you

can plug your bass straight into
your PC’s sound card and commence
learning, practicing, jamming, or re-
cording. The Standard version (Win; $69}
provides two CD-ROMs and a Y%-inch-
to-%-inch adapter, and the Deluxe pack-
age (Win; $99) includes the CD-ROMs,
the adapter, two audio CDs, and a 164-
page illustrated book that covers the
same territory as the CD-ROM.

The CDs, which contain 150 exercis-
es, examples, and lessons, have ma-
terial for both beginners and more
advanced players. Topics include in-
struction on playing scales, articulating

notes, tuning, slapping, muting, posi-
tioning your hands, maintaining your
instrument, and much more.
Interactive Bass's Comp-U-Pare
function registers the signal coming
from the bass into the sound card. With
Comp-U-Pare, you can play into your
computer and compare your playing
with the CD-quality example files, with-
out using a MIDI pickup or other inter-
face. The program grades the results
and offers advice based on your play-
ing. If you wish to change the tempo
of an example or lesson, you can
choose a MIDI version instead of
audio. This also lets you transpose,
loop bars, and change relative volumes

of instruments. The included virtual
tuner lets you tune your bass from
within the program. A section titled
“50 Famous Feels” cantains digital
audio tracks of bass parts covering a
wide variety of musical styles.

Interactive Bass requires at least a
Pentium PC running Windows 95, 98,
or NT 4.0 and 16 MB RAM. PlayPro
Software, Inc.; tel. (408) 969-0800; fax
(408) 969-0200; e-mail playpro@.com;
Web www.playprosoft.com.
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REED KOTLER
eed Kotler Systems’ Transkriber
H(Mac/Win; $49.95) can accept dig-
ital audio from your computer’s
CD player or sound card and adjust its
playback speed in real time while main-
taining the original pitch. The program
is designed to help users transcribe
prerecorded music or learn solos and
other parts from favorite songs.

With Transkriber, you can adjust the
playback speed to virtually any frac-
tion of the original, such as %, %, %, %,
and so on, down to Y% of the original
speed. The program does not need to
create an intermediate sound file. You
can also adjust the incoming audio’s
speed and pitch while listening in real
time, and a transpose function lets you
adjust the pitch of the audio up or down
by as much as an octave.

The program'’s other features include
a looping function and phrase selection,
both of which can be enacted during
playback. You get a vocal-elimination
function and filter presets designed to
bring out particular instruments {includ-
ing alto sax, bass, guitar, and trumpet). A
variable pitch generator provides refer-
ence notes.

Transkriber requires a Pentium proces-
sor or a Power Mac with 20 MB RAM
for real-time performance. Reed Kotler
Systems; tel. (408) 730-9557; fax (408)
733-9547; e-mail reed@reedkotler.com;
Web www.reedkotler.com.

Circle #409 on Reader Service Card



QVER 1700 UNBELIEVABLE KORG SGUNDS
The affordable NSEX packs 18 Mbytes of
sound-generating power, delivering 1,671
sounds and 39 drum kits—sounds made
famous in legendary Korg keyboards like
the M1, 01/W, Trinity and SGproX. Plus
the stereo piano, electric piano, organ
and clav found in the NSEX's siblings,
the NI and N1R. Not to mention a pair
of digital stereo multi-effect systems—
each with 48 excellent effects—including
resonance filter, chorus and delay.

FEATURES BGALORE... =

The N5EX is loaded with everything
you'd expect—Ilike 64-note polyphony
and 32-part multi-timbrality. And
some very cool stuff you wouldn't—
like polyphonic portamento and a
MIDI-syncable arpeggiator.

MORE MGDELS TO ONOOSE FROM. &

All the fabulous features of the NSEX
come standard in the NI, a weighted-
action, 88-key marvel that marries real
piano feel and response to N™ level
performance. And the NIR squeezes
all that power and utility into a single

rack space module.

DISCLAIMER: SHARP DUDS
AND A GRCIOVY ATTITUDE
HAVE NOT BEEN PROVEN
TO ENHANC E KEYBOARD
PERFORMANCE BUT rOuU
GOTTA ADHE THEY LOOK
PRETTY BTCHN

INCREDIBLE REALTIME CONTROL
Whether you're gigging, recording,
or just having fun, the NSEX’s four
front panel knobs provide real-ime
control of up to 16 sound parame-
ters, including Attack/Release Time,
Filter Cutoff and Effect Modulation.
And with 32 memory locations in
which to save favorite Performance
settings, you can call back split, ‘ayer,
arpeggiator and knob settings with
the touch of a button.

MIDI-PHILES LOVE THE NSEX

The new NSEX fully supports General
MIDI and includes GS & XG sound
maps. That means it can speak the lan-
guage of all commercially available

GM XG OR GS- THE NSEXUPLAYS 'BM ALL BACK, AL BOTH THE NGEX AND NI
‘OOME BUNDLED ¥ TTH MARK OF THE UN:CORN' IEESTILE LB SEQUENCING
AND UNSTN EDITCIVUBRAMAN SOF TWARE - A 350D YALUE

MIDI file information. It also comes

with a built-in computer interface
that's both PC and MAC compatible.

SURFERS WELGOME...CHECK OUT WWW.KORG.COM

For more information on the NSEX and the rest of Korg'’s outstand-
ing line of music products, make it a point to drop in at Korg’s home
on the cyber-range.

»
©1999 Korg USA, 316 S. Service Rd, Meiville, NY 11747, Far the dealer nearest you: (800} 335-0800. {
*Produces/Remixer Doug Beck's remix credits incude Salt-n-Pena, The Rolng Stones and Shania Twam.

Super sonic.
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DiGITAL CONTROL WITH THE HUMAN TOUCH

THE SPiIRiIT 328 rRerPrResenTs a NEW WAY OF THINKING N oisital

CONSOLE DESIGN, BRINGING ALL THE FUNCTIONALITY AND SONIC EXCELLENCE OF
DIGITAL MIXING TD ALL AUDIENCES. WITH 1ITs uNnigue CONSOLE-BASED
INTERFACE, THE DIGITAL 328 FINALLY BRIDGES THE GAP BETWEEN ANALOG
AND DIGITAL MIXERS, RETAINING THE SPONTANEITY AND EASE OF
USE oF AN ANALOG CONSOLE YET PROVIDING ALL THE ADVANTAGES OF DIGITAL,
SUCH AS INSTANT TOTAL RECALL OF ALL DIGITAL PARAMETERS, MOVING FADER

AUTOMATION AND ONBOARD LEXICON EFFECTS.

sSimPLy PuT, THE SPIRIT DIGITAL 328 s THE MOST ADVANCED aNALOG
8-8US YOU HAVE EVER SEEN COMBINED WITH THE EASIEST DIGITAL CONSOLE YOU

HAVE EVER USED.

328’s E-STRIP MAY BE CONFIGURED AS...

ALL THE DIGITAL

/Os YyOuU NEED AS

STANDARD
Most digital mixers don't include digitol
multitrack 1/Os, which means that to get
digital recording and mixdown you have
to buy extra, expensive |/O options. In
contrast, Digital 328 includes two
Toscam TDIF™ and two Alesis ADAT™
optical interfaces as standard,
allowing you to record 16 trocks entirely
in the digital domain, straight out of the
box. As you would expect, we've also
included a pair of AES/EBU and SP/DIF
interfaces assignable to a wide range of

inputs ond outputs, including group and
auxiliary outs. In oddition, a third optica!
output may be used as a digital FX

Send or os eight Digital Group Outs. All
in all, there are 28 Digital Outs on

328 plus 20 Digital Returns, providing
enough flexibility for the most demanding

applications.

2 ONBOARD

LEXICON EFFECTS

umNiTs
Only 328 can offer the world's premier
nome in studio effects onboard -
Lexicon. Two separate effects units

are included, offering a full
range of reverbs, choruses,
delays and flanges, all

with fully editable
program and para-
meter settings.

...0R A SET OF ROTARY LEVEL CONTROLS FOR THE TAPE RETURNS.

42 INPUT/8 BUS

CONFIGURATION
For a mixer with such a small footprint,
Digital 328 packs an extraordinary
number of inputs. Sixteen full spec. analog
mono mic line chonnels - each with its
own balanced XLR connector, dedicated
insert point and access to phantom
power - come as standard, along with
five stereo inputs.

With the 16 digital tape returns on 328's
TDIF™ and ADAT™ optical interfaces,
there’s a moximum of 42 inputs. Every
input is fully routable to any of the

8 groups and has access to the full
complement of 328's parametric EQ,
signal processing, onboard effects and
auxiliaries.

AS EASY TO USE

AS YOUR CURRENT

ANALOG CONSOLE

Although most digital mixers offer an
amazing array of functions, it can often
be a nightmare to access them.

In contrast, we've designed Spirit 328 to

operate like your old analog 8-bus console,

and not like o computer with foders. You
can practically toke it out of its box and
get started without even opening the
manual! Unlike other digital mixers,
there's instant access to any chonnel,
group or master feature with one button
press, and you can see that feature’s
status from the front panel without
having to rely on on LCD display. Access
is so immediate that you could even use
328 as a live console.

The key to it all is Spirit 328's unique
“E-strip”, the lighter-colored bonk of
encoders and switches thot runs
across the center of the console.
Simply select a channet and the
E-strip immediotely becomes a
“horizontal input channel” with
instant occess to all thot chan-
nel's £Q, oux sends, channel pan
and routing. Alternatively, press
any button in the rotaries section
above the E-strip and the encoders changé
to become a channel pan, auxiliary send
or Lexicon effects send for each channel.

Select a fader bank to display mic/line
input faders, tape returns faders or group
and master faders and that's #t; no
delving through level after level of LCD
menus to find the function you want, no
delays in making alterations and no need
to study complicated EQ curves. With
328, everything you need is immediately
accessible from the front panef of the
console - giving you the freedem to let
your ears decide.

