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Reamp

I found great irony in reading
Mike Levine’s article titled “Direct
Results” in the December 2006
issue of EM. Mr. Levine used the
trademarked brand name reamp
and reamping seven times but never
mentioned the original box that
popularized reamping in the first
place, the Reamp.

The Reamp has been available
for over 12 years, has been adver-
tised and reviewed in all of the
pro-audio trade magazines, and
thousands have been sold to major
recording artists around the world.
I will assume that this was an over-
sight on Mr. Levine’s part and not
an attempt to steer readers toward
any certain product(s).

Printing this letter will help dem-
onstrate to your readers that EM is in
fact dedicated to informing its readers
of their options and is eager to correct
obvious omissions by its writers.

John Cuniberti

www.reamp.com

John—=Sorry about that. The truth
is that Mike was unfamiliar with the
Reamp when he wrote the article. He
certainly knows about it now! The
article was not a product roundup, and
the products named were merely exam-
ples, not recommendations, but since
we did use the term reamp, we should
have mentioned your product. In the
future, we will use the term reampli-
fying, instead of reamping, to refer to
the general process. —Steve O

No Encore
I am dismayed that Encore music-
notation software was not included

ELECTRONIC MUSICIAN FEBRUARY 2007
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in “What’s the Score?” in the
November 2006 issue of EM.

Encore by Passport has been
around since the early days of music-
notation software, and although the
software and the companies that
have owned it have traveled some
rough roads, we at Gvox have been
able to keep it alive and viable.
Currently, we offer Encore 4.5.5 for
Windows XP and Encore 4.5.6 for
Mac OS X 10.3 and higher. We will
present Encore 4.6 at the NAMM
exhibition in January 2007.

I'm sure that the omission of
Encore was an oversight by the
author, and I hope that our software
will be included in any subsequent
notation software reviews.

Richard Hotchkiss

CEO, Gvox

Richard—OQur three criteria for cover-
age in the main story, as stated in the
introduction, were that the notation
programs be cross-platform, have an
integrated sound-playback library,
and be capable of satisfying the most
sophisticated notation needs. Although
it is cross-platform, Encore does not
offer an integrated sound-playback
library. The “Also Noteworthy” side-
bar (p. 70) covered three additional
programs that, for reasons explained
in the sidebar, were not included in the
main story. In hindsight, we could have
included Encore in the sidebar, and we
apologize for that omission. —Steve O

“Final Mix” Finale

It was with mixed emotions that I
read “First Take” in the November
2006 issue, which announced the
end of an era for the many fans of the

“Final Mix” column. Over the years, |
have come to respect and appreciate
Larry the O’s thoughtful and often
comic musings that shed needed
light on whatever topic he addressed.
It has become my tradition not to file
my EM copies away until I've read
the last page of each issue. In fact,
I sometimes pick up a back issue
and can’t recall the content of many
excellent articles that I know I read,
but I always remember “Final Mix”
and the point that Larry the O was
trying to make.

In the early '80s, I struggled as
a marginally successful “working”
musician and slowly accepted my
fate to become something less excit-
ing than I initially envisioned. Music
became a hobby of sorts, and EM
has consistently kept me up-to-date
on the many changes in the music
industry that I sometimes wish were
more relevant to my chosen career.
For that reason, I read and enjoy
every issue of the magazine and
always feel better connected. “Final
Mix" transformed an otherwise
noteworthy and excellent consumer
publication into something more
respectful. Larry the O had the gift
of connecting on a deeper level with
most of the issues that he addressed
in the column.

“Final Mix” was retired without
any publicity stunt or cheap fanfare;
it was simply put to rest with class-
act editorial commentary from his
brother, Steve. Larry the O deserved
no less and would have likely been
poorly served with anything more.
1, for one, will miss his wit, reflec-
tion, and down-to-earth common
sense as [ continue to read EM in

WWW.EMUSICIAN.CT
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The Korg microX synth/controller and X50 synth sound great, are a blast to
play, and like your laptop, can be used anywhere. They're packed with classic
Korg sounds, plus a whole selection of hot new ones that are sure to spark
your creativity. And both are so easy to use you'll tay down your parts
without ever dropping a beat or missing a note.

1 :,'.\ Korg's new Editor/Librarian software supports all the plug-in standards
i ~ S0 you can use the microX and X50 with a computer just like a soft-synth.
Of course you can also tweak your sounds and settings and save them
- from within your favorite software host. Hook up with a powerful, portable
) microX or X50 and achieve lift off.

PLUG IT IN. PUT IT ON.
Kn nﬁ Check out Korg logowear at www.korg.com/wear

WWW.KORG.COM ©2006 Korg USA, 316 S. Service Road, Melville, NY 11747 (631) 390-8737
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led calibration

c “g combines

coustic research along

stary DSP and GLM™

ntrol. AutoCal will
a‘lgn and integrate each
: 8200 and 7200 speaker

into any acoustic environment with
~ exceptional precision. It's like having
" a Genelec acousti product specialist
~on hand any time you wish — and more.

Digital monitoring systems are not

new, yet none hav‘ realized the real
potential, until now. For more information
please visit our website.

www.genelecusa.com
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"The last two Madonna world tours have
seen my keyboard rig built around the X7 -
it's my meat and potatoes, and it makes
programming a dream.”

-Marcus Brown,

Madonna, The Verve, Ozzy Osbourne

“The Fantom-X8 is the main workhorse "The Fantom-X7 has become a main-
of my rig. 1 can't imagine playing a gig stay in my keyboard arsenal - | love the
without mine." old school synths, rhodes’ and clavs."
-Paul Mirkovich, -Herman Jackson,

Rockstar Supemova, Rockstar INXS American Idol, Heather Headley

Fantom X8/ X7/ XG

We could give you a lot of reasons why pros choose
Fantom-X Series workstations...

-~

=

...but we figured we’d let them speak fof‘ftlﬁemselves.

e

, -

"My Fanto feaves my side whether

I'm on stage @ pe studio...it totally rules!" ®
-Jason Freese, " F O a' I

Green Day, Jew
www.RolandUS.com

4

o

“The Fantom-X is perfect for all my shows,
live concerts, as well as studio writing.”
“Beautitul sounds, -Kem Brantiey,
and brilliant design.” Destiny's Child, ne.yo, Chris Brown

“The Fantom has single-handedly
taken the place of my entire rack. *
-Valdez Brantiey,

Usher, ne.yo, Chris Brown

Fanton

Roland X8&
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(and everything in between)
From Vernon Reid to the LSO, French horn to Fender Rhodes, NOTION software has
everything you need to write, perform,and produce your music.
Whatever your musical style, sketch your ideas or fill out your soynd with NOTION
software & expansion kits. It's everything you need in one application that goes
everywhere your laptop does.
EXPANSION KITS
Add even more to the 100,000+ sounds of the LSO included with NOTION music software.
SOLO STRINGS | STRINGS | WOODWINDS BRASS MALLETS | PERCUSSION | SAXOPHONES RHYTHM SECTION
A (W BN AL ULL B
% > ut' &7 e - 1y y
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NOTIONMUSIC.COM |+866+31328933
Visit us at NAMM: HALL A, BOOTH 6912
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Not Just Another Audio Interface

Konnekt 240 is a groundbreaking 14/14 /0 audio interface that integrates TC’s world famous effects in a state-of-the art design. Developed for
recording and performing musicians seeking the highest possible sound quality, Konnekt 24D ensures that your analog recordings make it to
the hard disk in perfect shape.

kO nne kt 24 D Expected features Unexpected features

> 14/141/0: 2 mic/inst/line, 2 line inputs and Built-in real-time DSP effects; Fabrik R reverb
4 line outputs, 8 ADAT and 2 S/PDIF (optical and Fabrik C channel strip based on MINT™
and coaxial)

v

» IMPACT™ mic preamps

Full feature stand alone mode

v

True Hi-Z guitar inputs

v
v

Link up to 4 units to get more inputs, outputs Front panel light ring control of internal mixer
and effects chamnels parameters

v
v

DICEll digital interface chip with JET™ Jitter Intuitive control panel with automatic input
Elimination Technology detection

Analog volume control for perfect integration
with powered speakers

v
v

FireWire bus powered

v

Low latency drivers: WDM, ASIO and CoreAudio

Dual headphone outputs, one with auto

» 24-bit/192kHz sampling rate speaker muting
» Sample accurate MIDI > Assimilator Konnekt native fingerprint EQ
inctuded

A\

Bundled with Cubase LE

v

3 DSP programs for total recall of internal
routing, mixer and effects settings

» TC NEAR™ 1394 FireWire based network for
full feature direct monitoring — even between

units
= - 2 — a2 e s
f =
E . - | 2 O IO O . ConC @
L} @'@0cc s
FABRIK R FABRIK C  ASSIMILATOR konnekt 8
KONNEKT

VLT IMATE BOUND MACHINES

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



33 RECORDING THE
SPOKEN WORD

Voice-over production offers a world
of opportunity for personal-studio
owners. Learn how to find clients,

coach talent, select and position
microphones, avoid pitfalls, and
equip your studio to record the spo- |
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42 DO-IT-YOURSELF
MASTERING

There’s a lot more to mastering a
recording project than putting the
songs in order, maximizing levels,
and burning a CD. In this article, we
give you an overview of the process
and show you how to set yourself up

to do the job right, so you can try
this at home.

