
Mastering GarageBand 3 ■ Understanding FM Synthesis 

Electronic Musician 
PERSONAL STUDIO RECORDIN GII PRODUCTION SOUND DESIGN 

Recording with Ribbon Mies 

Transform Bland 

Synth Patches into 

Wailing Monsters 

Creating 

More-Realistic 

String Parts 

10 TOP ENGINEERS 
SHARE THEIR 
SECRETS 

Zappa on Zappa 

REVIEWS 
Adobe Audition 2.0, 

Akai MPC2500, 
Garritan Stradivari 

Solo Violin 1.07, 
and 8 more 

«BXHMXLU w»«*»*»**«CAB-BT LOT*»C-OO1 
»EM4252360» CONT BEG EMOI» 
RON CARLSON 24369 
103 TAMA ST PO111 
BOONE IA 50036-3616 

lilJJliiJIiiiiilliilliliJIiJIilliJIilltiiltlli JU tit II 

A PRISM BUSIIESS MEDIA PUBUCATKMI 

WWW.EMUSICIAN.COM 



Gets Real When 

Whether Dave Kerzner is at work in the studio developing new sounds for 

VST plug-ins like Halion or Sonik Synth7 producing legendary drummer 

Danny Gottlieb or setting up custom Sonic Reality samples for the Motif ES 

synths on Beyonce's concert tour with Alicia Keys and Missy Elliott, this 

virtual synth sound developer has only one choice in hardware, the Motif ES. 

If your company is called Sonic Reality, you demand the best in sound 

quality, the most flexibility in features and the tightest integration with 

“The Motif ES series is the perfect companion in a virtual studio 

environment. For me, the smooth dynamic feel of Yamaha keyboards 

and the immediate availability of quality sounds and great features 

make it a staple in my studio.” 
Dave Kerzner 
CEO and main sound designer for Sonic Reality, Inc. 

your PC and virtual instruments. That’s why Dave always keeps it real 

with his Motif ES music production synthesizers. 

©YAMAHA 
www.yamahasynth.comwww.motifator.comwww.esoundz.com 

© 2006 Yamaha Corporation of America. All rights reserved. 

mOTIR EE 
Music Production Synthesizer 

The Motif ES is not just the best sounding synth workstation on the market, 

it also sets a new standard for computer integration. Use the ES for hands-on 

control of DAW parameters and simultaneously edit your ES directly inside your 

Steinberg software via Studio Connections compatible Voice and Multi-Part 

editors. For the ultimate n total computer integration, add the mLAN16e mLAN 

Firewire card and turn your ES into a multi-channel ASIO sound card. 



Virtually Is Possible 
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Illium iiiiim 
Want to add loops of different tempos to your music? SX3’s new Audio 

Warp feature lets you twist and stretch audio any way you want. Have 
on 

friends who like working on a different OS than you do? No problem, 

SX3 is the only cross platform DAW on the market. So whether you choose 

XR OS X or both, SX3 is right there with you. Want to add outboard gear 

into your virtual environment? SX3’s new features for integrating external 

Creating music these days is all about making choices. Cubase SX3 

gives you more freedom of choice than any other DAW platform. 
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on 
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hardware—including FX return channels, advanced latency compensation 

and Studio Connections Recall—lets you decide what external studio 

gear you use and how. 

Cubase SX3 features the same 32-bit VST 2.3 audio engine as Nuendo 3.0, 

so it's not only fully VST and 5.1 surround sound compatible, it sets a new 

standard for audio quality. 

Cubase sx3 
MUX C««AT1OM AMO P—Utl,u,, «„.p. 

Cubase sx3 
Music Creation & Production System 

Cubase SX3 takes music production to the next level by adding more than 

70 new features that give you the freedom to be creative and the power to be 

productive. With seamless integration of external audio and MIDI hardware, 

Cubase SX3 re-defines virtual studio technology. 

• 

www.steinberg.netwww.steinbergusers.comwww.studioconnections.org 
Steinberg. Cubase and VST are registered trademarks of Steinberg Media Technologies GmbH 
Yamaha Corporation of America is the exclusive distributor for Steinberg in the United States. 
©2006 Yamaha Corporation of America. All rights reserved. 
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SYNTHESIS IGNITED. 

Combining power, elegance, control, and unbeatable sounds, Rapture is one of the most exciting 
synthesizers to hit the market in years. Capable of producing rich, hypnotic, and rhythmic basses, leads, 
and pads, Rapture is perfect for performing and designing the modern synthesized sounds igniting today’s 
pop, dance, and electronic music. 

Rapture’s non-aliasing resampling engine technology sets a new standard for sound quality, and produces 
pristine, high-resolution rendering and playback. Its advanced modulation capabilities include over 40 
Step Generators per patch, providing an intuitive interface for generating rhythmic sequences. With its 
beautifully designed interface and extensive sound manipulation capabilities, Rapture is destined to put the 
spirit back into your music. 

Rapture is available for both Mac & PC. 
For more information and sound examples, please visit www.cakewalk.com. 

* With Free 1.1 Update for registered Customers. Download from www.cakewalk.com, April 2006. 

cakewalk 

RAPTURE 



Beauty is more 
than skin deep. 

First impressions can be misleading. On the surface, many microphones 
appear to be the same, it's only when you look deeper that you see the truth! 

i 

of beauty ..the 

8-

www.rodemic.com 

NT2 A International Awards 
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A solid foundation: 
The computer designed and 
modeled non-resonant substructure 
is precision machined using the 
latest automated systems. 

The art of electronics: 
Audiophile grade surface mount 
technology as used in only the 
finest and most expensive 
studio microphones. 

The heart and soul: 
The capsule is the heart of any 
microphone. The NT2-A is built 
around the same capsule used in 
the internationally awarded K2 
tube microphone. 

No other microphone delivers 
the same combination of sound 
quality, engineering excellence, 
and true value for money. 

Total control: 
All the control and creative 
freedom you will ever need 
in a studio microphone. 

• 3 Polar patterns 
• 3 Position pad 
• 3 High pass filters 

true sound 

The NT2-A represents a major 
technological advancement over 
the legend that started a revolution. 
The NT2 was a studio microphone 
that sold in the hundreds of 
thousands, and is the tone behind 
countless recording hits. 

When you decide to invest in a 
studio microphone, look a little 
deeper than what is on the 
surface and you will see that 
R0DE stands alone. 
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DM-3200 32-channel digital mixer/controller and the 
X-48 48-track digital multitrack recorder. 

Fortunately, they use their powers for good, not evil. 

now 
shipping! 

DM-3200 
32 channels plus 16 returns at g6kHz/24-bit give 
you 48 total inputs for your biggest mixes 
16 busses and 8 aux sends provide flexibility 
live or in the studio 
16 analog mic/line inputs with new 
hybrid/discrete mic pres for rich, 
detailed sound quality 
Dedicated 16-fader 
control 
surface 
modes 
for Pro Tools, 
Logic, SONAR, Cubase, 
Nuendo and DP are a button-press away 
from any mixer screen 
Optional 24-channel FireWire expansion card turns the DM-3200 
into the ultimate audio interface for your computer 
Two built-in effects processors with TC Electronics reverb processing 

NEW! X-48 
48 track recording at 96kHz/ 
24-bit or 24-track recording at 
i92kHz/24-bit 
60-channel digital mixing 
engine with automation, 
processing and VST plug-in 
support makes the X-48 a self-
contained workstation by itself 
Built-in 80GB hard drive plus 
FireWire drive support for audio recording, with a DVD+RW drive for backup 
Simple session import and export to DAWs like Pro Tools means you can take the X-48 
on the road and leave your computer rig in the studio 
Plug in a mouse, keyboard & VGA monitor for complete DAW editing & mixing control 

Developed with 

coming 
soon 

Together, the DM-3200 & X-48 make a high-value dynamic studio duo... 
To learn more, go here: www.tascam.com/dm32oo or www.tascam.com/x48 

www.tascam.com 
©2006 TASCAM, a division of TEAC America, Inc All Rights Reserved. Specifications subject to change 
without notice. All trademarks are the property of their respective holders... blah blah blah. 

TASCAM H 
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35 MASTER CLASS: A 
WORKSHOP IN THE 
GARAGE 

Noted authority “Dr. Mac” takes you 
deep into GarageBand 3 and shares 
his shortcuts, work-arounds, and 
other tips and tricks. Here’s how to 
get more out of Apple’s entry-level 
sequencer. By Bob LeVitus 

Electronic Musician® (ISSN 0884-4720) is published monthly by Prism 
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44 RIBBON MIC SUMMIT 
Ribbon mies are making a big come¬ 
back and sound great on a variety of 
instruments, from guitars and drums 
to brass and woodwinds. We asked 
ter. top engineers to share their favor¬ 
ite techniques for using these amaz¬ 
ing microphones. By Gi 

65 PRODUCTION 
VALUES: FRANKLY, 
IT’S DWEEZIL 

EM caught up with Dweezil Zappa as 
he was preparing for this summer’s 
“Zappa Plays Zappa” tour, which 
features his father’s music played by 
a band that includes several Frank 
Zappa alumni. Dweezil talks about 
the tour, his new CD, his recording 
chain for guitar, and updating his 
father’s studio. 
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tech page Spiked Punch 
A new audio coding technique promises greater efficiency and better 
fidelity than current algorithms. 

PRO/FILE Tape Head 
Kelley Stoltz makes his music the old-fashioned way—literally. 

making tracks Create More Realistic Strings 
Get more from your sampled strings with these pro tips for arrangers. 

sound design workshop Extreme Resonance 
Use extreme filter-resonance settings to transform bland synth patches 
into wailing monsters. 

square one Operators Are Standing By 
Understanding FM synthesis. 

working musician Click for Success 
Kick your career into high gear with the help of these indie music sites. 

final mix Keep on the Sunny Side 
Writing a happy song may be more challenging than you think. 

86 ADOBE SYSTEMS Audition 2.0 
(Win) multitrack audio editor 

92 AKAI MPC2500 
sampling workstation 

100 GARRITAN Stradivari Solo 
Violin 1.07 intelligent sample 
library 

104 CAMEL AUDIO CamelPhat 
3.15 and CamelSpace 1.15 
(Mac/win) multi-effects plug-ins 

108 JOEMEEK sixQ 
mic preamp/signal 
processor 

114 SYNTHOGY Ivory 1.5 
(Mac/win) sampled piano 
plug-in 
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First Act V-Stack Classic and Tweedy amp-simulator pedals 

Boss RT-20 rotating-speaker emulator 

LinPlug Virtual Instruments Octopus 1.1.1 (Mac/Win) software synthesizer plug-in 

PreSonus Inspire 1394 (Mac/Win) compact FireWire interface 

MusicLab ReaIGuitar 2L (Mac/Win) acoustic-guitar virtual instrument 

Big Fish Audio Raging Guitars 1.1.8 (Mac/Win) sample library 
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> Get a second year free when you register your K-Series warranty online. WWW KORG.COM ©2006 Korg USA. 316 S Service Road. Melville. NY 11747 (631) 390-8737 

For the best value in affordable controller keyboards, connect with 

the new Korg K-Series controllers. They deliver full-sized keys, 

essential controls, trusted Korg quality and a mind-blowing extra. 

Each K-Series controller also comes with a free M1 Le, the software 

version of the ground-breaking Korg M1 synth. Choose a 25, 49 or 

61-key version and connect to your computer — and your music — 

with great feel, features and sounds. 



FIRST TAKE Electronic Musician 
WWW.EMUSICIAN.COM 
A PRISM BUSINESS MEDIA PUBLICATION 

Lessons Dogs Have Taught Me 
As longtime readers of this column know, when not involved with music and publishing, I am 
usually working with dogs. Although dogs lack the self-awareness of humans, they are nonethe¬ 
less intelligent, emotional creatures, and many of the lessons I have learned from them apply to 
working with humans. Here are a few examples of lessons dogs have taught me that I have found 
useful when dealing with musicians in a studio environment. 

Keep your eyes on the prize. When working with dogs, your goals are to teach them what you 
want, to motivate them to perform well, and to maintain safety. You must remain focused on these 
goals and not allow emotion to distract you or cause you to make handling mistakes. 

Translation: You may have to put your ego aside at times in order to obtain and capture a peak 
performance from your artist. Focus on doing what it takes to make the session successful. 

Size up the individual animal and adapt your leadership style. Breed differences not¬ 
withstanding, each dog is an individual. Some respond 
wonderfully to a soft voice and are frightened by a 
sharp one; others of the same breed simply ignore a 
soft voice and respond only to a dominant handler. 

Translation: Some people need pats on the back, oth¬ 
ers perform better with the occasional kick in the tail, and 
many respond differently according to their mood. You 
need to size up each individual and adjust your approach. 

Never lose your temper during training, unless by 
design. Sometimes a calculated show of pique can get 
a dog’s attention, but losing control is always destruc¬ 
tive. It won’t increase the animal’s desire to perform and 
could destroy its trust in you. 

Translation: Blowing your cool is unlikely to improve 
anyone’s performance, so address problems calmly. This comes back to keeping your eyes on the 
prize. Occasionally an artist might benefit from a kick in the tail, but that is a high-risk tactic and 
requires that you know how to deliver a coolly calculated message. Never do it out of anger. 

Strong leadership is important; harsh leadership is destructive. Pack leadership is a mat¬ 
ter of mental strength, confident handling, and sending the right signals via body language, 
rather than physical domination. Ihe goal is to command respect, not elicit fear. 

Translation: In the studio, strong leadership means knowing what you need to accomplish 
and being confident, prepared, and organized. It does not mean being bossy or overbearing. 
Being pushy just makes people want to push back. 

Respect what a well-trained animal tells you. If a trained dog is clearly uneasy or is barking 
at something you can’t detect, it probably has good reason. Don’t automatically ignore or correct 
the dog; instead, respect its abilities and observe the situation more closely. 

Translation: When working with experienced, talented artists, respect their opinions. In 
“Production Values: Diva’s Choice’’ in the September 1999 issue of EM, legendary producer and 
engineer Arif Mardin advises producers: “Don’t look down. Respect who you’re working with.” 

And that’s the inside poop. 
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40 Compressors and 20 EQ's at your fingertips. 

You’ll wonder hew you ever lived without it. 

FireWire 

audio heritage | sonic integrity | professional solutions 

For more information email us at Focusrite@AmericanMusicAndSouno.com or call 1.866.FOCUSRITE www focusrite.com 

The extensive Liquid Assets library 
means virtually any classic processor 

you've ever dreamed of is yours 
to use. You can even build your 

own hybrid EQ band by band! 

*VST/AU/RTAS compliant. 
IRTAS via included Expansion wrapper.) 

On.y Focusrite’s Dynamic Convolution gives you genuine 
emulations of the most revered signal processors used on 

every hit throughout recording history. 

32 channels running within your recording application,* 
powered by Liquid Mix's on-board DSP, means your 

DAW becomes c powerhouse at mixdown. 

Want to learn more? 
Check out the video at 

www.focusrite.com/liquidmix 

IMPORTANT INFORMATION: FOCUSRITE, the FF logo. LIQUID TECHNOLOGY, LIQUID MIX and the LIQUID MIX logo are trademarks 
of Focusrite Audio Engineering Ltd. The Liquid technology utilises the patented process of Dynamic Convolution to actually measure 
examples of the sonic impact of original analogue products upon an audio stream, so as to electronically emulate the performance 
of the original products studied. The result of this process is subjective and may not be perceived by a user as producing exactly the 
same effect as the original products studied. 

LIQUID 
T MIX 

32 channels of classic EQ and Compression simultaneously... 
on-board DSP means you get it all! 



Bad Drum Sound? 
Replace It. 

Is your drum sound driving you nuts? Relax - Drumagog will make those old, 
stale drums sound like a million bucks! It works by automatically replacing 
what’s on your audio drum tracks with samples of new drums. The industry 
choice for over 5 years, Drumagog is available for both PC and Mac, in VST, 
RTAS, and Audio Units plug-in formats. See why producers Chuck Ainlay, 
Brian Tankersley, and Greg Ladanyi use Drumagog in their projects every day. 

877-318-WAVE 
www.drumagog.com WAVEMACHINE LABS 
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Jingles All the Way to 
Trouble 
I was excited to get the May 2006 
issue of EM, but my heart sank 
when I saw “How to Make Money 
Composing Jingles” on the cover. 
The author of the article, Steve 
Skinner, made important points, 
and I agreed with some of them, but 
the first paragraph was a direct shot 
at the false dream that has ruined 
so many lives in this business. You 
do not have to move to New York or 
Los Angeles to get work in music for 
commercials and TV. Please do not 
break up with your girlfriends and 
trot off to L.A. and New York look¬ 
ing for those streets paved with gold. 
Open your eyes, and you’ll see that 
music for picture and advertising is 
happening in most cities across the 
country (and internationally). Local 
and nonunion are not dirty words 
that carry shame; they pay as well 
as, if not better than, some national 
spots. 

Second, I don't think you can 
make money in music by focusing 
solely on your music skills. One of 
the best ways to crack into video or 
ad music is to get your engineering 
skills as hot as your music skills, if 
not hotter. Almost every major city 
has a video-production house or 
postproduction facility. This is where 
video work is getting done, where 
the agencies go to get the nuts put 
on the bolts, and where great oppor¬ 
tunities are found. By building your 
career on postproduction, you are 
doing two things: working and mak¬ 
ing money whether a program needs 
music or not, and getting a strong 
sense of how video and film are put 

Letters 
together. And before you know it, a 
video, ad, documentary, or corporate 
video pops up, and while everyone is 
searching through the music library 
for a good track, you say, “Hey, I can 
write something that might work,” 
and bam, you’ve done it. 

Opportunities are right under 
your nose. Just point your honker 
in the right direction and you will 
find them. 

Bob Pascarella 
Boston, Massachusetts 

Author Steve Skinner replies: Mr. 
Pascarella, thank you very much for 
your suggestions, but I think you mis¬ 
understood my point about New York 
and Los Angeles. In my article, I said 
that most jingle work for freelance 
writers who are hired by large music 
houses happens in big cities. Only in 
big cities is there enough of this free¬ 
lance work. I did say that plenty of 
nonunion, regional work is out there, 
but it goes to independent writers and 
producers and small music houses. As 
a union member, I cannot advocate 
nonunion work, but I don’t think it's 
shameful. However, union work does 
pay better on average. 

You can make money in music by 
focusing solely on your music skills, 
if you are good enough. I have many 
friends who do just that. However, I 
am always interested in hearing of new 
ways to break into the music industry, 
and postproduction is one that had not 
occurred to me. Thank you for that sug¬ 
gestion. I would just like to warn read¬ 
ers that they should make sure they 
enjoy postproduction if they are plan¬ 
ning to use that as a stepping-stone to 
a music career. 

New-Tape Smell 
I have been reading EM since day 
one, and I have to tell you that the 
interview with Geoff Emerick in 
the May 2006 issue of EM was my 
favorite article of all time! I could 
almost sense that new-tape smell 
and see the tape spinning on those 
IEC hubs that used to drive me 
crazy. 

I think that computer stuff 
takes away from the creative pro¬ 
cess of making music. Move the 
drumbeats? Autotune the vocal? 
How about practice and get it right? 
Write, rehearse, record. It’s still the 
only way to go. 

Thanks for a great article. 
Emerick was and always will be right 
on the money. 

Michael Zavoski 
via email 

Your interview with Geoff Emerick 
provided some good insight from 
a Beatles insider; however, I was 
struck by Emerick’s reluctance to 
switch from analog to digital. 

Emerick pushed the boundaries 
of music in the 1960s. He was truly 
a forward thinker—condom on 
a submerged mic, five tape loops 
spinning, five EQs in line—and 
his creativity brought him great 
success. 

Imagine how much more he 
could do if he was still in that mind¬ 
set along with things like Pro Tools 
and SX3. I find it frustrating that 
he has not embraced decades of 
innovation. Computers can record 
a great performance, too. 

Scotty Webb 
Washington, D.C. 
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OIM THE MOX/Œ OR AT HOME, 
YOU'RE GOOD TO GO 

YZ<<<Z<HZ< 0046 MOBILE ZMJOIO IKTEREACE 

©YAMAHA 
a Mie/line combo inputs with independently 

switchable phantom power 

a TPS insert jacks for connecting your 

favorite external effects 
Pro-quality recording with up to BA-bit/192kHz resolution 

A-in/B-out multi-channel audio via FireWire 

SP/DIF digital I/O and MIDI I/O 
Compatible with AC-3 and OTS surround playback systems 

Complete music production software bundle including: 

Cubase LE, Groove Agent SE, HALion SE, 

Amplitude LE and T Racks EQ 

CubBSE • l_E 

The Yamaha GO46 is a mobile FireWire audio interface, featuring high 

quality built-in mic preamps and a complete computer software package 

for professional quality recording. The GO46 can be carried and used 

virtually anywhere in a wide variety of applications—including full music 

production in a home studio, mobile recording of band rehearsals or live 

concerts and even field recording in remote places. Professional features 

like independently selectable phantom power, channel inserts for con¬ 

necting external effects and AC3 and DTS surround playback compatibility 

set it apart from other FireWire interfaces. The GO46 comes with all the 

software you need, including a full suite of VST instruments and effects 

so you're ready to start making music right out of the box. 

Mic preamps with individual 
switchable phantom power and inserts 

Built-in 4-in 6-out 
FireWire audio plus MIDI 

www.mpsn.comwww.yamahasyn-h.comwww.yamaha.com 

A suite of VST software synths VST effects pack with Amplitude'“ 

© 2006 Yamaha Corporation of America. All rights reserved. 



■ Next Month in EM 

I Ethnic Soft 
’ Instruments 
n This roundup features sample-

I playback software titles that 

I focus on ethnic instruments, 

g We examine and compare a 
2 variety of products, including 
I MOTU Ethno, Quantum Leap 
I RA, and Wizoo Latino. 

I Making the Move to 
U Intel-based Macs 
I Bob "Dr. Mac” LeVitus discusses 

I whether and when musicians 
I should switch to Apple’s new 

X generation of Macintosh 
J computers. 

I 

I Production Values: 
I John Paterno 
B John Paterno is an L.A.-based 

engineer whose credits include 

■ Sheryl Crow and Elvis Costello. 

N We asked Paterno about his 
I latest project, Roger Manning’s 

I Solid State Warrior solo album, 

I which used an unorthodox two-
I studio approach requiring a lot 

I of Internet file transfers. 

I Making Tracks Multichannel 
I Electronic Drums 
I Learn how to treat sampled or 

B synthesized drums as “live” kits 
I by splitting them over multiple 

channels and processing them 

I as individual instruments. 

J Sound Design Workshop: 
I Separate Wet/Dry Delay 

ï Processing 
J Add a vital element to your tracks 
I by processing the wet-only output 

• of a delay line that is applied to 
I various synthesizer patches. 

Ü . and much more 

Letters Working with Studio 
Musicians 
I just read Michael Cooper’s article 
“Hired Guns,” which appeared in the 
April 2006 issue of EM, and I was 
pleased to see your magazine discuss 
recordinginNashville. However, I was 
a bit surprised by the author’s opin¬ 
ion on the best strategy for working 
with studio musicians here. A bit of 
clarification would be useful to oth¬ 
ers planning to travel to Nashville to 
record their song demos. 

As a rule, demo sessions are 3 
hours long. I have been booked on 
2-hour demo sessions before, but 
that rarely happens. Out-of-towners 
should be aware that studio players 
will cancel a 2-hour call in favor of 
the first 3-hour call that comes in. 

In each 3-hour period, we record 
five songs, sometimes six, if the pro¬ 
ducer or songwriter is on a tight bud¬ 
get and doesn’t mind flying through 
the tunes in favor of more quantity. 
Five songs in a 3-hour session means 
that in 36 minutes, one must listen 
to the work tape, discuss direction or 
feel, run the tune a couple of times, 
record the track, and fix any mis¬ 
takes. Having said that, there isn’t 
much time to overdub as you go. 

Here is the problem that I see 
with taking unrepaired tracks home 
and mixing and matching: as a track 
is being recorded, we don’t wait for 
the producer to tell us to fix parts; 
we fix our own parts as we go. So, 
if a producer were to take several 
unfixed tracks back home and start 
mixing and matching, he might 
overlook the subtle clams that a 
player would have fixed if given the 

We Welcome Your Feedback 
Address correspondence to: 

Letters 
Electronic Musician 
6400 Hollis Street, Suite 12 
Emeryville, CA 94608 

or email us at emeditorial@prismb2b.com. 
Published letters may be edited for space and clarity. 

chance. I think it is much better to 
get a good track in the studio than 
to take home several tracks that 
have clams in them. When working 
with rhythm tracks, seasoned demo 
producers here always record a track 
until a good take is played, and then 
we all fix that take. 

Bob Patin 
Nashville, Tennessee 

Author Michael Cooper replies: Bob, 
your point about the potential for 
musicians canceling a 2-hour session 
is well taken, although I’ve never had 
a player cancel back-to-back 2-hour 
sessions so they could play on a 3-hour 
demo session. 

I never presented my approach to 
production as the “best strategy" for 
everyone but simply as the way that 
works best for me. I have never been 
able to cut more than three or four songs 
in three hours and still get the quality I 
need, and I use A-list players who regu¬ 
larly command double master scale. 
A typical master session in Nashville 
dedicates roughly three hours to track¬ 
ing one song, and I feel that one can 
cut only so many comers before a demo 
suffers. And your 36-minutes-per-song 
calculation does not allow time for 
sound check, which usually takes about 
20 minutes away from actual tracking, 
in my experience. 

As for clams, I have never been 
stuck with a bad note or section in one 
take that couldn’t be fixed by copying 
and pasting from a different take or 
somewhere else in the same take. To 
preclude such problems, I record any¬ 
where from four to seven takes per 
song and maintain a preprinted check¬ 
list on the fly during the session, noting 
for each take which song sections have 
problems or great performances. Many 
of the players I work with express how 
much they enjoy being allowed enough 
takes to build up a head of steam, not 
to mention avoiding the tedium of 
punches. 

In the end, it all comes down to how 
you prefer to work. For a small sample 
of my productions, go to www.myspace 
.com/michaelcooperrecording. EM 

WWW.EMUSICIAN.COM 
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□ 
It 

RD-700SX: Digital Piano Sounds amazing, plays like a dream... the RD-700sx 
is the most powerful, expressive digital stage piano ever built. It comes with 

two gorgeous, fully sampled grand pianos onboard, plus sparkling EPs, au¬ 

thentic virtual tonewhee. organs, orchestral instruments, and much more; 

its soundset can even be expanded via SRX. If you're technophobic, fear not. 

The RD-700SX is super simple to use, thanks to its oversized front-panel but¬ 

tons and four color-coded zones with ded cated sliders and on/off buttons. 

The RD-700SX ... true performance powerhouse! 

□ 
□ 

■Roland 
www.rolandus.com 



EMspotlight 
k 

■ 

Love and Rockets: From 
Bauhaus to Acid House 
Twenty years after founding Bauhaus, Love and Rockets furthered 
its cutting-edge sound by releasing Lift (Red Ant/BMG) in 1998. 

Learn how the band and producer Doug DeAngelis prepared for their dance-floor opus, tracked in odd spaces, and 
collaborated with the likes of DJ Keoki and Luscious Jackson. By Rick Weldon, emusician.com/em_spotlight 

emusician.com 
emarketplace | feedback | archives | buyer’s guides 

On the Home Page 

EM Web Clips 
A collection of supplemental audio, video, pm 
text, graphics, and MIDI files that provides BBOQQ 

examples of techniques and products discussed in 
the pages of Electronic Musician. 

EM Guides Online 
Get detailed specs on thousands of music¬ 
production products with our free online 
Computer Music Product Guide and Personal 
Studio Buyer’s Guide. 

Show Report 
The 2006 Summer NAMM show is 
one of the largest annual musical¬ 
instrument expos in the United 
States. Visit emusician.com for 

Associate Editor Geary Yelton's report on the exciting 
new recording gear, music software, and electronic 
musical instruments unveiled at this year’s show. 

em seminars on demand 
The EM Seminars on Demand offer 
an exciting way to see new prod¬ 
ucts and learn new applications 
and techniques online and at your 
leisure. Korg USA’s top sound designer, Jack Hotop, 
shows you how to customize a variety of synth sounds 
to suit your performing and compositional styles. 
emusician.com/editorspicks 

em news 
A weekly update on new hardware and software releases, 
manufacturer contests, and pertinent industry news. 

emusician.com/news 

EMnewsletter 
Sign up for our free 
online newsletter, 
eMusician Xtra, for 
up-to-the-minute information about new products, 
software upgrades, and more. 

emusician.com 
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M-Audio EX66 
Edirol R-09 
One of the biggest hits of the 2006 NAMM Show was a versatile little 

By Geary Yelton 

WHAT'S NEW 

recorder from Edirol (www.rolandus.com/edirol), the R-09 ($450). It 

records and plays 16- and 24-bit WAV files at 44.1 or 48 kHz and MP3 

files at rates from 64 to 320 kbps. The R-09 is suitable for a variety 

M-Audio (www.m-audio.com) has unveiled its top-of-:he-line studio 

monitor speaker, the EX66 ($699.95). With two 6- ine h linear-piston 

low-frequency drivers and a 1 -inch titanium dome high-frequency 

of audio applications, from capturing interviews and ambient sound 

effects to recording your band and mastering your next 

CD. Building on the popularity of Edirol's por¬ 

table R-l recorder and only half the size of its 

predecessor, the R-09 features a built-in stereo 

condenser microphone, ’/s-inch stereo mic and 

line inputs, and an output that accommodates 

optical S/PDIF or ’/»-inch headphones. A USB 2.0 

connection lets you transfer audio files to and 

from your computer. 

In addition to transport and level controls 

and a 120 x 64—pixel organic LED display, the 

menu-driven R-09 has onboard reverb and a 

button dedicated to looping between two user-

defined markers, as well as automatic gain con-

driver, the EX66's midwoofer-tweeter-midwoofer (MTM) vertical 

array was designed to exhibit a wider sweet spot while avoiding 

reflection problems inherent in more traditional woofer-tweeter 

configurations. The system is biamped, with two 100W PWM power 

amplifiers separately driving the 4Í2 woofer combination and the 

4Q tweeter. 

M-Audio calls the EX66 a digital high-definition reference 

monitor and recommends it for 2-channel and multichannel appli¬ 

cations in which audio accuracy is paramount. Onboard digital 

signal processing tunes the cabinet to eliminate self-resonance, 

and a fourth-order Linkwitz-Riley crossover ensures a smooth, flat 

response. The EX66's Optimage II waveguide helps to minimize 

diffraction and improve imaging. A dual-flanged rear-cabinet 

port diminishes friction noise and oort turbulence. An acoustic 

space control lets you optimize response based on room place-

trol and a low-cut filter. The 6-ounce device offers 

one-handed operation and relies on cost-effective Secure Digital 

cards as its storage medium. Two alkaline AA batteries yield up to 

5.5 hours of playback and 4 hours of recording time. An AC adapter 

is included. 

ment. Other controls include a volume knob, a high-frequency 

boost/attenuation switch, a midrange low-Q peak switch, and a 

3-position low-frequency cutoff switch. S/PDIF and AES/EBU 

inputs handle 24-bit, 192 kHz signals and supplement the EX66's 

balanced %-inch TRS and XLR inputs. 

Joemeek MC2 
Joemeek (www.joemeek.com) continues to update its line of 

pro audio products, introducing an affordable stereo compres¬ 

sor that replaces a discontinued model with the same name. 

The MC2 ($299.99) houses two channels of photo-optical com¬ 

pression in a half-rack chassis that has electronically balanced 

inputs and outputs and a sidechain insert. The ins and outs 

also accept unbalanced signals. 

The front panel has controls for Input Gain (with a peak 

LED), Compress (which determines 

the threshold), Slope (which deter¬ 

mines the ratio), Attack, Release, and 

Make Up Gain. The MC2 can automat¬ 

ically adjust its ratio in response to 

the input signal's transient content. 

Gain reduction is indicated by a row of 

eight LEDs, and the overall level is indicated by nine LEDs. 

By freezing gain-reduction levels when the input falls 

below threshold, the MC2's Gain Reduction Hold function can 

suppress noise or hiss during quiet passages, as indicated by 

a 2-color LED. The MC2 also lets you control stereo width by 

using a mid-side technique to vary the image from mono to 

normal stereo to extrawide, without losing the center or affect¬ 

ing bass response. 
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SHOW US YOUR BEST STUFF. 

WE’LL SHOW IT TO THE LONDON SYMPHONY ORCHESTRA. 

Enter the NOTION REALIZE MUSIC CHALLENGE for a chance to win 
A RECORDING SESSION WITH THE LSO AT ABBEY ROAD STUDIOS! 

It’s time to put those years of study, your love of music, and that computer to good use. 

You could win a trip to London to watch your original score being recorded by the 
London Symphony Orchestra, your own copy of the award-winning NOTION software, plus 
$2500 in cash. All you’ll need to enter is the free NOTION demo software, now available at 
www.notionmusic.com/win 

It’s time to show each other what we’ve got. 

To enter and for contest details, visit: 

WWW.NOTIONMUSIC.COM/WIN 

©2006 Virtuoso Works, Inc. 
Abbey Road i. a trademark of EMI and is used under He« 

NOTION™ 
MUSIC COMPOSITION AND 
PERFORMANCE SOFTWARE 



WHAT'S NEW 

Serato Pitch 'n Time LE 

Pitch ’n Time LE (Mac/Win, $399), a host-specific plug-in 

from Serato Audio Research (www.serato.com), produces 

pitch-shifting and time-stretching effects ranging from 

subtle to dramatic. Previously available only as Pitch 'n Time 

Pro for Digidesign Pro Tools TDM, the LE edition works with 

Pro Tools TDM, Pro Tools M-Powered, Pro Tools LE 6 and 7, 

and Apple Logic Pro 7.2. Because Pitch 'n Time LE relies on 

the same algorithm as the Pro edition, it produces the same 

high-quality output by acting on one set of parameters at a 

time. Use it to process any 16- or 24-bit audio, from a single 

sample to an entire stereo mix. You can shift pitch as much 

as an octave up or down and scale time from half to twice its 

original length. 

Pitch 'n Time LE appears 

different in Logic Pro than it 

does in Pro Tools. Either ver¬ 

sion allows you to set the 

output tempo by a percent¬ 

age or in beats per minute, 

specify the output length, 

transpose by pitch or by key, 

and create classic varispeed 

effects. The Pro Tools plug-in can also attenuate the output to 

avoid clipping, preview time changes, and help you calculate an 

audio selection's input tempo. In either version, you can preview 

pitch changes before rendering an audio file to disk. 

Download of the Month 
ANDREAS ERSSON VIRTUAL INSTRUMENTS (WIN) 
Virtual-instrument designer Andreas Ersson offers a collec¬ 
tion of innovative VSTi plug-ins for Windows. Prices range 
from inexpensive for drum synths Drumular 1.1 ($39) and 
Vendetta 1.0 ($29) to free for synths Iblit and Polylblit, elec¬ 
tric piano LazySnake, and drum synth ErsDrums. Drumular 
and Vendetta are joint efforts of Ersson and Roy Queenan and 
can be purchased from Redshift Audio (www.redshiftaudio 
.com). You can download the others from Ersson’s personal 
Web site (www.bostreammail.net/ers/vstplugins.html). 

LazySnake and ErsDrums are very nice for the price. LazySnake’s 
synthesis engine has separate controls that detune the harmonics 
and change the level and contour of its synthesized tine sound. The 
Amp section’s Overdrive and Hardness controls mimic the pickup 
adjustments on a real electric piano. Separate Wah and Tremolo 
sections with dedicated LFOs provide mod-wheel-controlled modu¬ 

lation. You don’t 
get the realism of 
sample-based or 
physical-modeled 
electric-piano vir¬ 
tual instruments, 
but you do get lots 
of playable key¬ 
board sounds. 

ErsDrums 
has ten pads, each 
with a fixed sound 
source: single pads 
for clap, clave, hi-
hat, and crash, and 
two pads for kick, 

snare, and blip. Each pad has controls custom-tailored for its 
sound that can be triggered by any MIDI note number on any 
channel. The hi-hat pad has trigger notes for open and closed 
hi-hat sounds. Most pads also have a KeyMode button, which 
makes the pad play like a standard keyboard instrument. You 
can use that on a separate MIDI channel, for example, to create 
an interesting bass from one of the kick drum pads. 