Digital 328 includes two mong
stereo signal processors which ¢a
assigned to any input, output or groups
of ins or outs. Each processor provides a
choice of compression, limiting and

gating, as well as combinations of these
effects.

If you want the functionolity of a digital
console but the usability of your ofd
analog 8-bus, then Spirit 328 is for you.

TDXF 15 o registered trodemark of Toscom TEAC Corporation
ADAT 1s 0 regist d of Alesss Corpo!
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COMPREHENSIVE EQ
All'of 328's micline, tape return and stereo
inputs have access to three bands of fully
parometric EQ, designed by British £Q
gusu and cofounder of Soundcroft, Graham
Blyth. A mon with over five million ctannels
of his EQ designs in the field, Graham has
breught 25 years of Soundcraft analog EQ
cireuit experience to bear on Digital 328. If

Spurit's acclaimed UltraMic+™ padless
preomps, giving your input signals the
cleanest, quietest start of any digital mixer
on the market. With 66dB of gain range and
a massive +28dBU of headroom, they offer
an extremely low noise floor and are virtually
transporent. Spirit 328 is 24-bit throughout,
with 56-bit internal processing; your signal
hits the digital domain through state-of-the-
art 24-bit ADCs with 128 times oversompling,
guoranteeing that it maintains its clarity,
while 24-bit DACs on alt main outputs equal
this sonic integrity should you wish to return
your signal to the analog world.

console’s status to be taken. Up to 100 of
these “scenes” may be stored internally and
recalled either manually, against MIDI clock,
or against MTC or SMPTE. Altematively,
every console function has been assigned
ts own MID! message allowing dynamic
outomation wa sequencer software

EASY TO EDIT -
DIRECT FROM THE

CONTROL SURFACE

The majority of 328's input ond routing
parameters may be edited from the controt

' UNPARALLELED ALl PARAMETERS
SonNIC SPEC TANTLY
Garbage in, gorbage out! It doesn't matter = RECALLABLE
whether the console is digital or onolog - if In oddition to level automation, every other fAJDL’: ) Tr'\doER-ll—fE gl NG &
you have poor mic preamps, your sound will digital parameter of 328 is instantly OPTIONS
be compromised. That's why 328 includes recollable, allowing snapshots of the entire L madbelih

Al of the mic/line inputs, tape returw inputs,
group and master levels may be maritored
per bank via Digital 328's 16 10-segment
bargroph meters. Additionally, 328'
onboord eyramics processors may be moni
torec usirg the console’s master meters
Any input may be solo’d using AFL, PFL or
Solo-in-Place

surface without resorting to the console’s
LCD. Settings and levels moy be copied and
pasted from one channel to another with
just two button presses and, using 328s
query mode, the routing or assignment
status of every channel on the console may
be viewed instantly simply by selecting the
function {such as Group 1 or Phase Reverse}
you want to question. In addition, with
328's Undo, Redo function located in the
master section, editing is entirely non-
destructive, alfowing you to A'B test new
settings with previous ones.

you want the warm, musicol sound of reat
Brizish analog EQ, with proper low, mid ond
high frequency bonds {rather than the low
resolution 20Hz - 20kHz bands found on
some consoles), look no further.

MOVING FADER
AUTOMATION
All'of Digital 328's 100mm faders {includ-
ing the master} are motorized to allow
current channel, tape return, group ond
oux master levels to be viewed at a glance.

TIMECODE &
MACHINE CONTROL
Digitol 328 reads and writes MTC anc
reacs cil SMPTE frame rates, with ¢ lorge

disploy insteatly indicating cu-rent song
position. Store and locate points are
accesstle fiom the console’s front oanel,
with 328' transport bar contelling a wide
range of devices including Toscom and
Alesis digitcl recorders

SOETWARE

UPGRADEABLE

32B's open architecture mecns that

any functional improvements ond
software upgrades can be made
easly available off Spirit’s website
328 Mixer Maps for popular
seauencing software packeges are
olse ovailable free of charge

ADD-0ON

MODULE
PTION

To meet the needs of a variety of
ugers, there are three module options

8 Channel Analog 1/O
Interface
Connecting to the TDIF ports, 16 phoro
connectors provide eight anatog group or
direct outs and eight analog inputs for tape
returns 17-32. Two interfaces may be co
nected allowing 16 track analog recording
or access to 16 more sequenced keyboard
or sampler mpLts.

AES/EBU interface

Four pairs of AES/EBU connecrors allow
optional digital interfacing to hard disk pro
duction systems such as Pro Tools & maxi
mur of twer interfaces may be connected
Mic Pre-Amp Interface
Eoch interface provides eight XLR mic ms
with UltraMic+ preamps. Connecting two
interfaces tums 328 into a 32 mic input,
8bus mives for PA or theatre cpplications

=2
SPIRIT

by Soundiceadt

Suggested Retail Price:

$4,999.95

GROWS WITH YDOUR
NEEDS

Twe Digital 328s may be digitally cascaded,
giving you up ta 84 inputs at mixdown and
328rock digital recording capability.

Spirit By Soundcraft, Inc. * 4130 Citrus Ave., Suite 9 * ‘Rock h, CA 95677
Toll-free: (888) 459-0410

www.spiritbysoundcraft.com
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® WHAT’'S NEW

usicians interested in vacuum
Mtubes can find information on
where to find vacuum-tube man-
ufacturers, tube-related equipment,
and repair services for tube products
from the 7999 World Tube Directory
(87.95), published by Audio Amateur,
Inc. The company also publishes the
bimonthly Glass Audio magazine for
tube enthusiasts, in addition to such
books as Audio Electronics, Speaker
Builder, Voice Coil, and the Loud-
speaker Industry Sourcebook. You can
order these publications by calling (603)
924-9464 or via e-mail at custserv@
audioxpress.com...Quested monitors
will be distributed in the United States
by Q.usa. For information about
Quested products, call (608) 251-
2500...The International Wind Syn-
thesis Association has been formed.
This nonprofit organization is “dedi-
cated to the advancement of all as-
pects of wind synthesis, including
wind-controller and breath-controller
performance, technology, hardware,
and software.” For more information,
go to the IWSA Web site at windsynth
.org...Wave Mechanics has an-
nounced the release of the UltraTools
plug-in bundle ($895) for Digidesign
Pro Tools TDM systems. The bundle
consists of Wave Mechanics’ Pure
Pitch, PitchDoctor, and SoundBlender
plug-ins...E-mu and BitHeadz have
signed a letter of intent to begin work
on a Macintosh-based sampler/syn-
thesizer that will combine the PCI
digital audio card from E-mu's Audio
Production Studio with software to be
based on BitHeadz's Unity DS-1 soft-
ware sampler. The hardware/software
system is expected to ship later this
year with a price of $699...British
sample-CD developer Zero-G has an-
nounced that East West Commu-
nications will be Zero-G's exclusive

U.S. distributor.
—Rick Weldon
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P ARBORETUM HARMONY

rboretum’s Harmony (Mac;
A$349) is a stand-alone, for-

mant-based pitch-processing
and harmonization application de-
signed to let you fix pitches, cre-
ate new vocal lines, and create
new, independent parts with just
a few mouse-clicks. Separate
formant and pitch controls allow
you to create everything from
subtle accentuation of the original signal
to outlandish vocal treatments. A graph-
ic editor allows you to draw in pitch and
harmony changes.

Harmony can generate up to eight
separate harmony voices offline, and it
will preview, in real time, as many voices
as your CPU can process. It also fea-
tures pitch correction that preserves the
vocal formant for natural-sounding pitch
shifting. Pitch correction can be applied
using a number of scales; scale and har-
mony libraries are included with the pro-
gram, and all scales are user adjustable.
You can control the sonic characteristics
of each voice independently by adjusting

'V FRONTIER DESIGNS DAKOTA
rontier Designs has released the
FDakota ($649), a PCI audio card de-
signed for use with digital tape ma-
chines, digital mixers with optical 1/0,
and Frontier Designs’ Tango and Zulu
A/D and D/A converters. The card has
two pairs of optical digital I/0 ports that
can be used in either ADAT Optical (for
up to 16 channels of ADAT 1/0) or S/PDIF
format. A breakout cable provides 9-pin
ADAT sync and stereo S/PDIF I/0 on
coax connectors. The Dakota can also
import digital audio from a computer’s
CD-ROM drive via an internal cable.

i junan
= e mEEmE

the formants, pitch-tracking accuracy,
and pitch offset. You can also control
volume and pan position independently
for each voice.

Harmony requires a 604/200 or faster
Power Mac running Mac 0S 8.0 or high-
er for real-time preview of two or more
harmony voices; stower Power Macs can
process audio files offline. Arboretum of-
fers direct driver support for Digidesign’s
Audiomedia Il and Ill cards and Korg's
1212 1/0. Arboretum Systems; tel. (800}
700-7390 or (650) 738-4750; fax (650) 738-
5699; e-mail info@arboretum.com; Web
www.arboretum.com.
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The Dakota supports 16-, 20-, and 24-
bit digital transfers. It generates 44.1 and
48 kHz sample rates and can lock to in-
coming digital audio at any sample rate
between 39 and 51 kHz. The card fea-
tures Frontier Designs’ SoDA (SMPTE
on Digital Audio) technology, which lets
you use any digital audio input or out-
put for SMPTE time code.

Two pairs of MIDI connectors allow
the unit to act as a 32-channel MID! in-
terface. A copy of Syntrillium’s Cool Edit
Pro SE, drivers for Windows 95 and 98,
and an application for controlling the
Dakota’s features, such as audic rout-
ing and SMPTE levels, are included.