PHOTO BY JANE RICHEY; MODEL: MYLES BOISEN; HAIR BY ZOE BOEKBINDER

61 PRODUCTION
OLD-SCHGOOL
CONTEMPORARY

Producer Gil Norton (Foo Fighters,
Ben Kweller, Counting Crows) still

VALUES:

works the old-fashioned way—sort
of. Although he likes to produce in
full-service commercial studios rather
than home setups, he has switched
from analog tape to Pro Tools HD. He
speaks here about his latest project,
Gomez's CD How We Operate; offers
production tips; and explains his phi-
losophy as a producer.

10  FIRST TAKE
14 LETTERS
18  EMUSICIAN.COM
TABLE OF CONTENTS
20  WHAT'S NEW
134 MARKETPLACE
138  CLASSIFIEDS
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30 Gather Round the reacTable
A multiplayer instrument puts all its cards on the table.
92 70 Controlled Chaos
| Used in moderation, Stylus RMX Chaos Designer is a vital creative tool.
14 Here’s That Grainy Day
| Ableton’s Sampler puts granular synthesis at your fingertips.
76 | Mic Specs Demystified
| How to interpret microphone specifications.
80 ' Q&A: Jack Rudy

A TV music supervisor explains why he often uses independent songs.

146 | Texas in a Suitcase

. Lonesome Spurs’ retro sound.

84 ABLETON Live 6.0.1 104 1K MULTIMEDIA Classik 112 VIENNA SYMPHONIC
(Mac/win) digital audio Studio Reverb 1.1 (Mac/win; LIBRARY Vienna
sequencer digital reverb plug-ins Instruments Symphonic

_ Cube 1.1 (Mac/win) virtual

92 MOOG MUSIC Little Phatty 108 AVANT ELECTRONICS orchestra

analog synthesizer Avantone MixCubes
passive monitors 120 DIGIDESIGN Strike 1.0

98 EDIROL R-09 portable (Mac/Win) Pro Tools drum

2-track recorder plug-in

Muse Research Receptor 1.5 DSP host

M-Audio MidAir wireless MIDI keyboard controllers

Tone2 FireBird 1.2.1 and FilterBank2 1.4 (Win) virtual instrument and effects
Rob Papen Albino 3 (Mac/Win) virtual analog synthesizer

Submersible Music DrumCore 2 (Mac/Win! drum-track creation software

Routledge Handmade Electronic Music: The Art of Hardware Hacking book
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The Rest of the Story

Why hasn’t EM reviewed Product X yet? After all, it has been advertised for months! Some
obvious reasons are that it takes time to test a product, write the review, and then produce
the issue.

Some less obvious reasons are that before we can start the review process, we have to
obtain the product. But unlike some competing magazines, we don’t review prereleases, proto-
types, or betas; we wait for the finished version.

Getting a review copy of software is usually easy, because providing it is simple and inex-
pensive; the main expense associated with software is development, not inventory. At most,
we're talking about a DVD or CD, some packaging, and perhaps a printed manual. In some
cases, we simply download the software and a PDF manual (if there is one).

Hardware is another matter, however, because available inventory is a significant factor.
Each review unit costs the manufacturer a chunk of
change, and although we return it after the review has
been completed, it can’t be sold as new. Some compa-
nies reserve the first units to fill back orders and pro-
vide dealer samples, and the press must wait for a later
shipment. We understand, and we try to be patient.

Occasionally, manufacturers delay sending a review
unit because they are afraid the product might receive
a bad review, but that’s rare. More often, reviews are
delayed because we have to replace a defective or dam-
aged unit. And occasionally a reviewer misunderstands
something about the product, and they have to go back
into the studio to retest it.

Sometimes we finish reviewing a product only
to find it has been redesigned or updated during the review process or has been discontin-

JULJE BIRUM

ued entirely. Murphy’s Law apparently has a corollary that states this happens only after
the review has been researched, written, and edited. For example, we announced the Open
Labs MiKo computer workstation in our July 2006 “What’s New” column. The MiKo involves
complex technology, though, and it wasn’t ready for July. So readers who expected a review
by autumn may have been puzzled when none appeared. But in fact, we requested a review
unit as soon as we saw the prototype. We got a MiKo shortly before the AES show and sent it
to a reviewer a few days after we received it. He proceeded to edit the review and fact-check
it with Open Labs. Not until the end of the fact-check process did we learn that the review
was moot because the company was redesigning the MiKo and the current model had been
discontinued.

The new MiKo will surely be faster and better, and we're still eager to review the product.
The upshot, though, is that if you have been waiting for an EM review, you're going to have to
wait a while longer. We hate it when this happens, but such is review biz.

As Paul Harvey used to say at the end of his broadcasts, “and now you know the rest of
the story.”

Steve Oppenheimer
Editor in Chief

ELECTRONIC MUSICIAN FEBRUARY 2007

Electronic Musician:

WWW.EMUSICIAN.COM
A PRISM BUSINESS MEDIA PUBLICATION

EDITOR IN CHIEF
Steve Oppenheimer, soppenheimer@prismb2b.com

MANAGING EDITOR
Patricia Hammond, phammond@prismb2b.com

SENIOR EDITORS
Mike Levine, mlevine@prismb2b.com
Gino Robair, grobair@prismb2b.com

ASSOCIATE EDITORS

Dennis Miller, emeditorial@prismb2b.com
Len Sasso, emeditorial@prismb2b.com

Geary Yelton, gyelton@prismb2b.com

COPY EDITOR

Marla Miyashiro, mmiyashiro@prismb2b.com
EDITORIAL ASSISTANT

Tracy Katz, tkatz@prismb2b.com
CONTRIBUTING EDITORS

Michael Cooper, Marty Cutler, Larry the O,
George Petersen, Scott Wilkinson

EDITORIAL DIRECTOR

Tom Kenny, tkenny@prismb2b.com

DIRECTOR OF AUDIENCE AND BUSINESS DEVELOPMENT
Dave Reik, dreik@prismb2b.com

DIRECTOR OF NEW MEDIA

Tami Needham, tneedham@prismb2b.com
GROUP ART DIRECTOR

Dmitry Panich, dpanich@prismb2b.com

ART DIRECTOR

Laura Williams, twilliams@prismb2b.com
INFORMATIONAL GRAPHICS

Chuck Dahmer, chuckd@chuckdahmer.com
SENIOR VICE PRESIDENT

Peter May, pmay@prismb2b.com

EXECUTIVE ASSISTANT

Natalie Stephens, nstephens@prismb2b.com
ASSOCIATE PUBLISHER

Joe Perry, jperry@prismb2b.com

EAST COAST ADVERTISING MANAGER

Jeff Donnenwerth, jdonnenwerth@prismb2b.com

NORTHWEST, ADVERTISING
Greg Sutton, gsutton@prismb2b.com

SOUTHWEST ADVERTISING MANAGER

Albert Margolis, amargolis@prismb2b.com

LIST RENTAL

Marie Briganti, (845) 732-7054, marie.briganti@
walterkarl.infousa.com_

MARKETING DIRECTOR

Kirby Asplund, kasplund@prismb2b.com
MARKETING COORDINATOR

Clarina Raydmanov, craydmanov@prismb2b.com
SALES EVENTS COORDINATOR

Jennifer Smith, jsmith@prismb2b.com
CLASSIFIEDS/MARKETPLACE ADVERTISING DIRECTOR
Robin Boyce-Trubitt, rboyce@prismb2b.com
CLASSIFIEDS/SPECIALTY SALES MANAGER

Kevin Blackford, kblackford@prismb2b.com
CLASSIFIEDS PRODUCTION COORDINATOR

Jamie Coe, jcoe@prismb2b.com

GROUP PRODUCTION MANAGER

Melissa Langstaff, miangstaff@prismb2b.com
ADVERTISING PRODUCTION COORDINATOR

Jennifer Scott, jescott@prismb2b.com

OFFICE MANAGER
Lara Duchnick, Iduchnick@prismb2b.com

WWW.EMUSICIAN.COM



SONAR

Superior Sound

No other DAW offers more flexible tools for
perfecting your tracks than SONAR 6 Producer
Edition on a Windows-based PC.