Drum synths Drumular and Vendetta each have 24 pads 
and allow drum programming that can be more detailed than 
ErsDrums’. Drumular furnishes 17 sound-generating algo¬ 
rithms, ranging from additive synthesis and drum-specific 
subtractive synthesis to sample and multisample playback. Any 
pad can use any algorithm, and in a nice touch, any pad can 
trigger or choke any combination of other pads. You can assign 
pads to a MIDI note number range and, host permitting, to 
separate audio outputs. 

Each Vendetta pad has three sound layers—Attack, Body, and 
Synth—and each sound layer offers 3-zone Velocity switching 
(see Web Clip 1). You can use Vendetta’s factory content or load 
your own samples into any zone. Each layer has its own synthesis 
engine consisting of a multimode filter with LFOs and ADSR gen¬ 
erators. The pads have fixed MIDI note number assignments, but 
like Drumular, Vendetta supports multiple outputs. 

Iblit and Polylblit are mono and poly synths based on 
an identical synthesis engine, which uses low-aliasing band¬ 
limited impulse-train (BLIT) waveform generators. Both are 
3-oscillator synths featuring pulse-width modulation and 
multimode filters. Polylblit has two filters fed by separate oscil¬ 
lator mixers and four freely assignable LFOs and envelopes. 
These synths can produce all the analog-style CM 
clichés in the book, and they’re CPU efficient. QBOQ0 

—Len Sasso 
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The Pro in your Tools 

DVR2 NonLin2 VSS3 MD3 

Ultimate Multichannel Processing Platform 

PRO TOOLS HD 

The best stereo tools, now for TDM 

It’s the announcement Pro Tools HD users have been waiting for: 

Stereo reverbs and mastering toots from TC Electronic’s flagship 

System 6000 available for TDM! 

Throughout the years TC has developed superior technology 

that requires seriously dedicated and sophisticated hardware. 

Today, Digidesign's HD DSP hardware provides a processing 

infrastructure powerful enough to host a choice selection of 

stereo reverbs and mastering tools from TC's flagship, the 

System 6000. Go to www.tcelectronic.com for more details on 

how to get the Pro in your Tools. 

TC ELECTRONIC A/S DENMARK ► © +45 8742 7000 ► TC ELECTRONIC INC USA ► © (818) 665 4900 
MAIL: INFO@TCELECTRONIC.COM 
WWW.TCELECTRONIC.COM 



WHAT’S NEW 

sE Electronics Reflexion Filter 
Many personal-studio owners don't have the resources 

to build an isolation booth for recording vocals and 

amplified and acoustic instruments. sE Electronics [www 

.seelectronics.com) seeks to address their needs with 

the Reflexion Filter ($399), a portable device you mount 

behind a microphone to reduce room ambience. It consists 

of a curved, approximately 12 x 18—inch wall attached to 

a mic stand using a variable-position clamp. Functioning 

as a lightweight, mobile vocal booth, the Reflexion Filter 

helps to achieve dry, nonreflective sound in rooms that lack 

proper acoustic treatment. 

To diffuse acoustic energy, the Reflexion Filter's com¬ 

posite wall has six layers that are made of punched alumi¬ 

num on the outside, absorptive wool and aluminum foil on 

the inside, and an 

air gap in the mid¬ 

dle. Attached to the 

main absorber are 

pieces of formed 

polyester fiber¬ 

board, which help 

absorb and diffuse 

sound waves strik¬ 

ing the filter. The 

Reflexion Filter 

prevents reflected 

waves from reaching the microphone's back and sides while 

minimizing unnatural coloration. 

The Sound Guy SFX Machine Pro 
The latest audio plug-in from the Sound Guy (www.sfxmachine.com) is SFX Machine 

Pro (Mac/Win, $199), a versatile real-time multi-effects processor. Featuring all 

the effects of SFX Machine RT, the Pro version also has new algorithms such as 

granular synthesis and pitch sweep. More than 300 presets include such unique 

effects as 16mm Projector, Subliminablizer, and Full-Wave Rectifier, as well as 

studio standards like distortion, filter vibrato, and slapback echo. 

You can also create your own effects with the modular Preset Editor, which 

lets you specify the DSP type and modulation routings for as many as eight ste¬ 

reo sound sources. All parameters can be automated, and you can assign remote 

hardware controllers using the MIDI Learn function. SFX Mach.ne Pro can sync its 

LFOs and delay times to your sequencer's tempo, too. The plug-in supports the VST 

format in Windows and Mac OS X and AU on the Mac. The Sound Guy promises 

that future versions will add new features and even more presets. 

Nomad Factory Analog Signature Pack 
Nomad Factory (www.nomadfactory.com) has introduced a 

suite of three plug-ins that simulate tube-based studio pro¬ 

cessors. Analog Signature Pack (Mac/Win, $287) consists of 

a limiter, an equalizer, and a combination EQ and compres¬ 

sor Limiting Amplifier LM-662 is a software emulation of the 

Fai rchiId 670, a dual-mono limiter with individual A/B con-

tro s. Two identical halves each provide knobs for Threshold, 

Attack/Release Time, DC Adjust, and Gain, as well as a 12AX7 

tube-emulation slider. 

Program Equalizer EQP-4 is a stereo processor that 

features low and high bands with a choice of shelving 

or peaking, boost or cut, and 13 cutoff frequencies. Para¬ 

metric EQ is available for overlapping low-mid and high-

mid bands with variable bandwidth, boost or cut, and 13 

center frequencies. 

Studio Channel 

SC226 gives you a 

4-band equalizer, 

modeled optical com¬ 

pression, and brickwall 

limiting for tracking, 

mixing, or mastering. 

Each of the three plug¬ 

ins supplies analog¬ 

style VU meters and 

21 presets for specific 

instruments or situations. Analog Signature Pack is com¬ 

patible with AU, RTAS, and VST hosts, em 
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CALL SWEETWATER 

A GREAT MIX OF GEAR 

THE BEST PRICES and FAST? FREE SHIPPING ) 

UNPARALLELED TECH SUPPORT 

music technology direct; 

:35e 
or repairs, we can get you back doing what you 
do best — making music. 

TO FIND OUT MORE, CALL SWEETWATER TODAY 

1-800-222-4700 
www. sweet water, com 

THEKEV 

I’ve done a lot of shopping around to see 
who’s got the best prices, and - Y 
seems like it’s you guys... 

Rey Hernandez aka D J Spinn 
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Breakbeat Jazz 

Nu Metal City 

New h 

RUSH. 

Success 

WPDW 

Web 

Podcast 

BFA TV 

OFF THE HOOK 
HIP-HOP 

See what the pros say about Big Fish Audio. 
www.bigfishaudio.com/tv 

Off The Hook 
Hip Hop: 
Dirty South 

Jeff Carruthers 
Producer: Boney James, Paul Brown, 
Peter White, Jeffrey Osborne 

“Great variety of sounds, easy to 
use...Big Fish Audio’s quality 
stands out in the track...makes 
my stuff sound great!” 

Today’s top producers 
and composers rely on 
Big Fish Audio for quality, 
authenticity and value. 

Hear what’s new. Join our Podcast at 
www.bigfishaudio.com/podcast 

Search, Demo, Buy - Free Shipping 
www.bigfishaudio.com/ 

Whole Lotta 
Country 

’69” 
WAV/REX/Apple Loops 

•169” 
WAV/REX 

Chill: Downtempo 
Loops and Beats 
•99” 
WAV/REX/Apple Loops 

If you're into that weed smoking, turntable culture of HipHop, 
then go right ahead, jump into the crate diggin sounds of 
Breakbeat Jazz. Original sounding breakbeats, mixed up with 
vinylstyle rhodes chords, jazzy basses, FX and much, much more. 
2100 Rex2 loops and more than 3700 Wav loops & samples, all 
produced and recorded for Breakbeat Jazz... the ultimate 
Breakbeat collection. 

offVhe'hook 
HIPHOP 

A head-banging collection of construction kits covering a 
variety of styles, including Nu Metal, Metalcore, Death Metal, 
and industrial Rock. Inspired by the music of such artists as 
Slipknot, Korn, Anthrax, and Nine Inch Nails. NU METAL CITY 
features live and programmed drums.screamin' guitars, electric 
bass, synths, turntable FX, and atmospheres. If you're looking 
for butt-kicking loops with a hardcore attitude, welcome to NU 
METAL CITY. 

An incredible selection of 
samples direct from Andy 
Inspired by DJ's and Clubs 
the finest in soulful and 
hundreds of drum and 
soft and expressive 
male and female 
synth basslines, pads, 

•99” 
NNXT/AIFF/EXS24 
/Halion/Kontakt/ 
Mach Five/ Apple Loops/ Rex/ 
WAV 

Mahadhi -
African Rhythms 
•99” 
WAV/REX/Apple Loops 

*99” 
WAV/REX/ 
Apple Loops 

From the legendary "Off the Hook" series, 
these construction kits flow with some 
serious southern Hip Hop flavor. 2116 
loops and sounds including drums, synths, 
electric bass, organs, guitars, Rhodes, 
strings, percussion and more. Plus a ton 
of bonus material! Packed with the 
beats and sounds that make hits! 

Anthony Myers and company are back with that 
East coast flava, it doesn't get any better than Off the 
Hook. Check out the new hot construction kits, 
guitar licks and loops, drum hits and sounds, and 
many extras. Straight from the underground hip hop 
clubs...this is another one you must nave! No doubt 
about it. 

Experience the definitive collection of country instruments, 
performed by country guru Larry Campbell. Fiddle, mandolin, 
pedal steel, banjo, dobro, hi-string guitar, Telecaster, ¿-string bass. 
and gut bucket are programmed for Kontakt HALion 3. EXS24, 
MacnFive, and NNXT. You'll also find an outstanding collection of 
country/acoustic loops, phrases, and riffs, including endings and fills 
in WAV, REX, and Apple Loops formats. 

Get ready to experience the blood-pulsing, heart-racing rhythms 
and melodies of House and Trance like you've never heard them 
before. From ethereal synths to driving bass, all the material you 
need to get your tracks into the biggest clubs is right here. These 
construction kits offer you the fuT mix, breakouts and drum hits 
from each kit in REX2, WAV and Apple Loops format Over 1.3 
gigs of pure adrenaline, plus a bonus folder of 420 extra drum hits 
and loops. You need RUSH. 

Feel the tradition as you dance to the rhythms of Africa 
with this collection of live percussion loops. Traditional 
instruments include the agogo, bembe, conga, djembe, 
ekwe, shekere, kalimba, talking drum, saworo, shaweru and 
more. Experience this culture in it's purest form, Mahadhi 
puts the authentic rhythms of Africa at your fingertips. 

This loungin' set of construction kits draw from jazz, 
hip hop, dub. funk, soul, ambient and pop to create a 
whole new downtempo experience. Drums, guitars, 
keys, electric and acoustic bass, flutes and more gel 
somewhere between 60 and IIO bpm. Sometimes a 
little jazzy, sometimes a little old school, but always 
the perfect combination of reclined head bobbin' 
lazy pleasure. 

Off The Hook Hip 
Hop: East Coast 
•99” 

:X/Apple Loops 



Neo Soul 2 

Nu Jazz City 

Jazz Quartet 

Loungin' House Rotation 

Hilft 

bigfishaudio.com 

The Rhythm 
Station 

Greg Adam’s 
Big Band Brass 

•99” 
WAV/REX/Apple Loops 

•99” 
WAV/REX/Apple Loops 

•99” 
WAV/REX/Apple Loops 

•69” 
WAV/REX/Apple Loops 

•169” 
WAV/REX 

•69” 
WAV/REX/Apple Loops 

•69” 
WAV/REX/Apple Loops 

•99” 
AIFF/Apple 

Drumatic 
Percussives 
•99” 
NNXT/Halion/Kontakt/ 
Battey/ WAV 

A gigantic collection of the most contemporary 
drum and percussion tones available. Dig into 
the raw, unadulterated single hit samples that 
have made Bunker 8 Digital Labs so world 
renowned. Over 6,500 samples of drum, 
percussion, special fx, hits and one 
shots makes this one of the most 
extensive drum and percussion 
libraries ever done. 

Platinum 
Essentials 2 
•69” 
WAV/REX/Apple Loops 

Sultry producers/songwriters Josquin des Pres and Michael 
Wiesman deliver a sequel that rivals the original. You can't help 
but feel G'd up and Classy with these sensual grooves. With 
drumloops, guitar, bass, synth, piano, percussion, organ, strings, 
horns and more, these construction kits give you the perfect blend 
of 70's soul, New millennium Hip Hop, Jazz and R&B. 

bigf¡shaudio ’ 
professional sound libraries 

NUJAZZ I 
CITY 

Need a new drummer? Check out The 
Rhythym Staion with over 400 fresh and 
original drum and percussion loops. These 
live grooves range from 64 to 134 bpm and 
feature tight, dry and funky sets, scratchy beats 
and processed kits. Raw and natural sounding 
drums, perfect for R&B, Jazz, Hip-Hop, African, 
Latin, Brazilian, Reggae, World Beat and more. 

Soul City 

Want to delve deeper into the naked, intimate sound of House? Welcom 
inside the hypnotic and seductive grooves of Loungin' House. Luxurious 
dance floor beats, mixed with sexy latin style percussion, lush chords, 
samples and more. Spice your groove with dusty rhodes chords, 
smooth and warm pads, funky basstones, synths, riffs and FX-Vox 
noises. 2600 Rex2 loops and more than 5400 Wav loops & 
samples, all produced and recorded for Loungin House... the 

i ultimate House groove toolbox. 

With over 80 Construction kits of the most useable Jazz 
you'll find anywhere, this collection is simply beautiful. The 
sophisticated, satisfying sounds of piano, bass, drums and 
guitar, come together in perfect harmony. Whether you need 
a cozy and intimate setting, or a grand concert hall feel, these 
recordings will give you an authentic jazz environment Kits 
from 52 to 148 bpm, completely broken out. 

Well...well...well, guess who's back with another bag full of 
Platinum hits. The west coast phenomenon Keith a.k.a Clizark 
can't be stopped. We snatched him outta Snoop's studio to finish 
this sequel. Loaded with more Hip Hop and R&B construction kits, 
Platinum Essentials 2 contains all the sounds you've been askin' for, 
completely broken down. From bangin beats and nasty bass 
samples to wicked synth and vicious sounds, nobody’s puttin' it 
down west coast style like Clizark. 

Britney, Christina, Justin, Janet..any of those names 
sound familiar? Of course they do, because they're on i 
top of the charts and in heavy rotation on the radio. The 
whole world knows who they are! And if you're looking 
to produce tracks that the whole world is hearing, this is 
your secret goldmine of loops. These aiff/wav/rexloops are 
in Construction Kit format so you can use as much or as 
little of the track as you want and mix and match with 
other material to create something that's ready for radio. 

The Performance Loops® producers have teamed 
up with legendary trumpeter, composer, and 
arranger Greg Aoams (Rod Stewart, Elton John, 
Linda Ronstadt, Lyle Lovett) to bring you over 4600 
Brass loops and samples, providing a new level of 
realism. Thousands of loops and samples from Greg's 
Jazz Orchestra featuring a 14 piece norn section. 

A groovin’ collection of construction kits covering a 
variety of Nu and Old School Soul styles, from early 1970s 
retro-soul to modern-day R&B and Neo Soul. Inspired by 
the music of such artists as Isaac Hayes, Marvin Gaye, Macy 
Gray, and Erykah Badu, SOUL CITY features live and 
programmed drums, bass, funk guitar, keyboards, horns, sax 
licks, congas, bongos, and hand percussion. If you’re looking 
for loops with a groove, take a trip to SOUL CITY. 

Soulful 
House 
Sessions 
•69” 
WAV/REX/HALion/ 
Kontakt/EXS24 

brand new soulful house 
Lee at Slipstreem Studios, 
around the world dedicated to 
funky house grooves. Featuring 
Eercussion loops, funky guitars, 
eys, live trumpet, inspirational 

vocals, funky filtered live and 
more! 

— 
A killer collection of construction kits covering such diverse styles as 
European Nu Jazz, Acid Jazz, 1960s Soul Jazz, 1970s Jazz Rock & 
Fusion, Latin Jazz and lots more. Featuring musicians who have 
recorded with such luminaries as Miles Davis, Ron Carter, Wynton 
Marsalis, and Roy Hargrove. Includes acoustic bass, drums, keys, jazz 
guitar, trumpet, sax, flute, horns, congas, bongos, and hand 
percussion. Whether you like your jazz cool or hot, NU JAZZ CITY is 

the place to be. 

800.7 17.3474 



TECH PAGE 

Spiked Punch By Scott Wilkinson 

Data compression that mimics the auditory nerve. 

Data compression is a huge boon to the audio indus¬ 
try. MP3, for example, revolutionized music distri¬ 

bution, and Dolby Digital and DTS allowed 5.1-channel 
soundtracks to be included on DVDs. The point of these 
lossy compression schemes (also called perceptual 
coders) is to discard elements of the audio signal that 
humans would not perceive anyway. For instance, MP3 
throws away a whopping 90 percent of the audio data, 
resulting in a compression ratio of 10:1. 

Still, who wouldn’t want to fit more audio in a given 
amount of storage space or hear the same sound qual¬ 
ity at lower bit rates? Researchers at Carnegie Mellon 
University (www.cmu.edu) are developing new audio 
coding algorithms that promise much greater efficiency 
than is possible today. 

Instead of removing frequencies deemed impercep¬ 
tible due to masking and other psychoacoustic effects, 
as with MP3 and other perceptual coding methods, the 
CMU algorithms take a different approach. Audio signals 
are encoded as a series of very short wave packets called 
spikes, which closely mimic the impulses sent along the 
auditory nerve from the inner ear to the brain. 

Like the inner ear, the CMU algorithms divide incom¬ 
ing sound waves into narrow frequency bands and send 

FIG. 1: Spike coding (red) exhibits 

much better fidelity than Fourier 

transform coding (black) at bit rates 

below 60 kbps. 

short bursts of energy of varying ampli¬ 
tudes at different times. In fact, the spike 
waveforms closely match the way auditory 
nerve fibers encode sound, integrating 
specific frequencies for specific durations, 

weighted in time by a sharp attack and a slower decay. 
Interestingly, the spike waveforms were derived inde¬ 
pendently, after which it was discovered that they closely 
resemble the filtering properties of the auditory nerve. 

One way to evaluate the efficiency of a coding method 
is to look at its fidelity—that is, how closely the decoded 
signal matches the original signal—at a given bit rate. 
Using signal-to-noise ratio as an indicator of fidelity, spike 
coding performs much better than Fourier transforms at 
low bit rates (see Fig. 1); perceptual coders such as MP3 
perform about the same as Fourier in this regard. 

The CMU researchers expect that spike coding will 
excel at lossless or near-lossless coding, while exhibit¬ 
ing greater efficiency than current perceptual coders 
at low bit rates. They predict that their approach could 
also be used for lossy compression, greatly increasing 
the efficiency of encoding only perceptually relevant 
information. 

Most of the CMU work has been done with two types 
of sounds: vocalizations, including speech, and natural 
environmental sounds, including steady-state sounds 
(such as rain) and transient sounds (such as leaves and 
branches crunching underfoot). Preliminary research 
into musical sounds indicates that they can be encoded 
using algorithms like those optimized for vocalizations, 
with similar benefits at low bit rates. 

The potential applications for spike coding are myr¬ 
iad. For example, it could lead to much better cochlear 
implants, giving the deaf a far more accurate aural experi¬ 
ence of the world thanks to the code’s striking similarity 
to auditory nerve impulses. According to Michael Lewicki, 
associate professor of computer science at CMU and a 
member of the Center for the Neural Basis of Cognition, 
"If we could use a cochlear implant to ‘talk’ to the audi¬ 
tory nerve in a more natural way via our coding, we could 
quite possibly design implants that would convey sounds 
to the brain that are much more intelligible.” 

In the musical domain, tunes could sound just as 
good as current encoders allow but at lower bit rates. 
“We’re very excited about this work,” says Lewicki, 
“because we can give a simple theoretical account of 
the auditory code that predicts how we could optimize 
signal processing to one day allow for much more effi¬ 
cient data storage on everything from DVDs to iPods.” 
This is a laudable goal, and I look forward to hearing it 
realized. EM 
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ments, mic placement, and signal path from a timeless 
recording, and maybe you have a shot at rebirthing a 
classic sound. 

Or so the thinking goes. Yet time and time again, 
the producers and artists who made those records reveal 
how very unscientific their own methods were. They 
set up their noisy mies in poorly insulated rooms with 

Kelley Stoltz 
Home base: San Francisco, California 

Multitrack of choice: Tascam 388 reel-to-reel 

Oddest instruments: Stylophone and Optigan 

Web site: www.electriccity.org 

imperfect analog gear and made some of the greatest 
recordings ever. 

In his San Francisco apartment one floor above a 
Laundromat, Kelley Stoltz is successfully tying into the 
vibe of some classic rock ’n’ roll records. His modest per¬ 
sonal studio contains a handful of stock instruments, 
bad carpeting, and a Tascam 388, the %-inch reel-to-reel 
introduced back in 1985. “The 388 works great, it’s pretty 
reliable, and it’s easy to use,” says Stoltz. “It’s not so lo-fi 
that it sounds like I recorded on a boombox, and not so 
hi-fi that it sounds slick. It’s a mid-fi sound—right in 
the middle.” 

A songwriter and multi-instrumentalist, Stoltz val¬ 
ues the 388 for its middle-ground fidelity and because 

it’s so well suited to the way he 
works. He explains, “I just enjoy the 
ritual of the tape machine: cleaning 
the heads, waiting for the tape to 
rewind. A lot of the music I love— 
the Beatles, Pink Floyd—they were 
using 2-inch rather than %-inch, 
but they still had to wait for tape to 
rewind. It just feels more like it used 

Below the Branches/Kelley Stoltz 

to be. I feel as though I’m partaking in the same process.” 
Stoltz is no technophobe; his choice is a conscious 

and informed one. Tve tried several other setups,” he 
says, “but when I record into a computer, I generally 
end up making kind of down-tempo shoe store music. I 
don’t know why.” And who wants “sole” music if you can 
have Below the Branches (2006), Stoltz’s first full-length 
release for the Sub Pop label? Kaleidoscopic arrange¬ 
ments, ageless hooks, and wry turns of phrase are the 
songwriter’s own even when his influences are in stark 
relief, and he makes no argument that he’s taken cues 
as a musician and as a producer from heroes such as the 
Beach Boys, Ray Davies, and Nick Drake. 

Like the songs, the instruments on the album aren’t 
overly precious. Stoltz says that the CD is heavy on piano 
because there happened to be one in his new apartment. 
The guitars he used include a Fender Telecaster, a hollow-
body Gretsch, and a Vox knockoff of a Gibson ES-335, 
which Stoltz describes as a “plinkophonic tone sucker.” 

He runs his guitars and basses through a Fender 
Princeton Reverb amp, which he also uses to cut vocals 
with reverb. Two of his favorite oddball instruments 
are a Stylophone similar to the one David Bowie used 
on “Space Oddity” and an Optigan (see www.optigan 
.com). Everything—everything—gets miked up with Shure 
SM57s plugged directly into the 388’s built-in mixer. 

Getting the songs out of his head and onto tape quickly 
is key to Stoltz’s process, and it’s another reason he likes 
working with the analog 8-track. Anyone who has written 
with sophisticated music software knows how easy it is to 
get distracted by a program’s features. “You start out say¬ 
ing, ‘Maybe this would sound good with a little vibrato,”’ 
Stoltz says, “and then you end up spending hours figuring 
out the right oscillation on a vibrato plug-in.” 

Stoltz concludes, “For me, when I’m chasing a song 
idea that’s in my mind, it’s best to get it done as quickly 
as possible because it doesn’t stay there forever.” EM 
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A Workshop 
in the Garage By Bob "Dr. Mac” LeVitus 

pple Computer’s GarageBand is revolutionary. Never has it been easier or less expensive to 
I record, mix, and master studio-quality audio. Though GarageBand is an entry-level applica-
k tion, it has features that compare favorably with those of programs five times as expensive 

and ten times as complicated. GarageBand is almost certainly the easiest way to create multi¬ 
track recordings on a Mac, but it offers much more than meets the eye. For this article I will 
assume that you already know the basics, so let’s jump right into some of the less intuitively 

How to get great 
results with 

GarageBand 3. 

obvious tips, tricks, and techniques. 

Get More from Presets 
GarageBand ships with hundreds of presets for Software Instruments, Real Instruments, and 
audio effects. Apple went to great lengths to make the presets sound great, and most of them 
do. A novice might be satisfied with so many presets, but experienced musicians want to tweak 
every parameter of every instrument and effect. Thank heaven for the Track Info pane! 

GarageBand provides three ways to open the Track Info pane, and you should memorize at 
least one of them. First, click on a track to select it. Then, either double-click on its icon in the 
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Tracks list, use its keyboard shortcut (Command + I), or 
click on the Track Info button (the little encircled i to the 
right of the time display). 

Notice that the Track Info pane has a small Details 
triangle that expands and contracts the pane’s Details 
section. If you don’t see a bunch of effects checkboxes, 
sliders, and pop-up menus in the Track Info pane’s lower 
half, click on the Details triangle to reveal them. 

Five effects for Real Instruments are always avail¬ 
able: Gate, Compressor, Equalizer, Echo, and Reverb. 
For Software Instruments, the always-included effects 
are the same except for an instrument generator, which 
takes the place of the Gate effect. 

Software Instruments and Real Instruments fur¬ 
nish two pop-up menus that let you choose from 
GarageBand’s 16 included effects and another 16 AU 
effects that come with Mac OS X 10.4 (see Fig. 1). Most 
effects have presets of their own in the pop-up menu to 
the right of the menu for selecting the effects type. If 

none of the included effects 
FIG. 1: GarageBand supplies 32 effects that you can 

apply to Software Instrument or Real Instrument 

tracks; they range from Amp Simulation to Vocal 

Transformer. 

3 Garagetard 

Reflection 

Male Dance Vocal* 

Mak RnB Vocal* 
Mak Rock vocal* 
Mak Speech 

Drum* 

Effect* 
Cuttart 

Podcattinç 
vocal* 

Band inttrumentt 

Ba*ic Track 
No Effect* 
Amb^nt Vocal* 

Deeper Vocal* 

Ep«c Diva 
female Save 
femak Dance Vocal* 

Female RnB Vocalt 
Femak Rock Vocal* 

Cospel Choir 
Hebum Breath 
Uve Performance 

presets is just what you 
need, or if a preset is close 
to what you’re looking for, 
you can modify the effect 
by clicking on the pencil 
icon just to the right of its 
presets menu (see Fig. 2). 

If you’ve created set¬ 
tings for an effect and think 
you’ll want to reuse them 
in the future, save them as 
a new preset by choosing 
Make Preset from the pre¬ 
sets menu. GarageBand will 
ask you to name your new 
preset; do so, click on Save, 
and voilà—you have a cus¬ 
tom preset. 

Now let’s say you’ve 
tweaked a track’s settings 
for several effects and want 
to save them all for reuse. 
You could save a preset for 
each individual effect, but 
there’s an easier way: click 
on the Save Instrument 
button at the bottom of the 
Track Info pane, name your 
new instrument, and click 
on Save, and you have a cus¬ 
tom instrument with all its 
effects presets just the way 
you like them. 

One last thing about 
presets: if you modify a 
preset or an instrument. 

FIG. 2: Clicking on the pencil icon opens a window for setting an 

effect's parameters. 

GarageBand will ask if you want to save your changes if 
you select a different preset or instrument. If you find 
this behavior as annoying as I do, you can turn it off in 
the General pane of GarageBand’s Preferences. But be 
careful—after you do, any modifications you make to pre¬ 
sets or instruments are blown away unless you expressly 
choose Make Preset or click on Save Instrument before 
you switch to a different preset or instrument. 

Mobile Recording Tips 
GarageBand paired with a PowerBook, iBook, MacBook, 
or MacBook Pro makes a pretty darn good mobile record¬ 
ing studio. Still, even if your laptop has Intel inside, at 
some point you may push your song project beyond 
GarageBand’s ability to play all your instruments and 
effects in real time. 

First and foremost, GarageBand needs lots of RAM. 
If you don’t have enough, it will almost certainly pelt 
you with arcane error messages. Although 512 MB is 
the very least you should have, more is better. If you are 
seeing error messages, you could do a couple of things 
to improve performance. In GarageBand 3, the easiest 
way to conserve resources is to lock any track you’re not 
working on by clicking on its lock button (see Fig. 3). 
The track will be rendered to disk the next time you click 
on the Play button. 

In a similar vein, Software Instrument loops 
(which appear green) use more RAM and processor 
power than Real Instrument loops (which appear blue). 
Fortunately, GarageBand 3 makes it easy to turn a 
Software Instrument loop into a Real Instrument loop. 
Just press the Option key before you click-and-drag a 
Software Instrument loop to the Timeline, and it will be 
converted to a Real Instrument loop. 

Locking tracks and turning Software Instrument 
loops into Real Instrument loops has a downside. 
Although both techniques free up CPU and RAM, they 
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make your hard disk work harder. 
If you have a slow hard disk, those 
techniques may not help much. If 
you see error messages during play¬ 
back or recording, give one or both 
techniques a try—it couldn’t hurt 
and will probably help. 

My next tip won’t improve 
GarageBand’s performance, but 
it might get you out of a jam if 
you’re on the road without a MIDI 
keyboard. GarageBand 3 has a fea¬ 
ture called Musical Typing. It’s not 

FIG. 4: Musical Typing lets your QWERTY keyboard function as a polyphonic MIDI keyboard. 

that dorky little click-the-notes piano keyboard that 
appears when you create a new project; rather, it’s a 
way to use your Mac keyboard as a MIDI controller. 
Choose Musical Typing from the Windows menu or use 
the keyboard shortcut Command + Shift + K, and your 
QWERTY keyboard will turn into a MIDI keyboard of 
sorts (see Fig. 4). 

Because Musical Typing is polyphonic, you can 
play several notes simultaneously. And though it’s not 
Velocity sensitive, you can edit individual note Velocities 
by double-clicking in the green Software Instrument 
region containing the notes whose Velocity you want to 
change. That feature could be a lifesaver when you’re in 
a hotel room or on a plane and a brilliant musical idea 
pops into your head. 

While I’m on the subject of typing, if you haven’t 
reviewed the list of GarageBand keyboard shortcuts, you 
should; just choose Keyboard Shortcuts from the Help 
menu. There are a lot of ’em—you’ll do more with less 
effort if you memorize the ones you’ll use most. 

Working Around Limitations 
Every so often, you’ll decide a track needs three or more 
of GarageBand’s user-selectable effects. Unfortunately, 
each track has only two user-selectable effects. 
Fortunately, GarageBand provides a work-around. 
When you’re happy with your performance on the track, 
add the first two effects. When you’re satisfied with the 
way it sounds with the effects, click on the lock button 

FIG. 3: Locking a track renders it to 

disk, which may improve GarageBand’s 

and then click on the Play button to 
render the track to disk. 

Now switch to the Finder and 
performance. locate the GarageBand project file 

you’re working on. Control-dick on its icon and choose 
Show Package Contents from the contextual menu. 
Open the Freeze Files folder and drag the track you just 
froze onto GarageBand’s Timeline. GarageBand will 
import it as a Real Instrument track, and you can add 
two more effects. 

If you’ve locked other tracks, you’ll find more than 
one file in your Freeze Files folder. If you do, switch to 
List View (shortcut: Command + 2) and then click on 
the Date Modified or Date Created column. The file with 
the most recent creation or modification date is the one 
you want. 

Another limitation of GarageBand is that a song 
can have only one time signature. The work-around isn’t 
perfect, but it does allow you to record songs with more 
than one time signature. Start by creating two (or more) 
GarageBand projects, each with the appropriate time 
signature. Record the first portion of your song up to 
the point where the time signature change occurs. When 
you’re satisfied with your performance and mix on that 
part of the song, choose Send Song To iTunes from the 
Share menu. Now close the first project and open the 
second (which should have a different time signature). 
Drag the song you just sent to iTunes from iTunes onto 
GarageBand’s Timeline. Now you can record the second 
part of the song by punching in at the appropriate place 
on the Timeline. Repeat as necessary for songs that 
change meter more than once. 

Real Instrument Magic 
You can, of course, record guitar or bass with a micro¬ 
phone if you want. But for many projects, you can get 
the sound you want by leaving the amp and micro¬ 
phone out of the equation and recording direct using 
GarageBand’s built-in Amp Simulation models. Just 
plug your instrument into your Mac (or into an audio 
interface that’s plugged into your Mac), create a Real 
Instrument track, open its Track Info pane, and choose 
the appropriate guitar or bass preset. 

Now for the really cool part: Real Instrument effects 
are nondestructive. Let’s say you record a guitar track 
using the Metal preset. The next day you decide that 
track should have less distortion. Merely choose a new 
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WELCOME TO DIGITAL RECORDING. 
IT REALLY IS THIS EASY. 
Alesis continues to push the boundaries of recording technology 
with the al-new MultiMix FireWire Mixer Series. These plug & play 
8,12, and 16 channel mixers bring the analog and digital worlds 
together, giving you the quality and flexibility you would expect from 
Alesis. With ultra-fast FireWire computer connectivity, the MultiMix 
Series mixers provide instantaneous multi-channel audio recording 
direct to your computer without the hassle of connecting and routing 
additional devices. Compact and affordable, the powerful MultiMix 
series offers the ease-of-use and affordability you need for great 

recordings, live or in your home studio. 

• 8,12, and 16 channel mixer options. You decide. 
• Record 24-bit/48kHz multi-channel audio direct to your 

computer via FireWire 
• Enjoy transparent recording of your music with incredibly 
clean, high-quality mic preamps 

• Spice up your mix with 99 built-in effects and a 3-band EQ per 

channel 
• Cubase LE recording and editing software included. Mix, edit 
and enhance your recordings with EQ, dynamics and other 

software plug-in effects 

. MultiMix 12 FireWire MultiMix 16 FireWire 

www.alesis.com/multimix 
>4 LES IS 



A 
Wo

rk
sh

op
 i

n 
th

e 
Ga

ra
g<

 
preset, say. Clean Jazz, and the 
track loses its distortion and instead 
sounds like the cool, sweet tones of 
a jazz guitar. 

Nondestructive effects are not 
just for guitars; they work with any 
Real Instrument track and allow 
you to focus on your performance 
when you’re recording. After you’ve 
recorded a perfect take, you can 
experiment with different presets 
as much as you want without alter¬ 
ing your perfect performance. 

Watch out, though: because 
tone generators and effects used on 
Real or Software Instrument tracks 
are nondestructive, they are applied 

FIG. 6: GarageBand comes with a nice variety of Foley and other sound effects. Here I've 

added a short string riff that fades into some crowd noise. 

to the tracks on the fly. The result is that the more tracks 
you record, the more you demand of your hardware. At 
some point, you’ll probably need to lock some or all of 
your existing tracks before you can record any additional 
tracks. 

I’m sure you already know it’s a good idea to tune 
your instrument before you record a single note. What 
you might not know is that GarageBand 2 and 3 have a 
simulated stroboscopic tuner that works with guitars, 
basses, and other instruments that require tuning. To 
tune up, connect the instrument to your Mac and create 
a Real Instrument track for it. Access the tuner either 

When I’m trying to learn a particularly tricky pas¬ 
sage, I turn on the Cycle Region function (by clicking 
on the circular-arrow button in the transport controls) 
so that part of the song plays over and over again. The 
only downside to this trick is that it won’t work with 
songs you’ve purchased from the iTunes Music Store. If 
you want to play along with one you’ve purchased from 
Apple, you’ll first need to burn it onto an audio CD and 
then rip it from the disc to create an unprotected (but 
slightly degraded) copy. 

Not Just for Audio 

Timeline, GarageBand creates a new 
Real Instrument track for it. Then I 
can play along with the new track to 
my heart’s content. 