Frontier Designs also introduced the
Montana ($249), an expansion card for
the Dakota that adds two more pairs of
optical I/0. An RCA input alows your PC
to sync with an external NTSC or PAL
video signal or with external word clock.
The Montana also has a 9-pin ADAT
sync output. Frontier Design Group; tel.
(800) 928-3236 or (603) 448-6283; fax (603)
448-6398; e-mail sales@frontierdesign
.com; Web www.frontierdesign.com.
Circle #411 on Reader Service Card
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. NHT ie
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Up the value of your mic locker without dropping another nickel into it.

Pit an omateur with $10,000 worth of micro-
phones against the pro with a $1,000 mic and the better
recording will emerge from the latter corner, pretty much
every time. How? Quite simply, pros use their ears.

The best engineers lean hard and often on their
monitors to listen critically and tweak accordingly —
placing mics, setting gains, adjusting eq — getting every-
thing dialed in before the first take.

Furthermore, a detailed, accurate monitoring system
is what patches flesh and blood into the electrical system
and provides a clear window to the sound at every step of
the recording process. This is precisely why the best in the
business agree that their monitors are the single most
critical piece of hardware in the studio.

All of which is supported by the thinking behind
NHTPro active studio monitoring systems. From exactly tai-
lored near and mid-field radiation characteristics to totally
new and innovative driver control circuitry, NHTPro systems
embody all we know about high performance sound
reproduction. Which, as anyone who has had the pleasure
of hearing them will attest, is considerable.

To find out more, please visit our website @

NHTPro.com or call toll free 1-877-4NHTPro (464-8776).

www.nl’:tprn.com

A-20 Monitors

NHTPros re/g‘*rencr monitoring
system. The ultimate in high-end
sonics for praject, production
and post studios.

The A-20 combines remarkable
precision. detail and dynamics
with real functionality

and useability.

{-20 Gonerol. (Wﬁ(r

Conliguration:
Modular self-powered
near/mid/ffar-field monitor.
2-way 6", acoustic suspension.
Amplifier:
250w/ch continuous. 400w peak.
4% 71D 100H= - 1041z
Hum/noise: <10 dB SPL
Monitors:
Responses 40z - 204He.
Peak output: 117dB.

Magnetic shielding.

Professio
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e WHAT'S NEW

> ALGORITHMIX SOUND LAUNDRY

erman manufacturer Algorithmix has
Gcreated Sound Laundry 2.1 ($249 on

CD; $234 if purchased on the
Internet), a bundle of real-time digital
audio restoration software tools for
Windows-based PCs. The software can
process with 80-bit internal resolution
and is designed for fast, easy, and high-
quality restoration of sound files and
real-time input.

The bundle consists of five plug-ins
and a host program, the Plug-In Station.
Within the Plug-In Station, you deter-
mine which plug-ins to use and in what
order. You can load WAV files for offline
processing, or you can process files or
incoming audio in real time and send the
results out through your sound card. A
Difference feature allows you to hear
the noise extracted from your original
sound file.

The five plug-ins include De-Scratcher,
which is best suited to cleaning up sound

» OEMETER EQ-1

emeter Amplification’s dual-chan-
nel EQ-1 tube parametric equalizer

($1,295) is a 1U rack-mount unit that
combines 12AX7a-based tube circuitry
for amplification with a solid-state para-
metric circuit that controls the gain of
the tube at selected frequencies.

The unit has three bands of EQ per
channel. The low-frequency band is vari-
able from 20 to 200 Hz, the mid band from
200 Hz to 2 kHz, and the high band from 2
to 20 kHz. The Q is variable from 0.8 to 3.6
octaves, and each band provides up to
15 dB of boost or cut.

> FURMAN [P-28
he Furman IP-2B Iso-Patch ($99) is a
Tsmall, stomp-box-size unit that is
designed to eliminate the buzz and
hum caused by ground loops. Such a tool
is useful to have on hand for on-the-spot
fixes in any live or studio situation.
Sound systems typically have multiple
paths to ground through AC cables,
metal racks, and audio-cable connec-
tions between multiple units, such as
mixers and effects processors. The IP-2B
provides transformers that isolate the
audio signal, passing it through a mag-

22 Electronic Musician April 1999

from vinyl records, although BT LRGTEAl =
Algorithmix claims it can also re- [/ ou S i
move digital clicks and buzz cre- | & seweo P 1f[Cowroroe i

. g r M |
ated by switches and rgctlflers. e - 7 2|enoe 3|
It features onscreen sliders for  F~ o 1= pose ot o olf |
adjusting declick and decrackle, M =
as well as De-Plop, which re- | & P 4] [andyze =i
fiuces unwanted'low-frequency Y 0@ |
impulses. De-Noiser offers con- | s 00d8 o] |
trol over threshold and reduction |
amount for its noise reduction, __-i}

and High-Lowpass Filter is in-

tended for ridding audio of hiss and rum-
ble. The high- and lowpass filters are
designed to avoid creating phase distor-
tion, and their slopes are continuously
adjustable up to 24 dB/octave.

The Analyzer is designed for before-
and-after comparisons when using De-
Noiser and Filter. It shows three curves
simultaneously: the frequency-response
curves of the signal before and after pro-
cessing, and the frequency-response
curve of the removed noise (when used

with De-Noiser) or the filter's character-
istics (when used with Filter). Finally,
DC-Removal Filteris designed to increase
the dynamic range of the incoming signal
by correcting the DC offset that can occur
when using low-quality A/D converters.
The bundle requires at least a 133 MHz
Pentium for real-time operation. Algorith-
mix GmbH; tel. 49-7741-919300; fax 49-
7741-672257; e-mail info@algorithmix.com;
Web www.algorithmix.com.
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The EQ-1 offers a Link switch for
6-band mono operation and has global by-
pass and a gain-overioad indicator. Gain
is adjustable up to +10 dBV. The channel
inputs and outputs are on balanced %-inch
TRS and XLR jacks, and there is a J-inch
mono output on the front panel.

Frequency response is rated at 20 Hz

netic coupling and thereby breaking
ground loops to remove hum. These
transformers feature parallel windings

to 20 kHz, THD at 0.035% (at 1 kHz, +4
dBu), and signal-to-noise ratio at -91 dB.
The operating voltage is switchable be-
tween 230 and 115 VAC. Demeter
Amplification; tel. (818) 994-7658; fax (818)
994-0647; e-mail info@demeteramps.com;
Web www.demeteramps.com.

Circle #413 on Reader Service Card

and high-quality magnetic cores for
ample transient response and minimum
low-frequency distortion.

The 1P-2B has two channels, each with
XLR and Y%-inch TRS inputs and outputs,
providing balanced/unbalanced conver-
sion. Its frequency response is rated at
10 Hz to 200 kHz (+0/-0.5 dB @ -10 dBu)
with no more than 0.5% total harmonic
distortion from 20 Hz to 20 kHz at 0 dBu.
Furman Sound; tel. (707) 763-1010; fax {707)
763-1310; e-mail info@furmansound.com;
Web www.furmansound.com.
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® WHAT'S NEW

SOUNDADVICE o 4 a a

W S0UND DOGS

ome sound-effects CDs have a
Slong list of sounds but only a few

that you are interested in using.
Now you can download individual
sound files from Sound Dogs, a Los
Angeles-area sound-design team that
works on feature films. A portion of
Sound Dogs’ sound-effects library is
posted on its Web site, where files
can be purchased for a nominal fee
that varies depending on length, bit
rate, and sample rate. (Prices start at
50 cents.) The purchaser may then use
these files royalty free.

Sound Dogs offers more than 10,000
sound files in several formats, including
AIFF, AU, and WAV. The files are or-
ganized on the Web site into many cat-
egories, from babies and buses to
machines and monsters to winds and
witchcraft. Each file is presented with a
short description of the sound, where
and when it was recorded, and its
length. Sample rates of 11, 22.05, 44.1,
and 48 kHz are available, as well as
resolutions of 8, 16, and 24 bits.

When you shop at Sound Dogs’ Web
site, you can audition each sound you
are interested in before you tag the
ones you want to purchase. You have
the option of specifying a segment of a
file to purchase—for instance, you
could buy only 10 seconds of a 20-

}"m_‘iﬂ—\/‘n G Wsermerts Opliony Owrwitery Window Heip
B g A ap® Sound Daginh)

second ambient sound file—which can
save you money. Sound Dogs; tel. (310}
244-7988; fax (310) 244-5422; e-mail
sounddogs@sounddogs.com; Web
www.sounddogs.com.
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iroslav Vitous Keyboard Series, a
Mnew line of sample CDs from

Marcati Distribution, features
samples conceived and recorded by
Miroslav Vitous, a founding member
of the jazz-fusion group Weather
Report and creator of the Symphonic
Orchestra Samples CD library. The se-
ries’ first offering, New Instruments
(CD-ROM; $699), is available in Akai
$1000, Digidesign SampleCell, E-mu
E4, Kurzweil K2000/K2500, NemeSys
GigaSampler, and Roland S-700 for-
mats. It offers approximately 100 sep-
arate instruments and 60 combinations
of acoustic sound sources. The sonic
blends on this disc are meant for use
in many styles of music, including
rock, pop, R&B, soul, jazz, classical,
and world music.

The sound sources used for the disc
are not necessarily musical instruments.
The samples were edited on a comput-
er using Digidesign SampleCell and
Sound Designer, Steinberg Wavelab,
and BIAS Peak to sound like familiar in-
struments with unfamiliar
overtones, timbres, and har-

e s B

e

monics. Marcati describes
the resulting samples as
“new instruments” for syn-
thesizers. Individual sam-
ples resemble instruments

.
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Bl such as acoustic piano,
electric piano, synth pads,
Clavinet, steel drum, accor-
| dion, and sitar, among oth-
i ers. According to Vitous, the
| samples have a natural,
1 acoustic quality that is bol-
J’ stered by plenty of low fre-

guencies.
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Cha A demo disc and a book-

let containing descriptions of each sound
are available for free from Marcati.
Marcati Distribution; tel. and fax (203)
323-8300; e-mail mvsos@discovernet.net;
Web www.marcati.com.
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W SOUND SUBSCRIPTIONS

hane Etter’s Sound Subscriptions
{$50/year) is an Internet-based ser-
vice offering new program sounds
every month for Kurzweil’s K2000 and
K2500 synthesizers. Bored with what

e —n—“ =

as:lllscrh tlnns’

= /2500 and Nord Modutar Sounds

he felt to be lackluster preset sounds,
Etter created Sound Subscriptions as a
way for K2000/K2500 users to broaden
their sound palettes and get inspired.
All sounds were created from scratch
using the 31 synthesis algorithms avail-
able within Kurzweil's V.A.S.T. digital
signal processing engine.