Lock recorded audio into perfect timing with
AudioSnap” featuring iZotope Radius™ time
stretching. Get spotless vocal tracks with the power
of Roland” V-Vocal . And powerful Comping and
Take Management tools let you capture tne best
take and edit your tracks faster than ever before.

At every step of your | Mmmg

with virtual instruments, to recording and mixing with
superior sound quality—SONAR brings together‘
the best music creation and production tools.

©+ Windows Vista Read{;

Take full advan:age of the new generation ‘#f x64-capable PCs
with SONAR 6 and Windows Vista. You'll experience huge
performance gains with multi-core and 64-bit processors.
Get higher track count, more RA.M and amazing performance.
Visitowewizasaktenatic aeni s IsEmte discov.ertmore.

cakewalk - ‘ .'.% Windows Vista

www.cakewalk.com ey ‘
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Multi-Grammy winners
can choose any
mic they want.

John Legend chose the
CAD Trion 8000
Shouldn't you?

To learn more about the
CAD tube, ribbon and
condenser mics,
visit us at www.cadmics.com

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.

i i3 WAVEMACHINE LABS

www.drumagog.com
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LAURA WILLIAMS

Reamp

I found great irony in reading
Mike Levine’s article titled “Direct
Results” in the December 2006
issue of EM. Mr. Levine used the

trademarked brand name reamp
and reamping seven times but never
mentioned the original box that
popularized reamping in the first
place, the Reamp.

The Reamp has been available
for over 12 years, has been adver-
tised and reviewed in all of the
pro-audio trade magazines, and
thousands have been sold to major
recording artists around the world.
I will assume that this was an over-
sight on Mr. Levine’s part and not
an attempt to steer readers toward
any certain product(s).

Printing this letter will help dem-
onstrate to your readers that EM is in
fact dedicated to informing its readers
of their options and is eager to correct
obvious omissions by its writers.

John Cuniberti

www.reamp.com

John—Sorry about that. The truth
is that Mike was unfamiliar with the
Reamp when he wrote the article. He
certainly knows about it now! The
article was not a product roundup, and
the products named were merely exam-
ples, not recommendations, but since
we did use the term reamp, we should
have mentioned your product. In the
future, we will use the term reampli-
fying, instead of reamping, to refer to
the general process. —Steve O

No Encore
I am dismayed that Encore music-
notation software was not included

ELECTRONIC MUSICIAN FEBRUARY 2007
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in “What’s the Score?” in the
November 2006 issue of EM.

Encore by Passport has been
around since the early days of music-
notation software, and although the
software and the companies that
have owned it have traveled some
rough roads, we at Gvox have been
able to keep it alive and viable.
Currently, we offer Encore 4.5.5 for
Windows XP and Encore 4.5.6 for
Mac OS X 10.3 and higher. We will
present Encore 4.6 at the NAMM
exhibition in January 2007.

I'm sure that the omission of
Encore was an oversight by the
author, and [ hope that our software
will be included in any subsequent
notation software reviews.

Richard Hotchkiss

CEO, Gvox

Richard—Our three criteria for cover-
age in the main story, as stated in the
introduction, were that the notation
programs be cross-platform, have an
integrated sound-playback library,
and be capable of satisfying the most
sophisticated notation needs. Although
it is cross-platform, Encore does not
offer an integrated sound-playback
library. The “Also Noteworthy” side-
bar (p. 70) covered three additional
programs that, for reasons explained
in the sidebar, were not included in the
main story. In hindsight, we could have
included Encore in the sidebar, and we
apologize for that omission. —Steve O

“Final Mix” Finale

It was with mixed emotions that [
read “First Take” in the November
2006 issue, which announced the
end of an era for the many fans of the

“Final Mix” column. Over the years, [
have come to respect and appreciate
Larry the O’s thoughtful and often
comic musings that shed needed
light on whatever topic he addressed.
It has become my tradition not to file
my EM copies away until I've read
the last page of each issue. In fact,
I sometimes pick up a back issue
and can't recall the content of many
excellent articles that I know I read,
but I always remember “Final Mix”
and the point that Larry the O was
trying to make.

In the early '80s, I struggled as
a marginally successful “working”
musician and slowly accepted my
fate to become something less excit-
ing than I initially envisioned. Music
became a hobby of sorts, and EM
has consistently kept me up-to-date
on the many changes in the music
industry that I sometimes wish were
more relevant to my chosen career.
For that reason, I read and enjoy
every issue of the magazine and
always feel better connected. “Final
Mix” transformed an otherwise
noteworthy and excellent consumer
publication into something more
respectful. Larry the O had the gift
of connecting on a deeper level with
most of the issues that he addressed
in the column.

“Final Mix” was retired without
any publicity stunt or cheap fanfare;
it was simply put to rest with class-
act editorial commentary from his
brother, Steve. Larry the O deserved
no less and would have likely been
poorly served with anything more.
I, for one, will miss his wit, reflec-
tion, and down-to-earth common
sense as | continue to read EM in

WWW.EMUSICIAN.COM
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Sometimes great musical ideas just turn up
in your head. And it's these spontaneous mo-
ments of creativity and emotion that you want to
capture quickly. Cubase 4 makes it easier than

ever before to get your ideas onto your hard

disk. For example, the new Track Presets system
lets you call up exactly the right sound for any
instrument or voice almost instantly. Open a
track, select the preset - including EQ and effect
settings - and that's it. This is just one of the
ways in which Cubase 4 keeps your head free for

what's most important: your music.

CUBASE 4

Breakthrough technolagy. More creativity. All 4 you.

www.steinberg.net

|~

Creativity First




Next Month in EM
12 Less Than $100

We evaluate 12 software
synths that cost less than
$100 each yet deliver great

Should You Get an Analog
2-Track Deck?

Is an analog 2-track a

sounds. ’
T
\

worthwhile addition to your
personal studio? This overview
shows what’s involved in
buying, setting up, maintaining,
and repairing an analog 2-track

deck for mixdown.

A Day in the Life: LRoc
Atlanta-based hip-hop and pop
producer and keyboard player
LRoc has worked with artists
such as Mariah Carey, Janet
Jackson, Ludacris, Nelly, and
Usher. We checked out LRoc’s
process for making beats and

working with talent.

Making Tracks:

REX in Cubase 4

Learn how to import REX files
directly into Steinberg Cubase
4 tracks and then rearrange and
edit them.

Sound Design Workshop:
Vectoring In

Go beyond the limitations of
classic vectoring with EM’s
tips for modern-day vector

synthesis.

Square One:

Buying an Audio Interface
We tell you which important
factors to look for when you

shop for an audio interface.

. .. and much more

- SN
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the years ahead. Thanks to EM, and
especially to Larry the O, for all the
memories.

Joseph R. DeCamp, MD

Fort Wayne, Indiana

Yes on 88

I don’t make it a practice to email
every publication I peruse; however,
I thought your article on virtual pia-
nos was both timely and informative
(see “Software Eighty-Eights” in the
October 2006 issue of EM). As a pia-
nist, 've been searching for a good
software piano for my compositions,
and I've found it in Synthogy Ivory
thanks to your article. If Thad unlim-
ited financial resources, [ would pur-
chase the Steinway, Bésendorfer,
and Yamaha C7 themselves, but I
don’t, so the virtual piano is the
next best thing.