FIG. 5: Clicking on the tuning fork icon reveals 

a handy instrument tuner. This screen shot 

was taken as I tuned my guitar's E string. 

by choosing Show Instrument Tuner from the Control 
menu, by using the keyboard shortcut Command + F, or 
by clicking on the tuning fork icon in the time display’s 
left side (see Fig. 5). 

When you pluck a string on your guitar or bass, the 
tuner (usually) guesses what note you’re trying to play. 
If you see red lights on the left of center, you’re flat. If 
you see red lights on the right of center, you’re sharp. 
When you see a green light in the center, the string is 
perfectly in tune. Note that the instrument tuner works 
only with Real Instruments; Software Instruments are 
always in tune. 

Whenever I’m trying to learn how to play a new 
song, I put the audio file on its own track in GarageBand 
and play along with it. If it’s in my iTunes Library, I just 
drag it from iTunes onto GarageBand’s Timeline. If it’s 
an MP3 or M4A file in the Finder, I drag its icon onto 
GarageBand’s Timeline. As soon as I drop it on the 

GarageBand 3 does more than ever before, including 
digital video scoring. That’s right—GarageBand 3 lets 
you create a multitrack soundtrack for video. Start by 
creating a New Movie Score (as opposed to a New Music 
Project or a New Podcast Episode). Your project will 
appear with a special track for video at the top of the 
Timeline. Click on the Media Browser button—the one 
that looks like a musical note, a piece of film, and a pic¬ 
ture frame and is immediately to the right of the Track 
Info button—and then click on the Movies tab at the 
top of the Media Browser. Now you can drag any movie 
in your Home directory’s Movies folder or any picture 
in your Home directory’s Pictures folder onto the video 
track. Or you can drag digital movie or picture files onto 
the video track from the Finder. Your video will appear in 
the topmost track, and its audio (if it already has audio 
and it’s in a compatible format) will appear on a Real 
Instrument track just below it. In addition, the video 
preview will appear at the top of the Track Info pane. 

Now I’ll offer a couple of tips that will help you make 
your videos sound as good as they look. First, don’t for¬ 
get you can use GarageBand’s Apple Loops to create 

your film score; you don’t 
have to play a note. Or 
you can use one or more 
synthesizer instruments 
to create a moody bed of 
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“I’m a huge fan of Ivory. It amazes me e\,ery time I use it!"—PETE TOWNSHEND 

The Ivory League 

GRAND PIANOS 

“I use ivory in nearly all my scores. On my most recent film, Eight Below, Ivory was 
instrumental in the development of the piano sounds. Simply put, Ivory’s pianos 
have a phenomenal sound and are an essential piece of my digital studio. " 
—MARK ISHAM, film composer for Eight Below, Crash, A River Runs Through It 

‘Finally, someone has it right! This is the f nal chapter for me when it comes to the 
piano. I feel like one of the lucky ones. I tnow the secret. "—KEITH CROUCH, 
songwriter/producer for Brandy, Deborah Cox, Toni Braxton, Boyz II Men, CeCe 
Winans, Chaka Khan 

“Ivory simply sounds amazing, and its playability makes it shine far above the 
competition. When I think piano, I think ivory."—JORDAN RUDESS, keyboardist 
for Dream Theater, Paul Winter Consort, David Bowie 

“Having its expressive capabilities and lifelike sound with me in my laptop workstation 
has made it possible for the creativity to flow no matter where I am, at home, on 
the road, or in the studio. Thank you, Ivory!"—BOB JAMES, legendary 
pianist/keyboardist and founding member of Fourplay 

“I use Ivory every week on both of my shows. It is the first virtual piano I have used 
in my entire career that I feel comes close to replacing the sound of an acoustic 
piano in my scores. "—MICHAEL LEVINE, composer for Cold Case and 
Close to Home on CBS 

“I’ve started using Ivory in my solo shows. The times I’ve tried to get a better sound 
through miking the grand piano, I've not come close to the big full natural sound 
I get from Ivory. "—ROGER HODGSON, Keyboardist/guitarist, singer/songwriter, 
founding member of Supertramp 
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That feature could be a lifesaver when 
a musical idea pops into your head 

background music. If your 
movie is more romantic, 
try playing string instru¬ 
ments. Adding background 
music to your video gives it 
a professional sheen that’s sure to impress your friends, 
family, clients, or whomever. 

The other really cool sounds for video are the 
included Foley effects. Open the Loop Browser and 
click on the FX button to choose from more than 200 
sound effects that add realism to your video. You’ll find 
at least a dozen kinds of crowd noise, a variety of doors 
and windows opening and closing, phones, footsteps, 
vehicles, and many other first-rate sound effects that 
will sweeten your video like never before (see Fig. 6). 
You’ll be amazed at how much more professional a 
soundtrack and some Foley effects will make your video 
productions. 

Throw Money at It 
GarageBand does more than any other entry-level digi¬ 
tal audio sequencer for the Mac, but it can do even more 
if you’re willing to throw a little money at it. Last but 
not least, then, here are a few add-ons to make using 
GarageBand even better. 

M-Audio’s ¡Control ($179.95) is a plug-and-play 
desktop control surface and MIDI interface that 
gives you complete tactile control over GarageBand. 
It has knobs, buttons, a jog/shuttle wheel, and more. 
It lets you control volume, pan, effects, mute, solo, 
and record functions for up to eight tracks at a time. 
¡Control is USB powered, so there’s no power brick, 
and GarageBand automatically recognizes it without 
requiring you to install any pesky drivers. If you use 
GarageBand a lot, iControl is an elegant way to save 
hundreds of mouse-dicks and drags each day. 

If you don’t already have good microphones and a 
FireWire or USB audio interface for your Mac, consider the 
Snowball ($189) from Blue Microphones. The Snowball 
is a cool-looking dual-capsule USB mic that’s switchable 
between three patterns (cardioid, cardioid with -10 dB 
pad, and omni). Use it to record just about anything, from 
a whisper to a screaming Marshall double stack. 

To assist in pitch correction, GarageBand provides an 
Enhance Tuning slider for Real Instrument tracks that’s 

WWW .mackie.com s 425 487 4333 (Outside U.S.) ® 800 898 3211 (Toll free within U.S.) 

2006 LOUD TECHNOLOGIES INC All RIGHTS RESERVED "MACKIE" ANO THE -RUNNING MAN' ARE REGISTERED TRADEMARKS OF LOUD TECHNOLOGIES INC All OTHER TRADEMARKS ARE PROPERTY OF THEIR RESPECTIVE OWNERS 



MANUFACTURER CONTACTS 

Antares Audio Technologies www.antarestech.com 

Apple Computer, Inc. www.apple.com 

Blue Microphones www.bluemic.com 

M-Audio www.m-audio.com 

okay in a pinch. But if you tend to sing slightly off-key 
all the time (like yours truly), you’ll get better and more 
realistic results if you pop for the Antares Auto-Tune 4 
plug-in ($399). It isn’t cheap, but if you want to perform 
miracles on your vocal tracks, you need Auto-Tune. 

GarageBand comes with over a thousand Apple 
Loops and more than ahundred Software Instruments, 
but that’s not nearly enough for many Mac musi¬ 
cians. If you want even more, take a look at Apple’s 
four GarageBand Jam Packs ($99 each)—expansion 
kits for GarageBand, Soundtrack Pro, Logic Express, 
and Logic Pro. World Music supplies more than 3,000 
loops influenced by music from around the world, 
as well as 40 unusual Software Instruments. Rhythm 
Section contains over 1,000 drumbeat loops; over 
1,000 guitar riff, chord progression, bass line, and 

keyboard riff loops; and over 50 new guitar, bass, 
and drum Software Instruments. Remix Tools gives 
you more than 2,000 loops in club dance, urban, elec¬ 
tronica, and hip-hop styles; sound effects that include 
scratching and needle drops; and an assortment of 
new keyboard, beat kit, and analog drum machine 
Software Instruments. Symphony Orchestra has more 
than 2,000 symphonic loops and more than 30 new 
string, brass, woodwind, percussion, and keyboard 
Software Instruments. 

Finally, if you simply need more horsepower or flex¬ 
ibility than GarageBand provides, Apple offers an excel¬ 
lent upgrade path. Check out Logic Express 7 ($299) or 
Logic Pro 7 ($999), Apple’s intermediate and advanced 
recording-studios-in-a-box. The transition will be rela¬ 
tively painless, because your GarageBand projects, 
Software Instruments, Apple Loops, Jam Packs, and AU 
plug-ins are all completely compatible with both ver¬ 
sions of Logic. EM 

Bob “Dr. Mac” LeVitus is a leading authority on Macs and 
the author of 49 computer books, including GarageBand 
for Dummies (Wiley, 2004). You can listen to some of his 
GarageBand cover tune recordings at http://homepage.mac 
.com/boblevitus/FileSharingl7.html. 

Onyx Satellite. Giving desktop musicians 'the power to go. 

Portable recording devices have always seemed like a good idea... Until the seventeenth time 

you had to disconnect all your studio cables. No more. Introducing Onyx Satellite: the world's 

first two-piece FireWire recording system. The portable Satellite pod offers acclaimed Onyx 

preamps, superior A/D converters, and simple FireWire connectivity; while the Satellite Base 

Station gives you monitor control, routing and additional I/O that stays on your desktop. 

It's portable recording, without the cabling calisthenics. 
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Ribbon Mic Summit 

HG. 1: Like many engineers, Ross Hogarth combines several different mies on an electric 

guitar speaker to create a tone to match a particular song. His typical setup includes (left to 

right) a Sennheiser 421, a Royer R-l21, and a Shure SM57. 

Second, with the exception of 
the Royer R-122 or SF-24, don’t use 
phantom power on a ribbon mic. 
“If you have a bad cable where one 
side shorts out, or you have a bad 
power supply, you know it immedi¬ 
ately with ribbon mies because they 
go dead," mic designer and forensic 
audio specialist Wes Dooley (www 
.wesdooley.com) explains. “If you 
send 48V DC to it, it launches the 
ribbon out and snaps it.” He also 
suggests storing long ribbon mies 
vertically to keep the ribbon from 
sagging, and covering them when 
they’re not in use to protect them 
from wind and “tramp iron” (the 
fuzz that covers a magnet after it 
has been dragged through sand). 

Abbey Road veteran John 
Kurlander (www.studioexpresso 
.com/profiles/johnkurlander.htm) 
suggests keeping the cable between a ribbon mic and the 
preamp as short as possible. “With a mic like the AEA 
R44 that comes with 5 or 6 feet of cable attached to it, I 
try to take the mic pre to the mic, placing it on the floor 
next to the stand. If it’s a mic like a Coles 4038, which 
doesn’t have a permanently attached cable, then I use 
the shortest cable possible.” 

Although there are a number of exceptions— 
including the multipattern RCA 77 and BK5, and the 
hypercardioid beyerdynamic M 160 and M 260—the 
majority of ribbon microphones have figure-8 pat¬ 
terns. Joe Chiccarelli (www.studioexpresso.com/ 
profiles/joechiccarelli.htm) notes that the figure-8 
pattern is often used to pick up the ambience of the 
recording space. “In a sense it’s kind of like having two 
mies in one. And it comes down to working with the 
mic’s position.” 

“Try to find the best placement in the room for the 
instrument,” says Ross Hogarth (www.hoaxproductions 
.com). “You should use the room as your friend, not foe.” 

Vocal Tracking 
Since the days when crooners ruled the airwaves, rib¬ 
bon mies have been used to round out singers' voices. 
“For vocals sometimes I’ll use an RCA 44, but it depends 
on the song, Steve Churchyard (www.stevechurchyard 
.com) says. “They’ve got a very smooth top end, so with 
just a little bit of EQ they really come to life. But it has 

to be the right song and the right singer. It doesn’t 
always work, so usually I’ll have a condenser running 
simultaneously, and I note as we’re doing sound check 
if it’s working for the song. Typically I’ll set up two mies: 
a tube Neumann U 47 and a ribbon mic alongside it. The 
singer stands 8 or 9 inches from the mic. You don’t want 
to get too close, and you want a really good pop shield 
as well.” 

Nashville-based engineer Chuck Ainlay (http:// 
chuckainlay.com) also uses a 2-mic approach on vocals. 
“Sometimes I’ll use a condenser mic with a ribbon mic 
right beside it or underneath it, and blend the two. I 
probably wouldn’t use a ribbon as the only microphone 
on a vocal, because it usually doesn’t have the air that 
I’m looking for. But sometimes it helps to fill out the 
sound, because a condenser can sometimes be too harsh 
on things, such as a female vocal.” (For an in-depth view 
of Ainlay at work, see the article “Mix Magic on Music 
Row” at www.emusician.com.) 

Bruce Swedien (Quincy Jones/Duke Ellington/Paul 
McCartney) notes that he used ribbon mies to record 
Michael Jackson’s backing vocals. “Michael sings all his 
own background parts, and they’re really well sung: pitch 
and articulation and everything. After I do one pass 
with Michael singing the first harmony, I’ll move him 
back 4 feet for the second pass, so there are more early 
reflections in the sound. And then I raise the level of the 
second pass so that it matches the first. It enriches the 

“You should use the room as your 
friend, not foe.” — Ross Hogarth 

content of the early reflections and 
makes a gorgeous sound.” 
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Ribbon Mic Summit 

advantage of the hypercardioid pattern of the beyerdy-
namic M 160. “When I started recording Hendrix, I used 
the dual-ribbon M 160, and it saved my ass because I 
could record him singing live in the studio while he was 
playing, without much leakage. 

“Not only did it work well for the vocal, I started 
using it on his amp,” Kramer continues. “And I discov¬ 
ered this beautiful silky sound. What it did was it took 
some of the harshness of the Marshall away.” 

Totally Amped 
Using a ribbon mic on a guitar amp is extremely pop¬ 
ular. The most common application is to put the mic 
close to the speaker grille, pointing directly at the cone. 
But everyone I interviewed agrees that finding the 
exact position is key to getting a sound that works for 
the song. 

Like many of the others, Kramer takes it further 
by augmenting the ribbon sound with other mies. “My 
normal miking will be right up close on the grille. I like 
that presence and the crunch—right in your face. But I 
will experiment depending on what the guitar player’s 
doing. If he likes a lot of crunch and a lot of air, and 
there’s a lot of woof from the amp, I might back the mic 
up a foot away. But 1 like to go dead center on the middle 
of that cone. I want to get that edge. 

"I use four microphones quite often on a Marshall 
amplifier. I use the beyerdynamic M 160 when I can, but 
it’s rarer now. Ninety percent of the time I use a Royer 
R-121, a Shure SM57, a Sennheiser 421, and a Neumann 
U 67. Each one has its own unique characteristic. Think 
about it: 57, dynamic cardioid; 421, dynamic, but with a 
totally different tone attached to it; the Royer ribbon at 
the complete opposite end of the spectrum; and a U 67, 

FIG. 2: To get a big guitar sound from an open-backed 

amp, Chuck Ainlay points an SM57 at the front of the 

speaker, while simultaneously miking the back of the 

amp with the back of a Royer R-121. By pointing the 

back of the R-121 at the rear of the speaker, you keep 

both mies in phase. 

totally the other end. And 
when you combine those in 
a specific manner, you get 
all the variety and impact 
that’s available to you.” 

But Kramer notes that 
inevitably you get into a sit-

FIG. 3: Hogarth captures the player's perspective when 

he records an acoustic guitar by placing a stereo ribbon mic over 

the player's head. 

uation where multiple miking techniques do not work. 
“So you just pull each mic down until you find the one 
that does work. I often find that the killer combination 
is usually either a single Royer, a single 57, or a 57 and a 
Royer. And that’s the sort of de facto guitar tone.” 

Churchyard is also a fan of that combination. “The 
R-121 makes the guitar sound like it does to the gui¬ 
tarist in the room. It doesn’t have the exaggerated mid¬ 
range that the 57 has. If I combine the two, I might put 
the 57 right on the cone, and offset the ribbon to one 
side, on the same speaker, slightly apart, so the phase 
is coherent. If I use the Royer by itself, I’d probably put 
it dead center.” 

“I’ve been using ribbons through my whole career, 
starting with RCAs, beyers, and Coles,” Hogarth says. 
“With Motley Crüe, we were using RCA 77s and 44s on 
the Girls, Girls, Girls record. But now, with the advent of 
the Royers, which you can shove right up on a speaker 
and not blow them up, I haven’t done a guitar in about 
ten years without a ribbon mic right up on the speaker.” 

Hogarth combines three mies on guitar amps: gen¬ 
erally an SM57, a 421, and an R-121 (see Fig. 1). “It’s 
always a balance. If I’m doing metal or really heavy gui¬ 
tar, I will use less of the Royer because it’s going to get 
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Ribbon Mic Summit 

too big on the bottom: what ribbons give you is the fat¬ 
ness. Also, there’s a midrange push to ribbon mies that 
you don’t get out of either condenser or dynamic mies. 
But depending on where the guitar needs to be placed 
in the mix, you’re going to have to balance between the 
microphones. That’s why I like to use extra microphones 
instead of adding EQ or taking frequencies away. 1 use 
the microphones like EQ.” 

The style of music largely dictates how an amp is 
miked, and Dusty Wakeman (www.maddogstudio.com/ 
dusty.html) offers an alternative to the previous sugges¬ 
tions. “I love the sound of a ribbon mic about 2 feet back 
from the amp. I do a lot of roots music: I’m not going 
for a huge, modern-rock guitar sound. When you’re 
back about 2 feet, point the mic toward the center of 
the cone, because you’re getting plenty of room sound at 
that distance. Moving the mic forward or backward will 
really change the balance of the direct to the ambient 
signal. You have to be in a good-sounding room to do 
that, though. You can’t do it in your closet because it’ll 
sound like a closet.” 

The Turnaround 
Ainlay also suggests combining a ribbon mic with an 
SM57, but he adds a twist. “Sometimes I’ll place the rib¬ 
bon mic in back of an open-back cabinet and turn the 
microphone around backwards, and then mix that in 
with a 57 in the front [see Fig. 2]. Obviously, the back 
of the speaker is the opposite phase of the front of the 
speaker: if you turn the ribbon microphone backwards, 
so that the back of the microphone is facing the speaker, 
you’re putting the microphones in phase with each other. 
It makes a huge guitar sound. 

“I place the ribbon mic about 3 or 4 inches from 
the back of the cabinet,” Ainlay continues. “You have 
to put the front mic up close to the speaker. You don’t 
want it too distant, or you’re going to have time smear.” 

FIG. 4: Ainlay's midroom mic blends together the most important 

elements of the drum kit—snare, kick, and hi-hat. 

FIG. 5: Joe Chiccarelli uses a spaced pair of ribbon mies, aimed 

toward the bass drum, to get a rocking drum sound. 

Rather than reach for the EQ, some engineers sug¬ 
gest using the back of a ribbon mic to brighten up the 
sound of an instrument. “Sometimes a ribbon close on 
an electric guitar amp gives you a nice, chunky, lower-
midrangy kind of tone,” Chiccarelli explains. “But if I feel 
like the sound I want is close but a bit dark sounding so 
I want to brighten it up just a bit without using any EQ, 
I will flip the mic around. The back side of some ribbon 
mies is a bit brighter.” 

“You can turn the mic around and use the back side 
if you want an acoustic guitar to sound a little brighter,” 
says Wakeman. “You can also do vocals on the back of the 
mic and they sound great." But he notes that it depends 
on the sound of the singer’s voice “and how much bright¬ 
ness you need for the track.” 

Acoustic Guitar 
Al Schmitt (www.studioexpresso.com/profiles/ 
alschmitt.htm) prefers using ribbons on acoustic instru¬ 
ments, and guitar was one instrument he singled out in 
our interview. “If it’s got an f hole, I might place the mic 
about 8 or 10 inches from the bottom one. You have to 
listen and see where the sound is, because every guitar 
is a little different. Moving the mic an inch or two makes 
all the difference in the world: you really have to listen.” 

Chiccarelli used ribbon mies to track jazz guitar¬ 
ist Peter White, whose nylon-string guitar presents its 
own recording challenges. “I’ve used the Royer R-121 
on his nylon-string guitar and gotten great results. The 
ribbon is a lot slower on the transients, and a nylon gui¬ 
tar played with fingers can be a little spiky, attackwise. 
The ribbon definitely softens that.” In terms of place¬ 
ment, Chiccarelli will start by aiming the mic above the 
sound hole, where the neck meets the body, anywhere 
from 6 inches to 2 feet from the guitar. 

Hogarth, on the other hand, has a distinctive—and 
personal—way of miking an acoustic guitar. “We all mic 
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guitars at the 12th fret or the sound hole, but that’s 
not where I hear the guitar, unless I’m in front of the 
guy. Because I’m a guitar player. I’ve always wanted to 
capture what it sounds like to me when I’m playing the 
guitar. To do that, I place a Royer stereo ribbon mic right 
over the head of the guitar player [see Fig. 3].” Hogarth 
adds that you should turn down the player’s headphones 
to avoid bleed-through. 

Ainlay says a ribbon mic is the ultimate mic on two 
other acoustic string instruments: the banjo and the 
Dobro. “They’re kind of noisy instruments, and rib¬ 
bons sound really great on them. I mic the Dobro about 
6 inches away, on the portion of the resonator away 
from where the right hand is picking.” 

He also mies the banjo head from the same distance. 
“I just try to mic an instrument where I’m out of the way 
of the musician. And I’ll move the mic around a little bit 
if it’s too bitey because it’s close to the bridge.” 

Call of the Drums 
Using ribbon mies on drums is a classic sound, whether 
it’s out front or overhead. “I use either a Coles 4038 or 
an RCA 44 in front of the kit—3 or 4 feet back—to get 
a big, mono drum sound,” explains Hogarth. “To me 
there’s nothing that does that like a ribbon mic. U 47s 
do a pretty good job of getting the top end and the 
smack, but nothing grabs the low end, and the fat, and 
the punch like a mono ribbon mic in front of a kit. 

“It’s generally placed waist high: I don’t go down to 
the floor with it,” Hogarth continues. “I move around 

THINKING AHEAD WITH RIBBON MICS 

Using ribbon mies in the initial recording of percussion tracks can definitely 

make life easier when it comes to mastering a recording. Here's how it works: 

if you have the Michael Jackson album Off the Wall, listen to "Don't Stop Til 

You Get Enough." Listen carefully to the percussion: it is Michael and his 

brothers playing glass bottles. I wanted the glass-bottle percussion in this 

piece of music to have a unique sonic character and a great deal of impact in 

the final mix. 

The year was 1979.1 used a mic technique that came from my experience 

during the days when it was difficult to put much transient response on a disc. 

I used all ribbon, or velocity, microphones to record the glass-bottle percus¬ 

sion section. The mies I chose were my RCA 77DXs and RCA 44BXs. 

If I had used condenser microphones, with the condenser mies' ability 

to translate the entire transient peak of the bottles, the bottles would have 

sounded great played back from tape in the control room, but when it came 

time to master, such an incredible transient peak would have minimized the 

overall level—on disc, cassette, or CD—of the entire piece of music. In other 

words, condenser mies would have compromised the dynamic impact of the 

sonic image of the entire piece of music. 

—Bruce Swedien 

(Reprinted with permission from Mix magazine.) 

FIG. 6: Dusty Wakeman uses the bidirectionality of the Royer 

R-121 to capture both the front of the bass drum head (aiming the 

positive side of the mic at the beater) and the bottom head of the 

snare drum. He then flips the polarity of the mic by 180 degrees to 

make it phase coherent with the mic pointing at the front head of 

the bass drum and the mic on the top of the snare drum. 

the studio and feel where the low end goes away, and I 
don’t go any farther away from the kick drum than that. 
There’s a point where you really feel the punch, and then 
you go farther back and it’s more like a room mic.” 

Ainlay’s approach involves putting an R-121 about 3 
feet in front of the kit (see Fig. 4). “I call it my ‘midroom 
mic,”’ he says. "It offers a nice overall drum representa¬ 
tion that I can mix in with the other drum mies. I place 
the mic off center from the kick, out from the snare 
drum, about 4 feet up from the floor. Then I listen to the 
mic and move it around until I get mostly snare, but a 
nice blend between kick, snare, and hat. And then I just 
totally smash it with a UREI1176. 

“I almost always record three room mies: a pair of 
spreads further away to get the ambience of the room, 
and the midroom mic, which, on its own, sounds great 
all smashed out like that. I can just mix that in with the 
close mies, and it fills out the drum kit and makes it 
sound more real.” 

Chiccarelli says his favorite thing is to put a pair of 
ribbons in front of the kit (see Fig. 5). “I place them 3 to 
5 feet in front of the kit, with about 5 to 8 feet of sepa¬ 
ration between them, and maybe 2 to 3 feet above the 
floor. They’re about the height of the kick drum or the 
floor toms, and angled in a little toward the kick drum, 
almost like a triangle between the kick drum and the 
two microphones. And sometimes that’s my only pair of 
room mies for the drums. 

“I find that it gives a lot of weight to the kit,” 
Chiccarelli explains. “There’s that chunky, almost 
Bonham-esque kind of low end that you can get from 
a pair of Royer R-121s or R-122s. Occasionally I’ll use 
Coles 4038s. The older ribbons don’t work as well for 
me in this situation. They’re kind of soft and dark, and 
not punchy. That’s the one thing about the new ribbon 
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mies: they’re not condensers, certainly, but they feel 
faster and more aggressive than an old RCA. 

“If I’m using them as my only pair of room mies, 
I’ll compress them with whatever seems appropriate,” 
Chiccarelli adds. “If I’m blending those in with other 
room mies, I may not compress them. But I may com¬ 
press the other room mies.” 

Kicking It 
Dooley relates a classic bass-drum miking technique 
used in the studios of Capitol Records for decades. “The 
frequency response of an RCA 44 goes down solid to 
20 Hz, but you’d blow the mic out if you aimed it right 
into the bass drum. What Capitol would do on all the 
pop sessions from the '40s up into the ’70s is take the 
bass drum with no head on the front, throw a sand¬ 
bag inside it, which tends to keep it in place nicely, and 
then lay a 44 on top of that, so the 44 is laying flat and 
aiming towards the inside top of the bass drum shell. 
You also get the sound of whatever resonance there is 
from side to side inside the kick.” 

Wakeman suggests another interesting way of using 
a ribbon mic on the bass drum—on the beater side of 
a kick drum (see Fig. 6). “Place it between the beater 
and the bottom of a snare, pointing at the beater. In this 
application, you’re taking advantage of the bidirectional 
nature of the mic. If you point it on an angle, you can use 
it for both the beater side of the kick drum and to get the 
bottom of the snare coming in the back side of the mic. 
Then you reverse the phase on the ribbon mic, so that it 
puts it both in phase with the front of the kick drum and 
the top of the snare. If you compress that, and you bring 
it up in the mix, you get a lot of size. You want the mies 
to be electrically in phase, and you’ll know instantly if 
they are in or out once you hit your phase button.” 

Listening from Above 
Hogarth also uses ribbon mies to “detoxify” the hi-
hat. "The thing I like about ribbon mies is the warm, 
muted top end instead of the bright, splashy top end 
you would get out of a condenser mic. So if you want 
to make the drums a little more jazzy or punchy, use 
them as overheads. But the problem is that because of 
the figure-8 pattern, you’re going to get the ceiling. So 
you have to be careful that you have a decent-sounding 
ceiling or else you’ll end up having a boxier sound than 
you really want.” 

Many of the engineers—Ainlay, Hogarth, Schmitt, 
and Wakeman—use the Royer SF-24 stereo ribbon mic, 
with its Blumlein pattern, as a drum overhead. “I raise 
and lower it in height depending on how much spread I 
want to get, and how much focus I get at the center of 
the snare drum,” says Wakeman. “The lower you get it, 
the wider the stereo spread is going to be. But you want 
to get it high enough that the cymbals sound good.” 

- - 90°- - . 

FIG. 7: To get a strong center image with the Blumlein configuration 

that results from using a stereo pair of figure-8 mies, Hogarth 

suggests adding an additional figure-8 mic to fill in the area 

between the two front stereo lobes. 

Although Churchyard uses ribbons only as over¬ 
heads on drums, he prefers to use a spaced pair. “I like 
the Coles 4038 as an overhead mic. It makes the kit 
sound really musical. I put one over the area of the snare 
and hi-hat, and one over the area of the floor tom, usu¬ 
ally about 2 to 3 feet apart, and about 6 or 7 feet above 
the kit—far enough away so the drummer doesn’t hit 
them.” On occasion, he’ll add a touch of compression to 
the overheads, with a ratio of 2:1 or 4:1. 

Shaking All Over 
Ribbon mies are also great for taming the rough sounds 
of hand percussion. “When recording shakers,” Hogarth 
says, “I want them fatter: I don’t want them spittier. So 
I usually add some midrange EQ. When you listen to 
the Rolling Stones, those shakers are all in the 500 Hz 
to 2 kHz range of the mix. They’re crunching away in a 
good way; they’re not spitting away. They’re not 10 kHz 
shakers. They’re not 5 kHz shakers. They’re lower. I find 
that ribbon mies bring out those frequencies by muting 
the top end in a nice way.” 

“I just did a Brazilian album and used two Royers 
as a Blumlein pair on maracas,” notes Swedien. “You 
may think this would give you a big pickup pattern, 
but it doesn’t. I purposefully kept it very small, and the 
resulting sound is fantastic. And it’s not mono: it’s not 
a single-point source, but it’s not moving around the 
stereo space. 

“When you use a Blumlein pair on a single-point 
source,” he continues, “you preserve the polar response 
of the sound source, so you don’t lose the width. The 
sound moves, but it doesn’t move in an apparent fashion. 

54 ELECTRONIC MUSICIAN AUGUST 2006 WWW.EMUSICIAN.COM 

C
H
U
C
K
 
D
A
H
M
E
R
 



These guys did. How about you? 

Still trying to picture yourself 
owning an SSL console?_ 

Solid State Logic 
AWS9OO 

Analogue Workstation System 

GC 

An SSL console in a home studio? Out of reach for most people... until now. 
With the AWS SOO Analogue Workstation System, anyone can take 
advantage of the outstanding sound quality and feature set of a real 
Solid State Logic console. Combing a world-class mixing console with a 
powerful integrated DAW controller, the AWS 900 delivers legendary SSL 
quality for every environment from the biggest commercial facility to the 
smallest personal studio. 

PRO 
www.gcpro.com 

Music • Post • Live Sound • Lighting 

© 2006 Guitar Center, Inc. All rights reserved 
AH images and trademarks are property of their respective holders. 

From the most coveted microphones and the 
finest outboard gear to vintage instruments and 
sophisticated DAW systems, we are your one-stop 
solution. Contact your local GC Pro Account Manager 
for a personalized consultation. 

@ 800-935-MYGC 
S www.gcpro.com 

Make It Happen With GC Pro! 
When it's time to add some new gear to your studio 
or live sound system, GC Pro is dedicated to earning 
your business. Along with the excellent pricing you'd 
expect from the world's largest pro audio dealer, you 
receive the expertise and extraordinary service you 
deserve. 

GC Pro has expert 
Account Managers 
in nearly every 
territory of the 
USA... contact 
us today! 



Ribbon Mic Summit 

piano approach. The older ribbons seem to fill in the 
blanks with the condensers.” 

Hogarth agrees that ribbon mies warm up a piano 
sound. “For really gorgeous, open sections of music, a lot 
of times I’ll place the stereo mic just outside the edge of 
the lid, taking a picture of the whole piano. That’s a mic 
I can bring in and blend. I’ve been doing that on a lot 
of instruments: using it as an ambience mic, but close 
enough that there’s detail. Then I blend that microphone 
in with the close mies for three-dimensionality, because 
it’s a Blumlein pair, looking side to side, back to back. 

“With a Blumlein pair, the one place the mies aren’t 
looking at is the actual center,” explains Hogarth. “So a lot of 
times, I’ll place another microphone right underneath the 
stereo ribbon mic, in another figure-8 pattern. Then you get, 
if you draw it as a diagram, two Xs—front and back—and a 
figure-8 in front. Although you’re not getting the true sides, 
you’re covering every other angle [see Fig. 7].” 

But he warns that you have to be careful about using 
a ribbon mic on a piano in a rock ’n’ roll context, because 
to cut through a busy mix, the piano needs to be brighter 
than you would prefer it on its own. “You might listen to 
the piano soloed up and think, ‘Man, that’s too bright.’ 
Then you put it in the track and go, ‘Wow, that needs to 
be a little brighter,’ because a piano sounds so huge. So I 
find that ribbon mies tend to be a little too big on piano 
for rock ’n’ roll.” 

Strike Up the Band 
When it comes to recording brass, the engineers agree 
that there’s nothing better than a ribbon. Kramer was 
enthusiastic about using ribbon mies to record trumpet. 
“The RCA 44 is one of the greatest trumpet mies of all 
time. It’s an undeniable sound. 

“If I’m miking a trumpet section, I like to put an 
RCA 77 maybe a foot away, sometimes 2 feet away so 
you get all that air. If it’s a nice studio, with good acous¬ 
tics, a wood floor, and a nice high ceiling, that makes 
a big difference. The 44 is the darkest-sounding one. 

The 77 is brighter, and you can switch the patterns— 
figure-8, omni, and cardioid. What we used to do was 
put two trumpet players, one on each side, and set the 
mic to figure-8. If there is a nice quiet passage, maybe 
I’ll get the players to lean in. But if they’re screaming, 
they need to get back—you don’t want to overload it. 
There’s a famous saying: distance makes depth.” 

Ainlay, Churchyard, Kramer, and Wakeman all noted 
that they have the trumpeter play directly into the mic, 
suggesting a range of distances—1 to 3 feet—between 

the mic and player, depending on the room, the music, 
and the trumpeter (see Fig. 8). 

Chiccarelli, on the other hand, doesn’t have brass 
players play directly into his mies. “The guys that are well 
trained tend to feel more comfortable playing off-axis a 
little bit, 3 to 5 feet in front of the mic, depending on the 
room and everything else. If they feel comfortable with 
the horn sound and the mic position, and things aren’t 
in their way, they’re going to perform better. Certainly, 
the more you can back them off the mic and it sounds 
good, the happier they are. I think they feel like there are 
too many little anomalies and little bumps in the sound 
when they are too close to the mic—all the little squeaks 
and honks are magnified. But when the player is backed 
off the mic, you get the room and it tends to be a wider 
sound, and not so scratchy.” 

Schmitt noted his preference for ribbon mies on 
trombones. “If I’m doing a section,” he explains, “I’ll 
have it about two or two and a half feet in front of the 
trombonists. Although lately we’ve been putting a mic 
on every trombone.” 

Chiccarelli says ribbons are great on the lower brass: 
“Like that Salvation Army brass band sound, where you 
don’t necessarily want punch and percussion out of the 
tuba or euphonium. They have a rich lower midrange. 
For me, getting enough lower midrange out of an instru¬ 
ment, and getting quality lower midrange that doesn’t 
murk up a track, is always tricky. You always want to 
clean up that area because you want to make room for 
vocals or whatever the lead instrument is. At the same 
time, if you can leave a lot of that information in a track, 
it makes the track sound huge, realistic, and warm. It’s 
always a trick of how much you can get away with. 

“I found that if you put a mic too close to a tuba or 
euphonium, they can be really brassy,” Chiccarelli adds, “and 
it can sound like you’re getting only half of the instrument. 
Usually with a tuba, I’ll put the mic over the bell, and on a 
euphonium, I’ll mic it out front. A lot of brass instruments 
don’t radiate sound in one direction, so instead of putting a 

lot of microphones up, I’ve found that 
a ribbon mic with a figure-8 pattern, 
depending on where you place it, can 
give you enough of the real sound in 
the room as well as the presence of the 
instrument. The distance of the mic 

from the instrument is based on the room and how hard 
the player’s playing.” 

Woodwinds 
As with brass instruments, the engineers in this story 
often reach for a ribbon mic when tracking woodwind 
instruments, such as saxophones and clarinets. To 
Ainlay, condensers sound shrill on a saxophone. “But 
if you put a ribbon on there, it’s just the ultimate sax 
sound. I mic it about 3 feet away, aiming at the keys. If 

“Moving the mic an inch or two makes all 
the difference in the world” —Al Schmitt 
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you get too close to the mouthpiece, it gets too reedy, and 
if you’re too close to the bell, it’s too brassy.” Wakeman 
agrees about pointing the mic at the keys, but suggests 
placing the mic 1 to 2 feet away from the instrument. 