On the first of every month during
your subscription period, you receive
e-mail containing a bank of 100 new
sounds for use in dance, industrial, hip-
hop, ambient, and other styles. Each
batch includes electronic and synthet-
ic timbres, as well as new drum-kit pro-
grams. Subscribers simply save the
patches to a PC-format floppy disk and
load them into the Kurzweil synthesizer.

A demo containing free sounds can
be downloaded from the Sound Sub-
scriptions Web site. Also available is
Dr. Mach ($75), a CD-ROM containing
40 different drum-machine kits, with
more than 1,000 individual samples that
have been keymapped for the K2000/
K2500. Sound Subscriptions; tel. (303)
604-9318; e-mail soundsubs@ aol.com;
Web members.aol.com/soundsubs/
soundsubs.html. @

Circle #417 on Reader Service Card



. ‘ = = \ ;‘
a4 -
" — y.
v B Finally, a wire’,f; personal MONITOR

Introducing the new PSM® 700 from Shure.
16 wireless stereo mixes. One solution. And more power to you.

At this stage in your career, you've heard and seen it all. All, that is, except the PSM 700 wireless personal monitor from Shure.

The PSM 700 offers the agility of 2 groups of 16 compatible frequencies, giving you the power 1o create up to 16 stereo mixes
simultaneously. The system is also available with our new ES dual-driver earphones. These unique — yet universal — earphones
A\ feature Shure's Low Mass/High Energy™ drivers, with an extended frequency response for truly incredible sound.

Now everyone on stage can experience the benefits of Shure PSM systems: Touring-quality sound. Unmatched flexibility and control.

PSM 700. Master the art of the personal mix.
To find out more, phone 1-800-25-SHURE. In Europe, phone: 49-7131-72140. Outside Europe and the U.S., phone: 847-866-2200. Fax: 847-866-2585.

SHU °
E wvw.shure.com

THE SOUNID OF PROFESSIONALS. \WORLINVIDE ©|999 Sl“"e Brmhen In(ovpovuled
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ne of the hallmarks of 20th-

century physics is the develop-

ment of quantum mechanics,

which describes the properties
of matter and energy at very small
scales. At its heart, this highly ab-
struse and esoteric branch of physics
is actually quite simple: all matter and
energy ultimately consist of discrete
units called quanta.

Sound has always appeared to be
one of the rare exceptions to quan-
tum mechanics; it seems to be a pure-
ly analog form of energy. Recently,
however, Or. Leonardo Da Capo of the
Bologna Sound Harmonics Institute of
Technology (www.bshit.edu) made a
titanic discovery: sound actually con-
sists of tiny, discrete quanta, which
he calls phonons. These phonons are
individual, separate packets of energy,
much like photons of light.

When asked to describe his revolu-
tionary discovery, Da Capo exclaimed,
“Let me go back to the beginning.”
The original idea was inspired by the
harmonic series, which is itself quan-
tized into discrete steps. He went on
to explain that when phonons inter-
act, they produce difference tones
that we perceive as audible sound.
The frequencies of individual phonons
are expressed in yottahertz (septil-
lions of cycles per second).

Phonons were first detected using a
sonic cyclotron {see Fig. 1), which will
soon be used during half-time shows
at Seattle SuperSonics basketball
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Quantum Sound

By Scott Wilkinson

games. Later, Da Capo identified an
even smaller type of phonon that he
calls a phonino or microphonon. Like
guarks in subatomic particles, several
phoninos are bound together to form a
phonon. In addition, phonons can
combine to create sonic molecules
called polyphonons, which give rise
to timbre.

Phonons share another trait with
subatomic particles: antiparticles with
equal but opposite attributes. In the
sonic microcosm, these are called
antiphonons. They are the oppaosite of
phonons in that their frequency is very
low because they are somewhat like
aliasing artifacts. There seemstobe a
sort of cosmic Nyquist frequency that
is twice the lowest phonon frequency.
(This relates to the sampling frequency
of the entire universe, but that's a sub-
ject for another column.) As a resuit,
antiphonons appear at frequencies
very near zero. Of course, we can’t
hear these antiphonons, but Da
Capo suspects they might be the
cause of unexplained bumps in
the night.

Da Capo is now working on
ways to transmit phonons over
standard modems. This could
ease the bandwidth require-
ments of streaming audio, be-
cause the essence of sound is
sentinstead of the entire result.
The final sound would be recon-
structed at the receiving end. Of
course, the first-generation pro-
totype of such a codec is called
a telephonon.

Unfortunately, a Bolognese
bureaucrat by the name of
Enrico Fermata recently put a

A new discovery proves that sound is quantized.

hold on the project. He believes that
Da Capo is a psycho acoustician who
must be stopped before he does per-
manent damage to the surrounding
buildings with his booming sonic cy-
clotron. Fermata points out a nearby
garden, where several pumpkins have
been smashed by resonant antiphonon
radiation leaking from the device.
However, Da Capo remains con-
vinced that his work will lead to some
major breakthroughs in the new field
of quantum acoustics. He has even had
T-shirts made with the slogan “Hooked
on Phonons,” which he is selling to
raise independent funds for his re-
search. If Da Capo can cut through
the governmental cacophony sur-
rounding the project, his discovery
could rewrite the physics textbooks
and earn him the Nobel Peace Prize.
In fact, he's already written his ac-
ceptance speech, which starts, “Let
me go back to the beginning....” ®

FIG. 1: In a sonic cyclotron, the music goes ‘round
and ‘round and ‘round, and it comes out here. — —



CD ARCHgisiedly

Design and build audio CDs with spe

CD Architect allows you to visualize the song

to the appropriate place on the disk image,

of crossfades, individual track markers, and

sound as good as you intend it to.

Master your own music with functions like EQ, dynamics compression, and the full
complement of audio processing functions and effects available in the included

C%RC HI'ITECT sound Forge” XP audio editor. ' ' )
Produce pre-master CDs to Red Book spec in the Disk-at-Once {DAO) recording mode,
re— with full PQ code editing, support for UPC/MCN and ISRC fields, and a PQ cue sheet
£ mmerts . ready for the duplicators.

4 both SCSI “CD Architect has numerous Preference settings that make it highly customizable, and

. and ATAPI/IDE its interface puts most major commands within easy reach. It is a powerful and intuitive
CD drive program and proved quite capable, no matter how complex the job we threw at it.’

\ S Mnats: 4 - Electronic Musician

MASTERING HOUSE

Master your own music with the audio tools the pros use.
Four essential products in one software suite!
Includes:

+ Sound Forge 4.5, the award-wimning audio editor for Windows PCs
a3 * CD Architect, to design your audio CDs with speed and precision
@ * XFX 1 & 2, a full set of real-time, DirectX audio effects plug-ins
- 3

Includes the essential tools that professional mastering engineers use routinely,
e et et such as Noise Gate, Multi-band Dynamics, Compression/Expansion, Graphic EQ,
Reverb, Time Compression, Pitch Shift, and Chorus Effects.

FRING
uUS

MAST
H

FOUNDRY
1 800 57 SONIC or www.sonicfoundry.com

754 Wikamson St Madeon, W 53703 Tel: (608) 256 3133 Fax (5@8) 256 7300 Infemet. sa'es@<omdoundrycom
Sonic Foundry and Sound Forge are regwstered tradernarks of Somc Foundry, Ine. Other products memoned are tademearks or ngetered trardemarks of therr respective manutacturers
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Create your own

sample library for

fun and profit.

Let the pros show you how.

By bino Robair

ound libraries, such as sample CDs, are ubiquitous in the personal or

commercial studio. If you have ever used them, you may have wondered

how they’re put together. Perhaps you have amassed an archive of recordings
or instrument-specific patches and have thought about compiling your own sam-
ple collection, if you only knew where to begin.

Armed with the items typically found in a personal studio (DAT machine, DAW,
CD burner, sampler), you can create a professional-sounding library to meet your
needs. All it takes is some vision, planning, inspiration, and a good deal of editing.

| surveyed a handful of successful professional sound designers, manufacturers,
and distributors about the various aspects involved in creating a sound library.
Whether you’re recording breakbeats, exotic instruments, production music, sound ef-
fects, or any combination thereof, the following information will help you maximize
your time and energy as you organize your favorite sounds for personal use or com-
mercial distribution.

FRON THE TOP DEwn

The first order of business in making a quality sound library is to do some pre-
production planning. Begin by determining your goals for the project: Is it for
personal use or will you be sharing it with others? What are the intended uses for
these sounds? What format will work best? Do you plan to license it to distributors?
Setting a goal for your project will help you answer many of the questions that will

arise as you get further into it.
For example, your plan might be to create and license a library in a specific
sampler format to an established company. In this case, you'll need to have
the most recent update of the machines that read the format
you've chosen, with the maximum amount of
RAM available. This will allow you to take
full advantage of every nuance that
[llustration By beorge Schill machine has to offer.



Perhaps vour objective is simply to
create an audio CD for vour own post-
production sound-design purposes, in
which ¢
on vour recording and CD-burning
setup.