The fact that Charlie Otwell
coauthored the article was another
clincher for me, since he is eminently
qualified as a pianist. I'm a fan of his
from when he played with Poncho
Sanchez. [ play Latin jazz and salsa
piano, so I'm acutely aware of the
pianists of such genres. Charlie
earned my respect and admiration
when [ first heard him on piano in
“Siempre Me Va Bien,” which is still
one of my favorite Poncho tunes.
Anyway, I greatly enjoyed the article
and reread it a few times before
making my final decision to buy.

I really enjoy reading Electronic
Musician. As | stated previously, I
find the articles to be both timely and
informative. Keep up the good work.

Frank Villafane

via email

We Welcome Your Feedback

Address correspondence to:

Letters

Electronic Musician

6400 Hollis Street, Suite 12

Emeryville, CA 94608
or email us at emeditorial@emusician.com.
Published letters may be edited for space and clarity.

High Five

If you go to www.emusician.com/
sod, you'll find a great tutorial video
on basic synth programming from
Korg senior sound designer Jack
Hotop. The problem is, it sputtered
and froze on me several times, and
on deeper reading, the start page
said the video is not configured to
work on Macs. Yikes!

EM editor in chief Steve
Oppenheimer responded to my
frustrated query personally and in
a timely manner. After juggling his
suggestions and trying both Firefox
and Safari, still no dice. Apparently,
it’s just a mysterious computer
“thang” that we all encounter at
times. He said that there was some
work pending with the company
that built the video application,
so it may snap to by year’s end. It
worked for him within Mac OS X
10.4 and Firefox and Safari, so I'm
personally stumped. But hey, it may
work for me by Christmas, and that
would be fine.

Despite its refusal to play past
the midpoint for me, the video will
surely work within Windows and
most Mac rigs. More to the point,
Steve did his bit to unclog the prob-
lem, which is much appreciated. He
also removed the erroneous Mac
tag from the Web page. EM has
always been a good publication, and
when the editor in chief himself will
step in over such a small matter, it
speaks well of the whole operation.
I just felt that it deserved public
kudos. EM is a good magazine to
read and a smart site to add to your
bookmarks.

HellPope Huey

via email

HPH—Thanks for the kind words. We
hope to have a new video-hosting solu-
tion soon, although it's not in place as of
this writing. The Hotop video runs fine
on my home Mac (running 0S X 10.4.7)
and on my office Mac (running OS X
10.3.9). But as we all know, strange
things sometimes happen with comput-
ers and the Web. —Steve O EM

WWW.EMUSICIAN.COM
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P Your ears are what got you hre. The trick is making sure the sound that gers to them i< s pure, rich and desatied
as possible. That's what Shure KSM studio micrephones are for. The KSME4 provides abright tull presence
for eritical studio tracking. The KSM32 gives you the most articulate reproduction of the original sound souree.

Shur = KSM studio microphonzs are the result of 40 vears of poncering studio technelogy.
So while we can't replace vour ears. we can help vou hear berter.

SHURE

www shure. com ' It's Your Sound

" A




18

DAVID DOBSON

EMspotlight

emusician.com

Peter Frampton:

the Guitarist

Despite his superstar status as a singer-songwriter, Peter Framp-

ton is first and foremost a guitarist. He celebrates his six-string passion on his first instrumental album, Finger-
prints, accompanied by members of Gov't Mule, Pearl Jam, the Rolling Stones, and the Shadows. In this exclusive
interview, Frampton talks about recording at home, finding the right guitar and amp combination, and capturing

inspiration whenever it strikes. By Gino Robair.

i
i

On the Home Page

EM Web Clips

A collection of supplemental audio, EM
video, text, graphics, and MIDI files that BN @B
provides 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.

EM Show Report

The 2007 Winter NAMM show
is the biggest annual musical-
instrument expo in the United
States. Visit emusician.com for a
reportontheexciting new record-
ing gear, music software, andelectronic musical
instruments unveiled at this year's show.
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EmMget on the bus

The Bus is the exciting new blog by EM editors Steve
Oppenheimer, Mike Levine, Gino Robair, and Geary
Yelton. Found exclusively on emusician.com, The Bus
includes tips and tricks on a variety of recording topics,
covers the latest technologies and industry trends,
and offers a behind-the-scenes look at trade shows,
product demos, and the creation of Electronic Musician
magazine.

EMNEews

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

EMnewsletter

Sign up for our free 7
online newsletter, -

A as =11

eMusician Xtra, for
up-to-the-minute information about new products,

software upgrades, and more.

WWW.EMUSICIAN.COM
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The new MX400 Dual Stereo Surround/Effects Processor continues the Lexicon
legacy. More power (quad processors). More programs (223 factory/223 user). More
electronic routing options (seven). VST® and Audio Units plug-in

operation via USB. Get the inside-the-box story of the MX400 Dual

N Stereo Surround/Effects processor online or at your Lexicon dealer.
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WHAT'S NEW

By Geary Yelton

Griffin Technology iTalk Pro

As long as the Apple iPod has been available, iPod owners have
wished for an affordable device that could convert their favorite MP3
player into a portable audio recorder with CD-quality specifications.
By shipping the iTalk Pro ($49.99), Griffin Technology (www.griffin-
i technology.com) has realized that wish. When
T you plug the iTalk Pro into a compatible iPod’s
dock connector, a pair
of onboard electret
microphones can
record 16-bit stereo
WAV files at 44.1 or
22.05 kHz, without
cables.
In addition to
internal mics, the
thumb-size device has a
stereo minijack to connect external audio sources. A multifunctional
button serves as a record off/on switch and takes advantage of the
‘Pod's software to toggle the automatic gain control between two lev-
els. The iTalk Pro works with all iPods that support video, as well as
with second-generation iPod Nanos.

IK Multimedia StealthPlug

For the mobile-computer-based guitarist, the Stea:thPlug (Mac/Win,
$129) is a guitar-to-USB audio interface from IK Multimedia (www
Jdkmultimedia.com) that comes with a generous software bundle. The
StealthPlug contains a high-impedance instrument preamp and an
A/D converter that handles 16-bit audio at 44.1 or 48 kHz. Its 9-foot
cable has a %-inch plug at one end and a USB olug at the other for
connecting any electric guitar or bass directly to your computer. The
bus-powered device has volume up and down buttons, an activity LED,
and a stereo headphone minijack that doubles as an output for your
guitar amp or powered speaker.

AmpliTube 2 Live, which is available only with the StealthPlug,
is a standalone application and AU, RTAS, and VST plug-in. It emuy-
lates 3 guitar and bass amps, 5 speaker cabinets, 2 microphones, and
9 stompbox effects. The standalone version features SpeedTrainer,
an audio player with variable pitch and playback rate that makes it
easier to learn songs. The bundle includes Mackie's multitrack digi-
tal audio sequencer Tracktion 2.1 and the 16-channel sample player
SampleTank 2 SE. You also get the 5-band mastering EQ from 1K
Multimedia’s T-RackS and 500 MB of sampled guitar, bass, and drum
loops from Sonic Reality.

PreSonus FireStudio

20

One of the most exciting of several new products from PreSonus
(www.presonus.com) is the FireStudio ($899.95), a FireWire audio
interface with 26 inputs and 26 outputs that are all available
simultaneously. The FireStudio gives you 8 Class A microphone
preamps, as many as 16 channels
of ADAT Lightpipe 1/0, and support
for 24-bit audio at rates as high as
96 kHz. it incorporates JetPLL jitter-
reduction technology for fast, stable
synchronization over a wide range of
clock frequencies. And according to
PreSonus, frequency response is virtu-
ally flat from 20 Hz to 50 kHz.

The single-rackspace unit has 8
combo XLR and TRS inputs on the
front panel, 2 of which accommo-

ELECTRONIC MUSICIAN FEBRUARY 2007

date high-impedance instrument signals. On the rear panel are
4 Toslink ports, coaxial S/PDIF 1/0, 16-channel MIDI I/0, word-
clock I/Q on BNC jacks, stereo RCA inputs, 2 send inserts, 2 return
inserts, and 10 TRS outputs. A zero-latency. 36 x 36 x 18 soft-
ware mixer affords real-time control of all signal routing.