Schmitt, on the other hand, combines condensers 
and ribbon mies when doing sections. “When I’m doing 
woodwinds, maybe I’ll have a Neumann U 67 up on the 
woodwinds and a Royer stereo mic up for the overall 
room sound. That’ll be about 10 feet above the section, 
maybe 4 or 5 feet in front." 

“I love using either Royers or RCAs on keyboard reed 

instruments that can be a little harsh sounding in the 
midrange,” notes Chiccarelli. “I love them on accordion— 
usually right in front, depending on the instrument. You 
have to listen a little bit for the sweet spot, but it tends 
to be somewhere between the keyboard and the bellows. 
On pump organs, I usually place the mic in the back. I 
find there’s a little bit more sound there.” 

Strings and Things 
Ribbon mies are preferred by many engineers for record¬ 
ing bowed string instruments. “The figure-8 pattern 
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works in your favor,” Chiccarelli explains. 
“If you’re in a decent-sounding room, the 
distance from the mic to the source sets 
your proximity-effect balance. For a vio¬ 
lin or viola that you want to sound warm 
and natural, mic it anywhere between 2 to 
4 feet overhead, pointing at the bridge/f 
hole area.” 

Hogarth also records the violin from 
above. “How high you set your micro¬ 
phone is going to depend on how hard the 
player is digging in. Ribbon mies give you 
the proximity effect: the closer you get 
to a source, the fatter it’s going to sound. 
But the violin isn’t a very fat-sounding 
instrument. So generally, a violin doesn’t 
get that much fatter as you get closer; it 
gets screechier. So there’s that balance 
between being too far away and losing 
articulation, and being too close and get¬ 
ting the harshness of the bow scraping 
across the strings. 

“Generally there’s a certain amount of 
movement to a violin player,” he adds. “So 
you will have to approximate where the 
sway is in their playing.” 

Kurlander relates his personal 
experience with a well-known classical 
violinist. “I recorded Itzhak Perlman 
for about ten years, and we came to an 
understanding about the sound that he 
liked: it was an RCA 44. The way I miked 
him had to be compatible with the rest 
of the orchestral setup. Sometimes it 
would just be one mic, and that would 
be a solo spot, because a lot of the vio¬ 
lin was being caught on the main mies. 
In other situations, I went at the vio¬ 
lin from two positions. One was aimed 
down the line of the strings at his face, 
with the mic out a couple of feet from 
the end of the instrument. The other 
would be aimed straight at the body of 
the violin [see Fig. 9], When you looked 
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at them, the two mies were at a 90-degree angle rela¬ 
tive to each other.” 

In contrast, Dooley relates a hybrid miking technique 
for capturing solo string instruments. “A good way to 
record an acoustic instrument and still have good room 
sound is to put one ribbon up close and a pair of good, 
small-diaphragm pressure omnis back a couple of feet and 
spaced apart slightly. Itzhak Perlman and Yo-Yo Ma were 
soloists in the recent movie Memoirs of a Geisha, and those 
sessions were done at Royce Hall [on the campus of the 
University of California, Los Angeles]. On Perlman they 

condenser pickup, in the fundamental areas between, 
say, 200 and 800 cycles [Hz]. It provided an old-fashioned 
warmth that is missing in a lot of the modern mies, 
which have so much extended frequency on them. I 
could use the ribbons pretty much as you would use a 
graphic equalizer. Instead of putting a bump in the lower 
middle with an EQ, I would be able to warm it up by 
using more or less of the ribbon pair in the mix. And it 
also provided another perspective to the audio picture 
of the orchestra that the other mies didn’t have, because 
they’re up high in the air." 

used a pair of AEA R44s in a Blumlein con¬ 
figuration up close, and a pair of Schoeps 
omnis back a couple of feet and spaced. 
They miked Yo-Yo Ma the same way using 
Coles 4028s. Because these ribbons are fast 
and smooth, you do get the close-up sound 
of fingers on the strings, and the plucks, 
and everything without any harshness.” 

“Sometimes I’ll use ribbons exclu¬ 
sively, but I usually use them in combi¬ 
nation with other microphones,” notes 
Churchyard. “On a string section, I’ll set 
up some close mies, usually condensers, 
like U 67s, and room mies, like M 50s. But 
I’ll also set up ribbon room mies—Royer 
R-122s or the RCA 44s—and I’ll mix that 
back into the sound. I think that adds 
thickness and depth to the sound. So I’ll 
mix some close ribbon mies in with the 
room sound and the close mies. 

“The ribbon mies are not real distant 
room mies: they’re kind of close. Usually 
on either side of the conductor. I’ll do that 
for brass as well as strings.” 

Kurlander says that he generally uses 
ribbons in combination with other mies 
when tracking. “I don’t think you can really 
get away with using ribbons exclusively. 
The public is accustomed to a brighter 
orchestral sound than it was 50, 60 years 
ago. You need a little bit of the modern 
high end in there as well, just to make the 
soundtrack competitive.” 

But Kurlander notes that on certain 
projects he uses ribbon mies as a coloring 
device for the whole orchestra. “I did that 
particularly on the Lord of the Rings tril¬ 
ogy, where we wanted to get a very distinct 
‘aged’ sound on the whole score. We put a 
pair of AEA R44s 4 feet apart, behind the 
conductor, 6 feet from the floor. And they 
were positioned in a very wide left-and-
right pattern over the whole orchestra. 

“What that did was provide a tonal 
color that is missing from the rest of the 
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The Bassics 
Ainlay will often use two mies to track an 
acoustic bass. “I’ll put a ribbon mic out in 
front of the f hole, and point a condenser 
between the two hands of the player, a 
foot or foot and a half from the bass: both 
mies are about the same distance away. 
The upper mic gets more of the percussive 
sound of the bass, while the mic at the f 
hole gets the fundamental.” 

Hogarth has a similar concept when 
recording the bass: “I have it just about 
where the f hole is, back just a few inches. 
Sometimes optimum mic placement is not 
optimum for the player. Particularly when it 
comes to upright bass, you have to position 
it based on where the player is standing, as 
well as where the focus is of the performance. 
Is it on the high strings going up the neck? 
Or is the player laying down the low end?” 

Hogarth will also augment the ribbon 
mic with a condenser or a contact pickup 
through a DI, which he will blend in as nec¬ 
essary. The second mic will be some kind of 
large-diaphragm condenser, placed along¬ 
side the ribbon mic and blended for phase." 
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The Big Picture 
Wakeman notes that ribbon mies can be 
used to put other instruments in their 
place, mixwise. “I really try to paint a picture 
in the track. If you use a bright vocal mic, 
you shouldn’t need to add a ton of presence 
or top end to get it to cut through in the 
track. The more ribbon mies I use, the more 
of a natural bed I’ve created in the backing 
tracks. And that way, the vocal just sits right 
in there, without having to work too hard.” 

Near the end of his interview, Hogarth 
offered a reality check on being too specific 
about which mic to use and where you put 
it. If you try to take what I’m saying and 
lay a template over your recording, it’s 
going to suck. Understand that I’m using 
ribbon mies like EQ. Take the direction, but 
use your ears. 

“I try not to engineer with the lab coat 
on,” Hogarth continued. “If it sounds good, 
I use it. A lot of times I’ll just put a mic 
somewhere and see what it sounds like. 
If it sounds cool, that’s good. If it doesn’t 
sound good, I’ll blow it off. The key is keep¬ 
ing your mind open.” EM 

Gino Robair is a senior editor at Electronic 
Musician. 
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Frankly, It’s Dweezil By Mr. Bonzai 

T
he year 2006 has shaped up to be a big one for Dweezil Zappa. He’s releasing his first solo 
album since 2000’s Automatic (Favored Nations), he completely remodeled the control room 
of the renowned Zappa studio—the Utility Muffin Research Kitchen—and he launched 

a full-scale tour of entirely Frank Zappa compositions, called “Zappa Plays Zappa (aka the 
“Tour de Frank”). Joining the touring band are Frank Zappa alumni Steve Vai, Terry Bozzio, and 
Napoleon Murphy Brock (see Fig. 1). 

Dweezil and I met in the studio as he was finishing two months of rehearsals and putting 
the final touches on the album. Go with What You Know (Zappa Records, 2006; see Fig. 2), which 
comprises Dweezil's compositions as well as Frank Zappas Peaches en Regalia, a tune origi¬ 
nally recorded in 1969 and altered in 2006 with the Dweezil touch. The album will be released 
during the final leg of the tour, which stretches throughout Europe and America. 

I was listening to you playing a part that Frank wrote. Is that in preparation for 

your tour? 
Yes, we are preparing for the “Zappa Plays Zappa tour. It s the first official event that 
we’ve been able to put together where we’re actually going to go out and play Frank s 
music. We’ll have other elements as well. The 25-minute opening of the concert will include 
excerpts from a documentary film about Frank's work as a composer as well as some rare 

FZ concert footage. 

Zappa the 
younger on 

engineering his 

new CD, revamp¬ 
ing his dad's 

studio, and the 
"Tour de Frank." 
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He had all these ideas about how to make the music 
sound unique and special, and he was able to use tech¬ 
nology to make that happen. What I did with the version 
for my album—I wanted it to sound like it did in 1969, 
add elements that are modern, but to take a similar 
approach to Frank’s. I thought, Well, what can 1 do in 
the studio now that’s technologically equivalent to that? 
What kind of instrument can I modify using technology 
and make it sound like something other than what it is? 
I took acoustic guitar and I recorded multiple parts, and 
then I cut them all up on the beat, on each transient, and 
then I reversed them so I was able to alter the sound. 
Acoustic guitar has a lot of transient information, so 
when you turn it around backwards, it sounds like a 
bowed instrument. But it also has an eerie backwards 
quality. The result is a mysterious orchestral sound. 

So you didn’t use backwards tape? 
No. When you run something backwards, you can do it 
in several ways. With a tape machine, you flip the tape 
over and play it backwards, and then you record it again 
on a different track and flip the tape back over. With a 
computer, you have a couple of options. You can take 
something and flip it backwards, but if you want to play a 
specific part that has to work with the music playing for¬ 
wards and be in time—it’s hard to learn to play something 
backwards that you can then turn forwards. The way you 
get around that in a computer is you can prep all the tran¬ 
sients and it will reverse all of those notes in place. It’s 
not taking the whole phrase and reversing it; it’s taking 
each note and reversing it. When you play it forwards, it s 
playing in time with what you want, each note, but it’s 
swelling up into it. It’s a confusing thing that will bend a 
lot of people’s minds when they try to figure it out. 

FIG. 3: Dweezil with a guitar of his dad’s, which he thinks is not 

actually a Gibson SG but a high-quality copy. It features extremely 

low action and a preamp with an 18 dB boost. 

You open the album with your only vocal track, 
“Love Ride.” It’s a very “summer fun” pop song. 
Have you been taking vocal lessons? 
I haven’t, and I would never say I’m a singer, but I can 
sing well enough to harmonize with myself and make 
something interesting on occasion. 

Who recorded the jet engines that open the 

album? 
That’s a sample from a NASA rocket plane. 1 found it on a 
sound library I own, but I altered it and beefed it up with 
some subinformation. 

Do your new elements appear throughout the piece? 
They make several appearances, but I’m also play¬ 
ing all of the main melody lines on guitar. I was try¬ 
ing to use the guitar to mimic the instruments that 

were originally played. I took 

FIG. 2: Dweezil's new CD. Go with What You 

Know, comprises mainly original material 

but also includes a revamped version of 

Frank Zappa's "Peaches en Regalia." 

out the original instruments 
and replaced them with my 
guitar parts. Another interest¬ 
ing thing: Frank’s guitar solo 
is doubled by a flute on the 
record. It is still doubled by a 
flute, but I also learned the gui¬ 
tar solo and played that. So you 
hear Frank on the left side and 
me on the right side playing in 
unison, which is slightly equiv¬ 
alent to Natalie Cole singing 
with her father, Nat King Cole. 
That is also a good example of 
what might be happening on 
this tour. 

Do you have to pay royalties to NASA? 
I don’t think so, but I heard they’re getting into the 
record business. I think they’re negotiating with Michael 
Jackson. 

How many tracks did you have in that song? 
That song has a lot of tracks, over 50, but that’s 
because in my working process in [Steinberg] Nuendo 
I like to separate things out. Even if a track only comes 
in for 2 seconds in the song, it has its own track. In 
an analog world, you would be track sharing a lot of 
stuff, but I could fit it on 24 tracks. 

The second track is virtually a 1-minute-and-
30-second guitar solo called “Noitpure.” 
People are going to have to think about what that me 

m” 
The third track reminded me of “Frank^ksia a 
by Edgar Winter, juxtaposed with a ki$ 
vibe—from heavy guitar to playful ««-^^¿“Fighty 
There’s a weird little sitar moment. That c 
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Frankly, It’s Dweezil By Mr. Bonzai 

T
he year 2006 has shaped up to be a big one for Dweezil Zappa. He’s releasing his first solo 
album since 2000’s Automatic (Favored Nations), he completely remodeled the control room 
of the renowned Zappa studio—the Utility Muffin Research Kitchen—and he launched 
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studio, and the 

"Tour de Frank.” 

a full-scale tour of entirely Frank Zappa compositions, called "Zappa Plays Zappa” (aka the 
“Tour de Frank”). Joining the touring band are Frank Zappa alumni Steve Vai, Terry Bozzio, and 
Napoleon Murphy Brock (see Fig. 1). 

Dweezil and I met in the studio as he was finishing two months of rehearsals and putting 
the final touches on the album, Go with What You Know (Zappa Records, 2006; see Fig. 2), which 
comprises Dweezil’s compositions as well as Frank Zappa’s ‘Peaches en Regalia,' a tune origi¬ 
nally recorded in 1969 and altered in 2006 with the Dweezil touch. The album will be released 
during the final leg of the tour, which stretches throughout Europe and America. 

I was listening to you playing a part that Frank wrote. Is that in preparation for 

your tour? 
Yes, we are preparing for the “Zappa Plays Zappa” tour. It s the first official event that 
we’ve been able to put together where we’re actually going to go out and play Frank s 
music. We’ll have other elements as well. The 25-minute opening of the concert will include 
excerpts from a documentary film about Frank’s work as a composer as well as some rare 
FZ concert footage. 
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The goal is to have a new audience enjoy 
Frank’s music but hear it from an unfiltered 
perspective. When you see the movie and 
hear him talk about the music and hear 
other people talk about his serious music. 

“You hear Frank on the left 
side and me on the right side.’’ 

the classical music—some of which was played by the 
rock bands through the years—I think it does so much 
more than we could ever say. We are very excited about 
presenting the music to younger generations. 

Will you be entirely faithful to the original 
compositions? 
Frank wrote all of his music. It sounds the way it does 
because that was his intent. He had the ability to hear 
music in his head and write it down on paper, then teach 
it to other musicians. The sound is not the result of the 
players; it’s the result of the composer. He certainly had 
exceptional musicians articulating his music, but that’s 
merely execution. He hired people who were at the top 
of their skill level and trained them to do extraordinary 
things under his baton. 

He would always allow them to have some space in 
the show to present what he called “body commercials.” 
That was his terminology for solos. If someone was 
capable of something unique, he would always find a 
way to expose and exploit it. He wrote a lot of incredible 
compositions that are extremely challenging but with 
beautiful melodies and really interesting rhythms. 

When you referred to what I was just playing, I was 
learning a part from “Inca Roads” that was a keyboard line 
and was also doubled on marimba. It was never intended 
to be played on guitar, because the interval stretches are 
not set up for guitar. But it’s great to learn stuff like that 

FIG. 1: On this summer's "Zappa Plays 

Zappa"' tour, Dweezil s band includes Frank 

Zappa alumni such as Steve Vai (right) and 

Napoleon Murphy Brock (left). 

because it makes you a better player, 
and it gives you an entirely different 
look at the instrument. It’s been a 
great challenge for me to learn hard 
interludes of songs like that. 

You mentioned that when you asked Frank back in 
1985 if he had ever witnessed a miracle, he replied that 
one time one of his bands played several bars correctly 
from his composition “The Black Page." That is a song that 
we’re going to learn as well, and it is definitely not easy on 
guitar. Steve Vai did a great job with that when he was in 
Frank’s band, but it’s very hard to articulate Frank’s com¬ 
plex rhythms and the melodies that go with them. 

Let’s talk about your new album, Go with What You 
Know. Did you do all the engineering? 
Yes, I did, except for “Peaches en Regalia,” which was a 
unique situation. I went to the master tapes from Frank’s 
Hot Rats album [Rykodisc, 1969], We were getting ready 
to do a project with that album and listened to the mas¬ 
ter tapes for the first time. They’ve been sitting in boxes 
for a long time—the last time Frank used them was for 
some remixing on CD in the mid-’80s. 

I heard the tape when you were soloing material 
and listening, and it was amazing how Frank got 
those sounds, with tape speed changes and such, 
all done in the predigital world. 
What was so impressive was that the piece of music itself is 
a great composition and the arrangement is unique. What 
he was able to accomplish using that studio technology was 
to take instruments and embellish their personalities in 
very subtle ways. You wouldn’t necessarily know what was 
being done unless you soloed the individual tracks. 

One example was the bass guitar. The initial mel¬ 
ody in the first verse has multiple bass parts that were 
recorded at a slower speed so that it could be pitched 
up when you heard it at normal speed. It enabled Frank 
to have this sound in the right pitch register, but the 
tone had this rubbery, lower, smooth character. But it 
doesn’t really exist in the real world. It’s a unique sound. 
Now we are used to synthesizers, and you might think it 
must have been a synthesizer, but it was 1969 and there 
wasn’t anything invented that sounded like that. He’s 
making up a sound that doesn’t exist. 

Another example: there’s one melody line that’s 
clearly played on a saxophone. It’s in an upper register, 
and you know it’s there because of the way it sits in the 
mix, but you can’t be sure what it is. He’s altered the 
range of that instrument by recording at a slower speed 
and making it able to play this part an octave higher, 
which is well out of the range of the instrument. It had 
a unique sound. Very different from merely substitut¬ 
ing an instrument that can play in that range. If you 
took that out of the arrangement, that melody wouldn’t 
sound nearly as interesting. 
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He had all these ideas about how to make the music 
sound unique and special, and he was able to use tech¬ 
nology to make that happen. What I did with the version 
for my album—I wanted it to sound like it did in 1969, 
add elements that are modern, but to take a similar 
approach to Frank’s. I thought, Well, what can I do in 
the studio now that’s technologically equivalent to that? 
What kind of instrument can I modify using technology 
and make it sound like something other than what it is? 
I took acoustic guitar and I recorded multiple parts, and 
then I cut them all up on the beat, on each transient, and 
then I reversed them so I was able to alter the sound. 
Acoustic guitar has a lot of transient information, so 
when you turn it around backwards, it sounds like a 
bowed instrument. But it also has an eerie backwards 
quality. The result is a mysterious orchestral sound. 

So you didn’t use backwards tape? 
No. When you run something backwards, you can do it 
in several ways. With a tape machine, you flip the tape 
over and play it backwards, and then you record it again 
on a different track and flip the tape back over. With a 
computer, you have a couple of options. You can take 
something and flip it backwards, but if you want to play a 
specific part that has to work with the music playing for¬ 
wards and be in time—it’s hard to learn to play something 
backwards that you can then turn forwards. The way you 
get around that in a computer is you can prep all the tran¬ 
sients and it will reverse all of those notes in place. It’s 
not taking the whole phrase and reversing it; it’s taking 
each note and reversing it. When you play it forwards, it’s 
playing in time with what you want, each note, but it’s 
swelling up into it. It’s a confusing thing that will bend a 
lot of people’s minds when they try to figure it out. 

FIG. 3: Dweezil with a guitar of his dad's, which he thinks is not 

actually a Gibson SG but a high-quality copy. It features extremely 

low action and a preamp with an 18 dB boost. 

You open the album with your only vocal track, 
“Love Ride.” It’s a very “summer fun” pop song. 
Have you been taking vocal lessons? 
I haven’t, and I would never say I’m a singer, but I can 
sing well enough to harmonize with myself and make 
something interesting on occasion. 

Who recorded the jet engines that open the 
album? 
That’s a sample from a NASA rocket plane. I found it on a 
sound library I own, but I altered it and beefed it up with 
some subinformation. 

Do your new elements appear throughout the piece? 
They make several appearances, but I’m also play¬ 
ing all of the main melody lines on guitar. I was try¬ 
ing to use the guitar to mimic the instruments that 

were originally played. I took 
out the original instruments 
and replaced them with my 
guitar parts. Another interest¬ 
ing thing: Frank’s guitar solo 
is doubled by a flute on the 
record. It is still doubled by a 
flute, but I also learned the gui¬ 
tar solo and played that. So you 
hear Frank on the left side and 
me on the right side playing in 
unison, which is slightly equiv¬ 
alent to Natalie Cole singing 
with her father, Nat King Cole. 
That is also a good example of 
what might be happening on 
this tour. 

FIG. 2: Dweezirs new CD. Go with What You 

Know, comprises mainly original material 

but also includes a revamped version of 

Frank Zappa's "Peaches en Regalia.” 

Do you have to pay royalties to NASA? 
I don’t think so, but I heard they’re getting into the 
record business. I think they’re negotiating with Michael 
Jackson. 

How many tracks did you have in that song? 
That song has a lot of tracks, over 50, but that’s 
because in my working process in [Steinberg] Nuendo 
I like to separate things out. Even if a track only comes 
in for 2 seconds in the song, it has its own track. In 
an analog world, you would be track sharing a lot of 
stuff, but I could fit it on 24 tracks. 

The second track is virtually a 1-minute-and-
30-second guitar solo called “Noitpure.” 
People are going to have to think about what that means. 

The third track reminded me of “Frankenstein” 
by Edgar Winter, juxtaposed with a kind of Asian 
vibe—from heavy guitar to playful sounds. 
There’s a weird little sitar moment. That one is titled “Fighty 
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Bitey,” which was the name of a cat with a feisty personality 
we had for 21 years and who recently passed away. 

And then we have “CC with a whoop-whoop 
sound I thought was a synthesizer. 
Well, that sound comes from a TC Electronic effects unit, 
FireworX—basically a noise generator, like a feedback 
loop. Just that one sound inspired the whole song. I had 
recorded that little whoop-whoop sound and asked Joe 
Travers to play drums to it. Then I had my friend Blues 
Saraceno play acoustic guitar on it. After that, I created 
all the other stuff on top. 

So there are real drums on the album, played by 
Joe Travers, who also happens to be your “Vault 
Meister” and is archiving all of Frank’s tapes. 
Yes, and he will also be playing drums on our tour. 

Is anyone else playing on the album? 
I had two guitar solo spots open, so I invited my friend 
T.J. Helmerich to play a crazy solo on “The Grind,” and 
I have a guitar duel with Blues Saraceno on the song 
"Thunder Pimp.” Pete Griffin plays bass on “All Roads 
Lead to Inca.” He’s playing bass on tour with us, and 
Aaron Arntz, our touring keyboardist, also plays on 

that track. Mark Meadows plays bass on the final track, 
“Audio Movie,” but I did everything else. 

The final track reminded me of science-fiction 
sounds and Hawaiian music. Is that a slack-key 
guitar in it? 
No, the weirdo guitar melody that starts and ends the 
song is a fretless guitar. There’s a little bit of a jungle 
rhythm background sound going on that might remind 
you of Hawaii. That song itself sort of inspired the rest of 
the record to have this continuity with sound effects. The 
record evolved like one long audio movie, starting with the 
feeling that you’re being taken away on a spaceship, and it 
ends with the ship landing, with a number of departure 
points along the way—being kidnapped in a van, going 
underwater—with lots of things happening at the begin¬ 
nings and endings of songs that set a certain tone. 

On Go with What You Know, the elements jump 
here and there, unlike many albums that are put 
together to create one mood only. 
Record companies try so hard to market popular-music 
records as one specific thing, so most aren’t allowed 
to have songs that deviate from what the hit single is 
supposed to be. I like Beatles records or Led Zeppelin 
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records that show and embrace different influences. 
The media today would call that “unfocused.” I find that 
[characterization] extremely irritating. 

For me, I just wanted my record to be a listening 
experience, a ride—you go somewhere from the first 
song to the last song. It’s definitely rock-guitar oriented, 
but there are acoustic elements and electronic elements 
that I haven’t touched on in my music before. Mainly, it’s 
because when we redid the studio, I had to force myself to 
become computer literate. I tried to use technology as an 
instrument on this record, and it really did help form the 
project. Once you know how to use the technology, you 
can hear something in your head and then make it hap¬ 
pen. It would be very difficult for me to explain to some¬ 
one how to make these sounds. It gave me the opportu¬ 
nity to use a lot of sounds that I could adapt and mutilate, 
and twist and turn into whatever I wanted. Why not have 
fun and play around with it? And that’s what I did. 

Talk about the renovation of the Zappa studio, the 
Utility Muffin Research Kitchen. 
In the control room, we have JBL speakers, which we dis¬ 
covered were the right monitors for this space. The big 
recording room has always been a great-sounding room, 
with two live chambers. One chamber is big enough to 
record in, and the other one is narrow but longer and 
taller, giving you natural ambient reverb. But the con¬ 
trol room is quite a bit different now—it’s got a higher 
ceiling and the colors are good for long working hours. 
Before, it was sort of a burlap look with a dark ceiling. 
The main console is a Euphonix System 5. 

FIG. 4: This shot from inside the Utility 

Muffin Research Kitchen shows a rack full 

of signal processing gear, much of which 

(such as the Neve 1073 modules and the 

Avalon AD2022 mic pre) Dweezil uses 

when recording his guitar. The studio's new 

Euphonix System 5 console is in back. 

Was it sad to see Frank’s old con¬ 
sole leave? 
Well, the studio has evolved quite 
a bit since its original design. The 
original console was a Harrison 
that was heavily modified—sort of 
an API style—and that was in here 

from 1980 until about 1990. Then we got the Neve V 
series console, and Frank liked it because at the time it 
gave him opportunities to use his Synclavier and have 
multiple tracks with automation. It was before the digi¬ 
tal console era; he would have loved all the possibilities 
that exist now. The studio was dormant for 11 years 
before we rebuilt it. 

But you had a small room for your own work, 
didn’t you? 
Yes, I had my own room for my projects. I was studying 
engineering, and experimenting. This room was in disre¬ 
pair, and when gear isn’t used, the gremlins usually like 
to come in and modify it for you. 

What is your recording medium these days? 
It depends: Most of the time for a brand-new session, 
my preference is to use the Euphonix R-l hard-disk 
recording system and then bump that over to Nuendo. 
But we have also refurbished some of the analog 
machines, and I’m looking forward to using them as 
well and then transferring over to the R-l or Nuendo. 
The R-l is a great-sounding digital recorder, but it 
doesn’t have fantastic editing capabilities as of yet. 
Nuendo is also a great-sounding digital recorder and 
has fantastic editing. 

What analog machines do you have? 
We have a 24-track Studer A80, a 2-track A80, and two 
Ampex machines, one 4-track and another 2-track. We 
have various headstacks for the machines. We even have 
an unusual 5-track headstack that was a special inven¬ 
tion from the ’50s, created by Paul Buff. 

You also recently refurbished Frank’s microphone 
collection. 
Yes, we have a nice vintage mic selection, but for years 
we haven’t had the opportunity to use them, because we 
didn’t have the right power supplies and I didn’t want 
to ruin them in any way by experimenting. It was for¬ 
tuitous to have Toni Fishman and Joe Sanborn here, 
from Telefunken North America, to solve our problems. 
Among others, we have three Telefunken U47s, four 
Neumann M 49s, a matched pair of Neumann M 50s, 
circa 1950, four AKG C 24s, circa 1960, and a new U47 
built by Toni’s company. Now we have a lot of options. It 
all comes down to the microphones as to what gives you 
the sound of your record. The better the microphones, 
the better the sound. I’m really looking forward to using 
those mies on all the new projects. 

At the rehearsal for the tour, you were playing a 
Gibson that you referred to as a “Frank’s guitar.” 
Is it a special model? 
It’s funny because it says Gibson, but I believe from the 
stories that Frank told that someone had copied a Gibson 
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SG (see Fig. 3). Frank liked the feel of it and bought it. 
It’s got some special detail work that was never offered 
in a Gibson. But Frank’s guitars were all unique in that 
they had extremely low action, and they had specialized 
electronics. That guitar has a preamp that has 18 dB 
more output than a normal guitar. Frank would use the 
guitar to overdrive his amplifiers as opposed to using a 
preamp gain stage in an amplifier. 

He used effects as well, but he would rely more on 
the power section from the amp and use the guitar for 
the gain and tonal changes. He didn’t play particularly 
hard, so he liked having the dynamic range. With the 
extra output coming from the guitar, you can really 
articulate dynamics. 

He was very astute when it came to EQ in the signal 
path. He had the electronics built into his guitars so that 
he would be able to equalize his sound over the band. He 
didn’t necessarily have one signature tone. He adjusted 
it to fit the moment. He was essentially mixing from the 
stage, creating guitar tones that were unique but would 
cut through the arrangement that he created. 

He knew the range of the instruments in the accom¬ 
paniment and the tones that they were creating, and he 
balanced his guitar tone to smoothly sit above every¬ 
thing. That’s why his live recordings always sounded 

so good. They are consistently good from tape to tape, 
which is very difficult to achieve. 

What is your typical guitar signal chain for 
recording? 
What I like the most is to use these Neve 1073 modules. 
I use two microphones on the cabinets. I have a stereo 
guitar rig now, so I’ve been using a Shure SM57 and a 
Sennheiser 421, making sure that they are in phase on 
each cabinet. The 57s usually go through the 1073s, and I 
also have this Neve 1272 stereo microphone preamp that 
we put the 421s through. Sometimes I’ll use the console 
mic pres, and sometimes I’ll use these Avalon mic pres 
(see Fig. 4). The console and the Avalon mic pres are clean, 
so for a distorted guitar. I’ll sometimes want it to have a 
little bit more of an edge, and the Neve can give me the 
edge. I also have some API mic pres that I’m fixing up 
because they tend to overload right now. I’m still looking 
for the ideal chain, but things are sounding good. EM 

Mr. Bonzai is an award-winning photographer and writer. 
His new book, Faces of Music: 25 Years of Lunching with 
Legends (Thomson CoursePTR/ArtistPro, 2006), includes 
over 400 photographs and 160 interviews. Visit www 
.mrbonzai.com to learn more. 
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MAKING TRACKS 

Improve your arrangements with these techniques. 

Create More Realistic Strings By Steve Skinner 

There are two ways to work with string samples. 
One is to use them to try to simulate the sound 

of a live string section. The other is to approach them 
as you would any other keyboard instrument and just 
use them as sounds. Both approaches are valid and 
useful, but they require different 
skills. Here I’ll discuss simulating a 
live string section with a sampled-
strings library. 

The more you know about how 
real strings are arranged, and the 
more sample choices you have, 
the better your sampled-string 
arrangements will sound. I cur¬ 
rently use MOTU Symphonic Instrument, the Vienna 
Symphonic Library Vienna Strings samples converted 
for a MOTU Mach Five sampler, and IK Multimedia 
Miroslav Philharmonik, all in Digidesign Pro Tools 7. 

Ensemble-Strings Arranging 
Most modern keyboards have an ensemble-strings 
patch, which is usually one consistent sound up and 
down the keyboard. If you are playing live or don’t have 
samples of the individual string sections, then you 

must do your best to make this type 
of string patch sound realistic. 

In most string arranging, each 
section plays the same note. For 
example, the cellos play the root 
of the chord, the violas the fifth, 
the second violins the third, and 
the first violins the root again, or 
a sixth, seventh, or ninth. The vio¬ 
las are tuned a fifth below the vio¬ 
lins, the cellos are an octave below 
the violas, and the contrabass is a 
sixth below the cellos. Therefore, 
when the ensemble plays a chord, 
the notes will tend to be spread out 
across the range of the orchestra in 
what is called open inversions (see 
Fig. 1). 

Keyboard players tend to play 
chords in close inversions. Real 
strings are sometimes written in 

close inversions, but when keyboard players play string 
samples in this way, it sounds like a keyboard. If you 
play the string parts in open inversions, it sounds 
more like real strings and less like a keyboard player 
(see Fig. 2 and Web Clip 1). 

Multivoice Arranging 
If you are using MIDI to do your string arrangement, and 
you have a string sampler that has samples of each of the 
string sections (violins, violas, cellos, and contrabasses), 
I highly recommend that you write each part separately. 
It’s a lot more work than just playing chords or lines with 
a string patch, but it’s worth it. Your arrangement will 
consist of four or five interesting melodies instead of 
one chord following another. 

Sometimes I’ll start with the cello part, and other 
times I’ll start with the first violin. If interesting coun¬ 
termelodies occur to me as I’m playing. I'll put them 
in. I then go on to record the next part. I try not to 
duplicate notes that were in the previous part unless 
I want to emphasize a particular line. Because I don’t 
have the gift of perfect musical memory, I will invari¬ 
ably play some notes that result in either unisons, 
octaves, or bad dissonances, which I go back and fix in 
the MIDI editor. It gets progressively harder to play the 
best notes with each successive part, but I can always 
go back and fix things. When I’m done, I listen to the 
strings soloed as well as in the arrangement to make 
sure everything works. 

Next I go through each part and carefully draw in 
MIDI volume commands using a graphical editor. I try to 
bring out parts that play interesting melodies and to cre¬ 
ate crescendos and decrescendos that are effective and 
emotional. Sometimes doing the volume rides can take 
as long as arranging the notes. 

Finally, I’ll record the string parts as audio tracks. 
If you have the tracks available, I recommend recording 

It helps to have a choice of 
sample sets, as each set has 
a different sound and feel. 

FIG. 1: A string ensemble playing an Am7 

chord in open inversion. Viola is written in 

bass clef instead of the usual C clef. 

72 ELECTRONIC MUSICIAN AUGUST 2006 WWW.EMUSICIAN.COM 



FOR MOST FOLKS, 
ANY FIREWIRE 
INTERFACE WILL DO. 

FOR SWEETWATER 
CUSTOMERS, THERE’S 
ONYX 400F. 

Ordinary FireWire audio interfaces are fine for capturing your 
musical ideas on the go. But if you're the type of musician 
or engineer who won't compromise quality, then you need 
to audition the Onyx 400F Studio Recording Preamp with 
192kHz FireWire I/O. 

This professional 10-channel premium mic preamp and 
audio interface features four boutique-quality Onyx mic 
preamps, with superior headroom, sonic detail and clarity 
vs. the competition (123dB dynamic range and .0007% THD, 
measured in the real world). The Onyx 400F also offersTRS 
inserts for plugging your favorite outboard gear into your 

Q MACKIE. ONYX400F 

signal path before sending it to your Mac or PC. And an 
internal 10x10 DSP Matrix Mixer with 64-bit floating point 
processing and full recall—a feature not found on any other 
FireWire interface, at any price. 

With mastering-grade 24-bit/192kHz AKM® audio converters, 
true 192kHz operation at full channel count, a powerful 
standalone operation mode,and robust aluminum-and-steel 
construction, the Onyx 400F boasts fanatical attention to 
every last detail. Not to mention exceptionally open, natural 
and revealing sound worthy of your finest projects. Visit 
www.mackie.com/onyx400f to feed your obsession. 

3 I 411 

www.mackie.com 
music technolog)' direct’ 

www.sweetwater.com MACKIE. 
209S LOA TECMMOMS MC ML MUTI OiSEOVEO M4C0IÍ * MO THl -RBNMIN6 MM* EMME ME REGISTERED TRLKMMIS Of IMO ItCHMBlMUS 

INC Ml ITHU TUOiMLttS UE H0PUTT Of mil RESPECTIVE OWMRS. *U SPECS SB« JCT TO CWNGÍ IIKE TO MOVÍ IT MOVÍ IT 



MAKING TRACKS 

FIG. 3: A multivoice string arrangement with prepared dissonances. 

each string section on a separate stereo track. 
That way, you can keep control of the balance and 
dynamics of the string section. 