Remember that you can always mod-

s¢ you'll want to concentrate

ify any goals that vou set for yourself

as the project progresses. After all, you
may find yourself heading down a new
path once vou've gotten started.,

ORGANIZATION

Anvone who has used a sound library
will tell you that a well-organized disc is
worth the money it costs to create or
buy it. Determining the best way to or-
ganize a collection of sounds depends
on how the library will be used, as well
as the taste and style of the user.

Sound designer Jett Darby assembled
the 25-disc sound-eftects library for Far-
wax, a production company in San
Francisco. The discs are housed in a
large three-ring binder with a log that
breaks down each disc into specific cat-
egories and subcategories.

“The Earwax library is made up of

Sound Designer Il files, primarily. Each
CD-Ris a data disc containing Mac files
and folders, burned with Adaptec
Toast,” he explains. “If you're using Pro
Tools, you import the files directly into
the application. This method eliminates
a couple of steps: vou don’t have to edit,
normalize, or digitize sounds each time.
Once thev're done, they're done.

“The Earwax library is mainly a by-
product of jobs we've done,” he contin-
ues. “We then organize the sounds from
the jobs into categories such as Whoosh-
es, Machines and Tools, and Weapons
and Violence. In the Whooshes folder,
vou'll find a folder of swishes and per-
haps one of dopplers. Weapons and Vi-
olence contains subcategories such as
Hits and Thuds. The Thud folder mav,
in turn, contain 45 different thuds.
Usually, there are a lot of subcate-
gories.”

Organizing sounds into categories is
a subjective art and is often a mauer
of personal preference. “In the Ambi-
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ence folder, for example, you might
have nature, city, or bird ambicences; [
wouldn’t necessarily put a bird ambi-
ence in an animal folder. There are a
lot of gray areas. We usually build the li-
brary according to the wav we think
and what our needs are.”

Earwax has considered putting to-
gether a “best of” collection for com-
mercial release. At the rate it's going,”
says Darby, “we’ll probably have an-
other ten discs in the library by the end
of the year, which will give us plenty to
choose from.” Their biggest challenge
will be categorizing the material in
such a wav that it will be intuitive for a
new user.

Sounds are organized in libraries in a
number of ways. Here are some of the
more common ones.

Instrument. If the project features a
collection of instruments, grouping
each instrument or class of instruments
together makes good sense.

Key. Compiling sounds by key is an
especially useful way to organize a li-
brary of instrument-specific riffs and
licks (sce Fig.1).

Tempo. If the disc will be used in a
dance or club environment, having the
samples arranged by tempo in bpm
(beats per minute) is essential. An ele-
gantly designed library will first give you
the entire groove (full orchestration)
at a given tempo, followed
by each component of the
groove, individually.

Theme or genre. This does
not necessarily mean a “mu-
sical” theme. If the library
is a sound-design collection
for post-production, orga-
nizing by theme (for exam-
ple, sci-fi, western, and
ethnic) would be a logical
way of working. If vou are
assembling a library of
music cues, you could group
tracks by genre (classical,
rock, jazz).

Effects type. This category
involves classifying effects by
how they sound (for exam-
ple, pops, applause, and
gunshots) or what their
functions are (ambiences,
hits, effects).

Combinations. For a com-
prehensive collection of
samples, you may need to
combine some of the above
organizations. For example,

you could divide one portion of an or-
chestral disc into instrumental sections
(say, brass and woodwinds); another
into orchestration (groups or soloists);
and so on, on down to individual notes
and effects. Another section of the disc
could be organized into tempo- or key-
related selections.

DOCHMENTATION

A user-friendly library relies on full
documentation. A great-sounding disc
becomes difficult to use if the liner
notes are cryptic or nonexistent. If you
are planning to license your library,
thorough documentation is a must
and begins the moment you press
Record.

Doug Morton of Q Up Arts recom-
mends keeping detailed notes through-
out the recording session. “Make sure
you document what you're doing so that
everything will be clear to the person
who works on the material later on.”

Your recording notes will be useful
as you edit and loop your samples.
Notes on mic choices, mic position,
recording location, and any process-
ing that occurred, are handy when you
need to combine different parts of a
sample or create Velocity layers. Such
details mayv seem mundane at the time,
but they may save you from having to
rerecord elements later.
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FIG. 1: This is a page from Voice Crystal’s audio CD Song
Starters: Jazz Loops and Chords, vol. 1, by Frank Gambale. No-
tice how the loops are organized by bpm and key. Elsewhere
on the disc, the tracks are organized by key and chord type.
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Your session notes will also be helpful
when you compile your liner notes.
The kind of documentation you pub-
lish with your library will depend on
the format you're working in, as well
as its intended use. Notes for an audio

CD of loops and grooves should in-
clude the name and number of each
track, tempo, number of bars in cach
groove, start times, track length, key.
and instrumentation. When the groove
is broken down into individual compo-
nents, these should be noted as clearly
as possible.

For a CD-ROM release, it is crucial
to include format-specific information
in your documentation. A library in
the Akai format, for example, should
give the location, volume, program
name, sample size, and length of bars
of cach sample. In addition, you might
include key, tempo, crossfading, and
Velocity-switching information, as well

as whether the sample is
stereo or mono. Providing
details about each instru-
ment or voice that is sampled
ts also useful.
Spectrasonics’ Symphony
of Voices CDD-ROM is a four-
disc set that comes with two
clegantly produced, 50-page
booklets. Booklet 1is a CD-
ROM directory that includes
setup instructions, system
recommendations, and a
list of patches and perfor-
mances. Every sample is listed
with key and tempo notation.
The liner-note booklet in-
cludes biographies of the
artists, performance tips, an
overview of the organization
of the sounds, descriptions
of the recording and edit-
ing equipment used, the
philosophy behind the pro-

ject, and a list of frequently asked ques-

tions about using the company’s sound
libraries (see Fig. 2). Such a cornucopia
of documentation enhances the users’
knowledge about the sounds as well
as the pleasure they get from using
the library.

LICENSING

When you purchase a sound library,
you're not buying the sounds any
more than you’re buying Peter
Gabriel’s songs when you buy his
record. The sounds on a sample disc
are licensed to you for use in your
sound productions only. Each man-
ufacturer handles licensing differ
ently, so it's important that you read
the enclosed “licensing agreement”
for every collection you purchase.

Typically, the license allows
you to use the sounds for your own
productions exclusively. Unautho-
rized use of the collection includes
lending, renting, reselling, copying,
dubbing, and reconfiguring the sam-
ples for resale.

Companies often approach
each kind of use of the sounds sepa-
rately. Record production, film and
television, and multimedia projects
are each treated in a unique way.
Some uses may require a separate
agreement with the publisher or may

be forbidden entirely. Sometimes
you're asked to credit the sound li-
brary, depending on the usage.

Why are sound-library pub-
lishers so particular about licensing
issues? Consider that each compa-
ny has spent a lot of money hiring
musicians for the recordings and in-
vested countless hours in editing,
looping, and programming each
sound. The people who do this ex-
pect to get paid for their work, just as
you and | do. In addition, many com-
panies guarantee that the sounds
they’'ve licensed to you are copyright
clean, so you won't have legal prob-
lems down the line. That aspect of a
sound library is an important one
that’s often overlooked: for a rela-
tively small fee, these companies are
providing you with the tools to con-
tinue creating music (and making
money) in perpetuity. All they ask in
return is that you abide by their li-
censing agreement.
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FIG. 2: Proving that you can never have too much informa-
tion, Spectrasonics’ Symphony of Voices contains four CD-
ROMs and two highly informative booklets.

BRAIN STORM

When coming up with ideas for pro-

jects, Eric Persing, creative director at

Spectrasonics, begins by imagining
what he would like to hear in a sample
library. “I might begin by thinking
about what's not in our catalog, or by
considering what people are interested
in.” Product-registration cards give him
a sense of what customers are looking
for in new products.

“Other times it’s a whim,” he contin-
ues. “Sometimes we've started with just
the title. Distorted Reality, our most pop-
ular release, began that way. We also
have to consider what we are capable
doing. Thinking things through is es-
sential because [creating a sound li-
brary] is a long process. Several of our
libraries have taken up to two vears to
complete.”

Morton says that at Q Up Arts, quali-
ty and uniqueness are what drive new
product development. “We try to find
something that’s different, or find
something that hasn’t been done well
and do it better. We also try to avoid
stvlistic trends. Our niche is world/eth-
nic/esoteric content, such as Voices of
Native America. 1t’s the harder-to-find
kinds of things that we prefer.”

FORMAT ROULETTE

Whether or not vou're interested in
going commercial with your sounds, a
brief discussion of how companies
choose a format for their sound library
is uscful—especially if vou're planning



to purchase any gear in the near future.

There’s a wide range of formats 1o
consider, the most common of which
are Akai, E-mu, Ensoniq, Kurzweil,
Roland, SampleCell, audio, WAV, and
AIFF. For the publisher, each format
has its strengths and weaknesses that
extend bevond the capabilities of the
machines themselves. For example,
publishers must gauge how popular the
formats are in the marketplace, where
the majority of their sales will be, what
kind of library they're creating, and who
will be using it. A number of manufac-
turers I spoke with agreed that the
audio format was the best seller but
had the worst profit margin.

“In times past, we did audio discs first
and worked toward Mac AIFF,” notes
Paul Korntheuer of Rarefaction. “Even
though CD-ROMs are superior, people
are used to sampling from audio discs.”

Melissa Reuther of Time + Space
agrees. “For us, everything comes outin
audio first. The CD-ROMs mostly come
out in Akai format first, because that
format is the leader in the U.K. mar-
ket. However, the mainstream buver is
buying audio discs.”

Q Up Arts’ Morton says that “certain
kinds of sounds are good for certain
markets. Generally, we sell big in Japan,
and Akai is the king there. We also do
CD-ROMs for SampleCell, because we
develop in SampleCell. And then, of
course, there’s Roland, Kurzweil, and
audio.”