The FireStudio ships with PreSonus ProPak Complete
(Mac/Win), a comprehensive software sJite that furnishes
applications such as Steinberg Cubase LE and Sonoma
WireWorks Riffworks Jr. and plug-ins such as Wave Machine
Labs Drumagog LE and Wave Arts MasterVerb LE. A selection
of virtual instruments includes FXpansion BFD Lite and Applied
Acoustics Systems Lounge Lizard Session; you also get drum
loops from Keyfax TwiddlyBits and Discrete Drums. In addition,
the optional Monitor Station Remote ($229.95) is available, It
operazes as an outboard speaker manager, nput switcher, dual
headphone amp, and talkback system.

WWW.EMUSICIAN.COM
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E-MU’s 0404 USB 2.0 Audio/MIDI Interface is turning the world on to a new
level of audio performance, delivering the best converters and preamps of any
USB/Firewire interface in its class.

Premium 24-bit/192kHz converters SONAR = <€ Cubase-+LE

lite

Class-A XTC™ Mic/Line/Hi-Z
preamps with Soft Limiter ! V\/A\IEU\B Peak Express 5

and 48V Phantom Power
Ground lift switches W C-oteus 1%
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Zero-latency direct monitoring melodyne
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Celemony Melodyne Plugin

Celemony (www.celemony.com), maker of Melodyne Studio
Cre8. Uno, and Essential, has introduced Melodyne Plugin
(Mac/Win, $299), an AU-, RTAS-, and VST-compatible edition.
Like previous versions, Melodyne Plugin lets you intuitively
correct and modify the pitch and timing of monophonic audio
tracks. Although each instance handles a single audio track,
you can assign plug-ins to as many tracks as necessary for
shifting the pitch of individual notes or phrases and squeez-
ing or stretching their durations as desired.

Using flexible context-sensitive tools, Melodyne Plugin
allows you to manually edit vibrato, change formant struc-
ture, and modify other parameters in real time. You can use
macros to correct intonation and timing automatically and
apply host automation to control pitch, formants, and vol-
ume. A multilevel undo function encourages experimenta-
tion, and selectable scale grids ensure harmonically correct
transposition.

Melodyne Plugin is available for free to owners of Melodyne
Studio. It will cost owners of all other versions $149 until the end
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of February 2007, | -
and $199 after s : :
that. Also until the
end of February, an
upgrade will be available for $199 to owners of Antares Auto-

Tune, Serato Pitch 'n Time, and SoundToys PitchDoctor.

Get Smart

in Using Reason'’s Virtual Instruments: Skill Pack ($29.99), pub-
lished by Thomson Course Technology PTR (www.courseptr
.com), author Matt Piper guides you on a journey that explores
the synthesis and sampling capabilities of Propellerhead’s flag-
ship software, Reason 3. Five comprehensive chapters explain
the inner workings of Subtractor, Malstrom, NN-XT, Redrum,
and Combinator. You'll learn how to navigate their control pan-
els, import and edit sounds, program your own timbres, create
original patterns, and master their expressive capabilities. The
189-page book continues on the included CD-ROM, which con-
tains PDF files with 72 additional pages investigating NN-19,
Dr:rex, and making your own ReFills. The disc also gives you
patches, samples, loops, and other materials for use with the
book, and a handful of
demo files from M-Audio’s
ProSessions series.

Remote recording
presents lots of unique
challenges that are best
conquered through expe-
rience. Audio engineer,
microphone designer,
and studio owner Bruce
Bartlett, along with

technical writer Jenny

ELECTRONIC MUSICIAN FEBRUARY 2007

Bartlett, share a wealth of
experience and advice in
RecordingMusiconLocation
($39.95), from Focal
Press (www.focalpress
.com). Subtitled Capturing
the Live Performance, the
296-page book tells you
how to make superior
recordings outside of the
studio environment,
whether you're recording

rock or jazz in a nightclub
or a symphony in a con-
cert hall. The book is divided into two halves: one about record-
ing popular music, and the other about classical. The first
chapter describes the equipment you'll need, including por-
table recorders, microphones, and mixers. Subsequent chap-
ters discuss session planning, setup and recording techniques,
mixing, and editing. You'll learn about mic specifications, ste-
reo and surround miking techniques, and troubleshooting. A
25-page glossary follows extensive appendices detailing ste-
reo imaging and binaural techniques. The book comes with an
audio CD that demonstrates various techniques discussed by
the authors.

WWW.EMUSICIAN.COM
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This man could use a vacation.
Take advantage of his obsession with the New VLZ3s.

We didn't think we could improve on the original VLZ mixers... at first. Then an over-
achieving engineer decided to try it. First he made a more musical 3-band EQ.Then

he came up with the new XDR2 mic preamp, one with more consistent frequency
response across the entire gain range. We figured that was it. Didn't hear from him

for awhile. Then he burst in showing how his new summing bus lets you add more
signals together without running into clipping. OK, OK we thought. Give it a rest! But he
couldn't be stopped. He started doing things like rounding off corners, building a clever
handle right into the mixer...he even made the silkscreening on it EASIER TO READ.

It got so out-of-hand, our HR department advised us to make him take some time off.
So we did. But not before we put all of his improvements into the new VLZ3 mixers.

T

Learn more about this OCD-driven triumph at: www.mackie.com/viz3
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»
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0 | “ low noise floor, even at excessively

ga - e
MORE CHANNELS MORE MUSICAL EQ
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Steinberg WavelLab Studio 6

For PC users who want sophisticated audio-editing
tools but don't need surround or DVD-authoring capa-
bilities, Steinberg Media Technologies (www.steinberg
.net) is now shipping WaveLab Studio 6 (Win, $399.99).
Like Wavelab 6, Wavelab Studio b is a muitichan-
nel editing, mastering, and CD-burning application
that supports VST and DirectX plug-ins, video clips,
unlimited undo, and files of unlimited size. It offers
most of the same capabilities, including audio looping
and disc labeling. It comes with top-notch plug-ins for
EQ, resampling, and removing noise and gives you a
sonogram-like Spectrum view aligned with the Wave
view. WaveLab Studio 6 provides sample-accurate edit-
ing and processing at rates as high as 192 kHz with 32-bit
floating-point resolution.

So what can WaveLab 6 do that Wavelab Studio 6 cant?
The full version supports QuickTime, spectrum editing, and
sampling rates as high as 384 kHz. Audio Montage gives you
as many as eight independent outputs (as opposed to two

Download of the Month

ANDY WARE ANALOG BOX 2 (WIN)

in WaveLab Studio 6), with an unlimited number of tracks
and more effects per track. You can run muitiple instances
of WaveLab 6 and render multipfe regions. Its CD and DVD
support is more extensive, allowing you to import and com-
pare audio CD images and create DVD-Audio discs. Check out
Steinberg's Web site for a complete comparison of features.

Building devices with ABox2 is not for the faint of

Analog Box 2 (ABox2) is a free and very powerful modular soft-  heart, often requiring you to do the math from the ground

ware synthesizer designed and implemented by Andy Turner.  up. Fortunately, it supplies a substantial library of prebuilt

You can download it from his Web site at www.andyware.com. modules—sound generators, complex filters, sequencers,

Calling ABox2 a modular synth doesn’t do justice to all its capa-  and so on—and with a little practice, you can combine them
bilities. A quick tour of the many jambots (jamming robots) inthe  in your own creations. Downloading and tweaking jambots

AndyWare online gallery reveals an endlessly fascinating sound-  and other user circuits is much easier, less time-consuming,

design and algorithmic-composition tool (see Web Clip 1). and lots of fun. ABox2 hosts VST instrument and effects

ELECTRONIC MUSICIAN FEBRUARY 2007

World Radio Histon

plug-ins, so you can build interesting jambots
without having to create your own ABox2 synths
to play them.

Although you can build virtual instruments in
ABox2, it’s better suited to building jambots. ABox2
has no provisions for routing audio or MIDI output
to other software running on the same PC, although
you can use third-party utilities to do so. There is a
way to capture audio generated by ABox2 in a WAV
file, but it’s very utilitarian. Recording is probably
best accomplished by networking your PC to another
computer.

Regardless of whether you're interested in build-
ing your own ABox2 circuits, downloading ABox2
and some of its jambots is well worth your time. The
files are compact, and the “How did they
do that?” factor is high. goora

—Len Sasso

WWW.EMUSICIAN.COM



The Revolution continues...