Dissonance 
You can get away with a lot more dissonance with 
strings than with other instruments. While the gui¬ 
tars are playing simple triads, the strings can lay on 
some minor seconds, raised fourths, and clusters. 
But it’s important to prepare the dissonance (see 
Fig. 3 and Web Clips 2 through 4). Don’t just jump 
to an exposed minor second; it’s more effective to 
move one voice into a dissonance with a sustained 
voice. (This is a rule that was made to be broken. If you 
want a jarring effect, jump right to a dissonance.) 

I recommend studying traditional harmony and 
counterpoint. It also helps to study some of the great 
pop-music string arrangements. The Goo Goo Dolls’ 
“Iris,” with its excellent use of dissonance, the Beatles’ 
“Eleanor Rigby,” and Simon and Garfunkel’s “The Boxer” 
are a few of my favorites. 

Panning for Gold 
Many string-section sample libraries, such as the Vienna 
Strings and MOTU Symphonic Instrument, are already 
panned to the position they would occupy in an orches¬ 
tra. If your samples are not prepanned, then pan the first 
violins to eight o’clock, the second violins to ten o’clock, 
the violas to one o’clock, the cellos to three o’clock, and 
the basses to five o’clock. 

If the basses are the only bass instruments in the mix. 
I’ll often pan them back toward the center so the mix won’t 
be unbalanced. I bus all the string tracks to an aux track, to 
which I apply EQ, reverb, and often some stereo spreading. 

Smooth Lines 
String samples sound exactly like live strings during 
the sustain portion of a note, but they tend to be less 

realistic for the transitions between notes. String play¬ 
ers will connect the notes in legato passages, some¬ 
times sliding from one note to the next. Each player in 
the section will do this slightly differently, creating a 
very complex sound. 

With a sampler, each note gets a new attack. 
Some samplers allow you to choose between slow 
and fast attacks, enabling you to move smoothly 
between notes. Another way to connect notes is to 

modulate the sample-start position using the MIDI 
Mod Wheel. Use the full attack for the beginning of a 
phrase, and then move the Mod Wheel up to remove 
the attack part of the sample while playing the rest 
of the phrase. You won’t get sliding effects with this 
technique, but the note connections will be more 
authentic. 

I have not encountered any string samples that have 
a strong marcato attack followed by a sustain. Usually 
the marcato samples will be short, and the sustained 
samples will have slow attacks. So when I need a sus¬ 
tained note with a strong attack, which is often, I mix 
a small amount of the marcato sample in with the sus¬ 
tained sample. I’m careful not to use too much marcato, 
because that sounds quite artificial. 

Sound Choices 
It helps to have a choice of sample sets, because each 
sample set has a different sound and feel (see Web Clips 
2 through 4). I sometimes combine sample sets for a 
larger, fuller sound. 

When a full sound is not what you want, you can 
use solo violin, viola, and cello sounds to create a string 
quartet. Similarly, use solo strings from two different 
sample sets to get a double quartet. Mixing a quartet 

or double quartet with an ensemble 
sample set gives you a very nice 
midsize ensemble sound; you can 
hear the individual instruments, 
but it sounds rich. 

String libraries, no matter how 
realistic sounding, are just not the 
same as a live string section. The 
same samples are used repeatedly, 

and the number and variety of gestures are limited. But 
if you work within those limitations and strive to push 
beyond them, you can create some beauti-
ful arrangements. EM H B □ □ □ 

Steve Skinner has worked as an arranger-programmer for 
Bette Midler, Jewel, Celine Dion, R. Kelly, Diana Ross, the 
Bee Gees, and Chaka Khan. He arranged the musical Rent 
and coproduced the cast album. 

FIG. 2: A 4-bar chord progression scored twice—first using close inversions, then using open inversions. 
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SOUND DESIGN WORKSHOP 

Extreme Resonance By rachMiel 

Turn bland synth patches into wailing monsters. 

Increasing filter resonance to its conventional limit sharpens audio, giving it presence and bite. Pushing 
resonance beyond that limit can generate wild and 
delightfully unstable wails, groans, and ululations. 

Resonance is the tendency of a physical body to 
vibrate at one or more specific frequencies. Resonant fil¬ 
ters simulate physical resonance by introducing feedback, 
which boosts a frequency band around the filter’s cutoff fre¬ 
quency. The resonance-amount setting usually affects the 
width of the boosted frequency band: low settings boost a 
wider band, and high settings boost a narrower band. 

Some resonant filters will begin to oscillate once the 
resonance reaches a certain level. This self-oscillation can 
be useful, but it can also generate hideous ear-scrunching 
screams. Turn the output level way down when experi¬ 
menting with high-resonance patches. Once you’re con¬ 
vinced the sound is stable, adjust the volume to taste. 

From Scratch 
For my examples, I’ve used Applied Acoustics Systems 
Ultra Analog VA-1 (www.applied-acoustics.com), but 
most synths with analog-style resonant filters will do 
the trick. Ultra Analog’s filters have five modes, but 
high-resonance effects work best in lowpass, bandpass, 
and highpass modes. Resonance is audible but less 
effective for the notch filter, and the resonance control 
(labeled Q) for the formant filter actually changes vowel 
formants rather than affecting resonance. 

A resonant filter needs a stimulus, and harmonically 
rich stimuli offer more frequencies with which the filter can 
resonate. Starting with Ultra Analog’s Mono preset from 

FIG. 1: On the left are the Filter 1 and Output 

settings for the original Arp Epiano preset; on the 

right are the settings for the high-resonance variant. 

the Lead bank, turn off both 
oscillators, turn on the Noise 
module, set the Filter 1 Drive to 
Off, and set the Cutoff Envl and 
LF01 knobs fully counterclock¬ 
wise. You’ll now have white 
noise feeding Filter 1, which 
is in lowpass 4-pole mode. Set 
Filter l’s cutoff to 42, crank its 
Q knob to maximum, and cen¬ 
ter the Cutoff Kbd knob. The 
resulting timbre will be a typical 
breathy sort of sine wave. 

Next, turn the level way 
down, turn off the Noise module, 

turn on the Oscillator 1 module, and play with the filter’s 
Cutoff knob. You’ll notice that resonance peaks occur at the 
harmonics of the sawtooth. You now have two good start¬ 
ing points for creating your own high-resonance patches. 
Don’t forget to try the other filter types and to bring Filter 2 
into the action in series or parallel with Filter 1. 

From a Preset 
You can easily modify Ultra Analog presets to get interest¬ 
ing high-resonance sounds. I created three quick patches 
this way by lowering the cutoff frequency, raising the reso¬ 
nance, and lowering the output level (see Fig. 1). 

Load the Arp Epiano preset from the Guided Tour bank 
and lower Filter l’s cutoff frequency from 44 to 5, raise its 
resonance from 36 to 112, and lower the main output level 
from 43 to 20. Arp Epiano uses the arpeggiator, so simply 
hold a chord and play with the filter cutoff frequency to 
vary the color. For performance, you might want to assign 
a MIDI continuous controller to modulate filter cutoff. This 
high-resonance patch sounds like the original e-piano pre¬ 
set played underwater (see Web Clip 1). 

My second high-resonance patch is a variant of 
the Arpeg Aggressive preset, another arpeggiated 
sound from the Guided Tour bank. This time I lowered 
Filter l’s cutoff from 59 to 41, raised its resonance from 
22 to 127, and lowered the main output from 75 to 38. 
Using maximum resonance produces a wild glistening 
sound, particularly on note attacks (see Web Clip 2). 

Broken Glass 
The Glass preset from the Ambient bank provides an 
opportunity to get both filters into play. It starts with 
two sine waves an octave apart, and the output of Filter 1 
is mixed with Oscillator 2 in Filter 2. Lower the main 
output, and set the cutoff and resonance respectively 
to 37 and 108 for each filter. That places the resonance 
roughly between the low and high oscillator pitches. 

You can use LFO 2 to add some motion to this patch. 
Center the Cutoff LFO2 knob, change LFO 2’s shape to 
Random 1, and increase its rate to 96. That will cause the 
resonant peak of Filter 2 to jump around, occasionally hit¬ 
ting each of the oscillator pitches to create a 
percussive thwop (see Web Clip 3). EM □ B □ □ □ 

rachMiel composes deliriously experimental electronic and 
acoustic music. 
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SQUARE ONE 

Operators Are Standing By 
FM synthesis offers powerful sonic potential. 

Despite its age, FM (frequency modulation) synthesis 
remains a popular technique for desktop musicians. 

In fact, composers and sound designers have more choices 
than ever when it comes to FM. Native Instruments FM7, 
which has been around for several years, has recently been 
joined by Image-Line Sytrus and the Operator add-on for 
Ableton Live. In addition, numerous analog-style and mod¬ 
ular synths offer basic FM as part of their sound palette. 

This figure shows an algorithm in Native Instruments FM7 with 

three carrier/modulator pairs. The audio outputs are in the bottom 

row, so any operator connected to that row by a vertical line is a 

carrier. The signals from modulators travel down and to the right to 

enter the modulation inputs of the carriers. 

Though FM is capable of producing a wide variety of 
sounds, programming your own FM presets is not always 
easy. In this column, I’ll cover the basics of FM pro¬ 
gramming, with an eye toward making useful sounds. If 
you’re curious about the theory behind FM synthesis, see 
“Square One: FM Basic Training” in the April 1999 issue 
of EM and "Master Class: Smooth Operators” in the June 
2003 issue; both are available at www.emusician.com. 

It Takes Two 
Most FM synths have either four or six operators. (An 
operator is a software construct that combines an oscil¬ 
lator and its amplitude envelope.) These are combined 
in various ways to produce complex sounds. An excel¬ 

lent way to start learning FM is to take a preset you like, 
and mute and unmute the operators one at a time to 
hear the contribution that each makes to the sound (see 
Web Clip 1). It’s easier to hear what’s going on if you also 
switch off any filters or effects in the preset. 

The three most important characteristics of an oper¬ 
ator are its frequency, its amplitude, and the shape of its 
amplitude envelope. Let’s look at each in turn. 

Changing the frequency of an operator affects the 
tone color in an immediately obvious way. To experi¬ 
ment with this, mute all but two of the operators, and 
make sure they’re patched as a carrier/modulator pair. 
Give them both full-on organ-type envelopes (instanta¬ 
neous attack and release), and set the amplitude of the 
modulator to a moderate value. (If the modulator also 
has a direct audio output, turn it down to zero.) Then 
experiment with the relative tunings of the two (see 
Web Clip 2). 

Next, try slowly increasing and decreasing the 
amount of signal coming from the modulator (see 
Web Clip 3). As the modulation amount increases, the 
number of sidebands (sine wave components above and 
below the carrier frequency) in the signal increases, as 
does their loudness. At first, this may sound rather like 
raising and lowering the cutoff frequency of a lowpass 
filter. If you listen closely, however, you’ll hear that 
some sidebands increase and then decrease in loudness 
while the amount of modulation increases steadily. The 
mathematical reasons for this are complex and have to 
do with phase cancellation. In general, though, increas¬ 
ing the amplitude of the modulator creates a brighter 
sound. At extremely high modulator amplitudes, fre¬ 
quency modulation produces so many sidebands that 
the composite waveform turns to noise. 

Experiment with various envelope shapes for the 
modulator. An instant attack and quick decay back to 
zero produces a plucked sound. A modulator with a long 
attack time can add a subtle bit of color to the sustain 
portion of a tone (see Web Clip 4). By applying three 
modulators with different envelopes to a single carrier, 
you can change the carrier’s harmonic spectrum in com¬ 
plex ways over the course of each note. 

Slow Pitch 
One feature found on some FM synths is the ability to 
change the pitch of individual operators under envelope 
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SQUARE ONE 

or LFO control. Changing the pitch of one operator 
rather than changing them all together would cause the 
frequencies of the sidebands to become inharmonic, 
which produces a sound usually lacking in a clear pitch. 
Detuning one operator slightly from another, however, 
produces a pleasing chorused quality, much as it does in 
analog synthesis. 

If your FM synth has only one general-purpose 
LFO, you can create a separate vibrato LFO by setting an 
operator to a low, fixed frequency and using it to modu¬ 
late other operators. This works because FM synthesis is 
based on the same concept as vibrato. The main difference 
is that most FM patches have modulating waves that are 
in the audio frequency range (above 20 Hz). 

Advanced FM Techniques 
Controlling the amplitude of a modulator from MIDI 
Velocity is extremely useful. Because each modulator 

The FM4 Ensemble in Native Instruments 

Reaktor 5.1 uses four operators, each of which 

has its own envelope. The modulation matrix 

(which functions like the matrix in Fig. 1) is on 

the left. 

Classic FM uses 

can add different partials to the 
tone, playing harder and softer 
can change the timbre in ways 
that would be extremely difficult 
to duplicate using an analog¬ 
style filter. 

Instead of tracking the 
keyboard, an FM operator can 
be tuned to a fixed frequency. 
Tuning a modulator to a fixed 
high frequency can add formants 
to the tone (see Web Clip 5). 
A formant is a frequency or a 
group of frequencies that doesn’t 
change as the fundamental 
changes. Another option is to 
tune the carrier to a fixed sub¬ 
audio frequency (around 1 Hz). 
That will give the tone of its mod¬ 
ulators a rolling chorused quality 
(see Web Clip 6). 

sine waves for both the carriers 
and modulators. But as early as the Yamaha TX81Z (a 
4-operator module that was released soon after the orig¬ 
inal DX7), operators with a choice of waveforms were 
provided. Choosing anything but a sine wave as a carrier 
or modulator multiplies the number and intensity of 
the sidebands, because each overtone in a more complex 
wave serves as a separate carrier or modulator, generat¬ 
ing new sidebands that are added to the mix. 

If the carrier is tuned to a high frequency and the 
modulator to a lower one (though still above 20 Hz), 
the modulator will provide the fundamental for the 
composite waveform. If you place an envelope on the 
modulator’s amplitude, the carrier’s high tone will be 
left exposed as the modulator decays toward zero (see 
Web Clip 7). This technique can be used to emulate the 
sound of an electric guitar feeding back. 

Algorithms 
The operators in an FM synth can be configured in a 
number of ways. For instance, with only four operators 
you can have either two carrier/modulator pairs, one 
modulator affecting three carriers, or three modula¬ 
tors all affecting one carrier. These configurations are 
called algorithms. Some FM synths have a fixed set of 
algorithms that the user selects from, while others allow 
users to design their own algorithms. 

Choosing the right algorithm is an essential part of 
FM sound design. For a rich pad sound, you’ll want three 
carriers that are slightly detuned from one another. 
Many bass sounds, on the other hand, use only a single 
carrier, because the phase cancellation caused by detun¬ 
ing can cause a bass to lose punch. 

On Track 
Another feature of FM synthesizers that dates back to 
the early days is keyboard tracking. When a keyboard¬ 
tracking curve is applied to an operator, its output has 
a greater amplitude in one region of the keyboard than 
in another. 

Keyboard tracking can tame the output of an opera¬ 
tor in a region where it would create too many promi¬ 
nent sidebands. Reducing a modulator’s amplitude at 
the low end of the keyboard, for example, produces bass 
notes with fewer overtones, which is helpful because it 
prevents the bass from overpowering instruments that 
are playing in the midrange. Many acoustic instruments 
sound quite different in different pitch ranges, so key¬ 
board tracking is useful in emulating acoustic instru¬ 
ments using FM. 

Reducing the modulator’s level at the high end of 
the keyboard helps prevent aliasing (see Web Clip 8). 
Aliasing is a form of digital distortion in which the tone 
acquires new partials that are not harmonically related 
to the fundamental. The clangorous (bell-like) tones pro¬ 
duced by aliasing can occasionally be useful for a special 
effect, but aliasing is generally undesirable. Aliasing is 
produced in FM synthesis when the modulation pro¬ 
duces sidebands that are higher than the Nyquist fre¬ 
quency. (The Nyquist frequency is equal to one-half of 
the sampling rate. If the synth is operating at 44.1 kHz, 
the Nyquist frequency is 22.05 kHz.) 

If you’re curious about FM, there’s no need to remain 
in the dark. Both FM7 and Sytrus are available in demo 
downloads. Freeware synths that do FM include Green 
Oak’s Crystal (www.greenoak.com/crystal/download 
.html), which is cross-platform, and the Windows-only 
Oxe from Daniel Moura (www.oxesoft.com/products 
.php). FM is well suited to experimenta- pm 
tion, so why not give it a try? EM 0 B DQ □ 

Jim Aikin has played and written about hundreds of syn¬ 
thesizers, but he still remembers the first day his ears were 
opened by a Yamaha DX7. 
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WORKING MUSICIAN 

Most serious musicians will agree that compos¬ 
ing, recording, and performing great music is a 

full-time occupation. Yet there is no promise of see¬ 
ing a single dime for the time and effort involved in 
creating such art, nor any guaranteed rewards for its 
artistic merit. That may come later, after more work 
in the realms of self-promotion, networking, and 
other, far less enjoyable endeavors. 

Fortunately, help is available, much of it 
through Internet-based musicians’ resource com¬ 
panies. In this column, I will focus on four such 
outfits—ArtistShare, Broadjam, Pump Audio, and 
Sonicbids—all of which are designed to assist art¬ 
ists who have the goods but aren’t sure how to turn 
them into revenue streams. Each of these unique 
businesses goes to impressive lengths to help musi¬ 
cians generate music-based profits without having 
to know all the right people, hang out in all the 
right places, or spend a lot more money than they 
can really afford. 

ArtistShare 
Founded by musician and computer programmer Brian 
Camelio, ArtistShare (www.artistshare.com) was born 
after three years of what he jovially recalls as “writing 
software, creating business plans, and eating a lot of 
Chinese takeout, all in the name of the creative pro¬ 
cess.” ArtistShare, he insists, “is a business model and a 
philosophy. The business model enables artists to fund 
their work through their fans and own the copyrights to 
their work, which eliminates the need for outside com¬ 
panies. The philosophy part is about empowering artists 
and developing strong, loyal relationships with fans by 
allowing them to be a part of the process.” 

Being a part of the process at ArtistShare includes 
selling more than just CDs or music downloads. Some 
artists have sold complete scores, seats at rehearsals, 
autographed merchandise, and—in the case of trum¬ 
peter and composer Brian Lynch—a chance to partici¬ 
pate in the recordings of new releases. “Brian called me 
a few weeks ago and invited me to the studio for the 

These four musicians' resource sites offer a range of services that can help you gain recognition and 

income. Clockwise from upper left: ArtistShare, Broadjam, Pump Audio, and Sonicbids. 

mix of his record,” recalls Camelio. “He blew 
me away when he told me that his Executive 
Producer Participant was there—he had flown 
in from Houston to attend the mixing session. 
Roger, an amazing fan who loves Brian’s music, 
signed up for his ArtistShare project through 
the Executive Producer Participant offer. And he 
came to the recording session!” 

One of ArtistShare’s success stories is that 
of jazz composer Maria Schneider, whose release 
Concert in the Garden (ArtistShare, 2004) won 
a Grammy and is the first recording to receive 
the award without being distributed in record 
stores. “That was real validation that the method 
and philosophy worked,” Camelio beams. “Maria 
was an artist who had been largely ignored by 
the industry. Winning the Grammy through 
ArtistShare offered assurance that great music 
and art will continue to be created even if it’s not 
‘industry approved.’” 

Broadjam 
According to Roy Elkins, founder and CEO of 
Broadjam (www.broadjam.com), finding suc¬ 
cess through his firm is all about utilizing its 
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“We Had a Hit Single with Jesse McCartney, 
and it all Began with TAXI” 

Andy Dodd and Adam Watts - TAXI members 
www.reddecihelproductions.comwww.adamwatts.com 

Adam and Andy’s success 
through TAXI is a little bit 
different from all the other 
stories you’ve probably heard. 
They got their biggest deal after 
their membership ran out! 

Here’s how it happened: 
“We joined TAXI in 2001 and 
found that it was a great 
motivator for us. We were 
members for two years. We 
learned a lot, wrote a ton of 
songs, and got a few film and 
TV placements — some through 
TAXI, and some on our own. 

We submitted a song we 
wrote with Jenn Shepard called 
“You Make Me Feel” to one of 
TAXTs Industry Listings. We 
didn’t hear anything back for a 
while and eventually our TAXI 
membership ran out. Thankfully, 
we began to get so busy with 
production and writing gigs that 
we decided to wait and renew 
our membership at a later date. 

Little did we know that 
TAXI had sent our song to a 

production/management 
company that was looking for 
material for a young, male Pop 
artist they were developing. 

Later that year, Jesse 
McCartney’s managers called 
us saying they had just heard 
“You Make Me Feel” on a CD 
they got from TAXI and wanted 
to have him cut the song. 
Although Jesse decided not to 
record “You Make Me Feel”, 
his managers asked us to write 
more songs for him. We wrote a 
handful and they ended up 
putting his vocal on two of the 
tracks we produced, “Take Your 
Sweet Time" and "Beautiful 
Soul”. 

“Beautiful Soul” got played 
on Radio Disney, and Jesse’s 

management got the song to a 
label executive at Disney. Soon 
after, Jesse was signed to 
Hollywood Records. “Beautiful 
Soul” became his first single, 
and we both signed publishing 
deals with Disney Music 
Publishing. 

Jesse McCartney’s album 
(entitled “Beautiful Soul”) has 
gone Platinum in the U.S. and 
Australia. 

“Beautiful Soul” went to #3 
on Radio and Records CHR Pop 
Chart, #5 on Billboard’s Top 40 
Chart, #19 on Billboard’s Adult 
Top 40 chart, it’s a Platinum 
Digital Single Download, it’s on 
the Gold-selling 'Cinderella 
Story’ Motion Picture 
Soundtrack, the Gold-selling 
'That's So Raven' TV 
Soundtrack, and the video was 
nominated for Best Pop Video at 
a 2005 MTV Video Music 
Awards.” 

All of this came about 
because Adam and Andy sent a 
song to TAXI. Call for our free 
information kit! 

The World’s Leading Independent A&R Company 

1-800-458-2111 
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synergistic benefits. “Broadjam serves three distinct 
market sectors: musicians, underground and indie 
music fans, and the music industry,” he explains. A 
litany of services exists for musicians, including com¬ 
prehensively maintained and appropriately designed 
Web sites for $199 a year or $19.95 a month, over 175 
review-based song charts, song-transmitting services, 
and what Elkins believes to be the highest net download 
payout on the Internet: over 80 percent of sales. 

“Our music downloads are priced at 99 cents, and 
artists receive 80 cents for each sale,” he explains. 
"Almost the whole team here at Broadjam is made up 
of musicians, myself included. So we have worked hard 
to develop a fair and ethical business model to deliver 
really useful services for serious musicians.” 

Of course, making money from sales requires more 
than just great payouts for downloads; the audience 
must be there, too. That’s why true music fans and the 
music industry itself require the remainder of Broadjam’s 
attention. Using a comprehensive search mechanism 
and a database of 200,000 songs and 50,000 artist mem¬ 
bers, Broadjam is able to give music fans exactly what 
they want. “Broadjam captures a lot of metadata about 
songs, so searches can be really focused,” explains Elkins. 
“Fields include genre, subject matter, mood, tempo, lyr¬ 
ics, and geography. In fact, we know that industry pros 
use our database to search for just the right song for 
specific projects.” 

And if anyone is aware of the attributes of 
Broadjam, it’s the industry. "We provide professional 
consulting and project-based services for industry cli¬ 
ents such as the Academy of Country Music,” Elkins 
says. “We build and run the ACM voting system for 
the awards show broadcast on CBS every May, and 
we also built their Web site. Other clients include 
Peavey, Yamaha, Warner/Chappell, several publishers, 
and more.” 

Pump Audio 
At Pump Audio (www.pumpaudio.com), the goal is to 
connect indie artists directly with mainstream media 
clients ready to write checks for the use of truly great 
music. Artists are able to license their music to produc¬ 
tions while retaining all ownership rights, and television 
and advertising producers gain access to new music and 
often untapped talent. 

“Pump Audio is a new kind of agent for independent 
musicians, digitally connecting them with buyers in the 
mainstream media,” says Steve Ellis, founder and CEO 
of Pump Audio. “With a growing catalog of tens of thou¬ 
sands of songs—all by independent artists from around 
the world—customers access music through Pump 
Audio’s innovative search software and delivery device, the 
PumpBox.” According to the company, Pump Audio licenses 
hundreds of independently produced songs per week to 
major and international clients such as MTV, VH1, NBC, 

CBS, ABC, Nickelodeon, and the BBC, among others. 
So who is the ideal Pump Audio client? “Literally 

anyone,” explains Ellis. “The whole concept behind 
Pump is that anyone, literally anyone, may make music 
that our clients find useful.” 

According to Ellis, the Pump network includes 
65,000 tracks under license with over 50,000 licensing 
placements to date. “Rock, electronic, and hip-hop are 
the genres we see the most and the ones that are used 
the most. All music submissions are prescreened, and 
Pump’s staff listens first for recording quality. Obviously, 
we can’t accept music that is poorly recorded, though 
perfect sound isn’t needed either. After that, it’s about 
the performance and the sounds and style.” 

One of Pump Audio’s more interesting success sto¬ 
ries is that of a California recording artist and a Pump cli¬ 
ent from an ad agency in Portugal. “The agency started 
using the PumpBox and immediately picked a track for 
a Portuguese bank,” Ellis explains. “Most interesting was 
that the track was from L.A. alt-country artist Brady 
Harris. He got paid and started getting emails from 
Portuguese women.” 

Sonicbids 
Sonicbids (www.sonicbids.com), a company founded 
by current CEO Panos Panay, set out to do something 
about the music industry’s problem with the elusive 
“press kit.” In the past, musicians’ press kits either were 
missing something or included too much; they never 
seemed to be right for every potential client’s needs. But 
at Sonicbids’ online headquarters, affordably priced and 
easily emailable electronic press kits (EPKs) are a reality, 
perfect for musicians seeking to rustle up publicity and 
to apply to various events, festivals, and other jobs. In a 
word, to be a user of Sonicbids means to be “connected.” 

Panay insists that if you aren’t already a member of 
Sonicbids, you’re missing out—membership clearly has 
its benefits. “We have 60,000 artists and some 5,200 
promoters from 107 countries using the service, and we 
are growing daily.” 

However, Panay is clear to explain who would not 
be the ideal Sonicbids member: “The American Idol and 
Star Search crowd,” he deadpans. “Sonicbids is a cool, 
professional community. We like to preach the gospel 
of DIY, the artist-as-entrepreneur ethos. The perfect 
member—and the one who gets the most benefits from 
Sonicbids—is the artist who is looking to be proactive 
about their career, who understands that if used cor¬ 
rectly, the Internet is a powerful tool to connect you 
with audiences and opportunities. But it’s up to you to 
make it work for you and your needs. We are a site for 
musicians for whom music is a passion and career, not a 
ticket to fame.” EM 

Strother Bullins is a North Carolina-based musician and 
freelance entertainment writer. 
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Core Audio compliant RreWire 400 I/O 
Apogee exclusive “Soft Limit" and “UV22HR” technologies 

Apple Logic Pro 7 - Everything 
you need for creative audio production. 
Once your audio reaches your Mac, you 
need a powerful, flexible application to 
turn your musical vision into reality. That's 
where Logic Pro comes in. With more than 

30 software instruments, over 70 effects and distributed audio 
processing, Logic Pro is the choice of musicians, engineers 
and producers the world over. 
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ABOBE SYSTEMS Audition 2.0 (Win) 

Real-time mixing and more 
enhance this audio editor. By Allan Metts 

F
rom its humble beginnings as Cool Edit Pro, a midline 
stereo audio editor, Adobe Audition has evolved into 
a powerful platform for multitrack recording, mixing, 
and mastering. Version 2.0 continues this evolution by 
adding real-time mixing and monitoring, new ways to 
analyze and edit audio, and a host of other new features. 
I reviewed Audition 1.5 in the January 2005 issue of EM 
(available online at www.emusician.com), so I’ll cover 
only the new and improved features in this review. 

FIG. 1: Audition sports an intuitive, modern user interface that 

is consistent with those of other Adobe products. Panels can be 

rearranged and undocked. 

Audition is available both standalone and as part of 
Adobe’s Production Studio bundle. Its new look and feel 
put it more in line with other Adobe products (see Fig. 1), 
and like those, Audition now requires product activation 
within 30 days of installation. 

Several of the editing tools in Adobe’s programs 
have consistent names and behavior. So whether you’re 
editing a photo in Photoshop, a drawing in Illustrator, or 
an audio clip in Audition, you’ll find yourself in familiar 
territory. You can also link to Audition from other Adobe 
programs. For example, if you choose Edit In Audition 
while working with video in Premiere Pro or After 
Effects, your audio will open in Audition. Audition also 
links to Adobe Bridge, which provides content manage¬ 
ment and metadata-based searching and organization 
for audio, video, photos, and text documents. 

Life in Real Time 
Audition now supports ASIO and offers low-latency 
mixing and monitoring. All of the inputs and outputs on 

GUIDE TO EM METERS 
5 = Amazing; as good as it gets with current technology 
4 - Clearly above average; very desirable 
3 = Good; meets expectations 
2 = Somewhat disappointing but usable 
1 - Unacceptably flawed 
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AUDITION 

my MOTU 828 were recognized immediately, and with 
monitoring set to Audition Mix in the Session proper¬ 
ties, I could monitor the inputs on any track as soon 
as it was armed for recording. Latency on my 2.4 GHz 
Pentium 4 system was only 2 ms, which is undetectable 
to my ears. 

When monitoring, you can choose Smart Input, 
which monitors the input only when you’re actually 
recording in a track (useful for punch recording). Or 
you can choose Always Input, which always monitors 
live audio, regardless of whether you’re playing back or 
recording. In either case, you hear exactly what you’ll 
get in the final mix, including the impact of any effects 
that you might have configured. 

Audition 1.5 had support for multiple buses, 
but the audio-routing capabilities in version 2 have 
improved dramatically. The only limit on the number 
of tracks and buses is your system’s resources. Buses 
appear alongside tracks in the Multitrack view, and 
configuring effects racks in each track and bus is much 
more intuitive than before. With live monitoring, you 
can hear what changes to effects parameters will sound 
like as you make them. 

Each track and bus can have 16 stereo sends to other 
buses (complete with pan controls), and each send can 
be configured as pre- or postfader. The bottom line: 
Audition’s audio routing is flexible enough to set up any 
configuration you can imagine. 

All of this capability is of no use if you can’t make 
sense of it during a mixdown. To help in this regard, 
Audition now has a Mixer view that shows each track 
and bus side by side (see Fig. 2). There’s nothing here 
that isn’t also available on the main track view, but the 
Mixer view gives you the ability to see everything on one 
screen. If you need more screen real estate, you can hide 

FIG. 2: Audition's new Mixer view lets you 

see all the settings for each track and bus 

at the same time. Several controls can be 

hidden if you need more screen space. 

the output, effects, sends, or EQ sec¬ 
tions of the channel strips. You can 
also drag, dock, or hide all windows 
and window panels, and then save 
your layouts as a work space. 

FIG. 3: Audition's Phase Analysis window gives you a graphical 

representation of your audio's stereo spread and phase relationships. 

Everything above the horizontal line is in ohase. 

The Automation Lane 
Audition 2 allows you to open any number of automa¬ 
tion lanes to establish precise control over individual 
track and send levels, panning, muting, EQ, input gain, 
and effects parameters. I like the ability to open lanes 
only for what’s needed while leaving everything else 
hidden. 

As in previous versions, there are level and pan 
envelopes for each clip. But the envelopes in automation 
lanes operate on the track as a whole and give you access 
to many more parameters. The envelope editing tools 
behave in the same manner whether you’re adjusting a 
clip’s envelope or an envelope in an automation lane. 

There are five modes for recording envelopes in 
automation lanes, each of which can be set on a per¬ 
track (but not per-lane) basis. Off causes the automation 
lanes to be ignored during recording and playback, and 
Read lets you hear the envelopes being applied during 
playback. Write records new envelopes as the transport 
moves, and Touch overwrites the envelopes only while 
you’re making a change to a particular control. 

The fifth mode, Latch, starts recording new values as 
soon as you make a change and continues recording until 
the transport is stopped. And even though these modes 
are set on a per-track basis, there’s a Safe During Write 
button on each envelope to keep you from inadvertently 
changing envelopes that you don’t want to change. 

I really like Audition’s automation capabilities, and I 
found them very intuitive to use. I would, however, like 
the ability to control automatable parameters using any 
MIDI message. A MIDI Learn mode to help set it all up 
would also be useful. This capability would make mix¬ 
ing using real faders and knobs on hardware much more 
practical. 

Adobe claims that Audition works only with the 
Mackie Control Universal (MCU) or a device that emu¬ 
lates it, such as the Behringer BCF2000. My ADS Tech 
Red Rover—left around from my days using Cool Edit 
Pro—worked fine, however, though it deals with only 
one track at a time. It would be great to see more man¬ 
ufacturers adopt the MC standard. (Adobe offers an 
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AUDITION 

SDK that would allow developers of control surfaces to 
add Audition 2.0 support, and new programs such as 
WiseMix's approximately $49 MCmu Mackie Control 
emulator, available at www.wisemix.com, could alleviate 
this problem.) 

Audible Editing 
Given Audition’s roots as a 2-track editor, it makes sense 

cies using either a linear or a log scale. Using the linear 
scale, the same number of hertz always covers the same 
number of pixels, regardless of frequency. In Log mode, 
the scale slides so that low frequencies are displayed 
using more pixels than higher ones. 

A Spectral Pan display gives you a visual represen¬ 
tation of stereo spread. This view shows time across 
the horizontal axis and pan position across the vertical 

that the program’s offline editing capabilities should see 
some enhancements. Audition’s Spectral view has a new 
Lasso tool that lets you select precise regions across 
time and frequency for editing. You can display frequen-

(measured from 100 percent left to 100 percent right). 
Intensity is shown with brighter colors. A single-point 
source of audio, for example, moving from left to right 
in time would show up as a downward-sloping line. If 

MIJI feW : 

Introducini 

One Enterprise Drive, OWJ 
Latin America: Tel: 52 55 

^ NEUMANN.USA 
►► THE MICROPHONE COMPANY 

9 A Sennheiser Company 
CT 0® 71 USA • Tel: 860-434-9190 • Fax: 860-434-1759 • www.neumannusa.com 

• Fax: +52 55 5639-9482 • Canada: Tel: 514-426-3013 • Fax: 514-426-3953 

BE 
You know the sound¬ 
warm and crisp with 
incredible presence. 
About 60 years ago, 

Neumann figured out how 
to get that sound. Back 

then, it took a tube. Today, 
Neumann’s done it 

’ with some hot new 
technology. And yes, 
it sounds amazing. 

Now, grab a couple and 
go make some hits. We’ll 
toss in the shockmounts. 

you want a uniform stereo field, you should 
target a view that shows colors of equal 
intensity spread evenly from left to right. 

Similarly, a Spectral Phase display 
shows you the phase relationships in 
your audio plotted over time. This lets 
you determine where any problems might 
be if stereo audio were to be summed to 
mono. Frequencies that are in phase are 
plotted at vertical center (0 degrees), and 
frequencies that are out of phase are plot¬ 
ted at their difference in phases (from 
+180 to -180 degrees). In my experience, 
using this display required me to isolate 
the exact audio that might have the phase 
problem. Audio of any complexity (for 
example, a final mix with a full-frequency 
spectrum, reverb, and so on) tended to 
show phase differences all over the place, 
which limited the tool’s usefulness. 

PRODUCT SUMMARY 

ADOBE SYSTEMS Audition 2.0 

multitrack audio editor 

$349 

upgrade, $129 

FEATURES 3 
EASE OF USE 4 
DOCUMENTATION 5 
VALUE 4 

RATING PRODUCTS FROM 1 TO 5 

PROS: Real-time monitoring. Extensive 

parameter automation. Intuitive user 

interface. Excellent documentation and 

royalty-free content. 

CONS: Minimal MIDI controller support. 

Adobe Systems Inc. 

www.adobe.com 
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I found the Phase Analysis window more useful 
for detecting phase problems (see Fig. 3). The Spectral 
Phase display shows you phase over time, but the Phase 
Analysis window shows you the stereo spread and the 
phase relationship of your entire selection at once. Left 
versus right appears on the horizontal axis. In-phase 
audio is plotted above the horizontal axis, and out-of¬ 
phase audio is plotted below it. The program offers sev¬ 
eral alternate views of this data. 