“If you're going to make a business
out of it, you have to support all for-
mats,” says Spectrasonics’ Persing. He
says that releasing multiple formats si-
multaneously is one of the company’s
recipes for success. “The market is dif-
ferent for each format, so we do differ-
ent quantities of each. At the moment,
Akai is the most popular format on the
market. Roland is a good format in the
United States because Roland is the
only company that has made a serious
library of its own. Just because lots of
units of a keyboard are sold, it doesn’t
mean there will be a CD-ROM market
forit.”

I's no surprise that Persing, as chief
sound designer for Roland since 1984,
prefers to work in the Roland format.
“We will begin a new release in the
Roland format, then we'll do an Akai
version. We make our audio CDs from
the Roland format, which is the oppo-
site of what other companies do. And
because of size limitations, the audio

CDs have about half the material that
the CD-ROMs have,” he explains.

THE RECORDING SESSION

There are a number of things to con-
sider when making recordings that are
destined for use in a sound library. First,
you must determine the recording
chain, from the microphone to the stor-
age format. These variables are often
determined by economics. Perhaps

you'll be able to borrow equipment. If

not, what kind of gear can you afford to
buy? If purchasing it isn’t possible, how
much can you spend on renting it?

Despite the current trend toward
higher bit and sampling rates, many
of the sound designers I interviewed
still record to DAT and work in 16-bit
resolution. The common explanation
was that samplers and compact disc
players are still primarily 16-bit ma-
chines.

Of course, you want your master tapes
to be in the best-sounding, most robust
format possible. If you're recording in
a studio environment, you have higher
resolution options, such as the 20-bit
ADAT XT20 and [.X20 from Alesis,
Tascam’s DA-45 HR 24-bit DAT ma-
chine, hard-disk recording, or high-
quality analog tape. Out in the field,
however, the most affordable format is
still the portable 16-bit DAT recorder.

For location recording, sound design-
er Jim Miller uses a portable setup that
includes AKG C 414 and Earthworks
TC30K mics, and an Oram MWS pre-
amp going directly to a DAT recorder.

Darby’s field rig includes a portable
DAT with a Lunatec V2 portable pre-
amp by Grace Design and a Sennheiser
MKH 816 shotgun mic. Because much
of his work is for film and television
post-production, this setup is portable
enough to allow him to get into tight
places when necessary.

“The recording format depends on
the application,” says Ilio’s Mark Hiskey.
“Sometimes we go to 20-bit ADAT or
24-bit. Sometimes we go straight to DAT
at 44.1 to avoid sample-rate conversion.
We're considering 96 kHz and antici-
pating DVD as a viable delivery system.
The only question is when.”

Daniel Fisher, veteran Kurzweil pro-
grammer and director of soundware
engineering at Sweetwater Sound,
records simple instruments straight to
DAT. “For things requiring lots of mics,
I’ll use one of the 20-bit ADATs and
four different stereo mic combinations.”

FIG. 3: Karen Stackpole prepares for a sampling
session at Headless Buddha Labs. Many sound
libraries are recorded and edited by outside con-
tractors working in their own studios.

Morton does everything on the Mac.
"We record directly into Pro Tools/24
Before that we were working in 20-bit
for about a year.”

Don’t think that you should put off
recording just because vou don’t have
state-of-the-art gear: ingenuity and
recording skill can overcome many defi-
ciencies in your setup. Besides, there are
other considerations that will raise the
quality and usefulness of your samples.

The majority of the sound designers
that I asked record their material flat,
preferring to get the best sound possi-
ble by using the shortest route between
mic and recorder. Mic placement and
room acoustics, therefore, play a major
role during the initial sessions.

“I prefer a nice, quiet studio with no
reflections. Many budget restraints,
however. require that you get yout
recordings where you can,” says Miller.
“I wouldn’t add EQ while recording
unless there was something extremely
wrong with the sound. I prefer to do
that later.”

I asked a number of sound design-
ers whether tuning was an issue when
recording and whether they used tuners
during their sessions. Morton says that
¢ Up Arts always stresses tuning. “This
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is the sort of detail that should happen
during the original session.”

Others took a more laissez-faire ap-
proach to tuning. “It’s never been a
problem,” says Miller. “Usually the play-
ers will bring a tuner themselves. How-
ever, it’s simple to correct tuning in
the Kurzweil. You just save the tuning
as part of the sample itself.”

“But,” adds Fisher, “the samples must
have exactly the same tuning. Otherwise,
when you add reverb and switch Ve-
locity levels, you will hear chorusing in
the reverb.”

Fisher says that, if there’s a problem,
he prefers to “EQ the noise out on the
Kurzweil. With the K2500, you can work
on a sample and then resample it digi-
tally using V.A.S.T.” He cautions that
you have to listen carefully during the
recording session. “You have to be in-
sane about noise levels. Pay close at-
tention to ambient room and electrical
noises. Remember that when you play
multiple notes of these samples, you're
adding the room sound and RFI cach
time you add a note.”

A final consideration during the
recording stage is getting permission to

use these performances. Unless you play
every instrument yourself, you will need
to get written permission from the play-
ers to use their sounds in a commercial
project (whether on a CD-ROM or in a
production). If you intend to license or
sell the collection, having copyright.
clean samples is a must. Think about
this before you contact musicians for
the recording session. Be sure 1o have
an attorney-approved contract stating
your intentions, and make sure the mu-
sicians understand and sign the con
tract before the session is booked.

FOCus

It’s easy to spend hours setting up mics
and getting the right sound. However.
it's important to conserve vour mental
and physical stamina for the recording
session itself.

For Fisher, preserving attention span
is important. “People will spend all
day on the miking and sound. But
after an hour of recording, you’ll find
them reading a magazine rather than
paying attention. It's very easy to have
entire ranges of an instrument get
wrecked because you lost your con-
centration for a period of the record-
ing session.”

Attention span is a two-way street.
“Be willing to pay your performers,”
Fisher adds. “Tell them that this’ll be
the hardest and most boring—but most
exacting—performance of their life. Let
them know that this is a major deal.”

PIRACY

Every company that | spoke with
said that piracy of samples is a
major issue worldwide. One compa-
ny said that the sample-CD industry
would be at least ten times bigger
than it is now if it weren’t for piracy.
That means that the development
process of new and unique sample
collections has been seriously ham-
pered because of the unauthorized
sale and distribution of samples.

It's certainly fair for musi-
cians to upload their own custom
patches or samples to a Web site.
It’s another thing to upload some-
thing you've purchased from a pub-
lisher, whether in its original form
or modified. We're talking basic in-
tellectual property rights.

.

Make sure that you're not
supporting unscrupulous activity
when you download sounds from
users’ groups or other Internet
sources. Any unauthorized repro-
duction of the sounds, whether post-
ed on a Web site for distribution or
copied to DAT for use by persons
other than the original user, is harm-
ful to the company that produced
the project.

It's important that you're
aware of piracy issues and respect the
work of the manufacturers just as you
would like people to respect your own
musical creations. If it weren’t for
these companies taking financial risks,
we wouldn’t have so many fantastic
releases in the first place.
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And be thorough in your search for
the most useful sounds. The more pre-
pared you are before a session, the
smoother it will run and the more you
will accomplish.

Before doing a sampling session with
the ROVA Saxophone Quartet, sound
designer Thomas Dimuzio made a wish
list of things that he thought would be
useful in a sax-quartet library. “I brought
along a list of ambiences, concepts, and
feels that T wanted to get on tape. It
turns out that ROVA brought an al-
most identical list. Because of this, we
recorded more than enough material
for a sound library.”

DETRILS, DETAILS

“Getlots of Velocities,” suggests Fisher,
“so that you have lots of choices later.
But don’t get 100 literal about things
when programming: if an E sounds bet-
ter as a DD, put it there. Also, remember
that the stereo position of two or more
samples has to be perfect, because the
ear can hear stereo location shifts.”

Fisher is also an advocate of keeping
the sampler set up nearby to see how
the samples work side by side on the
keyboard. “Having the sampler nearby
is useful for getting the sounds to blend
all the way up the scale.”

“One of the most important things
you can do during the original record-
ing is pop the sounds into a keymap
and see if they work on the instrument
and in scales. Many times, you won’t
know that the sounds don’t work until
you put them all side by side. Very few
people do this. However, this keeps you
from getting gaps where the sound isn't
right. Sometimes you'll find that you
need to get a better recording of a sin-
gle note to even out the scale.

“After you've built your keymap,
don’t be afraid to throw out a note that
doesn’t work and stretch the others to
cover it.” Fisher adds.

Miller agrees that having an instru-
ment nearby is a good practice. When
he is creating a project destined for
the Kurzweil format, he loads the
recordings into his K2500 and tries a
little programming to get a feel for
how the samples will sound in perfor-
mance. “I like each sample to have a
slightly different sound across the key-
board map. When done well, this will
give the instrument more of a real play-
ing feel.”

Fisher believes that the more you
know about how an instrument sounds,
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the easier it will be to create a repro-
duction for the sampler. “When the

session’s over, have the musician just
play, so vou can hear what a real per-
formance sounds like. IU'll give you
ideas on how to structure your sample
programming. Try to reproduce that
performance with the samples.”
Through experience, the profession-
als also know that how the sounds are
used in a library often determines the
best way 1o record and program them.
“Sometimes you need to predict what
the sample’s going to sound like in the
end; it may not sound the way it sounds
in real life.” Fisher points to the acous-
tic guitar as an example. “Recording
the guitar’s open strings and putting
opensstring samples on cach key, rather
than getuting the individual quirks of
each fret, gives the sample a more nat-
ural sound. Sometimes a vanilia record-
ing of an instrument is better than one
with lots of different clicks and buzzes.”

EDITING AND LOOPING

Now the real work begins. Making
many detailed samples from a collec-
tion of source recordings is a major
task. Whether you are using a looping
program, such as Antares’s Infinity, or
working in a more generalized digital
audio editor, the biggest challenge to
the sound designer is scamless editing
and looping.