36-Channel, 24 Bit 192 kHz Bus-Powered FireWire Audio Iinterface

Fireface

F'nEFACE 400
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www.rme-audio.com

Another killer from RME: The Fireface 400 is the
only device in its class with two digitally controlled Mic Preamps

with rotary encoder and front panel display, active jitter suppression,
stand-alone functionality, off-line MID! remote controllability, 32 channels
of MIDI, highly flexible I/Os in professional qusality, and an unsurpassed
B6848-channel matrix router - at sample rates up to 182 kHz.

Furthermore, RME is the only
manufacturer to create their own
firewire chips which allows them
to add amazing features not found
in any other firewire products on the Fireface
market. RME firewire interfaces are

simply the Best In Class! %{%lng
CHOICE
i

Join the RME today!

Distributed by: including:

syn_@ info@synthax.com samplitude se

V: 880.259.0308 www.samplitude.com
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Sound Advice
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Samplemeister Eitan Teomi’s long-awaited sample library for
Kontakt 2, FlyingHand Percussion ($259), is now available from
SoniVox (www.sonivoxmi.com). The 13 GB, 24-bit collection
supplies samples of hand drums and handheld percussion
instruments that have been skillfully organized and layered to
enhance their playability. Packaged on four DVDs, FlyingHand
Percussion gives you a selection of articulations, dynamic
levels, and microphone positions that will impart nuance and
realism to your sampled percussion tracks. Using a proprietary
technique called legato drumming, the Kontakt 2 Instruments
respond to how you play by introducing variations in tech-
nique and tone. The huge array of sounds range from frame
drums and congas to anklungs and BoomWhackers. If you'd
like a taste of FlyingHand Percussion, go to SoniVox's Web site
and download 600 MB for free.

If you're a fan of '70s-style analog synthesis and a soft-
ware sampler is your weapon of choice, a downloadable col-
lection from Soniccouture (www.soniccouture.com) has your
name written all over it. Synthi AKS for Kontakt 2 ($85.10)
furnishes 1 GB of 24-bit samples in Kontakt 2 and EXS24
formats. All sounds are played on an EMS Synthi AKS, a
British monosynth made famous by the likes of Pink Floyd
and Brian Eno. The collection contains 25 multisampled

ELECTRONIC MUSICIAN FEBRUARY 2007

instrument sounds ranging from lead solos to filter sweeps,
27 hits and effects kits from insects to dentist drills, and
94 beat machines from caustic loops to Floydish ostinatos
produced using a CV-to-MIDI converter. All instruments
give you front-panel control of synthesis parameters and a
convolution spring reverb.

With the release of BFD Percussion ($249), FXpansion
(www.fxpansion.com) continues to enlarge its line of expan-
sion packs for virtual drummer BFD 1.5. BFD Percussion
supplies an impressive variety of expressive instruments
and ready-made grooves from around the world. The 26 GB
collection of stereo 24-bit samples features maracas and
timbales from Latin America, djembe and ashiko from
Africa, darbuka and doumbek from Arabia, gongs and udu
from Asia, bodhran from Ireland, and much more. Each is
recorded with a choice of articulations and mic positions
and up to 46 Velocity layers. A hodgepodge of found sounds
include buckets, a cardboard box, saucepans, trash cans,
and even the proverbial kitchen sink. A new feature in the
Groove Librarian affords access to nested trees of groove
bundles with matching kits.

In 2005 soundware developer Chris Hein proved his sam-
pling prowess with the release of Chris Hein Horns. Now he’s done
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it again with Chris Hein Guitars (Mac/Win, $449.95), a Kontakt
Player 2-based instrument published by Best Service and dis-
tributed by EastWest (www.soundsonline.com). The standalone
version and AU, RTAS, and VST plug-ins are paired with 18 GB
of 16- and 24-bit content. The collection features nine sampled
instruments ranging from electric, jazz, steel-string, and nylon-
string guitars to mandolin and banjo, each recorded with differ-
ent playing positions and up to 13 Velocity layers. Chris Hein
Guitars takes full advantage of Kontakt Player 2’s scripting and
programming functionality and provides real-time access to
dozens of articulations and variations by means of keyswitch-
ing and MIDI Control Changes. Effects include reverb, delay,
chorus, phaser, flanger, and compression. EM
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Gather Round the reacTable . ..

Several people can play this instrument simultaneously.

Most musical instruments, electronic or other-
wise, are designed to be played by one person.
If you bring several individuals and their instruments
together, you have an ensemble. But what if you could
turn that paradigm around by bringing several people
together to play a single instrument, collaborating on
the final audio outcome?

That’s exactly the idea behind the reacTable,
a research project being conducted by the Music
Technology Group at the Universitat Pompeu Fabra
(http://mtg.upf.edu/reactable) in Barcelona, Spain.
The reacTable is a computer-based musical instru-
ment that was designed to be played by several people
simultaneously.

As its name suggests, the reacTable’s basic form
is a table—a structure around which people tradition-
ally gather to converse and collaborate. In this case, the
tabletop is round (to allow all participants equal access)
and made of translucent plastic. Under the table is a
video camera that senses the position, shape, and ori-
entation of specially designed objects placed on the sur-

face. This information is used by a

FIG. 1: The reacTable is played  computer to generate visual images
by placing and moving specially  on the table with a projector below
designed objects that represent  the surface and audio signals from a

synthesis modules on a translucent  software-based synthesizer.
tabletop. Connections between
modules are made dynamically and by modular synthesizers, such as

The sound engine was inspired

are represented by waveforms  those from Moog and Buchla, and

and other shapes.  object-oriented musical environ-
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ments, such as Max/MSP and Pure Data. Different
objects on the table represent different synthesis mod-
ules, such as sound generators, modulators, controllers,
sequencers, and mixers. Connections between the mod-
ules are represented graphically on the table by images of
audio and modulation waveforms, among other shapes
(see Fig. 1). Even more interesting, the connections are
made automatically and dynamically, based on the mod-
ules’ functions and their proximity to each other.

The first reacTables are about one meter in diameter,
allowing as many as four people to participate in a per-
formance. As each person places modules on the table
and moves them around, the connections between them
change, creating an ever-evolving soundscape. In addition,
turning a module in place varies an associated parameter,
much like turning a knob on a hardware synth.

To involve more people, multiple reacTables can
be networked together, with the icons of modules on
each surface appearing on all of them. They can also be
networked over the Internet; in fact, one of the first
performances included one reacTable in Barcelona and
another one in Linz, Austria. Participants at one table
can't directly affect the modules on another table, but
the modules from all tables combine to create the final
sound, which all participants hear. Each reacTable has
its own audio system, and only control signals are trans-
mitted over the network, minimizing latency.

The video camera scans the tabletop in real
time, and its signal is analyzed by a program called
reacTIVision. The resulting data goes to a connection
manager, whose job is to establish the connections
between modules. This information, along with the
type, location, and orientation of each module, is sent
to a visual synthesizer (which controls the projector)
and to the audio synthesizer. Waveforms from the
audio synth are also sent to the projection system to
be rendered on the table surface.

The reacTable was conceived to serve a wide variety
of purposes. For example, it can be part of an interactive
exhibit for untrained visitors to play with. It can also be
used as a sophisticated instrument by skilled musicians
in a concert setting. One particularly fascinating aspect
of the device is that it merges the processes of building
and playing a musical instrument into a single activ-
ity, which opens new creative vistas for all who want to
expand their musical horizons. EM
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Recording the Spoken

Word

By Perry Anne Norton

pportunities for voice-over (v/o) production have increased dramatically tor project
studias, mimicking the DIY paradigm shift that continues to rock the music industry.
Increasingly, clients needing v/o talent and related audio services are bypassing bigger
studios to hire more cost-efficient producers for everything from commercials to interactive
voice response (IVR) systems.
There are basic but critical differences between music production and voice-over procuction.
If you learn and implement elements that are unique to v/o clients and talent, however, v/o
production can be a good way to augment your existing studio offerings and bring home a bigger
piece of the audio-production pie.