There are other improvements in the Edit view. The 
Scrub tool lets you find precise editing points by audibly 
scrubbing the audio with your mouse, and the Mastering 
Rack lets you set up a bank of effects that work in real 
time from the editing window. This allows you to hear 
exactly what will be printed to disk when the time comes 
to export a final master. In Audition 1.5 you could pre¬ 
view only one effect at a time, then you’d have to apply it 
and move on to the next one. Now you can preview your 
effects all together before applying them. 

Other Goodies 
Adobe added a number of other enhancements to 
Audition 2.0. An intuitive multiband compressor dis¬ 
plays audio in four separate frequency bands and lets 
you adjust compression settings in each band during 

playback. There’s support for additional video formats as 
well, including QuickTime, Windows Media, and MPEG, 
although you can export video only in the same format 
that you used to import it. Ogg Vorbis support, embed¬ 
ded BWF time stamps for broadcast applications, and 
support for XMP metadata (which is used in content¬ 
management applications) have also been added. 

Audition includes gigabytes of royalty-free loops and 
music beds (the latter in 15- and 30-second lengths), a 
printed manual, and extensive online help. Its price has 
gone up a little since the last version, but it’s still quite 
reasonable given the features you’re getting. 

Audition probably isn’t the application to buy if 
you’re looking for extensive MIDI support or a bundle 
full of soft synths. But if you need a solid program for 
multitrack recording and editing, with loads of built-in 
effects and lots of royalty-free content, then Audition 
is hard to beat. And if you’re already using other Adobe 
applications, you’ll certainly appreciate its familiar look 
and feel, as well as its integration with products such as 
Premiere Pro, After Effects, and Bridge. 

Allan Metts is an Atlanta-based musician, software/systems 
designer, and consultant. Check him out at www.sonicbids 
.com/AllanMetts. 

MAKES YOU WAN NA SI NG 
Introducing Sontronics Superlative Microphones 

SONTRONICS ORPHEUS 
Vacuum Tube Cardioid Condenser 

In Greek mythology, Orpheus was a legendary singer and musician famous 
for his ability to enchant audiences with his songs - a rather apt name, for 
a special microphone. 

The highly sensitive 1.07" dual-diaphragm capsule is suspended in its own 
special mount, almost floating in the large, spherical basket. The body is 
cast from Zinc alloy, which gives almost zero resonance and helps to keep 
the signal crystal-clear. 

Omni, Cardioid & Figure 8 patterns and a 10dB cut/boost function, make this 
microphone the perfect 'workhorse' in practically any studio or live sound 
application. Its low self-noise and unmistakable presence allows engineers 
to record the subtlest of instruments or voices without concern or the need 
to perform ‘surgery’ afterwards. 

Ah, yes, it looks fabulous! 

To find a dealer visit www.musicmarketing.ca 
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FIG. 1: The MPC2500 sports a set of 

16 solid-feeling pads. Four Pad Bank buttons at 

the instrument's upper right let you trigger as 

many as 64 different sounds. 

AKAI MPC2500 

A venerable sampling series pulls 
out some new tricks. By Marty Cutler 

f all the self-contained groove machines, Akai’s Music 
Production Center (MPC) series has endured longer than 
most. The MPC retains a place at the top of almost every 
hip-hop musician s list, in spite of their general migra¬ 
tion toward using software instruments. The MPC’s 
survival is due in part to the convenience of its solid, all-
in-one, drum-machine-style interface. Each successive 
model has managed to reinvent itself through expanded 
connectivity, storage, RAM capacities, and additional 
new features, all while retaining most of its predeces¬ 
sors’ familiar design. Other factors contributing to the 
instrument’s success include the MPC’s much-vaunted 
feel, which has inspired numerous groove-quantizing 
algorithms in software sequencers. 

Akai’s latest addition to the series is the MPC2500, 
which has assimilated recent developments in groove-
oriented software instruments—most notably, the abil¬ 
ity to alter the tempo and feel of loops by slicing them 
into smaller components. The MPC2500’s outward 

appearance has changed only slightly since the MPC60, 
which was introduced in 1988, enabling users of older 
units and devotees of drum-machine-style, pattern¬ 
based sequencing to adapt to new features comfortably. 

Hit and Run 
The MPC2500 has a solid heft and feels like a small tank. 
My review unit came with standard fixtures, including 
a CompactFlash card slot with a capacity of up to 2 GB, 
and a 16 MB CompactFlash card, which you need to have 
to be able to store projects. You can expand the unit’s 
stock 16 MB of RAM to 128 MB. A USB jack on the rear 
panel lets you save and load data (including samples) to 
and from your computer and update the MPC’s operat¬ 
ing system. 

Central to the MPC’s operation and its controls are 
16 heavy-duty, 1.25-inch-square foam-rubber trigger 
pads and a tilt-angle 240 X 64-pixel LCD (see Fig. 1). The 
size of the pads makes it easy for the most ham-fisted of 
programmers to build a groove, and yet the pads are very 
responsive. If you aren’t satisfied with the response, you 
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insider techniques, tips, tutorials and online resources. 

ONLINE RESOURCES FOR AUDIO PROFESSIONALS 

Find everything Mix has available 
by product category in one spot—online 
Now you can avoid scrolling through pages of Mix and online search 

results and have direct access to Mix's archives for mies, monitors, 

consoles and more! 

MIX g uides 

Developed by the editors of Mix magazine, MixGuides are de¬ 

signed to provide serious pros with the information they need 

on specific audio production topics and technologies. Each 

MixGuides Web destination offers new product info, reviews, 

A simple, click-to-access format that gives you 
what you need-fast. We'll be adding more 
MixGuides segments on other audio topics in 
the months to come, so please bookmark this 
page and check back here often for updates. 

Visit www.mixguides.com today. 

MixGuides now includes sections on 

• Microphones 
--- • Studio Monitors 

‘ • Mixing Consoles 

* ' Äb * Audio Education 
' • Studio Design 

Exclusive sponsorships of Mix Guides categories are available - contact your Mix ad manager today. 



MPC2500 

FIG. 2: The MPC2500's rear panel sports a generous complement of inputs and outputs. In addition to stereo analog ins and outs, you get 

eight assignable analog outs, coaxial S/PDIF I/O, two merged MIDI Ins, and four independent MIDI Outs. 

can edit each pad’s Velocity curve (try doing that with 
a keyboard). Each pad plays samples in as many as four 
Velocity layers. Although you can modulate between 
samples with Velocity, you can also use the instrument’s 
Q-Link feature for that purpose. Furthermore, you can 
assign each pad’s sounds to one of eight analog outputs 
in addition to the main stereo-output pair. 

The Q-Link controls, comprising a pair of knobs and 
two faders, occupy a strip directly to the left of the pads. 
You can assign each Q-Link control to sound-shaping 
features such as filter frequency and resonance, so you 
can record data to animate sounds on playback. Each 
Q-Link control features a mysteriously named After 
button, which overrides previously recorded data for 
manipulating sound during playback—a handy feature 
for DJs. 

Below the Q-Link section is an Erase button that 
deletes any notes triggered by a given pad when you hold 
the button down along with that pad. The Note Repeat 
button lets you program rolls based on the resolution 
you choose. Although the pads do not send Aftertouch, 
they are pressure sensitive and, along with the Note 
Repeat button, can continuously alter the dynamics of 
rolls with variations in pressure. Although pad pressure 

does not modulate between sample layers, altering the 
pressure helps achieve a small measure of realism and 
imparts interesting dynamics to buzz rolls. 

You set the roll’s note resolution using six function 
buttons that sit below the menu in the LCD; the menu 
and associated function buttons are context sensitive. 
For example, in the Note Repeat menu, you can select 
values ranging from 8th notes to 32nd-note triplets, and 
in the Main window, selections include setup for time 
correction (quantization value), click, track selection, 

muting, and soloing. Knobs at the top panel’s upper 
right adjust recording-input gain and monitor level. The 
Input Thru button allows you to process external audio 
through the MPC2500’s filters and effects. 

The MPC2500 furnishes coaxial S/PDIF input and 
output on the rear panel, but you can apply the filters 
and effects only to the analog signal path. Also on the 
rear are two MIDI In and four MIDI Out ports, the ana¬ 
log inputs and outputs, and the USB port (see Fig. 2). 
The CompactFlash slot, two footswitch jacks, and a ste¬ 
reo headphone output are on the unit’s front. 

If you plan to make the MPC2500 the center of your 
music-production hub or use it as a standalone instru¬ 
ment, you should consider adding the optional CD-RW 
drive and an internal hard disk. Because my review unit 
arrived without the CD-RW option, I was unable to test 
the added feature set. Although the MPC2500 can ren¬ 
der individual WAV files to audio CD, it does not render 
songs or sequences as audio data; you must upgrade the 
unit’s operating system to version 1.1 to write to CD. 
If your computer can burn CDs, however, the MPC’s 
built-in USB connectivity makes purchasing a CD drive a 
bit redundant. Likewise, the USB link obviates a built-in 
hard disk if you have a computer to store files. 

Bank Shot 
A set of eight buttons sits below the 
Rec Gain and Main Volume knobs; 
the top row of four buttons engages 
pad banks A through D, bringing the 
total number of pads in a program 
to 64. Two buttons fix Velocities at 

maximum value or quantize Velocities to 16 levels, which 
is useful if you are a beginner with an unsure hand at 
dynamics. The Next Seq button calls up a menu of avail¬ 
able sequences, and the Track Mute button summons a 
page that shows the tracks and the data contained therein; 
you can mute any track by tapping on its associated pad. 
One function button lets you toggle between track solo¬ 
ing and muting. Selected tracks are highlighted in the 
menu display. Visual confirmation is especially handy, 
given the difficulty of memorizing which pad in which 

The MPC2500 offers the expressiveness 
of linear sequencing and the convenience of 

pattern-based song construction. 
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RETURN OF THE FADE 
{music production USB Automation/Transport controller | mousatfree music production) 

FADERPORT 
{music production USB Automation/Transport controller} 

'lift PreSonus 

The FaderPort puts the feel, vibe, and efficiency back into music recording and production. 
No more clicking through menus and drawing automation edits with a mouse. The easy-
to-use Fada-Port delivers complete transport control for fast and efficient recording 
along with touch-sensitive motorized fader for writing perfect fades and automation. 
Pan, mute, solo, and record enable can also be easily controlled with the FaderPort along 
with window selection, play, stop, record, and managing markers (locate points) for fast 
and easy recording. The FaderPort works with all Mac or Windows-based recording 
software including Pro Tools, Cubase, Nuendo, Sonar and more. Over the past 25 years 
Sweetwater have become experts at getting the best music production tools in your studio, 
and the FaderPort is another essential. Call Sweetwater today and experience the return 
of the fader. 

• complete recording transport control 

• touch sensitive, long throw motorized fader 

• write single channel or group channel automation 

• pan control, mute, solo, record enable 

• quick window selection (ecit, mix, transport) 

• footswitch jack for hands free punch in/out 

• compatible with all major recording software including 

(ProTcois, Cubase, Nuendo, Sonar, Digital Performer and more) 

• Mac and Windows compatible 

Sweetwater 
music technology direct' 



MPC2500 

bank triggers which one of the 64 possible tracks. 
In the data-entry section, you can change values or 

navigate to the next song using the data wheel, enter 
values directly using the numeric pad to the left of the 
wheel, or change values incrementally using the plus and 
minus buttons. Use the 2-axis cursor buttons to navigate 
to the parameter you want. A Chiclets-size button to 
the left of the cursor buttons lets you instantly change 
tempo by tapping quarter notes. 

The red Mode button calls up additional pad 
functions such as saving and loading data, setting 
loops, recording and programming samples, and 
other tasks. Similarly, the Shift button accesses addi¬ 
tional context-sensitive functions, such as entering 
text characters in file-naming procedures. However 
deep you find yourself in the instrument’s page and 
menu hierarchy, the Main button takes you back to 
the top. The ever-popular Undo button is to its left. 
The lowest two rows are devoted to familiar trans¬ 
port controls for locating, recording, and playback. 

Simple Sample 
The MPC2500 plays and records 
16-bit, 44.1 kHz audio in WAV for¬ 
mat only. The instrument supports 
a limited amount of proprietary 
data, such as PGM, SEQ, and SND 
files from previous MPC units, but 
only as far back as the MPC1000. 

Sampling is simple and has 
remained relatively unchanged 
since the early days of Akai sam¬ 
pling instruments. To start sam¬ 
pling, press the Mode button and 
the pad labeled Record. You can 
sample through the left and right 
analog inputs or the digital inputs, 
or choose the MPC’s main outputs 
for resampling through effects and 
filters. Surprisingly, although resam¬ 
pling is done internally, it stays 
entirely in the analog domain. The 
MPC2500’s effects sound adequate 
but pedestrian; the most exotic is 
the distortion and bit-reduction 
algorithm. The best-sounding effects 
are the filters. 

To assist in setting a thresh¬ 
old and sample time, horizontally 
arranged level meters give you visual 
feedback. Press the Record function 
button, and either the instrument 
will wait for a sufficient level to initi¬ 
ate the sampling process or you can 
manually begin sampling by press¬ 
ing the Start function button. 

Attention, Choppers 
New to the MPC series is the unit’s Chop Shop feature— 
Akai’s take on loop slicing as exemplified by soft¬ 
ware applications such as Propellerhead ReCycle and 
Spectrasonics Stylus RMX. After you access the Trim 
window and press the function button for Chop, you can 
either divide the sample into 2 to 64 equal segments or 
let the MPC2500 use amplitude measurements as slice 
points. If you choose the latter, you can tweak time and 
amplitude thresholds for peak detection as well as the 
unit’s sensitivity to variations in attack level. Each of 
those parameters provides settings between 0 and 100. 
The default settings worked just fine for drum and per¬ 
cussion grooves, but it was flummoxed by samples that 
had weaker attacks, such as organ pads and the like. To 
be fair, sounds with weaker envelopes are usually dif¬ 
ficult to divide into rhythmic slices. 

You can then choose one of two methods for 
playback: Patched Phrase or Sliced Sample. The first 
assigns the entire loop to a single pad, and the loop 
will adapt to the MPC’s tempo. The second assigns 

MPC2500 SPECIFICATIONS 

13.56 lbs. 

Sound Engine 32-note polyphonic sampler 

Audio Format 16-bit, 44.1 kHz WAV 

Analog Audio Inputs (2) balanced %" TRS 

. . . .. - * * (8) balanced %" TRS, (1) %" stereo 
Analog Audio Outputs , ' ' 

headphone 

Digital Audio 1/0 coaxial S/PDIF in and out 

(1) USB 1.1, (2) MIDI In, (4) MIDI Out 

Data I/O (switchable to MIDI Thru), 

(1) CompactFlash 

Control Inputs (2) footswitch jacks 

Display 240 x 64—pixel backlit LCD 

p j (16) 1.25", Velocity-and 

pressure-sensitive (no Aftertouch) 

Sampling RAM 16 MB, expandable to 128 MB 

(64) tracks, (99) sequences x (999) 

Sequencer measures, (20) songs x (250) steps 

(each containing a sequence), 96 ppqn 

insert effects (2 simultaneous): 

chorus, flanger, bit grunger, 4-band 

Effects EQ, compressor, phase shifter, tremolo, 

pan, reverb, delay; master effects: 

4-band EQ, compressor 

Dimensions 16.34" (W) x 3.68" (H) x 13.11" (D) 
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INTRODUCING THE ULTRA-COMPATIBLE DIGIMAX FS DIGITAL PREAMP AND UO. 

8 HUGE-SOUNDING, High headroom, Class A Microphone 
Preamps / Line Inputs / Instrument Inputs. 9fek Sampling Clock With JETPLL™ Low Jitter Technology. 

tnrii¿r.K«i ; 

M PreSonus, e e a . ,3 

::ADAT SMUX:: 
8 Channels of 

Digital I/O at 96k. 

::DAC OUTPUTS:: 
Add 8 Output Channels 

to your DAW or 
Digital Mixer. 

::DIRECT OUTPUTS:: 
Analog Preamp Outputs 
for Digital/Analog Splits. 

::INSERT POINTS:: 
Insert Compressors, Limiters, 

Gates, and Effects. 

CONNECT DIGIMAX FS TO ADAT INPUT/OUTPUT ON DAW OR DIGITAL MIXER. 

<8-Channel Preamplifier with 24-bit/96k ADAT I/O (dual SMUX)} 

The DIGIMAX FS is an eight-channel microphone preamplifier, with 24-bit/96k ADAT dual 
SMUX I/O and word clock I/O. Loaded with direct outputs and inserts on every channel, the 
DIGIMAX FS is the perfect hardware expansion for your PRESONUS FIRESTUDIO or any 
digital recording system with optical light pipe expansion capability including DigiDesign's HD 
and 002 systems, RM E, YAMAHA, Aiesis, Mackie and many others. 

The DIGIMAX FS is loaded with new patented JetPLL™ jitter reduction technology 

from TC Applied Technologies, ensuring ultra-high converter performance, fast and 

robust locking through a wide range and variation of frequencies and noise shaping to 

remove nearly all audio band jitter. 

Sweetwater has been selling digital recording systems for over 25-years and knows the ins and 
outs of every type of system on the planet. Call Sweetwater today to find out how your system 
can take advantage of the huge sound and versatility of the DigiMax FS! 

WWW.PRESONUS.COM ] 

FEATURES: 
• 8 Class A microphone preamps 

• 24-bit resolution, 44.1k, 48k, 88.2k and 96k sampling rate 

• 96k ADAT input and output (dual SMUX) 

• JetPLL jitter reduction technology for ultra-high 
converter performance 

• Direct outputs arid inserts on every channel 

• Word clock input and output 

• Works with DigiDesign's HD and 002, RM E, YAMAHA, Alesis, 

Mackie and many others. 

• $599 

"ï ’006 Pre1 . Audio Electronics, 1« All rights reserved. D 

Sweetwater 
music technology direct’ QIU PreSonus 



MPC2500 

each slice to its own pad, letting you trigger phrase 
elements in any order you choose, change the feel or 
omit elements of the phrase, apply effects or alter 
the tuning of individual elements, and perform other 
operations. 

The tempo-detecting features worked well, and 
they accurately interpreted several drum loops I had 
imported. Once you have determined a file’s tempo, you 
can use one of several time-stretching algorithms. Time¬ 
stretching worked well for limited deviations of 10 bpm 
or so, but changing a 100 bpm drum loop to 120 bpm 
caused the kick drum to lose its punch. 

MIDI Monster 
As a sequencer, the MPC2500 offers the expressiveness 
of linear sequencing and the convenience of pattern¬ 
based song construction. A single track can hold data 
from any or all of the pads, and sequences can hold a 
maximum of 999 measures and 64 tracks. If that’s not 
enough for a full-blown composition, you can link as 
many as 250 sequences to create a song (if RAM per¬ 
mits). You can even link a total of 20 songs for a mag¬ 
num opus. 

The MPC2500 serves well as a MIDI pad controller 
for external instruments. You can control up to 64 exter¬ 

nal MIDI channels thanks to the unit’s four 

Don't miss out 
on eDeals! 

Shop Now and Buy Anytime. 
eDeals sends the best buys to your inbox so they're only a click away! 

This bi-weekly e-newsletter brings you product updates and 
blowout deals on manufacturer overstock equipment, demo gear, 

discontinued products and more. 

In addition, eDeals includes a services and employment section 
of interest to musicians and audio pros everywhere. 

Subscribe today at: http://www.mixonline.com/edeals 

independent MIDI Outs. The MIDI Thru 
setup is as flexible as any I’ve seen. You can 
designate one, a pair, or all of the ports to 
echo incoming data, making the MPC2500 
useful as a MIDI hub for live performance 
without a computer. The two MIDI In ports 
are merged instead of independent, but 
more than 16 MIDI input channels would 
probably provoke the bandwidth gods. 

You can assign any pad to a different 
MIDI note. Along with the Note Number 
and pitch, the LCD shows the name of the 
General MIDI drum sound mapped to that 
note. That's handy for controlling external 
hardware, because many manufacturers 
use the GM note map for drums. 

MIDI recording resolution is 96 ppqn, 

PRODUCT SUMMARY 

AKAI MPC2500 

98 ELECTRONIC MUSICIAN AUGUST 2006 



which is pretty coarse given what the state of the art is. 
Quantizing options are also relatively stripped down, 
with choices ranging from 8th notes to 32nd-note triplets 
and no percentage quantization, except for the amount of 
swing (limited to from 50 to 75). You can either quantize 
data on input or fix the timing after recording. 

Groove Analyst 
On the surface level, recording, sequencing, and play¬ 
back of the MPC2500 is easy to understand, but a page 
system selected by pads can lead you down a few blind 
alleys. For deeper editing, you will need to keep the 
manual close by. Unfortunately, the manual is among 
the worst I have seen, rife with typos and confusing 
directions. 

Providing a generous startup library for samples has 
become a common practice for hardware and software 
groove instruments costing far less than the MPC2500.1 
was disappointed in the MPC2500’s set, which consisted 
of a few banks on the 16 MB CompactFlash card. The 
sounds and loops are quite usable but not exceptional. 

The feature set is impressive, but at $2,999 retail, 
the MPC2500 is overpriced. For that much, I would 
expect higher sampling rates and bit depth, more RAM, 
a built-in hard disk, and a CD-RW drive as standard 

issue. Nonetheless, MPCs have become something of an 
industry standard in the hip-hop world. Even if you are 
caught up in the unit’s cachet, for the same money you 
could pick up a fast notebook computer with plenty of 
RAM, a decent audio interface, some sequencing soft¬ 
ware, a few sample collections, and a good pad control¬ 
ler (Akai makes a fine one). 

Mixed Messages 
Constructing songs using the Akai MPC2500’s resources 
can be challenging (particularly when compared with 
using a computer-based sequencer) but also great fun. 
Anyone who’s accustomed to MPC-style music produc¬ 
tion can fly on the MPC2500. It excels as a pad-style 
controller for external instruments, but the omission 
of Aftertouch transmission is a head-scratcher, espe¬ 
cially considering that the pads are pressure sensitive. 
Likewise, the low MIDI-event resolution is puzzling, 
especially in light of claims for the instrument’s classic 
feel. I hope that Akai will address some of these short¬ 
comings with a future update (currently in the works, 
according to Akai) or in a next-generation instrument. 

Contributing editor Marty Cutler likes to bang on things 
even when he isn’t frustrated. 

Master the universe. 
Designed from the ground up for mastering 

and sound design professionals, these state-

of-the-art plug-ins were originally available as 

part of Peak Pro XT ". Now the Master Perfection 

Suite" is available for virtually every host 

application on Mac and Windows, offering 

more features and many interface improve¬ 

ments over other plug-ins in their class. 

PitchCraft'“ — Real-time pitch correction/transposition 
Reveal'“ — Seven-tool analysis suite 
SuperFreq'“ — 4-, 6-, 8-, and io-band paragraphic EO 
Repli-O'“ — Spectral matching with linear phase EQ 
Sqweez'“-3 & -5 — Linear phase multiband dynamics 
CateEx " — Professional Gate/Expander 

Find out more at www.bias-inc.com 

sound creative' 
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FIG. 1: Stradivari Solo Violin 

is an intelligent sample 

library that can translate 

keyboard gestures into 

nuanced performances that, 

until now, only a real 

violinist could accomplish. 

GARRITAN Stradivari Solo Violin 1.07 

Can a sample library bring 
perfection to life? By Geary Yelton 

F
or centuries, the gold standard in handcrafted acoustic 
instruments has been any violin, viola, or cello made by 
Antonio Stradivari (also known as Stradivarius), who 
lived in the Italian city of Cremona until his death in 
1737. He built more than a thousand instruments in 
his lifetime. More than 600 of his violins still survive, 
and some are worth millions of dollars. It’s generally 
accepted that in the hands of a talented performer, no 
violin sounds sweeter than a Stradivari. 

response to a performer’s expressive playing. To do that, 
a sampler would have to transition from one sample to 
another without interruption. 

Over a year ago, Garntan announced the devel¬ 
opment of a sample library in association with Dr. 
Giorgio Tommasini and Stefano Lucato. By recording a 
Stradivari violin made in 1716, they planned to create 
a sample collection that captured the various articula¬ 
tions typically employed by violinists. They announced 
plans to offer a sampled Stradivari with harmonically 
aligned samples produced using a technique they called 

They said they could overcome samplings 
accepted limitations. 

One of the greatest challenges of realistic sampling 
is to capture the nuances inherent in playing an acoustic 
instrument. Whereas a real violinist can continuously 
control expressivity in real time, samples are static 
by nature. Typically, samplers lack an acoustic instru¬ 
ment’s ability to subtly and seamlessly change timbre in 

sonic morphing. They said they could 
overcome sampling’s accepted limi¬ 
tations and smoothly crossfade 
from one dynamic level to another, 
with no phase anomalies, as a note 
sustained. I was naturally skepti¬ 

cal when I first heard their claims. That changed after I 
received Stradivari Solo Violin for review (see Fig. 1). 

Coming in Kontakt 
The sample library requires Native Instruments 
Kontakt 2; no other formats are available. Garritan 
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2005-2006 MUSIC INDUSTRY MANUAL 

Now available in the U.S. from Mix. Electronic Musician and Remix 

Item # MIM05-36 

et-'ent 

0J? PROMOTER? PROROGER? 

SODE^aODE 

IIBUT1OI 
DJ + VJ = DVJ 

...accept no other resource, the new International Edition MIM 

2005/6 is the reference book for the global music production 

and dance scenes, and is now available in the United States. 

This International Edition contains the original U.K. content 

and is loaded with U.S. and Worldwide listings. Now distributed 

in the United States by Mix, Electronic Musician and Remix. 

Nearly 900 pages of 

Record Stores 

Equipment Dealers 

Recording Facilities I 

Music Production 

Promoters 

Club Venues 

Brand Sponsors 

Agencies 

Record Labels 

Event Services 

Conferences 

Sound and Lighting 

and many more must-

have references for the 

world’s dance music and 

production scene. 

Special pricing for readers of Mix, Electronic Musician 
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FIG. 1: CamelPhat's control 

panel layout mirrors the 

signal flow from BP Filter 

(top left) to the master 

output (bottom right). 

A h/l r I All n I CâmelPhât 3.15 3nd 
LArltL AUUIU CamelSpace 1.15 (Mac/Win) 

A pair of great-sounding 
multl“effeCtS. ByrachMiel 

C
amelPhat 3.15 and CamelSpace 1.15 are multi-effects 
plug-ins from U.K.-based Camel Audio. CamelPhat is 
designed to add warmth, edge, growl, and in-your-face 
presence to bass, guitar, drums, grooves, and vocals. 
CamelSpace works less with timbre, more with rhythm. 
It specializes in superimposing rhythm patterns over 
pads and ambient sounds. 

I installed CamelPhat and CamelSpace as VST plug¬ 
ins on my 2.3 GHz Pentium 4 computer running Windows 
XP. VST and AU versions are provided for the Mac. I had 
no trouble using the plug-ins in Sony Media Software's 
Sound Forge 8 and Acid 6 and Cakewalk’s Sonar 5. 

CamelPhat is quite CPU efficient; CamelSpace is 
more demanding. Being multi-effects, their CPU drain 
varies with the number of individual effects that are 
active. For example, with all nine effects turned on, 
six instances of CamelSpace in Sonar required 70 per¬ 
cent of the CPU, which works out to just over 1 per¬ 
cent per active effect. With all eight effects turned on, 
six instances of CamelPhat required 20 percent of the 

CPU, for less than 0.5 percent per effect. That’s quite 
efficient in both cases. 

CamelPhat 
CamelPhat is a work of streamlined beauty and a joy to 
program (see Web Clip 1). Its six effects modules—BP 
Filter, Distortion, MM Filter, Flanger, Magic EQ, and 
Compressor—are graphically arranged to reflect the 
signal flow (see Fig. 1). The control panel also houses a 
pair of LFOs, a Value Readout display, an x-y controller 
pad, and a master output module. 

BP Filter is a powerful bandpass filter. Low and 
High faders set the frequency boundaries of the pass 
band, and each has its own resonance control. You can 
use the BR Mix control to mix some of the rejected por¬ 
tion of the signal back into the output. Modest BP Filter 
settings soften the low and high ends of your signal, 
whereas extreme settings permit only the narrowest 
sliver of a band to pass through. Turning the Low Res 
control up can induce oscillation. Increasing the High 
Resonance can sharpen the output to a razor’s edge. 

The Distortion module offers four different distortion 
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CAMELPHAT AND CAMELSPACE 

types: Tube (analog-style overdrive), Meeh (a grittier 
version of the same and my favorite), Bit Crusher (bit¬ 
depth reduction), and Xcita (a high-frequency exciter). 
You can mix in varying amounts of each to create a rich 
and complexly distorted output ranging from a purr to a 
complete breakdown. 

More Filters 
MM Filter is a multimode resonant filter offering nine 
filter types—lowpass, bandpass, highpass, lowpass fat 
(an edgier version of lowpass), bandpass fat, highpass 
fat, notch, peak (inverted notch), and comb—along with 
a ring modulator. Attack, release, and envelope-amount 
controls fine-tune the envelope generated by a built-in 
envelope follower, which is used to modulate the filter 
cutoff and ring-modulator frequencies. 

Flanger, a bare-bones flanging effect, has just two 
controls: Amount for the wet/dry mix, and Rate for the 
speed of the LFO that modulates the delay time. Its pur¬ 
pose is to impart a flange-inflected undercurrent to the 
mix when used in conjunction with other effects. 

Magic EQ is an equalizer for boosting the low end. 
It works especially well with kicks, low toms, and bass 
lines. I fed it a groove, turned up the amount, and 
found that sweeping the frequency from minimum to 
maximum brought out elements of the low end I’d never 
heard before. Pressing the P (phat) button thickens the 
signal, but the effect can be too much when used with 
signals that are already rich in low frequencies. 

PRODUCT SUMMARY 

4 
4 
4 
4 

FEATURES 
EASE OF USE 

QUALITY OF SOUNDS 
VALUE 

CamelPhat 
CAMEL AUDIO 3.15 

multi-effects plug-in 
$85 
$149 bundled with CamelSpace 

RATING PRODUCTS FROM 1 TO 5 

PROS: Excellent sound quality. Handsome 

and efficient GUI. Generous preset col¬ 

lection. Intelligent random patcher. 

Reasonable price. CPU efficient. 

CONS: Many low-level parameters are inac¬ 

cessible. Distortion could be more dramatic. 

No internal tempo control. 

MANUFACTURER 
Camel Audio 
www.camelaudio.com 

The powerful Com¬ 
pressor module is modeled 
after classic analog studio 
compressors. As with many 
CamelPhat and CamelSpace 
effects, its few controls— 
compressionamount, release 
time, and fattening—belie 
its power. 

Camels in Motion 
Each of the LFO module’s 
two independent LFOs can 
be routed to modulate any 
CamelPhat parameter using 
one of seven waveforms: 
sine, triangle, ramp up, 
ramp down, square, random 
square, and random trian¬ 
gle. Turning Rate Sync on 
syncs the LFO rate to tempo, 
and both triplets and dotted 
notes are supported. 

Clicking on the Ran¬ 
domize button assigns ran¬ 
dom settings to every con¬ 
trol in every active module. 

FIG. 2: CamelSpace's step sequencer (bottom center) can control 

the Trance Gate, the AutoPan position, and the filter cutoff. 

Randomization is intelligent, meaning that it generally 
results in musically interesting settings. It is great for 
creating new, unexpected sounds. 

The Value Readout display shows the current preset 
name and has buttons for selecting the previous or next 
preset in the bank. When the Display Value option is active, 
it also displays the value of the currently selected knob. 

The x-y controller enables you to modify the values 
of any two of CamelPhat’s parameters. That is useful for 
both patch building and live performance. You can assign 
any parameter to the x (horizontal) or y (vertical) axis. 

You can easily assign each CamelPhat control, includ¬ 
ing the x-y controller’s cursor, to a MIDI continuous con¬ 
troller. Right-click on the control, choose MIDI Learn 
from the shortcut menu, and move your MIDI controller. 

CamelSpace 
Although CamelSpace is as well crafted as CamelPhat, 
the control panel is more crowded to accommodate 
more modules and a step sequencer. With a few excep¬ 
tions, the panel again reflects the signal flow through the 
modules: Trance Gate, Enhancer, AutoPan, MMFilter, 
Flanger, StereoDelay, and Reverb (see Fig. 2). 

Trance Gate works in conjunction with the step 
sequencer to gate incoming audio. That creates a host of 
enticing stutter effects, imparting rhythm to continu¬ 
ous passages. It’s a great tool for adding inner motion to 
pads, chords, and legato melodies. 

Enhancer combines two effects: Xcita adds presence¬ 
enhancing distortion to the upper frequency range. Softsat 
adds warmth and oomph by emulating analog-style soft 
saturation. 

AutoPan automates left-right panning motion in 
a stereo track. The LFO and Seq buttons determine 
whether the automation is driven by an LFO with seven 
waveshapes or the step sequencer, both of which can 
be synced to host tempo. The MMFilter is the same as 
CamelPhat’s, but in CamelSpace, its cutoff frequency 
can be modulated by the LFO or the step sequencer. 
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PRODUCT SUMMARY 

MANUFACTURER 

Garritan 

WWW.CARRITAN.COM 

4 
4 
4 
4 

rachMiel is a composer of deliriously experi¬ 
mental electronic and acoustic music. 

that MIDI notes can be used to switch on 
different patterns for different effects 
parameters. 

Camel Audio 
www.camelaudio.com 

KONTAKT E 
WIWMf TftmiOCt 

Flanger is a classic flange effect with 
typical controls: Delay, Rate, Depth, 
Feedback, and Mix. Unlike CamelPhat’s, 
this flanger is capable of generating 
robust effects suitable for soloing. 

StereoDelay has independent left-
and right-channel delay times syncable 
to tempo. Global Feedback, Cutoff for a 
lowpass filter in the delay feedback line, 
and Mix controls are also present. The 
Reverb module is basic but effective, 
allowing control of room size and wet/ 
dry mix (see Web Clip 2). 

CamelSpace’s powerful little 
128-step pattern sequencer can drive 
the Trance Gate, the AutoPan position, 
and the filter cutoff. In just a few square 
inches of screen space, it manages to 
fit an attack-sustain-decay amplitude 
envelope for each step, eight 16-step 
patterns, a pattern selector for creat¬ 
ing and arranging the playback of those 
patterns, a Length control that specifies 
the duration in bars of the 16-step pat¬ 
terns, and a Shuffle control for inducing 
swing. MIDI users will be happy to know 

One Hump or Two? 
From their classy looks to their reasonable 
price, everything about the CamelPhat 
and CamelSpace duo says “Buy me.” 
The graphical user interfaces are well 
designed, and the documentation is clear 
and complete. The sound quality is excel¬ 
lent, and each comes with a generous col¬ 
lection of presets to get you started or to 
use as fodder for randomization. 

If I had the cash for only one of these 
plug-ins, I’d go with CamelSpace. I found 
it endlessly fascinating to run groove 
loops through its presets, tweaking and 
randomizing as I went. I was slightly less 
bowled over by CamelPhat, but still suffi¬ 
ciently impressed to fork over the money. 
At $149 for the pair, you [ 

Sonic Morphing 
Exclusive Sonic Morphing " technologies allows unprecedented control to 
effectively reproduce any articulation in real time. Control onset, rate & 
intensity of vibrato, change the type of attack or bow direction, impart 
Ipqato or portamento, play trills & tremolo and have an infinite variety of 
playing possibilities at your fingertips. All this in real time! 

Sounds too good to be true? Listen at www.garritan.com, and it still will. 

Hèar the amazing Stradivari demos and watch the videos at: 

multi-effects plug-in 
$85 
$149 bundled with CamelPhat 

FEATURES ‘ 
EASE OF USE < 

QUALITY OF SOUNDS -
VALUE ‘ 

RATING PRODUCTS FROM 1 TO 5 

PROS: Excellent sound quality. Attractive 

GUI. Generous preset collection. Intelligent 

random patcher. Reasonable price. 