Hiskey says Ilio Entertainment’s first
priority is to achieve high-quality
sound. “We can’t afford to put out a
product that has clicks in the loops.”

Like many Kurzweil programmers,
Miller says that he does his work pri-
marily in the K2500 itself. “The way |
work now, 1 go from DAT to Mac, using
BIAS Peak to slice it up, and then send
it where iUs going to go, which, for
many projects, is the K2500.”

Earwax’s Darby tries to keep as many
of the samples intact as he can. “Often,
they're from previous jobs, so they've
been trimmed. Because we use Pro
Tools, it’s not a problem to adjust the
sound to fit the moment.”

“There are compromises no matter
what you do,” explains Dimuzio. “It al
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depends on the source mate-
rial.” On Rarefaction’s Ety-
mology, a sample library of
guitar and cello sounds played
by Fred Frith and Tom Cora,
Dimuzio often used cross-
fade loops. “But some folks
may not like crosstades, so 1
also included chronological
loops, where I went in and
cut loops from the begin-
ning of the sample 1o its end.
When you place them side
by side, vou get the entire
sample. Otherwise vou have
its component parts.”

Many elements come into
play when you begin creating
individual samples. Sound
quality, tuning integrity, and
level are all things you must
consider when choosing the best take.
Normalization is an aspect of sample
design that Morton thinks important.
“Make sure all the levels are hot so that
sampler output is optimized. Also,
watch that stuff doesn’t get truncated
too short. Give the instruments their
full decay before chopping them off.”

Fisher suggests that if note attacks
don’t match, you should copy and
paste the attack transient you like to
the one sample that has the weak at-
tack transient. “And make sure vour
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FIG. 4: For a project as comprehensive as Rarefaction’s A
Poke in the Ear with a Sharp Stick, 7 to 10 GB of recorded
material go into every 650 MB disc.

loops don’t change pitch,” he warns,
“Your ear is most sensitive to pitch, es-
pecially with shorter loops. Moving the
end of the loop point will make the
difference. Don’t just listen to the sam-
ple dry: listen to it in reverb, because,
again, you will hear chorusing when
both pitches appear together in the
reverb.”

Fisher also knows that the car is good
at perceiving when a short loop begins.
“If you have a RAM limitation, you're
better off having fewer samples with

Despite the apparent glamour of the
sample-CD biz, the companies that
publish libraries are not the huge
megacorporations that you may think
they are. They’'re usually small busi-
nesses, started by sound designers
who thought that others might be in-
terested in their work. While some
publishers do much of the work in-
house, others commission and li-
cense projects from sound designers
like you and me.

Before you begin seeing big
dollar signs, however, let's begin with
a reality check. Compared with the
number of units that traditional music
labels sell, sample-CD sales (whether
they’re audio discs or CD-ROMs) are
extremely modest. Depending on the
title, format, style, and price, a sam-
ple CD might be considered a suc-
cess if it sells from 750 to 1,000 units,

WHAT YOU CAN EXPECT IN SALES

but the average release sells below
that figure.

Selling 600 copies of a CD-
ROM priced at $199 may not sound
that bad, considering how cheap it is
to mass-produce CDs these days.
However, when you consider that
creating a high-quality library can take
up to two years, you begin to see that
there are a few challenges in making
back your initial investment.

Style-oriented releases (for
example, current dance flavor) gen-
erally have a shorter marketing life
span than their more esoteric coun-
terparts (such as a harpsichord collec-
tion). Some sample libraries continue
to sell well for manufacturers, some-
times into the thousands, and this
kind of success helps the manufac-
turer invest in new releases to meet
market demands.




longer loops than the other way around.
Especially with something as complex
as a multistring instrument like the
piano: vou need loops of two to three
seconds or more. They should be as
long as you can get away with.”

WILL WORK FOR SRIMPLES

Many sound-library publishers don't
have in-house recording and editing
facilities. That fact means that much
of the work on a project is performed
by outside contractors working in their
own studios (see Fig. 3).

Most of the companies Ispoke to ex-
pressed interest in hearing about new
ideas for sound libraries and collec-
tions, especially ones that mayv already
be completely implemented into one
of the popular sampler formats. As the

thinkean
gurneeds are.”
s Jeff Darby

market continues to grow, there is also
aneed for skilled freelance editors and
programmers. Because of the amount
of time it takes to program a set of sam-
ples, you can imagine that many com-
panies have a difficult time keeping up
with the demand for new sounds.

“There's quite a bit of work to be had
converting libraries for companies,”
explains Spectrasonics’ Persing. “The
best part of the project is recording
the musicians—making the raw record-
ings. The next part that’s fun is when
it's done. All the other parts are tech-
nical and tedious because of the
amount of organization and docu-
mentation that’s required. Just coming
up with names, it’s hard not to repeat
yourself. A lot of thought goes into
these details.”

Persing says that to be a good pro-
grammer, vou need to have full knowl-
edge of what he calls the “arcane
archives™ of each machine. “If you're
going to make something for the Akai
S1000-series filters, you need to know
that they respond differently from
other Akai versions. Filters are stan-
dardized in Roland and Kurzweil ma-

chines, but not in the Akai instruments.
So, for a certain project it might be
necessary to leave the filters alone in

that format. You have 1o be aware of

details like how the envelope times
work on different models. The more
musical vou want to make it, the more
risky it is. But the rewards are that
much greater.”

To Persing, the creativity that goes
into the details matters. *Conuroller
mapping makes a big difference,” he
says. “If you want to have a filter sweep,
a mod wheel or data slider can add in

more or less of the effect. That way,
folks can tailor a sample in real time.”

Fisher points out the “paradox in cre-
ating multi-Velocity-strike samples. You
want two different Velocities, but when
vou switch between samples, the tim-
bre is different. People complain about
that. What you have to do is make the
crossover points seem invisible. You
have to have a separate programming
layer for each Velocity range: as you get
to the end of one sample range, its
brightness should match the darkness
of the new layer.”

Digital Studio Essentials

Nobody ever thought that improving the recording

process could worsen the sound. But that's exactly what direct

digital recording does - it leaves your sound brittle and harsh.

Introducing three solutions from Bellari - the MP110
DIRECT DRIVE Tube Microphone Preamp, the LA120 Tube
Compressor/Limiter, and the new ADB3b Stereo Tube
Direct Box. These boxes round out the digital edges, and

restore the natural warmth to your sound.

If you're recording digitally, a Bellari tube product is

simply essential.

5143 South Main Street

Salt Lake City, UT 84107

(801) 263-9053 « FAX (801) 263-9068
email: bellari@rolis.com

web: www.rolls.com
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Turn your ADAT" into a
96 kHz / 24 bit

mastering recorder!

MusicNet's new AD96 and DA96
are high quality 4 channel 24 bit 96
kHz AD/DA converters featuring
S/MUX® for 24 bit 96 kHz recording
on ADAT lightpipe connections.

AD96

*® 4 balanced analog line
inputs (XLR)

® +4 [ -10 dB level
switchable

® 118 dB SNR

* AES/EBU and ADAT
lightpipe output

* 96/88.2/48/44.1 kHz
sampling rates

® 24/20/18/16 bit output
format

* wordclock and superclock
input/output

® LED bargraph level meter
with selectable resolution

* S/MUX option for
recording 96 kHz on 48
kHz ADATs and ADAT
optical PCl cards

® halfrack case

* retail price: $ 899.-

DA96

® 4 balanced analog line
outputs (XLR)

® +4 [ -10 dB level
switchable

* 110 dB SNR

* AES/EBU and ADAT
lightpipe input

*® 96/88.2/48/44.1 kHz
sampling rates

* wordclock and
superclock input/output

® selectable clock source

* selectable data source

® activity and overload
LED per channel

* S/MUX option for
playback @ 96 kHz
from 48 kHz ADATs and
ADAT optical PCl cards

* halfrack case

* retail price: $ 899.-

Also available - 24 bit, 8 channel ADAT compatible A/D
and D/A converters with +4 dB XLR @ 44.1/48 kHz

Distributed in the US by Made in Switzerland by

NAS AN .
DISTRIBUTION

Ringwood NJ 07456
(973) 728-2425

www.wivedistribution.com

S A

wwwrusicnetwork.ch
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Fisher also notes that there are rea-
sons 1o do cross-switching rather than
crossfading. “Crosstading rarely works
on natural instruments when you're
doing multistrikes. While they're cross-
fading, you're hearing twice as many
strings in that crossfade window. With
switching, when the Velocity is 0 to 60
you're hearing the low sample; 61 to 127
you're hearing the other. Also, when
you crossfade, you're eating twice as
much polyphony during the fade.”

But achieving utter realism is not the
only measure of success with a sample,
says Fisher. “Many instruments that de-
cay do so far faster than your brain
thinks they do. So you have to exag-
gerate the decay time on certain in-
struments—such as piano, guitar, and
bass—so users won't complain about
the sounds being ‘stubby.’ They want a
far more linear curve that hyperex-
agerrates the decay time of those in-
struments, which is why compression
is used so often on those instruments in
the recording studio.”

bOING SHOPPING

Shopping your sound library to a man-
ufacturer or distributor is worth serious
consideration. Many of the companies
I spoke with are interested in hearing

SAMPLE THE WEB

East West Communications
www.soundsonline.com
Eye & | Productions
www.voicecrystal.com
Ilio Entertainments
www.ilio.com
Q Up Arts
www.quparts.com
Rarefaction
www.rarefaction.com
Spectrasonics
www.ilio.com
Sweetwater Sound
www.sweetwater.com
Time + Space

www.timespaceusa.com

new ideas for libraries. “A construc-
tion kit really works for us,” says Doug
Rogers of East West Communications.
“We like to get one- to four-bar loops
of all the instruments, then a break-
down of those loops individually, as
well as of the individual instrumental
notes.”