Let's Get Physical

Voice-over recording calls for an acoustically neutral space with no reflections. When [ walk into a
studio, I want to hear an almost oppressive silence. To prepare for v/o work, consider all the reflec-
tive areas in your studio. If you don't already have carpeting, try putting a thick rug at the base
of your recording area to supplement any other soundproofing. Even the music stand holding the
talent’s copy should be covered with a carpet remnant, a towel, or perhaps some acoustic foam to
eliminate harsh reflections. If you can’t achieve such an environment without cverhauling your
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existing space, you might consider investing in a whisper
booth (also called a vocal booth or an isolation booth). A
booth’s cost will vary depending on its size. As an alter-
native, try converting an existing closet (see Fig. 1). And
don’t forget that your CPU may be your most significant
noise source; be sure to isolate it.

Ifyou can’t completely eliminate ambient noise or reflec-
tions, invest in noise-reduction software to clean up your
files after recording. When necessary, I use the AudioSuite
noise-reduction plug-in Digidesign DINR for Pro Tools just
before rendering my files to WAV or MP3, but you probably
won't need to do that if your space is dead quiet.

Once you're happy with the sound of your record-
ing environment, set the stage with some common-
sense props for your voice talent. Having certain items
on hand, such as a stopwatch and drinking water, helps
eliminate factors that could add to the time you'll spend
editing. A stopwatch is handy for actors to use before
recording to practice voicing commercial copy running
30 or 60 seconds. In the booth provide plenty of room-
temperature water, which is better for the voice than hot
or cold liquids. Adding a few drops of lemon to the water
will keep lip-smacking and mouth noises to a minimum.
Chewing gum between takes also helps keep the mouth
moist. Be aware that some medications as well as exces-
sive salt can contribute to dry mouth.

Whether mouth noises occur between syllables or
words or throughout a passage will determine whether
you'll want to do another take or try to edit them out
(see Fig. 2 and Web Clip 1). To discourage mouth noise,
your talent should avoid consuming caffeine and dairy
products. Contrary to the popular belief that tea soothes
the vocal cords, the tannins in tea actually dry out the
voice, and caffeine can contribute to readings that sound
rushed or nervous. Dairy products foster the production
of phlegm, resulting in throat clearings that must be
edited out. Keep water and healthy energy foods such
as fruit on hand for longer sessions. Make a list of these
tips and keep it handy (see Web Clip 2).

Usually, you'll want your actors to stand because
they can achieve better breath support. For long ses-
sions, though, you should have sturdy, quiet stools or
chairs available. A set of headphones for each actor is
an obvious necessity. Set up headphones so that actors
can hear each other as well as you. Use a filter or wind-
screen halfway between each actor’s mouth and mic to
minimize pops on the letters b and p and other plosive
breath noises (a plosive is a consonant sound produced
when airflow is stopped in the vocal tract).

Mic Check

Which mic you choose for a specific actor will depend
on the timbre of his or her voice, just as it would with a
singer. A particular mic may sound brittle or harsh and be
less forgiving of pops with one voice, yet it may emphasize
another person’s warmth and resonance. Because voice
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FI1G. 1: This photo shows voice-over pro Rick Adamson's converted

closet, which serves as an isolation booth.

actors are typically closer to the mic than singers (3 to 4
inches rather than 8 or 9) and tend to stay in one place,
find a mic that best matches the actor’s voice and mini-
mizes andible breathing and pops, but is as transparent as
possible to convey the actor’s best voice quality. You want
the talent’s vocal personality to drive mic choice, not the
other way around. Many actors know which mics show
them off best, so be sure to ask. You should avoid omnidi-
rectional mics, as they pick up too much room sound and
can make actors sound off-mic or in the distance.

High-end studios are more likely than personal stu-
dios to get requests for expensive mics. If you can afford
a Neumann TLM 49, U 87, or U 47, more power to you.
Fortunately, cost-conscious project-studio owners can
find excellent and affordable alternatives.

For less expensive mics that are still quite effective,
Dom Camardella of Santa Barbara Sound Design likes
the Audio-Technica AT4033/CL for its crispy, bright
sound. Cautioning that the AT4033/CL can sometimes
be sibilant and trebly, however, he also suggests the
AT4047/SV, which he describes as warm and rich with
a strong output that’s not overly bright (see Fig. 3). It’s
more expensive than the AT4033/CL, says Camardella,
but its sound resembles that of a Neumann U 47. He
says the AT4050 is another good option.

Camardella asserts that Australian manufacturer
Rede Microphones has better quality control than many
of its competitors and makes some superb mics with a
great deal of consistency. If you want a dynamic mic that
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performs like older mics, he suggests the Heil PR 40 for
its silky top end, openness, presence, and high gain. Blue
Microphones has a stable of reasonably priced mics that

roughly 3 to 4 inches—may vary with an actor’s
natural projection and resonance. Whether an actor
is speaking straight ahead into the mic or off to one
side, you should place the mic cap-
sule at approximately the height of

Many aCtorS know Whidl mics Show the speaker’s upper lip. Placing the

mic 20 to 30 degrees off to one side

t}lem Off bESt, SO be sure tO a.Sk. minimizes pops and gives the actor

he recommends. Camardella describes them as silky,
with good signal-to-noise ratio. The top of Blue’s line is
the Blue Bottle with a changeable capsule.

Providing another perspective, v/o talent Rick
Adamson gets fantastic results from his Shure KSM32. He
likes it because he doesn’t want anything with too much
coloration, especially because he uses it for straight-ahead
corporate work and not pumped-up promos. He says it
offers an extended frequency response for an open, natural-
sounding reproduction of the original sound source.

As a female, I like the Shure SM7B dynamic mic for
its good signal-to-noise ratio and simply because it really
complements my voice. It has a large diaphragm, bass roll-
off, and presence-boost controls and comes with two dif-
ferent windscreen options. Because the input tends to be a
bit on the low side, however, I need to boost the gain.

Placement and Positioning

The number of mics and their placement will depend

on the actors and the space available. Although singers

need more flexibility to move around and use a mic for

dynamic and varied output, actors require fewer fluctua-
tions in volume. Adjust the record-

FIG. 2: Mouth noise is a common occurrence  ing levels to the actor’s volume,
when talent is nervous or dehydrated. It rather than having him or her move

would be faster to record another take than  farther from the mic.
to edit this recording.

Mic distance for voice-overs—
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an unobstructed view of the copy
(see Fig. 4).

If you're recording two or more actors in an acousti-
cally treated studio, it's usually preferable to have them
standing in the same room and seated only for very long
sessions. Because actors are more comfortable working
off each other, that arrangement makes for a better per-
formance. The best situation is to have one mic for each
actor, but even directional mics can still pick up off-axis
sounds. To avoid bleeding or spillover when you’re record-
ing actors on two different mics simultaneously, try
to position the mics according to their polar pattern to
achieve maximum off-axis rejection. Fortunately, actors’
lines are rarely spoken simultaneously, which means that
if one actor’s voice spills into another actor’s mic, you can
use the mute button or correct the problem with editing.

If two actors must share a single mic, you're better
off with a bidirectional figure-8 pattern. As an engineer,
you'll need to be forgiving of people with less sophisti-
cated mic technique. You may still have problems if one
actor has a booming voice and the other has a soft voice.
If you have to, place the mic a little bit above and angled
down a bit toward the boomy actor so that plosives will
come out under the mic.

Recording and Editing

Voice-overrecording is generally lesslabor intensive than
recording a singer. A clean signal path, a good condenser
mic (or a dynamic mic with a good preamp that has very
little color), and only slight (if any) compression during
recording are the three most important factors.

The best strategy is to get a clean sound up front by
capturing the voice’s natural warmth at a sufficient level.
Just let the mic, the actor, and the proximity effect—a
directional mic’s tendency to boost low frequencies
at close range—do the work for you (see Fig. 5). Dom
Camardella calls the proximity effect “the voice of God”
or “the Isaac Hayes effect.” Dynamic mics are often better
for achieving the effect. Voice actors take advantage of
proximity to add fullness to their vocal sound. However,
working close to the mic can emphasize undesirable
sounds such as breathing and plosives that can lead to
editing headaches (see Web Clip 3).

You canedit out distracting or unnecessary catch breaths
(quick inhalations) to tighten up a recording if necessary,
but experienced v/o talent will mark breathing points in
the script in advance so that breathing sounds natural and
doesn’t draw attention to itself or add length to carefully
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timed copy. As a rule, you don't want any reverb
or EQ going in, though for certain actors with
sibilance issues you may want to incorporate a
de-esser or a tiny bit of frequency-dependent
compression after the fact.