CONS: Some low-level parameters are inac¬ 

cessible. Programming logic for long pat¬ 

terns is counterintuitive. No internal tempo 

control. Quite CPU demanding. 

Sonic Morphing Technology 
A New Approach to Expressive Sampling 

I fearing Is BeHevin0-

CamelSpace 
CAMEL AUDIO 1.15 

vari Solo Violin 
_[A hlqh-qublity virtual Instrument that can sound like the best violin ever 
^^^MiW3tradivari Instruments are world renown for their extraordinary, 
HHWhiue sound. 

Stradivari 
I O L I N 
Created by G. Tommasini, 
S. Lucato & G. Garritan 

Playable in "Real Time" 
Thisyjrtual instrument was designed to be played in real-time. 
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FIG. 1: The Joemeek sixQ furnishes a single-channel mic and instrument preamp, an optical compressor, 

three bands of EQ, and an A/D converter in a single-rackspace channel strip. 

JOEMEEK sixQ 

One-stop shopping for excellent 
sound. By Eli Crews 

tudio-gear manufacturer Joemeek, named after the inno¬ 
vative record producer and audio pioneer from the ’50s and 
’60s, makes a next-generation line of preamps and signal 
processors designed in the U.K. and assembled in China. 
The sixQ, a monophonic channel strip, is in the product 
line’s middle tier and has all you need to get great sounds 
from your microphone to your recording medium. 

Hands On 
The sixQ is a handsome forest green, single-rackspace 
unit with four distinct, clearly labeled sections: Preamp, 
Optical Compressor, Meequalizer, and Output (see Fig. 1). 
In the Preamp section, round white buttons engage 48V 
phantom power, a -20 dB pad, polarity reversal, and an 
80 Hz highpass filter. In addition, the Iron button places 
a transformer in the preamplifier’s circuit path, and the 
Line button switches between the mic and line inputs. 
A domed black knob controls preamp gain, with a range 
from 10 to 60 dB and with a special marking for the line 
amplifier’s unity position. A red LED lights when the 
preamp reaches 6 dB below its clipping point. 

The compressor has five knobs: Compress, Slope, 
Attack, Release, and Make Up Gain. As you turn the 
Compress knob clockwise, the threshold is lowered from 
+“ to -20 dBu. Slope is roughly equivalent to a ratio 
setting, although the manual says that at a given slope 
setting, the ratio changes depending on the transient 
nature of the signal. Attack times are from 1 to 100 ms, 
and release times are from 0.1 second to 3 seconds. 
Make Up Gain sets the postcompression level, with the 
ability to boost the signal a maximum of 20 dB. Above 
the button for engaging the compressor circuit (with 
an accompanying bright blue LED) is a 4-segment LED 

meter indicating the amount of gain reduction taking 
place. This coarse meter shows when you are applying 
2, 4, 8, or 16 dB of gain reduction to your signal. 

The 3-band equalizer (labeled Meequalizer) has two 
semiparametric bands and one switchable band. You can 
sweep the low frequencies from 40 Hz to 650 Hz and the 
mids from 300 Hz to 5 kHz, and you can switch the high 
frequencies between 6 kHz and 12 kHz. All three bands 
are bell shaped and have a fixed Q (bandwidth) of 0.9, 
equivalent to 1.6 octaves; they also have +15 dB cut or 
boost, with detents for the pot at the unity positions. 
Yet another white button engages the EQ circuit, which 
always follows the compressor in the signal path. 

The Output knob is the final gain control; its range is 
from -o» to +10 dB, with unity around the 1:30 position. 
An 8-segment LED meter displays levels, with VU ballistics 
and level indications from -24 dB to +12 dB. The top LED 
doubles as a peak indicator that lights when you are within 
6 dB of 0 dBfs, which is helpful if you’re using the onboard 
A/D converter. A button sets the meter to indicate either 
the output level or the signal at the preamp circuit. The unit 
has a rocker switch for power and a power-on LED that’s 
positioned at the left of the horizontal bar-graph meter. 

I to the 0 
On the rear panel is a female XLR jack for the mic input, 
a TRS jack for the balanced or unbalanced line input, a 
tip-send TRS jack for the unbalanced insert (which is 
always between the preamp and the compressor in the 
signal path), a male XLR jack for the +4 dBu balanced 
output, and a TRS jack for the secondary line output (see 
Fig. 2). This last jack operates at +4 dBu or -10 dBV and 
works with balanced or unbalanced connections. 

The sixQ’s internal A/D converter has optical 
(Toslink) and coaxial (RCA) S/PDIF outputs. Because the 
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SIXQ 

sixQ is a single-channel unit and the S/PDIF protocol is 
stereo, Joemeek has cleverly included a line-level TRS 
input jack for getting a second analog signal (presumably 
from another mono preamp) into the remaining S/PDIF 
channel. In addition, there are two buttons for choosing 
your sampling rate; one toggles between 44.1 kHz and 
48 kHz, and the other multiplies the chosen sampling 
rate by a factor of two, resulting in 88.2 kHz and 96 kHz 
settings. When I compared the sixQ’s converter with the 
high-quality converters I usually use, I heard no discern¬ 
ible differences. Also on the back panel is an integrated 
power supply with a fuse housing and standard IEC 
power cable socket. 

Enriched with Iron 
The sixQ manual and the Joemeek Web site boast of the 
Burr-Brown INA217 op-amp at the heart of the sixQ’s pre¬ 
amp circuit, and I was impressed with the preamp’s features 
and functionality. I tried it with numerous mies on various 
sources (kick drum, snare, bass, guitars, and vocals) and 
was always pleased by the sound. When directly compared 
with some of my favorite high-end mic preamps, the sixQ 
didn’t always win out, but it held its own impressively. 

Surprisingly, one of the standouts was an acoustic 
guitar miked with a Royer R-121. Ribbon mies need sub¬ 
stantially more gain than other mies, especially on a quiet 
sound source. The 60 dB of preamp gain was barely enough 

SIXQ SPECIFICATIONS 

Channels 1 

(1) balanced XLR (mic) with switchable 48V phantom power; 

npu s p) balanced %“ TRS (line); (1) %" high-impedance TS (instrument) 

, . x (1) balanced XLR (+4 dBu); (1) balanced %” TRS 

An’'0E0",p“tS (+4dBuor-10dBV, switchable) 

Digital Outputs (1) coaxial S/PDIF; (1) optical S/PDIF 

Sampling Resolution 24-bit 

Sampling Rate 44.1,48,88.2,96 kHz 

Highpass Filter 12 dB/octave cut below 80 Hz 

EQ Boost or Cut ±15 dB 

Low EQ 40 Hz-650 Hz, continuously variable 

Mid EQ 300 Hz-5 kHz, continuously variable 

High EQ 6 kHz/12 kHz, switchable 

EQ Bandwidth 0.9 (1.6 octaves) 

Compressor Threshold +~ to -20 dBu, continuously variable 

Compressor Ratio 1:1-10:1, continuously variable 

Compressor Attack Time 1 ms-100 ms, continuously variable 

Compressor Release Time 0.1 second-3 seconds, continuously variable 

Gain +10 dB- +60 dB 

Frequency Response 15 Hz-70 kHz 

Input Impedance mic 1.2 kQ; line 20 kQ 

Output Impedance 75Q 

Headroom +21 dBu 

Equivalent Input Noise -128.5 dBu 

Total Harmonic Distortion 0.001% 

Power 115 or 230 VAC; internal supply, IEC socket 

Dimensions 111 x 8.7“ (D) 

Weight 6.6 lbs. 
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SIXQ 

mic preamp/signal processor 

$599.99 

FEATURES 4 

EASE OF USE 4 

QUALITY OF SOUNDS 4 

VALUE 5 

RATING PRODUCTS FROM 1 TO 5 

PROS: Very clean sound. Loaded with nice 

features. All buttons are accompanied by 

LED indicators. Digital interface has both 

optical and coaxial S/PDIF outputs. 

CONS: No word-dock input. Coarse gain¬ 

reduction metering. Knobs too sensitive. 

Joemeek/PMI Audio Group 

www.joemeek.com 

to produce a visible waveform in my DAW, but it sounded 
clean and clear even when pushed to the limit, with no 
electronic noise introduced. For recording an electric 
guitar, I really liked the beef the sixQ imparted using the 
R-121 as well as a Sennheiser MD 421. In fact, my bench¬ 
mark preamp sounded a little thin in comparison. 

Pressing the Iron button puts a transformer in the 
signal path before the op-amp. Oddly, though, the manual 
says nothing about why you’d want to use it. On electric 
guitar and on male vocals through a Blue Baby Bottle, the 
Iron button changed the sound very slightly and in a posi¬ 
tive way, by opening up the top end nicely and deaning up 

the low mids a touch. Without the Iron button on, the sixQ 
sounded dull and boxy on male vocals, but only slightly. 

Plugging my Rickenbacker 4001 bass into the instru¬ 
ment jack on the sixQ’s front produced similarly satisfying 
results. The direct sound, both picked and plucked, stood up 
nicely against those from my favorite Dis. Although the Iron 
setting came dose, I chose another of the direct boxes as my 
favorite, but that box costs three times as much as the sixQ. 

Hitting the Slope 
The first time I used the compressor, I tried it on a bass 
track I was having trouble with. I had gotten a good 

sound from the bass itself through a DI 
straight to 2-inch tape, but it just wasn’t 
sitting right in the mix. After trying a few 
of my trusty compressors to no avail, I ran 
the track through the sixQ’s line input and 
dialed in just a touch of gain reduction at 
about 2.5:1, with a slow attack and slow 
release. It was exactly the compression I 
had been looking for and hadn’t gotten 
with my other boxes. Reading the docu¬ 
mentation, I understood why. 

The sixQ’s compressor circuit, a photo-
optical circuit based on producer Joe Meek’s 
designs from the ’50s, is designed not to be 
transparent the way a lot of modern com¬ 
pressors are. In fact, Joemeek claims to be 
the first modem manufacturer to make com¬ 
pressors as effects units and not just level¬ 
control devices. I hear what the company 
means; the compressor kicks in hard even at 

WEBSITE: WWW.MI.EDU 
E-MAIL: admissions@mi.edu 
TEL: 323.462.1384 
ADDRESS: 
1655 McCadden Place 
Hollywood, CA 90028 

PRODUCT SUMMARY 

JOEMEEK sixQ 

MANUFACTURER 

MUSICIANS INSTITUTE 
TH» WOSLO5 MOST INNOVATIV! CONTEMPORARY MUSIC SCHOOL 

Open House! Experience - Saturday, August 26th 10:45am 
Saturday, October 28th 10:45am 

For Reservation Call 1-800-255-7529 

PERCUSSION 

VOCAL 

GUITAR MAKING 

AUDIO ENGINEERING 

MUSIC BUSINESS 

MUSIC VIDEO AND 
COMMERCIAL PRODUCTION 

GUITAR 

CAREERS IN: 

BASS 

KEYBOARD 
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conservative settings and alters the 
sound of the material dramatically, 
whether it’s used on bass, vocals, or 
drums. It may be too squashy for a lot 
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of scenarios, but I really like the character that the com¬ 
pressor imparts on the right signal at the right time. Just 
be careful: a little goes a long way when you are adjusting the 
controls. If I had one complaint, it would be that the knobs 
are too sensitive—it’s hard to dial in just a little more. 

Meequalize Me 
The odd thing about the EQ section is that the high and 
low bands are peak filters instead of the shelving curves 
more commonly used in those ranges. Joemeek states 
that it uses peak filtering to prevent boosting subsonic 
and supersonic frequencies. After using the sixQ’s EQ, I 
buy that argument. It was easier to dial in the meat of a 
bass drum around 80 Hz, for instance, without making 
the entire low end too thick. 

As for the high band, it was easy to dial air into 
a vocal or bass track at the 12 kHz setting, whereas 
the snare liked the same band set at 6 kHz for adding 
just the right crispness without emphasizing tape hiss. 
The mid band was handy for bringing electric guitars 
forward, and for adding extra clarity to the acoustic track. 

As with the compressor controls, a little goes a long 
way, and I rarely wanted to push the boost more than 3 dB. 
The documentation claims zero phase distortion in the EQ 
circuit, and my ears concurred. 

Inherit the Earth 
The sixQ is an impressive value with a well-rounded 
feature set, and at this price, it’s hard to ask for more. 
If you do want more, Joemeek’s oneQ is a full-featured 
variation on the sixQ, and the twinQ is a 2-channel 
version. Both units have large needle-type VU meters, 
word-clock inputs, and AES/EBU outputs, and the oneQ 
has an extra EQ band, an enhancer, and a de-esser. If you 
need those features, they can be yours for a few more 
bucks. If not, however, the sixQ is very affordable and 
highly usable. It should be a welcome addition to studios 
of all sizes. 

FIG. 2: Other than 

the front-panel 

instrument input, 

all of the sixQ's 

connections are 

located on the 

rear panel. 

Eli Crews tries to emulate Joe Meek’s amazing recordings 
at New, Improved Recording (www.newimprovedrecording 
.com) in Oakland, California. 
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FIG. 1: Synthogy Ivory 

harnesses a 40 GB sample 

library to realistically 

reproduce the sound and 

playability of three concert 

grand pianos. 

SYNTHOGY Ivory 1.5 (Mac/Win) 

Put a grand piano on your 
desktop. By Geary Yelton 

N
o matter what kind of music you listen to and play, you 
probably appreciate the sound of a fine acoustic piano. 
As an electronic musician, you may also appreciate the 
tedium endured by anyone who attempts to capture 
that sound by means of sampling. Over the years, I’ve 
used quite a few sampled piano libraries and practically 
every piano plug-in available, and I’m pleased to note 
their increasing realism. The most recent of these that 
I’ve had the pleasure of using is Synthogy Ivory 1.5, a 
custom virtual instrument plug-in paired with a 40 GB 
sample library. 

Ivory is Synthogy’s first and only product to date. 
Version 1.0 for the Mac shipped in October 2004, and ver¬ 
sion 1.5 for Windows and the Mac appeared about a year 
later. Synthogy’s founders, Joe lerardi and George Taylor, 
are former Kurzweil employees; lerardi was the sound 
designer responsible for the piano content of Kurzweil 
instruments such as the PC88 and K2600. His experience 
is evident in Ivory, which provides deep and detailed 32-bit 
samples of three first-rate pianos: a Bösendorfer 290, a 
German-built Steinway Model D, and a Yamaha C7. 

The Grand Scheme 
Ivory’s minimum system requirements are 1 GB of RAM, 
11 GB of space on a 7,200 rpm or faster hard disk, and 

either a 450 MHz Macintosh G4 running Mac OS X 10.2 
or OS 9.2 or a 1.3 GHz Pentium 4 running Windows XP. 
The plug-in supports VST, RTAS, and AU formats. 

Ivory comes on ten DVD-ROMs, and it took a full hour 
to install all the content on my dual-processor 2.3 GHz 
Power Mac G5 with 4 GB of RAM and Mac OS X 10.4 6. 
As each disc finished, the computer ejected it and asked 
for the next, conveniently counting off the remaining time 
as it progressed. You must authorize the software within 
five days of installation—a simple matter of entering your 
information on Synthogy's registration page, waiting a 
moment for an email response, and pasting the unlock 
code into a dialog box. You’re allowed three authoriza¬ 
tions, and you can request more if you need them. 

I tested Ivory 1.5 using Steinberg Cubase SX3, 
MOTU Digital Performer 4.61, and Digidesign Pro Tools 
M-Powered 7.1. The only difference I noticed was that in 
Pro Tools, the knobs had a linear response, and in the 
others, it was circular. I prefer dragging up and down to 
change parameter values, and I wish that Ivory’s knob 
response were user definable. 

Build Your Own Piano 
Most of Ivory’s essential parameters are on its Main 
screen (see Fig. 1). When you open the plug-in, by 
default no samples will be loaded. You can select from 
68 Programs: 20 Bösendorfers, 22 Steinways, and 26 
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Yamahas. Each Program includes a 
group of samples called a Keyset, 
along with settings for dynamic 
range, key noise, effects, and 
other parameters. The Programs 
cover a range of musical applica¬ 
tions that encompass classical, 
rock, jazz, gospel, and ambient 
styles. They all sound excellent, 
and many sound spectacular (see 
Web Clip 1). You can create and 
save your own Programs, as well 
as rename or delete the included 
Programs. 

You can change the Keyset con¬ 
tained in a Program by selecting a 
new one from a drop-down menu. 
Each of the 16 Keysets supplies two 
versions, for a total of 32. The sec¬ 
ond of each pair ends with II, which 
indicates that it has an alternate set 
of Velocity switch points that offer 
better dynamics for certain types of 
playing. 

Because a Bösendorfer 290 has 
97 keys—9 more than a standard 
piano—half of the 16 Bösendorfer 
Keysets contain 97 notes. All the 
other Keysets contain 88 notes, 
each sampled at various Velocities. 
The Bösendorfer and Steinway 
Keysets have four to ten Velocity 
layers, and the Yamaha Keysets 
have four to eight. How many lay¬ 
ers you’ll want to use will depend 
on your computer’s resources and 
your musical style; rock ’n’ roll, 

for example, typically requires 
fewer Velocity levels than classical 
music. 

Ivory Polish 
Ivory furnishes more controls for 
customizing your piano sound 
than I’ve ever seen. The breadth 
of control serves two purposes: to 
create a sound that best serves your 
particular application, and to maxi¬ 
mize your computer’s resources by 
minimizing the demands on those 
resources. Because some Programs 
are resource intensive, Ivory offers 
many ways to lessen its RAM and 
CPU requirements. Happily, I 
didn’t experience any resource-
related issues using it on my Power 
Mac G5. 

The Sustain Resonance param¬ 
eter reproduces timbrai changes 
that occur when a piano’s sustain 
pedal lifts its dampers, contribut¬ 
ing to Ivory’s realistic sound. A 
drop-down menu lets you select 
from six Sustain Resonance mod¬ 
els, which affect the perceived mic 
position, and a knob can boost or cut 
their level by as much as 6 dB. You 
can also turn off Sustain Resonance 
completely. 

Turning on the release and 
soft-pedal samples helps produce 
a realistic piano sound, but to con¬ 
serve RAM, you can easily turn 
those samples off, too. If you do use 

FIG. 2: Ambience, Chorus, and 2-band EQ are available on Ivory's Effects screen, which also 

lets you load and save groups of effects presets. 
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Lounge Lizard EP-3 
Get your hands on Lounge Lizard and that 
elusive electric piano sound materializes. 

Tassman 4 
Explore this modular sound synthesis 
studio and the thousand included patches. 
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unique acoustic objects. 
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You can also use the Oscillator Matrix 

to route the oscillators to two identical 

18 dB-per-octave, resonant multimode 

filters as well as directly to the output 

mix. The filters can be routed to each 

other and mixed in any proportion in 

the output, making possible virtually 

any combination serial-parallel signal 

path. Each of the filters can also be 

routed back as an FM modulator to any 

of the oscillators. In short, Octopus is a 

very flexible FM synth. 

The oscillators are additive, with indi¬ 

vidual level and phase settings for 32 

harmonics. Furthermore, Octopus can 

perform a spectral analysis of any WAV 

or AIFF file and create a 32-harmonic 

additive oscillator waveform from it. 

Octopus's signal path ends with four 

The heart of Octopus's control 

panel is the 1O-by-12 Oscillator 

Matrix, at the top left of the 

graphical user interface. 

effects arranged in series: 

chorus, stereo delay, reverb, 

and 4-band parametric EQ. 

Additionally, the amplifier 

stage houses a distortion 

effect and has a LoFi Waves option for 

emulating early FM synths. 

Enveloping Strategies 
Modulation in Octopus is accomplished 

almost exclusively with breakpoint enve¬ 

lopes. In particular, it lacks any LFOs 

and, unfortunately, has no provision for 

MIDI remote. However, host automation 

is supported for all knobs and buttons. 

You can have as many as 32 envelopes, 

and user configurability of breakpoints, 

curves, and loop boundaries eliminates 

the need for LFOs. 

Octopus's envelopes can target most 

synthesis parameters (effects settings 

are an exception), and although the setup 

takes a little getting used to, it's fast and 

flexible. An Envelope Matrix determines 

the synthesis object (oscillator, filter, or 

sampler) to which the envelope is routed. 

The envelope type, set in the Envelope 

editor, determines which parameter of 

the target object is affected. 

Envelope breakpoints are created and 

moved onscreen with the mouse, and the 

curve between adjacent breakpoints is 

also set by dragging. Each envelope has 

its own keyboard and Velocity scaling set¬ 

tings along with optional scaling by MIDI. 

The selection of MIDI messages is limited 

but includes Modulation Wheel, Pitch 

Bend change, mono and poly Aftertouch, 

and seven Control Change messages. 

Steppin' Out 
In addition to its envelopes, Octopus 

has two 32-step, eighth-note pattern 

sequencers. The pattern sequencers are 

actually more like a cross between an 

arpeggiator and a pattern sequencer. 

Each position can be off (no note trig¬ 

gered), set to a value between -24 and 

24 (triggering a note transposed from 

the lowest MIDI note held), or set to 

sustain the note triggered by the previ¬ 

ous step. 

The pattern sequencers will grab as 

many voices as necessary, limited to the 

preset's polyphony (which is set by the 

Voices parameter and maxes out at 12). 

That results in polyphonic patterns for 

presets with long decay times or when 

both sequencers are running simultane¬ 

ously. In the latter case, you can produce 

intricate, nonrepeating patterns by 

varying the pattern-length, transpose, 

shuffle, random-mode, and ping-pong-

mode settings (see Web Clip 1). 

Stayin' In 
One of the great things about LinPlug 

products is that they offer a rich pal¬ 

ette of sounds for the tweak averse. 

If you don't want or don't have time to 

program your own presets, you'll find 

plenty of great sounds by BigITone (BT), 

ProSounds (PS), Summa (SUM), Tim 

Conrardy (TC), and Outsiderz (OZ) in 

Octopus's 16 factory preset banks. 

The Ambient, Fx, and Pad banks con¬ 

tain a variety of slowly evolving textures. 

The Bass, Digital, Keys, Lead, Plucked, 

Semireal, Synth, and Voice banks all 

contain playable sounds in the indi¬ 

cated categories. Percussion is covered 

in the Drum, Bells, and Percussive banks, 

and sequencer and envelope patterns 

are well illustrated n the Moving and 

Seq banks. You can download a demo 

of Octopus, which includes a cross sec¬ 

tion of presets, from the ÊMNFR 
LinPlug Web site. QDOQD 

Value (1 through 5): 4 

LinPlug Virtual Instruments 

www.linplug.com 

PRESONUS 
Inspire 1394 (Macwm) 
By Rusty Cutchin 

The PreSonus Inspire 1394 ($229.95) is 

a compact FireWire interface that offers 

such features as 24-bit, 96 kHz opera¬ 

tion: up to four simultaneous inputs; 

an onscreen control panel; and multiple¬ 

unit linking. PreSonus supplements 

the hardware with a generous software 

bundle that includes Steinberg Cubase 

LE, Minnetonka Discwelder Bronze, a 

Discrete Drums loop sampler, a collec¬ 

tion of plug-ins, and more. 

Panel Discussion 
The Inspire 1394 sports a pair of solid-

state preamps, each of which can be 

accessed by either XLR or %-inch (instru¬ 

ment) front-panel inputs. You also get 

selectable line or phono (with RIAA 

filter) inputs on the rear panel. Stereo 

outputs are provided on unbalanced 

RCA and mini TRS jacks, which can be 

used simultaneously. There's also a mini 

stereo headphone jack. Two FireWire 

ports allow for connection to both your 

computer and other Inspire 1394s. Up 

to four units can be linked together, 

which gives you plenty of potential 

expandability. 

If your computer has a 6-pin FireWire 

port, the Inspire will draw its power from 

the Fi reWi re bus. If not, you'l I need to get 

a 4- to 6-pin FireWire cable and power 

the unit with the included AC adapter. 

The software control panel handles 

all of the Inspire 1394’s functions, 
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The PreSonus Inspire 1394 is an affordable FireWire 

interface that offers two mic/instrument preamps, up to 

four simultaneous inputs, and the ability to link with up 

to three other units. 

To use multiple Inspire 

1394s on a PC, you must 

install a driver for each 

one. You can then select 

and assign inputs for any of 

the linked units from your 

host application. On a Mac, 

in most cases, you’ll need to 

have OS X Tiger installed, 

and you’ll assign all the 

Inspire 1394s you’re using 

to an Aggregate Device in 

the Audio MIDI Setup util¬ 

ity. If you haven’t done this 

before, PreSonus provides 

including engaging 48V phantom power 

for either or both of the mic preamps. 

The hardware itself has no knobs or 

switches. The control panel consists of 

a virtual mixer. You click on buttons and 

turn graphical pots to select inputs, set 

levels and panning, or engage a 12 dB 

boost or basic limiter. The control panel 

also lets you mute channels, adjust the 

headphone level, or bypass the soft¬ 

ware mixer completely. Snapshots of 

control panel settings can be saved for 

recall, and you can minimize the con¬ 

trol panel and keep it on top of other 

applications. 

The PC version of the control panel 

allows you to choose sampling-rate and 

latency values from drop-down menus. 

You can choose a sampling rate of 44.1, 

48, 88.2, or 96 kHz. Latency values 

range from 1.5 to 24 ms. On a Mac, these 

menus are not available in the control 

panel. Instead, you select sampling 

rates in the Audio MIDI Setup applica¬ 

tion and adjust latency from your host 

application. 

Linking Machine 
The Inspire CD includes the drivers and 

control panels for both Windows XP and 

Mac OS X (10.3.7 or later). Installation 

on either platform is easy: just follow 

the onscreen prompts. After the driver 

is installed, you can use any ASIO, WMD, 

or Core Audio recording application. 

Wnen multiple Inspire 1394s are 

linked, the Unit Select area at the bot¬ 

tom right of the control panel shows 

how many are connected. Just click on 

the unit you want to access. You can 

give individual names to each one. 

a helpful document at www.presonus 

.com/pdf/multiFPhowtoOSX.pdf. 

Because I was using MOTU Digital 

Performer 4.52, which directly supports 

multiple interfaces, I could make two 

Inspire 1394s active in DP simply by 

shift-clicking to both units' drivers in 

DP's Configure Hardware Driver dialog 

box. Input names like "Line In 1-2" were 

duplicated, so I had to double-check 

that I was accessing the correct unit. 

I set up a 2-guitar, 2-mic session 

with a pair of Inspire 1394s. I used two 

large-diaphragm condensers for vocals, 

a small condenser on acoustic guitar, 

and a dynamic mic on a guitar amp. 

Later I overdubbed an electric guitar 

solo through one of the Inspire 1394's 

instrument inputs. 

After the initial setup, the two units 

communicated without problem with 

both the control panel and my recording 

app. The mic preamps in my test units 

were quiet, and the converters sounded 

fine. The Inspire 1394 provided plenty of 

headroom for the various mies and plenty 

of output to my powered speakers. 

Bargain Box 
The Inspire 1394 is an impressive prod¬ 

uct. Its combination of good sound 

quality, small size, and multiple-unit¬ 

linking ability makes it a great choice 

for recording on a laptop or assembling 

dance mixes. Throw in the sizable soft¬ 

ware bundle, and you've got a bargain 

that's inspired, indeed. 

Value (1 through 5): 4 

PreSonus 

www.presonus.com 
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MUSICLAB 

RealGuitar 2L (Mac/win) 
By Marty Cutler 

Acoustic rhythm guitar parts aren't 

easily played from a keyboard. 

Guitaristic chord voicings can be fin¬ 

ger busters when laid out on a key¬ 

board, to say nothing of the nuances 

of tone and articulation that most 

sampled guitars lack. MusicLab's 

RealGuitar 2L ($239) is a sample¬ 

based software instrument that does 

an impressive job of creating guitar 

parts and adds clever new techniques 

for triggering performances from your 

MIDI keyboard. 

RealGuitar 2L is the flagship of 

the RealGuitar product line, which 

also includes RealGuitar 2.0 ($159). 

The latter has the same feature set 

as RealGuitar 2L minus its Pattern 

Managerand Pattern Library. 

RealGuitar 2L runs on Mac OS X and 

Windows 2000 or XP. On either platform, 

it runs as a standalone application or 

as a plug-in (AU or VST 

on OS X and OX or VST 

on Windows). I tested 

it with a dual-processor 

1.42 GHz Power Mac 

with OS X 10.4.6 and 

2 GB of RAM. I opened 

it in Apple Logic Pro 

7.1, Granted Software 

Rax 1.2.3, MOTU Digital 

Performer 4.6.1, and 

Ableton Live 5.02. 

MusicLab's RealGuitar re-creates realistic guitar parts with 

authentic voicings. The onscreen fingerboard illustrates the 

chord positions in real time. 

Take Your Pick 
RealGuitar 2L comes on a single 

CD-ROM that includes the software 

and eight sampled guitars. You can 

choose to install the various guitars 

at 44.1, 48, 88.2, 96,176.4, or 192 kHz 

sampling rates. Thanks to the included 

Bank Manager mini app, the settings 

are easy to change at any time after¬ 

ward. You also get a Quick Load button 

that buffers a portion of the samples, 

significantly reducing the RAM require¬ 

ments and the size of loaded files. 

The samples are played back through 

RealGuitar 2L's custom 32-bit sound 

engine. 

The sampled guitars include two 

steel-string acoustics, played fingerstyle 

and with a pick; a doubled steel-string; 

two nylon-string guitars (one picked 

and one fingered), and a 12-string. So 

many sampled 12-string instruments are 

merely 2-layered 6-stringguitarstuned an 

octave apart, but RealGuitar's 12-string is 

accurately voiced, with the bottom four 

string pairs tuned in octaves and the B 

and E string pairs tuned in unison. The 

! r 
r 
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MUSE 
multi-use sound ensemble 

sound that rocks. 

formerly Sonic Implants 

Close vour eves. 

The symphony, opera, random rock riff 
so righteous you will never need to write 
another, it feels like you can just take it 
right out of your head and put it out there 
on canvas like some crazy painting. 

'Cause you've got the sounds, there at your 
finger-tips, like the colors of the rainbow 
on an artist's palette. Inspiration has come 
to call and the MUSE is just waiting for 
you to make it happen. 

Priced at $495, MUSE is a unique set of 
sampled instruments encapsulated in a 
powerful new virtual instrument engine. 

Built from the SONiVOX Symphonic 
Collection and an extraordinary array of 
synth basses, pads, leads, FX, ethnic 
instruments, guitars, and combination 
instruments, MUSE was created to provide 
you with the sounds you need to paint 
any kind of music, from Dvorak to Death 
Metal, the way you want to ... by ear. 

For more information, visit us at: 
617 718-0202 | www.sonivoxrocks.com 
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various guitars are detailed and warm, 

and contain every playable note of the 

instruments they're sampled from. 

Despite the relatively small file size 

of the various sampled guitars (290 MB 

was the largest), they all reacted nicely 

to dynamics and conveyed subtle, seem¬ 

ingly random variations in tone—even 

when I looped a bar of step-entered 16th 

notes with the same pitch and Velocity. 

Attack transients shifted slightly from 

note to note, authentically simulating 

up-and-down pick strokes. 

Call My Manager 
The Pattern Manager accesses a library 

of strums and fingerpicking styles 

in Standard MIDI File format. When 

played through RealGuitar, they are 

no longer a static set of MIDI Note 

Numbers but instead move with the 

chords you hold down on the keyboard. 

RealGuitar maps the notes to proper 

guitar positions on the fingerboard, as 

the virtual fingerboard illustrates. 

The library contains a generous col¬ 

lection of stylistically authentic patterns 

for such genres as flamenco, R&B, rock, 

pop, folk, and country. Both strumming 

and picking patterns are included. 

RealGuitar 2L offers many easy ways 

to perform realistic strumming, guitar 

fills, solos, and more (see Web Clips 1 

through 3). Buttons for strumming 

modes let you modulate from open- to 

closed-position chords. In most cases, 

you create authentic strumming parts 

by holding down a chord with one hand 

and tapping a single key rhythmically 

with the other. A separate set of keys lets 

you perform muting techniques. 

To further enhance the realism, you 

can assign key, pedal, and Velocity 

switches to create hammer-ons, pull-offs, 

and slides. You can hear a small amount 

of stepping in the slides, but that is the 

natural by-product of slides performed 

on a fretted instrument. You can control 

the speed and maximum interval of the 

slide. Depending on which key you strike 

first, you can slide up or down, hammer 

on, or pull off. 

You access other sound enhance¬ 

ments from virtual knobs on the guitar 

display. These include faders for fret 

noise, release sounds, and pick tran¬ 

sients. You also get built-in controls 

for tremolo and chorus. The thorough, 

user-friendly documentation includes 

an HTML-linked set of videos that illus¬ 

trate basic performance techniques. 

Getting Real 
As a single-string lead instrument, 

RealGuitar 2L is considerably bet¬ 

ter than most other sample-baseo 

guitar emulations at evoking picxed 

monophonic lines. It also effortlessly 

outdistances its competition for 

solo fingerpicking and rhythm guitar 

emulations. 

There is a lot more to explore with 

MusicLab RealGuitar 2L than this short 

review can cover, so I recommend that you 

download a demo copy at PMUl/FR 

MusicLab's Web site. 0BDQ0 

Value (1 through 5): 4 

MusicLab 

www.musiclab.com 
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BIG FISH AUDIO 

Raging Guitars 1.1.8 (mac/win) 
By Marty Cutler 

Anyone who has attempted to accu¬ 

rately sample, loop, and voice dis¬ 

torted and overdriven electric gui¬ 

tars can attest to the difficulty of 

the task. Strumming, note bending, 

and hammering, to name only a few 

performance gestures, defy MIDI and 

sampling technology. Undaunted, 

Big Fish Audio does a creditable job 

of capturing distorted and over¬ 

driven guitar tones, and providing 

plenty of ways to create realistic 

performances. 

Raging Guitars 1.1.8.3 ($299.95) 

is an 11 GB sample library driven 

by Native Instruments' proprietary 

Kontakt Player. The library contains 

multilayered electric guitars; sampled 

articulations; looped, edited, and sliced 

performances arranged as construction 

kits; and a variety of sampled artifacts 

for adding convincing detail to perfor¬ 

mances. The instruments are sampled 

with several types and amounts of 

distortion. Kontakt Player brings addi¬ 

tional sound-shaping resources to the 

table. 

Installation, which includes autho¬ 

rization using Native Instruments' 

Registration Tool, was painless on my 

dual-processor 1.42 GHz Power Mac 

G4. In addition to the standalone ver¬ 

sion, you get plug-in instruments in AU, 

RTAS, and VST formats on the Mac and 

DX, RTAS, and VST formats on Windows 

computers. 

Big Fish Audio's Raging Guitars holds 

11 GB of distorted and processed 

electric guitar sounds. 

This Is Rock ’n’ Roll 
Raging Guitars won't get you through 

your next lounge gig; the performances 

are decidedly not pristine, which is a 

good thing. There's plenty of grit: acci¬ 

dentally brushed, ghosted notes: notes 

just a hair trigger away from howling 

feedback; and in many instances a 

prominent noise floor. However, there's 

nothing amateurish about the musi¬ 

cianship; the construction kits go well 

beyond root-and-fifth clichés to include 

dissonant and rhythmically assertive 

arpeggios as well as rhythm-guitar 

motifs. Some are so distinctive that they 

could easily limit the user's choices. 

The well-thought-out kit setups 

contain loops on the left side of the 

keyboard, with individual sliced ele¬ 

ments on the right. And with a bit of 

forethought, you can keep things from 

sounding canned by adding or subtract¬ 

ing parts to taste. Other patches include 

AdrenaLinn-style, beat-sliced loops that 

sync to the host's tempo, a variety of 

muted guitars with several variations, 

and chords in a couple of minor and 

major families. In short, there's a ton of 

material for building a wall-of-guitars 

sound (see Web Clip 1). 

In a sweet touch, many of the solo 

instrument patches allow different 

amounts of vibrato on simultaneous 

notes. You can’t do that with the mod 

wheel or Aftertouch, and instead, Big 

Fish uses Velocity-switched vibrato 

samples. On the other hand, I wasn't 

fond of the patches that use the mod 

wheel to switch between picked and 

hammered notes or to switch from nor¬ 

mal to whole-step, upward string bends. 