Korntheuer of Rarefaction says, “I
look for collections that are twisted!
Something that’s not out there already.
Something that spurs the imagination
and creativity. If we're getting a sub-
mission, we like to see most of the pro-
gramming work already done, such as
zero-crossovers, normalization, and so
on. We also like to have a multilayered
sample broken down into its compo-
nents, so end users can reassemble it
themselves” (see Fig. 4).

The process of getting your library
heard begins with contacting the com-
pany you hope will publish your work.
Most of the companies surveyed for
this article said that they prefer to get a
proposal first before hearing the actu-
al project. If they’re interested in your
proposal, they will then request that
you send material for them to listen to.

Rather than blanketing companies
with CD-Rs of your project, do some
thorough market research into which
companies are supporting your format
and what kinds of products they carry.
Look at each company’s Web page to
become familiar with its vision. Also, con-
sider what each company doesn 't have in
its catalog. If your project is an Eastern
European bagpipe collection in the Akai
format, target companies that empha-
size instrumental collections, world
music, and Akai CD-ROMs, but that
don’t already have a release of this sort.

JUST DO IT

The market for sound libraries continues
to grow each year, as the demand for
sound content escalates in the world of
audio and video. The result is an ex-
panding market for unique sound li-
braries and talented sound designers
and programmers. With the right sounds
and a good presentation, you can carve
out your place among the pros.

Gino Robair is an Associate Editor at EM.
Thanks to Daniel Fisher, Thomas Dimuzio,
Eric Persing, Paul Korntheuer, Jim Miller,

Jelf Darby, Melissa Reuther, Doug Rogers,

Mark Hiskey, Doug Morton, Jeff Obee,
Karen Stackpole, Headless Buddha Labs,
Mary Cosola, and Steve Oppenheimer.



Since your music is unique, your choice of
musical instruments and recording
equipment requires a personal approach.
But there are a dizzying array choices.
Which ones are right for you?

Sweerwater Sound specializes in music )
technology products. We offer focused
expertise to help you select, install and
maintain the best possible system for your
personal requirements. We represent all of
the finest lines of MIDL recording and pro
audio equipment. We back everything we
carry with our exclusive Best Value
Guarantee. rather than simple price-
protection. When you invest in music
technology equipment. we want you fo
receive all of the assistance. support.
service and convenience possible.

Want to explore what is best for your

music? Call us and we'll send you a free
copy of our 1999 Equipment Directory
and a complimentary subscription to our

AMPITFIERS
Sweet Notes Newsletter! Just two more P R@ AU D e

hel make better choices. ) l
g o st s Sl MONITORS
(800) 222-4700 KEYBOARDS

5335 Bass Road, Fort Wayne, IN 46808

(219) 432-8176 « FAX (219) 432-1758 e 7 / and mOre

www.sweetwater.com » sales@sweetwater.com .

mUSIC TECHNOLOGYDIRECT

— and the Best-Value Guaranteed! =
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he introduction of the Alesis ADAT in 1992 was a huge step toward the annihilation

of analog technology and the development of the all-digital studio. True, digital audio

A i technology had been around for a while at that point. but it really wasn’t until the
1] ‘
1‘ ADAT and. fater, the Tascam DA-88 hit the streets that the majority of musicians began to un-
3
- —L" derstand the potential of this technology.
i L
T The success of these two machines initiated a quest to improve fidelity in other arcas. Soon dig-

ital mixers popped up, digital audio workstations gained widespread popularity, digital dyv-
namics processors hit the market, and various digital support gear joined the party.

Today studios on virtually every level can produce an almost entirely digital recording. start-
g at the sound module/sampler/ preamp. going to the console, to the multitrack. through ef-
lects processors, and finally to 2-track. Several companies have even started to manufacture
microphones and speakers with buili-in digital converters. so the digital chain can begin and
end right at the transducers. For beuer or for worse, the all-digital world has arrived.

I'he mere presence of digital devices, however. does not make a studio completely digital. Sure,
the more digital equipment vou own, the greater fidelity vour recordings will have. But to real-
Iy capitalize on this technology, you need to have digital connectivity between gear. After all. the
signal path is only as strong as its weakest link. and if vou're constantly sending audio through con-

verters, from analog 1o digital and back again, degradation is inescapable.

By Jeff Casey

42 Electronic Musician April 1999




Evervthing you

ever wanted

to know about : '-
ADAT Optical

and Tascam

TDIF.
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Didn’t your mother tell you?

THIS CARD GOES
IN THESE BOXES

The 504X represents the pro audio industry’s first melding of a vintage 12AU7 vacuum tube design with the clarity and ver-
satility of the finest 24 bit analog to digital conversion process available, the dbx TYPE IV™ Conversion System. The 504X
plugs directly into the rear panel of all three dbx Silver Series processors and converts the rich warmth of tube-driven ana-
log signal straight into the digital domain for the first time. It can also be used with the premium 1086 Mic Pre/Processor, for
the most economical analog to digital conversion system available today.

irect from any mic, apply industry standard dbx pro-
gital using new patent-pending technology, bypass
e, computer, digital audio workstation, or a modular

pled with a digital system that offers the best per-
d noise floor shaping. It really is the best of both

o
N
Same The aset #g» 1t The Oaly Narbet We'e Cot.



It’s what’s inside that really counts.

704X/504X

Digital
Output
System

THIS CARD GOES
IN THESE BONES

K s

DoV e® ceee

The 704X is the first 96kHz digital output system that offers a 48 bit internal signal processing path, and 24 bit digital
output in either AES/EBU or S/PDIF formats. The 704X brings the world of super high-end digital conversion to the
already premium dbx Blue Series processors. That means that now the 786 Precision Preamp has the ability to offer the
industry’s most precise method of getting from a microphone to a 96kHz/24 bit digital signal. And the 160SL is now the
most comprehensive analog compression system available that incorporates 96kHz/24 bit digital output.

you would record direct-to-tape, with the confidence of having industry-
th the most innovative and clean A/D conversion system around.The 704X
ion System to convert your analog signals to digital in a way that preserves
ecision offered by the digital domain.

f your analog signal, coupled with a
and a pile of features and choices. »
oday!

'PROFESSIONAL PRODUCTS

dbx Professional Products » 8760 South Sandy Parkway
Sandy UT 84070 + Phone (801) 568-7660 » Fax (801) 568-7662 .
email: customer@dbxpro.com * URL: http://www.dbxpro.com H A Harman International Company
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Although 2-channel digital transfer
formats such as S/PDIF and AES/EBU

are a big part of successfully connecting
equipment, what really makes the all-
digital studio possible is multichannel
(that is, more than 2-channel) digital
audio transfer formats, specifically
ADAT Optical and Tascam’s TDIF.
These two protocols have revolution-
ized the industry almost as much as
their respective MDMs have. Today
people who don’t even own ADATS or
DA-series recorders are using ADAT
Optical and TDIF connections to get
from one piece of gear to the next.
This month, we take an in-depth look
at these two formats, the products that
use them, and ways of getting from one
format to another.

HISTORY LESSON

Neither ADAT Optical nor TDIF was
originally designed to be what it has
evolved into. The initial idea behind
cach was to provide a way to transfer
multiple audio tracks simultaneously
between identical MDMs (ADAT to
ADAT, or DA-88 to DA-88), not be-
tween MDMs and other gear.

Our story begins with Alesis circa
1991 and the development of the rev-
olutionary ADAT. While the company
was designing the original unit, the
good folks at Alesis realized that they
needed to provide a means of trans-
ferring audio digitally between two ma-
chines. After all, the ADAT was to be a
modular recorder, intended to connect
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All Alesis ADATs have 8-channel ADAT Optical 1/0, commonly referred to as Lightpipe.
The ADAT XT20, shown here, can transfer digital audio with up to 20-bit resolution. With
Lightpipe, all eight audio channels are organized into a composite data stream that is
sent through a fiber-optic cable via a light transmitter. The receiving unit decodes
the signal using a light-detecting element.

with others of its kind; it would be silly if
users lost a generation every time they
made a backup tape or copied tracks
to another machine. Alesis knew all too
well that critics would have a field day if
itdidn’t come up with a solution.

At the time, AES/EBU and S/PDIF
were the only widely used digital audio
formats, and they could handle only
two channels of audio. Obviously, using
cither one to transfer eight tracks be-
tween ADATs would be cumbersome.
So Alesis created its own format that
was capable of carrying eight separate
signals, and ADAT Optical (also known
as Lightpipe) was born. I distinctly re-
member doing a session in 1993 and
being amazed to discover that the
ADAT could digitally transfer all its
tracks from one machine to another at
the same time. Wow!

In 1994, Alesis realized that Light-
pipe had much potential that was not
yet being exploited. The company start-
ed offering ADAT Optical connectivity
on some of its higher-end synthesizers
and signal processors as a way of di-
rectly interfacing with an ADAT. Other
manufacturers realized that this for-
mat could potentially become the de
facto standard and wanted to getin on
the action. Shortly thereafter, the
ADAT Group was formed, consisting
of third-party manufacturers working
together to build (and capitalize on)
the ADAT empire. Today more than
300 companies belong to the ADAT
Group, and a good portion of them
manufacture products with Lightpipe
connectivity.

Over in the competing camp, Tas-
cam wheeled out the DA-88 in 1993,
and along with it came the company’s
answer to Lightpipe, the proprietary

Tascam Digital Interface Format (TDIF).
That was around the same time that
Alesis began contracting with third-
party developers. So did Tascam, and a
struggle over digital data formats soon
ensued—another battle in the war al-
ready occurring between the two com-
panies. (For an interesting retrospective
look at the state of MDMs in the early
'90s, check out “Brave New World”™ in
the October 1993 issue of EM.)
Fast-forward five years to 1998. The
ADAT and DA-88 have established their
places in the<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>