The sample map is generous enough to 

use a traditional pitch-bend wheel with¬ 

out noticeable artifacts to create upward 

g KONTAKT -!► bigfishaudlo Raging Guitars 

T3 SINGLE-BEND MW E 
LORD 

90 Raging Guitars 

and downward bends and 

dive-bomber effects. The 

feedback samples are far 

more realistic than the 

typical synthesist's ploy 

of fading in a sine wave, 

but the folder of shorted-

cable-noise samples will 

probably appeal only to 

the truly obsessed. 

For the most part, the 

solo guitars are quite 

convincing, but because each note is a 

discrete sample, you can't achieve the 

growling intermodulation effects of a 

guitar whose output is the sum of all of 

its strings. You can, however, use an amp 

model or distortion plug-in to achieve 

that effect. I got great results using 

Apple Logic Pro's Guitar Amp Pro plug-in, 

although that significantly raised the 

noise floor of some of the samples. 

Picky, Picky 
Apart from a single-page explanation of 

Raging Guitars' patches and how to use 

them, the HTML-based documentation 

is cursory. That is somewhat tempered 

by the simplicity of Kontakt Player's user 

interface, but a little more documenta¬ 

tion would be welcome. A more serious 

shortcoming is that there is no way to 

create Multis other than by saving with 

the plug-in host. 

Raging Guitars' anomalous behav¬ 

ior as a multitimbral plug-in instru¬ 

ment was most frustrating. Apple 

Logic Audio 7.1 often came down like a 

house of cards when I loaded a second 

patch into another slot in the plug-in. 

Reloading a patch in MOTU Digital 

Performer 4.6.1 often resulted in greatly 

reduced amplitude despite unchanged 

track and instrument settings in the 

host and the plug-in. Construction-kit 

loops frequently remained on after the 

host was stopped. Changes in the host's 

tempo caused the lead guitar to play 

with comically wide vibrato unrelated 

to LFO or other settings. Big Fish is 

aware of these problems and may have 

a fix by the time you read this. 

Raging Guitars is a well-rounded and 

nicely played library. The plug-in will 

be exceedingly useful to keyboardists, 

or even guitarists, wanting to lay down 

beefy, distorted electric-guitar tracks 

when the manufacturer addresses the 

stability and reliability issues. It is 

unfortunate that these problems ham¬ 

per an otherwise fine sound library; 

were it otherwise, I would certainly give 

Raging Guitars a higher edma/FR 
rating, em 

Value (1 through 5): 2 
Big Fish Audio 

www.bigfishaudio.com 
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arketplace EM 
CD & DVD Duplication - Lowest prices, shipped in 2 days! 

Free' Bar Code] 
witjilpui^chase!| 

MentionlthisIád^M 

I T I W I U Ir fL¿ y. k Ü * KvisitTusIonktheTwebM 
www.elsproductiònslcom 

Get a FREE Catalog 
1.800.409.85'3 

www.lonelyrecords.com 

National Price Guarantee 

GRAPHIC DESIGN, MASTERING, POSTERS, 
DVD, CARDBOARD, BARCODES AND MORE. 

500 PRESSED 
Retail Ready CDs 

$799 

Your band. 
On a giant poster. 
Just $199 
Come on, you know you 

want them. Now Disc Makers 

makes it affordable. Get 300 

huge, 18" X 24" full-color 

posters for just $199 

when you place a new 

CD replication order. 

«tais 

Call 1-866-294-9013 or visit 

www.discmakers.com/em 

DISC MAKERS 
CD AND DVD MANUFACTURING MADE EASY 

CDs FAST! 
Complete CD packages in 
just 7-10 days! Ultradisc is 
committed to giving you a 
product that’ll blow you 
away — and you’ll get it in 
record time at a great price, 

u 11 r a d i s c Give us a call at 
(866) 2 CDSFAST 

or visit us at 
www.cdsfast.com 

Hear Now 
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COS • DVDS ■ SHAPED DISCS ■ SPECIALTY PACKAGING ■ CASSETTES 

WWW.CRYSTALCLEARCDS.COM ■ 1-800-880-0073 

1000 CDs • $99» IcoMnnuiuiimwi MB 

NEED CDs ? the choice is 
CRYSTALCLEAR UÁ 

DISC AND TAPE 

J'Uf DULL CULMÍHf 

1000 DVDs • $1499 («wiin »etaii 

TRUSTED EXPERIENCE FOR OVER 35 YEARS! 

MegaPac 
Isolation Package 
7-feet of Headroom and 
Even More Isolation! 
ClearSonic Panel 

Drum Shields 

SORBER 
Absorption Baffles 

Portable and Free-Standing 
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OMNIRAX SuppomiNu CnhATivm with 
Innovation and Styu 

The Aria SC MIMA- Ml 
gives you a beautiful home for your keyboard I 
and mini computer studio 
■ Rix>m under the riser for 19" rack 

mount gear 
■ Cable grommets galore for neat wire 

runs 
■ Cable trough under desk surface 

which can hold power bars, surge 
protectors and all the cables from 
the riser and desk areas 

■ Optional KMS4 adjustable keyboard 
mouse shelf mounts under the desktop | 

R O. Box 1792 Sausalito, CA 94966 
800.332.3393 415.332.3392 

FAX 415.332.2607 

www.omnirax.com 
info@ omnira x. com 

(Ds/DVDs MASHRING/EDITING GRAPHIC DESIGN MULTIMEDIA 

WHERE SIGHT AND SOUND MERGE 

PLAY- T 
PRODUCTIONS 

259 W. 30tfc She«, NY, NY 10001 TOIL FREE I-MM 15-1444 « 212-495-6530 WWWJW ITPROOUCnOKS.HET 

Aria SC 
The mini workstation 
for your living room 

M-AUDIO 
•J Where do you wont to take your music? 

WORLD-CLASS MUSIC 
TECHNOLOGY 

Keyboards | Software | Pro-Audio | Interfaces 
Axiom Midi controller available in 25 749 / 61 note versions 
Velocity-sensitive semi-weighted 
8 trigger pads, 8 rotary encoders, 9 sliders, 15 buttons 
Built-in USB bus-powered MIDI interface 
20 non-volatile memory locations 

Huge Inventory/Fast Shipping/Low prices 

Floridamusicco.com 
1-800-378-7599 

THE BOOKSHELF 0 
jS BACK? 

Your favorite trio of audio 

mags now offers online 

shopping access to top titles 

in the biz like MIM Pro, 

Mix's Master Directory, 

EM’s Personal Studio Buyer’s 

Guide, coveted Remix Hotel 

t-shirts and Remix CDRoms, 

Thomson Guide publications 

and more. 

Online at: 
remixmag.com/remixbookshelf 

emusician.com/embookshelf 

mixonline.com/mixbookshelf 
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Submit your music 

New York London Los Angeles Amsterdam Toronto Melbourne Tivoli 

PUMPAUDIO 
Independent Music 

www.pumpaudio.com 

Pump Audio places more independent music 
in television, advertising, and film 
than anyone else in the world. 

We get you placed. We get you paid. 

There’s no submission fee. 
Our deal is completely non-exclusive. 

You retain 100% ownership of your songs 
You know... the way it ought to be. 
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EM Classifieds 
ELECTRONIC MUSICIAN CLASSIFIED ADS are the easiest and most eco¬ 
nomical means of reaching a buyer for your product or service. The classified pages of 

EM supply our readers with a valuable shopping marketplace. We suggest you buy wise¬ 

ly; mail-order consumers have rights, and sellers must comply with the Federal Trade 

Commission as well as various state laws. EM shall not be liable for the contents of adver¬ 

tisements. For complete information on prices and deadlines, call (800) 544-5530. 

ACOUSTIC PRODUCTS 

imwMSudtersM 
Be Professional, Buy the Best! 
Soundproofing Products 
Sound Isolation Booths 
Custom Projects & Free Advice 
TOIL mi WÍ33-I554 (OH) 541-947-2602 

SOUND ISOLATION ENCLOSURES 

Celebrating over 15 years of 
reducing sound to a Whisper! 

Recording. Broadcasting. Practicing 

19 Sizes and 2 Levels of Isolation Available 

New! SoundWave Deflection System 
(Change parallel walls to non-parallel) 

Immediate Shipping! 

www.whisperroom.com 
PH: 423-585-5827 FX: 423-585-5831 

AcousticsFirst 
888-765-2900 

Full product line for sound 
control and noise elimination. 
Web: http://vwvw.acousticsfirst.com 

'IF1««!/7
58 Nonotuck St.. Northampton. MA 01062 
Info: (4 13» 584-7944 Fax: (413) 584-2377 

ORDER: 800-583-7174 
Acousticore Fabric Panels • 

Sound Barrier • Isolation Hangers 
Tube Traps ■ Silence Wallcovering • 

WhisperWedge • ProFoam • Clearsonic 
• Hushfoam • R.P.G. Diffusors • 
Sonex * Sound Quilt ■ More 

www.silentsource.com 
info@silentsource.com 

QI ALU Y ■ PRK I I) RIGHT • INTEGRO Y 

VocalBooth.com 
MODULAR SOUND REDUCTION SYSTEMS 

Listen to your dreams. 
Follow your heart. 
Don’t ever stop. 

- Calvin Mann 

541-330-6045 
WWW.VOCALBOOTH.COM 

SILENCE CASES 
Record, Edit, Mix. Master... 

Attenuation cases keep your PC gear 
QUIET and COOL 

Multiple designs available 
starting at $429 

510-655-3440 
www.silencecases.com 

Toll-Free 866-732-5872 www. REALTRAPS com 

Learn why RealTraps has fast become the most sought-after brand ft 
treating pro recording studios and listening rooms. Please visit our web sil 
for a wealth of product information, demo videos, and some of the clearèi 
explanations oí room acoustics you'll find anywhere. 

RealTraps9
High-Performance Acoustic Treatment 

Rave Reviews From Top Pros 
"RealTraps totally have the market 
cornered. Their traps are extremely' 
effective at makirg even a bad 
room sound great!" —Charles Dye 

Multi-Platinum, Grammy-Winning Engineer / I 
I Mixer / Producer, author of Mix It Like A Record I 

DAW mixing course I 

ANALOG SYNTHS 

R.EAL ANALOG MODULAR. 
OVER. 350 

XS COMPANIES 

www. ix. la rsy uvth. c-oru, 
: 1BLACET TMETASONIX □ OAKLEY 
1CYNDUSTTHES □ MODCAN C 1W1ARD 
H DOEPFER □ MCTM I 1 SYNTHESIZERS.COM 

Synthesizers. 
made of TUBES?? 

(....WHY NOT?) 

METASONIX 
WWW.METASONIX.COM 

PMB 109, 881 11th St 
“ Lakeport CA 95453 USA 

Audio production 
seminars on demand 
are an exciting new 

medium for experiencing 
new products, applica¬ 
tions and techniques. 

Log on to learn. 
www.mixonline.com 
www.emusician.com 
www.remixmag.com 

EQUIPMENT FOR SALE 

ik digimusidan.com 
...the ultimate Music & Audio technology store 

...with maximum EURO service at minimum EURO's! 

Portable Iso-Booths 

(UlhUK 
800.888.6360 
clearsonic.com 

Subscription 
Questions? 

Call (800) 860-7087 

CASES 

Case Specialists 
www.NewYorkCaseCompany.coni 

We IV/7/Beat 
ANY Price! 
877-692-2738 

130 ELECTRONIC MUSICIAN AUGUST 2006 



COMPUTER SYSTEMS FURNITURE 

.and more! 
Nuendo 
Cubase 

The 
Ultimate 
Music 
Production 

PCS' 
Optimized for: 
Pro Tools Acid Pro 
SONAR live 
GigaStudio Reason 

Sweetwater 
music technology direct ” 

Single/Dual Core 
Racks 

•Towers 
•Mid-towers 

sweetwater 

atiorï^ 
station 

•Super Reliable 
• Whisper Quiet—Certified by Auralex 
• Maximum Audio Horsepower! 

Visit sweetwater.com/PC or call today! 

1-800-222-4700 

itARGOSY 
argosyconsole.com 

INSTRUCTION & 
SCHOOLS 

Subscribe to 

>■ mm ■ 
www.metmagazine.com 

DESIGN & INSTALLATION 

. UOH) DESIGN 301-607-6607 

Specializing in audio/video/acoustic design 
& installation for studios and sound systems. 

www.audiodesignsolutions.com 

Electronic Musician's 
weekly e-newsletter 
delivers the latest 
news direct to 
your inbox! 

Subscribe today at 

www.emusician.com 

Subscribe 

to 

Mix 
online 

at 

UJUJUJ. 
mixonline.com 

FURNITURE 

IHE0R1G1NAL 
RACKMOUNT YOUR G5 - WWW.ISO.QOX.COM 

ORDER TOLL-FREE: 8B8.580.9188 

sound consDPUctnon E suddiu inc. 

OMNIRAX 
STUDIO FURNITURE 

OMNIFIAX mmms 415 S 
FAX41SSS2.2S02 

www.omnirax.com 

gear racks and more 
Modular, stackable 

oak furniture 
Factory direct since 1984 

Per Madsen Design 
Free brochure (mention EM) 

800-821-4883 www.rackittm.com 
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EMPLOYMENT 

SWEETWATER CAREER CENTER 

Learn More About 
The Company 
The Culture 
The Community 
The Perks 
Current Openings 

Turn Your Passion for 
Music Technology into 
a Rewarding Career! 

Visit Sweetwater's 
Online Career Center 
sweetwater.com/careers 
At Sweetwater you’ll find a unique work 
environment with the rewards, opportunities, 
and excitement of a rapidly growing business, 
plus the stability and benefits of an 
established, profitable corporation. 

"What an amazing place 
• a uiiAmIuI” — KennyBergle 

I 111 Ilf ■■ g Sweetwater Sales Engineer 

Sweetwater 
music technology direct " 

222-471 
Call Jeff McDonald in Human Resources today! 

Web Video “Step into Sweetwater 
sweetwater.com/careers 

MASTERING& 
PRODUCTION 

For Rates and Deadline 
information on getting 
your classified into 

Electronic Musician 
please call Kevin Blackford 
at (800) 544-5530 or email 
emclass@prismb2b.com 

Un 
STERING 

by world class engineers 

$495 for complete album up to 11 sons» 

1 866 41* 526« «ww.2O2Omuslc.com 

Located in NY. mastering hundreds 

New York’s Premiere 
Mastering Studio 

MASTERING 
Guaranteed to give you 
that “Big Label” sound. 

Â ER Complete Album 
Analog & Digital 

/ ■ J Mastering! 

M Check Out Our Website... ggg 

ww5v.musichousemastering.com 

1-800-692-1210 
Located ir NY, Serving the US ... Since 1989 

MASTERING & PRODUCTION RECORDS, TAPES, CDS 

www.soundcraftcd.com 

i§w©o©]) 
g o 

^^‘^raz^^õi^^oduetions 

www.elsproductions.coni 

Call (800) 860-7087 

p e c i a I i st u n e kYour, Album! 
1-877-514-8340 Toll Free 678-565-8630 Atlanta WRUGATIONI 

I5.0ICDR1 
indcraftcd.i 

iiirnrtTfiiffrflTT? 

THRESHOLD 
MASTERING Lowest Price 

Period! 
CD Audio / CD Rom / DVD Replicatior 

Video Duplication / Graphic Design 

i ncomplete, full-service 

CD Mastering 
Professional, high-quality CD mastering 

for less than S250 

1. Email us an mp3 to get 
a free mastered sample clip 

Short run duplication packages available 

crazymastering.com 
Phone 517 1458 ES 
Fax 425 790 0630 
Email: info^crazymastering com [ £ DRT Mastering 

the Analog Specialist 

You will hove the fat, slammin' 
major-label sound that sells discs. 

Or the work is free... 
Custom gear 1st-class results. Free broch 
800-884-2576 www.drtmestering.com 

■/Yt 888.256.3472 
media www.ballmedia.com 

STEPHANIE VILLA 
✓_ mastering engineer 

310.571.0500 

100 CD'S - $00 
100 CD'S UJ/GLOSS inSBRT 

$109.00 
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RECORDS, TAPES, CDS 

CD, Cassette, CDR and CD-ROM NEED CDs? THE CHOICE IS CRYSTALCLEAR Là 
DISC ARD ï R P E <5/ 

CHECK OUT OUR CURRENT SPECIALS! 

1000 CDs * $099 |to«nmnuiuuwi 1000 OVDs * $1499 Kuntuinui hut) 
1000 PROMO CD PACK • $599 500 DVDs • $999 huh tun) 

WWW.CRYSTALCLEARCDS.COM ■ 1-800-88D-0073 

You should tare who 
makes your CD, 

Your career is worth it, 

f Music 
Manufacturing 
Services 

Fast, quality, affordable CD, DVD and vinyl 
manufacturing for independent labels 

and musicians since 1988. 

NEW YORK 
1-800-293-2075 

NASHVILLE 
1-800-909-7568 

TORONTO 
1-800-667-4237 

musicmanufacturing.com 

Get a FREE Catalog 
1.800.409.8513 

www.lonelyrecords.com 

Retail Ready CD Packages 99C 

Includes on-disc printing, 
full-color printed booklet, 
barcode and cello wrapping. 

Mî 07^ f TOW 

Oclci^ 
cd & dvd manufacturing 

www.OddsOnRetording.com 

6 3 3 7 6 6 1 

For the best price in CD Replication 
there is only one number you'll need! 

1.888.891.9091 
lll^fä WWW.MEDIROMRHR.COM 

! jij Whitewater Studios 
Ègq MASTERING • CDs • TAPES 

We give you the best In service A price! 

82&274-0956¿^r^|" 
www.whitewaterrecording.com . 

Complete CD Mastering $375.00 
500 Bulk CDs $349 

coot! 1000 CDs complete $999 cooe> 
Short-Run CD packages • Real-Time cassettes 

SOFTWARE, MIDI FILES, SOUND 

BAND-IN-A-BOX IMPROVEMENT PRODUCTS*** 

*You can put a Better-Band-ln-Your-Box.* 

‘Norton Music (since 1990)* 

www.nortonmusic.com 

BEGINNERS WELCOME!! 

Name-brand Software 

and Hardware to set up 

your computer for music 

recording and printing. 

Free articles and 

online catalog! 

www.musicmall.com/cmp 

ThiPatdiKing 
Quality Sounds for Synths 

and Samplers Since 198^ 
(246) 420-4504 

WWW.KIDNEPRO.COM 

Music Tools Blowout'. 

10 Years of Great Deals 
Digital Aude HarcMare. hterfaoes. 
Samples. Software. Cites MCHs 
CXer 1300 Classe Gui tar MDs 

Shop for 20,000+ products at 

www.midi-classics.com 

Call 800-787-6434 NOW! 
MD Clauses DeptE. B» 311 WtefcgjCTOeoee 

TALENT 

Want a Record Deal or a 
Free Demo Review? 

Now seeking talent for 
showcasing to Top Producers, 
A&R Managers,Publishers 

and Major Labels. FREE for a 
Hmted time! 

www.imgmusicpromotions.com 
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rformec 

MOTU 

MOTV MOTU 

a host of advanced features like 

SMPTE sync and front-panel 

programming. 

Universal plug-in control 

bus-powered 10x14 FireWire audio 

-- ~;:v— —•■- - interface for 8 high-quality analog 

in a PC new Intel MacBooks one inch thin. 5.2 pounds. 10(1% on the go. inputs — including two mic inputs 

deliver unprecedented laptop perfect for anyone who wants power MacBook Pro is one inch thin and with preamps. 10 analog outputs ad 

performance. Take the power o< the in an affordable package. Push the miles deep. Connect the ultra 

Intel Core Duo processor to go^ envelope ol pro performance with compact 

Choose in black or white, the 15-& 17-inch ^91'7 HH 

Featuring an Intel Core 

D io processor, ultimate u 

expansion via 

FireWire, and the 

_ 

The MOTU experts at Sweetwater can put together the perfect DP5 rig for you. 
We'll help you select the right components to build a system that seamlessly 
integrates into your workflow, and we can even install, configure and test the 

entire system for you. Why shop anywhere else? 

As a Universal Sound Platform. operates 

not only as a plug-in within Digital Performer but also as an 

instrument host application. It allows you to integrate all your 

VST- and Audio Units-based software instruments and effects 

into a single, unified interface. KOBE provides greatly increased 

control, overview and ease of use in all creative situations. Both 

Native Instrument’s own range of instruments and effects as well 

as third-party products are supported. The seamless integration 

with KOBE'S advanced hardware controller gives hands-on control 

with unprecedented analog feel, finally turning today's software 

synthesizers and samplers from applications into true instruments. 



Amazing sounds 
Cakewalk is the critically-acclaimed synthesizer that combines 

The ultimate groove 
. the award-winning "groove standard", gets isofiics_ 

the SSL G-Equalizer. Now featuring — personal presets 

S IM ns S 

SSL 4000 
Collection 

oO 

7 

www.sweetwater.com (800) 222-4700 
hrirized Reseller 

OOQ 3 Q , Q J QQQQ Q 

VI 

V) 

Waves native processing 
Waves delivers the classic sound of the SSL 4000 Series to your Digital Performer 

mixes. Developed under license from , The 

includes three meticulously modeled plug-ins based on the legendary 

SSL 4000 Series: the SSL E-Channel. the SSL G-Master Buss Compresser,, and 

real instruments with advanced synthesis, giving you endless sound 

possibilities. The immense two DVD sound library that ships with Dimension 

Pro makes it the ideal go-to instrument to' musicians, while its deep editing 

and sound generation capabilities have a natural appeal to sound designers. 

Digital Performer users looking Io create rich, ambient film-score beds will 

love the “Dimensions" bank, which features complex, evolving atmospheres. 

Dimension Pro also offers an abundance of vital, playable sounds that range 

from pristine realistic acoustic instruments to thumping basses and cutting 

leads. This wide tonal range can be attributed to both advanced sample 

mapping and a powerful sound-sculpting engine with analog sound generation 

that lets you mutate and recompose any sound you might imagine. 

better and better with new features like “Chaos Designer™ Buzz" for stuttering 

edits. 500 incredible new categorized Multi grooves and 250 slamming new 

Kits. It's even easier to learn RMX now with the new Reference Guide/Help 

System and hours of brand new tutorial videos - including one specifically 

lor Digital Perlormer users! Ask Sweetwater about "Xpanding" RMX with all -

nine SAGE Xpanders, now shipping! 

Synthesis ignited 
Combining power, elegance, control, ami unbeatable sounds. 

is one of the most exciting synthesizers to hit the market in years. 

Capable of producing rich, hypnotic, and ihythmic basses, leads, and pads. 

Rapture is perfect for performing and designing the modern synthesized 

sounds igniting today's pop, dance, and electronic music. What better way 

to expand the sound possibilities of your Digital Performer studio? 

Rapture compliments Digital Performer with pristine wavelable synthesis 

and a sophisticated palette of hundreds of patches. Its staggering array of 

modulation features includes brilliant rrulti-point envelopes, a powerful 

MIDI control matrix, and 40 step generators to add rhythmic complexity to 

patches. Discover timbres you've never imagined with this truly unique 

instrument. Ask Sweetwater today about using Rapture with DP5. 

from'the legendary Grammy' Award-winning, multi-platinum mixer. Now add 

the bundle, packed with all the first rate plug-ins ‘.hat pot 

Waves at the top of computer-based professional audio processing. If you 

want a complete, world-class processing and mastering package fer OP5. 

the Gold Native Bundle is it.You get total control of the highest-resolution 

tools for a broad range of applications. 



1 Peak Pro 5 W Peak Pro XT 5 
B1A3 Peak Pro 5 

audio ««•<»>« 

ÄS 

Your DP mastering and processing lab awaits you: lelivers award 

winning editing and sound design tools, plus the world's very best native mastering 

solution for Mac OS X. With advanced playlisticg. Superb final-stage processing. 

Disc burning. Plus PQ subcodes. OOP export (optional add on), and other 100% 

Redbook-compliant features. Need even more power? Check out our Peak Pro XT 5 

bundle with over S1.000 worth of additional tools, including our acclaimed SourdSoap 

Pro. SoundSoap 2 (noise reduction and restoration). Sqweez-3 & 5 (linear phase 

multiband compression/limiter/upward expander). Reveal (precision analysis suite). 

PitchCraft (super natural pitch correction/ transformation). Repli-Q (linear phase EQ 

matching). SuperFreq (4.6.8. & 10 band parametric EQ) and GateEx (advanced noise 

gate with downward expander) — all at an amazing price. So. when you're ready to 

master. Peak Pro 5 has everything you need. It s the perfect complement — and 

finishing touch — to Digital Performer 5. 

Headphone amplifier 
The Reference Headphone Amplifier is 

the final word in high fidelity headphone amplification and is 

the must-have tool for audio playback in your MOTU 

power-on-demand studio. Combining a full compliment of 

analog and 24-bit/192kHz digital inputs with dual headphone 

and unbalanced line outputs, the m902 is an ideal solution for 

critical editing, mastering and monitor control for a MOTU 

studio of any scope. 

audio_ M

16-pad drum controller 
puts the power to record your own expressive 

percussion and drum parts into Digital Performer. Its 16 velocity-sensitive 

pads are perfect for playing DP5's included Model 12 drum module, 

launching loops and samples via DP5's Nanosampler, or even controlling 

video projections — and applying pressure to the pads can generate any 

MIDI controller you wish. Trigger Finger also gives you 8 knobs and 4 

faders that are freely assignable to MIDI parameters such as volume, 

pan. pitch, and effects. Full programmability lets you customize the unit 

to fit your needs Settings are easy to store via 16 presets and M-Audio's 

free Enigma librarian software. A simple USB cable is all it takes to 

connect and power Trigger Finger with your computer. 

BHSsssHgHSBgHHBa 
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Control room monitoring 
• .i, _ ■ _ ■ . f i i .. • : 

The¬ is the missing link between 

your MOTU recording interface, studio monitors, input sconces 

and the artist. Featuring 5 sets of sterec inputs (3 analog and 

2 digital with 192kHz D A conversion), the Central Station ellews 

you to switch between 3 different sets of studio monitor outputs 

while maintaining a purely passive signal path. The main audio 

oath uses no amplifier stages including op amps, active IC's or 

chips. This eliminates coloration, noise and distortion, enabling 

you,to hear your mixes more clearly and minimize ear fatigue. 

In addition, the Central Station features a complete studio 

communication solution with built-in condenser talkback 

microphone. MUTE. DIM. two separate headphone outputs plus 

a cue output to enhance the creative process. A fast-acting 30 

segment LED is also supplied for flawless visual metering of 

levels both in dBu and dBfs mode. Communicate with the artist 

via talkback. Send a headphone mix to the artist while listening 

to the main mix in the control room and more. The Central 

Station brings all ot your inputs and outputs together. 

/veetwater can put together the perfect DP5 rig for you. 
ie right components to build a system that seamlessly 
irkflow, and we can even install, configuré and test the 
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are considered some of the most 

delivers all this in an expandable. compact, desktop-style design mouse. 

forged by the combined talents of Mackie manufacturing and the MOTU Digital Performer 

engineering team. Mackie Control Universal brings large-console, Studio A prowess to 

your Digital Performer desktop studio, with a wide range of customized control features 

that go well beyond mixing. It's like putting ycur hands on DP itself. 

loved and trusted nearfield studio monitors of all time, and with good reason. 

These award-winning bi-amplified monitors offer a performance that rivals 

monitors costing two or three times their price. Namely, a stereo field that’s 

wide, deep and incredibly detailed. Low frequencies that are no more or less 

than what you've recorded. High and mid-range frequencies that are clean and 

articulated. Plus the sweetest of sweet spots. Whether it's the 6-inch HR-624. 

8-inch HR-824 or dual 6-inch 626. there's an HR Series monitor tnat will tell 

you the truth, the whole truth, and nothing but the truth. 

* ■ ■ ■ “ " - _ __J_I AUiomaiea mixing ov cunirui 
Imagine the feeling of touch-sensitive, automated 3enny t Giles faders under your hands, 
and the fine-tuned twist of a V-Pot™ between your fingers. You adjust ptug-m settings, 

automate filter sweeps in real-time, and trim individual track levels. Your hands fly over 

responsive controls, perfecting your mix — free from the solitary confinement of your 

FURMAN 
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Purified power 
To get the most out of your MOTU studio gear, you need the cleanest power possible. 

The negative effects of poorly supplied wall outlet AC power on your gear can be 

dramatic, without you' ever knowing how good your gear can really scund with 

properly supplied power. introduces the all-new 

with its ground-breaking Clear Tone Technology™, which actually lowers the AC line 

impedance supplied by your wall outlet while scoring energy for peak curent demands 

— over 45 amps of instantaneous current reserve. Additionally, Linear Filtering 

Technology™ (LiFT) dramatically lowers AC line noise to unprecedented levels in 

the critical audio frequency band. Also included are Furman's unique Series Multi-

Stage Protection Plus (SMP+) surge protection and automatic Extreme Voltage 

Shutdown (EVS). which protect you from damaging voltage spikes or sustained 

voltage overload. Equipped with the same LiFT and SMP+ features, plus EVS Extreme, 

the ultra-low noise balanced isolation power conditioner is 

designed for the most critical, ultra-low noise installations. Delivering an astonishing 

80dB of common noise reduction from 29Hz-20kHz. you're assured the iowest possible 

noise floor for all the gear in your MOTU studio. The IT-20 Il's toroid transformer 

design assures a contained magnetic field for complete isolation from sensitive 

studio components nearby. The ultimate in purified power. 



FINAL MIX 

Keep on the Sunny Side 

Forrest Gump's mother was wrong: life is not like a box of chocolates. It’s easy to choose a box of choco¬ 
lates that are all of one type, while life puts a range of 
flavors on your plate whether you want them or not. 
Alas, the one flavor guaranteed to show up in every¬ 
one’s diet is pain, but most people also find some hap¬ 
piness. It is interesting to see how this dichotomy is 
reflected in songwriting. 

Music differs from movies in that movies tell a 
story that almost always requires a central conflict 
around which everything forms and moves. Conflict is 
hardly associated with happiness, so a representation 
of pain or difficulty is sure to inhabit the overwhelm¬ 
ing majority of movies, happy ending or not. But songs 
don’t have to tell a story (though they certainly can). 
A song can simply be a musical snapshot of a feeling, 
time, or place. That makes it possible for a song to be 
exclusively happy or sad or even a sophisticated blend 
of the two. 

The blues, for instance, gain a lot of their expres¬ 
sive power from a frame of reference that is grounded 

in the difficult realities of life. Yes, there are happy 
blues, but the very idea of blues comes from sadness 
and hard times, and their appeal is their worldly-wise 
perspectives that lie under their lyrical surfaces. 

We find a full spectrum of moods in pop and 
rock lyrics, but they seem disproportionately skewed 
toward unhappiness (I also find that to be true of 
movies and novels). One reason for this is the afore¬ 
mentioned commonality of pain. As the saying goes, 
“Misery loves company,” and because everyone has 
problems, songs that express pain resonate more 
broadly than happy songs. 

I also think it is easier to wax poetic about trouble 
and garment-rending travail than to write a happy song 
without sounding sappy. I’ve come to see it as a worthy 
challenge to write songs with positive feelings or mes¬ 
sages that don’t sound syrupy or preachy. It isn’t easy. 

One way to write songs that have a positive mes¬ 
sage is to entirely ignore the complexities of real life 
and write very basic lyrics. For example, Motown 
in its heyday excelled at producing these kinds of 
songs. The risk occurs when an author is striving 
for the simple while trying to avoid the simplistic, 
which can just sound dumb. 

Another approach to writing happy songs that 
are convincing is to acknowledge the difficult real¬ 
ity while focusing on an overall positive viewpoint. 
Robert Hunter’s lyrics for the Grateful Dead’s “Ripple” 
and “Box of Rain”—both from the album American 
Beauty (Warner Bros., 1970), recorded while the band 
was going through serious life changes—carry the 
message that life is tough but beautiful nonetheless. 
The challenge with this type of song is to maintain 
a balance: too little “bummer factor,” and it sounds 
fluffy; too much, and the song doesn’t express a posi¬ 
tive outlook. 

Another approach that sometimes works is to 
take an impressionistic tack, in which the lyrics 

might not be literally 
coherent but are com¬ 
posed of a series of 
images that, individu¬ 
ally and collectively, 
convey a feeling that is 
upbeat. John Lennon 

used this particular technique to good effect in 
“Across the Universe.” 

Then there is inspired silliness. It’s difficult to 
hear Bob Dylan’s “Rainy Day Women #12 and 35" 
or Louis Armstrong’s apparently well-lubricated 
“Lonesome Road” without at least a chuckle. The 
interesting thing about the Armstrong cut is that 
the lyrics themselves are sad, but Armstrong casts 
them into such a wacky performance that the overall 
effect is giggly. 

There is no more a pat answer to the question of 
how to write a good happy song than there is to the 
question of how to be happy. But I put it to you that 
it is harder than writing sad, mad, or gloomy songs. 
That doesn’t make happy songs better than sad ones, 
but it does make writing them an interesting artistic 
hill to climb. EM 

One way to write positive songs is to 
entirely ignore the complexities of real life. 
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Bam! 
Everything you need to : Play • Produce • Record 

The Award-Winning NEks (Gen2) Production Station 
Affordably priced from $2,295 

Built in PC computer designed for 
audio production with a professional 
audio interface, 15" color touch screen 
and up to a Dual Core 64-bit processor. 

Complete keyboard workstation 
that includes over 5,000 high-

LJUOUlMim quality sounds and effects with 
up to 500 note polyphony. 

Run over 200 VST, VSTi and DXi virtual 
instruments and effects plug-ins at once 
and most Windows XP software. 

Pro recording with your choice 
of software including Pro Tools.* 
Record up to 64 tracks at 24/96 
simultaneously for up to 30 hrs. 

vy« i MA a |X Clone any keyboard or hardware sound module using MimiK™ only 
llllllll available for use with Open Labs products. ($199 software upgrade) 

open Laos 
www.openlabs.com 

tel: 512.444.6222 
email: info@openlabs.com 

• sold separately / Windows XP s a trademark of Microsoft 



Solid feel. 

Remarkable performance. 
Solid feel. It's the first thing you notice when you hold the 

UltraLite 10x14 FireWire audio interface in your hands. 

Plug in the FireWire cable to your PC or Mac, and the next 

thing you notice is the depth of the features in the 

programmable LCD display. Connect your mic, guitar and 

instruments via the UltraLite's plentiful analog inputs, and 

watch the 7-segment input meters dance. Crank the 

phones and hear the ultra-clean sound. The UltraLite is 

the only compact audio interface that offers these advanced 

features, and much more, at a price that will surprise you. 

The CueMix Console software gives you direct access to 
the UltraLite's 10-input, 8-bus digital mixer. Route any 

combination of inputs to four separate output pairs. 

Create and save up to 16 mix setups. You can even set up 

talk-back and listen-back for studio recording sessions. 

• Compact size — powered by FireWire and housed in sturdy 

8.5 X 7-inch aluminum alloy, the UltraLite provides rugged portability. 

• Digital Precision Trim™—use digital encoders to boost mic /instrument 

input gain in precise 1 dB steps with numeric feedback in the LCD. 

• Three-way pad switch — apply zero, -18 or -36 dB pad to any 

XLR input signal, from a dynamic mic to a -r4 dB line level input. 

• Stand-alone mixing — connect the included DC power supply and 

mix your band live, without a computer. Save up to 16 mix setups 

and then recall them on the spot with the front-panel LCD. 

• "Mixl " return bus — record the UltraLite's live mixdown back into 

your audio software for archiving or further workstation editing. 

• Mac OS Universal Binary and Windows XP x64 drivers — use the 

UltraUte with today's latest Intel-based Macs or with a super-fast 

high-performance 64-bit Windows XP Pro audio workstation. 

• Across-the-board compatibility—works with all major audio software 

for Mac OS X and Windows XP. Includes AudioDesk for Mac OS X. 

UltraLite 
Compact bus-powered 10x14 FireWire audio I/O 

MOTU 
motu.com 
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