You might be surprised at how often
clients want to edit the raw vocal files
themselves. They may add EQ or compres-
sion to your recorded files to match other
spots they've created—so remember, clean
is king. Know your client’s expectations up
front and use EQ sparingly, if at all. You'll
understand the inherent challenges if you're
the one editing prerecorded files with a lot
of compression or EQ on them. [ know an
editor who had to improvise and replace
every single f sound in a long file, because it
arrived completely compressed or gated to

the point at which that consonant waslost.  FIG. 4: The most effective miking technique for recording voice-overs is to place
Because the recording involved a celebrity  the mic between 3 and 4 inches from the voice actor's mouth, with the mic capsule

talent who would have been expensive (and  aligned with the actors upper lip and a windscreen positioned halfway between.

embarrassing) to call back to the studio, it
became a tedious project that fell on the editor.

Copy That

While it may seem obvious, it’s critical to ensure that
you have final, approved copy. Ask about any timing
constraints (for TV or radio spots) so that clients don’t

FIG. 3: Audio-Technica’s AT4047/SV is a versatile multipurpose
studio mic that works quite effectively for recording voice-overs.

ELECTRONIC MUSICIAN FEBRUARY 2007

waste your time and their money rewriting copy during
or after a session. Time the copy yourself before the ses-
sion. Advise the client if it’s likely to run too long, and
make editing suggestions if you have a good working
relationship. Determine in advance if you will charge
extra for that guidance.

Editing copy is the client’s job, but as a project
studio producer, it often becomes your problem. You
don’t want to rely on fixing it in the mix for v/o work
any more than you do for music. It’s amazing how many
times the wrong “approved” copy comes into the studio,
is recorded, and then must be edited or rerecorded (for
more on copy preparation, see Web Clip 4).

Under most circumstances, capturing the spoken
word is not as demanding as capturing a singer’s perfor-
mance. When you are recording dialog, consider record-
ing multiple tracks, which simplifies tweaking for vastly
different voice qualities. Number each take and mark
the preferred ones in the script as you record, while slat-
ing each new take with an audible marker of where you
are in the script. For example, record the slate “Oxford
University Press, Lesson 4, take 3,” followed by a visual
cue for your actor to begin speaking. Number all takes
in your hard copy as you go, and circle the best ones;
that will speed up your editing later (see Web Clip 5).
Another task that may come later is recording pickups.
Pickups are retakes recorded out of sequence that you
or the client decide should be redone, usually at the end
of a session (sometimes days later).

As a project studio producer, your clients may come
from other cities, states, or countries. To gain a client’s
trust, voice-over pro Rick Adamson suggests taking cli-
ents through a dry-run phone rehearsal for style and pac-
ing. After the recording session, he often delivers two full
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takes of everything, keeping the file clean for the client’s
engineer to compress or EQ as they see fit (for more on
dealing with off-site clients, see Web Clip 6).

Talent in the Raw

From time to time, clients may suggest using new,
unproven talent because they want “regular-sounding”
people. Be aware that raw talent tends to “pop” and go
off-mic more often, because their technique will also be
raw. Keep in mind that pro voice actors employ the same
techniques as other actors. Help your talent find ways
to relate to the copy, use timing and phrasing, make the

The D3200 digital recorder
is a professional-grade,
affordable, start-to-finish
portable 32-track studio.
Recording, mixing, adding

effects and burning

production-quality CDs are
incredibly simple. And the
sound is simply incredible.

TUDIO

-~

read sound spontaneous, or get into character. As in
music, a good sense of cadence and an ear for natural
inflection both go a long way (see Web Clip 7).

Jon Van Horn, former engineer for Full House
Productions in New York and now a project studio pro-
ducer, stresses the importance of a good working rela-
tionship with clients and talent. “I always try to make
them laugh and be casual, and above all, to make people
really, really comfortable to get the best results, whether
they’re new talent or old pros. Half of the work is how
you relate with the voice-over person you're working
with. Be supportive and professional with everyone. You
always get better results and repeat busi-
ness if you're encouraging and positive—
so keep the peace, and use diplomacy.”

File Delivery

Know what final file format is required
by your client before you begin your ses-
sion. That will be determined in part by
how the audio will be used. For example,
many of my clients are authors who want
short excerpts of their books recorded
for use on their Web sites. They may look
to you for guidance because they won't
care about bit resolution or sampling-
rate terminology.

A session recorded using 16-bit resolu-
tion and a sampling rate of 44.1 kHz and
then rendered to MP3 with a compression
rate of 128 Kbps or higher will produce a
file that is of decent quality without bog-
ging down a Web site. Because of their
small size, finished MP3 files can often be
emailed to the client for approval. Other
clients, including those who put voice to
picture for commercials or other video, will
likely require uncompressed WAV files or
even 24-bit, 48 kHz recordings. If you're
rendering higher-quality (and thus larger)
files, you'll need to deliver them by FTP or
put them on a CD to send to your client.

O Clients, Where Art Thou?

It’s easy to start locally and offer to do pub-
lic service announcements (PSAs) for non-
profits or commercials for local businesses
on the cheap. Use your imagination and
contact companies you think could ben-
efit from using audio as a marketing tool.
Avoid high-maintenance, one-off clients if
you can; as the saying goes, “Some money
costs too much.” Look for clients who
respect your time and who pay promptly
by PayPal or other secure system.

You might also take a look at producing

©2006 KORG USA

116 S Service Road. Neballe, NY 11747  (631) 330-§737 « WWW.KDRE.CON/DI200
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F1G. 5: The proximity effect is a low-frequency boost that occurs
when someone sings or speaks close to a directional microphone.
Voice actors can add fullness te their sound by taking advantage
of this effect.

audiobooks. The drawbacks are the labor-intensive
nature of the recording process and the need for access
to a wide range of vocal talent. Paul Ruben in New York
is a widely recognized audiobook producer. Rather than
trying to compete, I work with emerging authors creat-
ing short promo clips (see Web Clip 8). If you want to
explore audiobook production, you'll need to cozy up to
the big publishing houses.

Platinum Samples

CHUCK OAHMER

Good Night, and Good Luck

The voice-over industry is a service industry.
Ultimately, you will need to please your clients. You
will need to put aside your own ego, even if your
client or talent is difficult to work with. Never be
dishonest, but if someone makes a mistake, take
responsibility as the engineer rather than making
the client or actor feel inadequate, and you'll get
a better product. Use the best equipment you can
afford, and keep trying new methods to improve
efficiency. Learn from your mistakes, but not at
your clients’ expense. With a bit of imagination for
wooing off-the-radar clients, voice-over production
can be a good opportunity for a music producer-
engineer with the right studio environment to
expand his or her client base and bring
in extra cash. EM ICILLIEP]S |
Perry Anne Norton is the founder of PanRight Productions
(www.panright.com) and works with clients in the corpo-
rate, nonprofit, government, and education fields. Special
thanks to Phil Lee/Full House Productions, Jon Van Horn,
Rick Adamson, John Billingsley/SuchaVoice.com, Jim
Salvito, Francis Sullivan, Dom Camardella/Santa Barbara
Sound Design, and Felicia Sullivan.

LED ZEPPELIN II, lll, IV, Physical Graffiti,

THE ROLLING STONES Exile On Main Street,
Sticky Fingers, Goat's Head Soup, I's Only

Rock ‘n Roll, VAN HALEN For Unlawful
Carnal Knowledge, GODSMACK Changes,
IV, ERIC CLAPTON Eric Clapton, BLIND
FAITH Blind Faith, JOE SATRIANI Extremist...

(A small selection of Andy's discography)

Master Engineer Series

)

With as many as 235 dynamic levels and meticu-
lously tuned and engineered drums, the Platinum
Samples expansion packs will change the way
you've been using BFD.

Classic Drums also includes MIDI grooves and a
bonus video featuring tips from Andy

Classic Drums
BFD Compatible Expansion Pack

ENGINEERED DRUMS FOR BFD
www.platinumsamples.com

65 Gigs never sounded so good

BFD is a product of fxpansion

Platinum Sadsples feature REMO drum heads
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How to put the
finishing touches on

your recoring project.
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By Michae‘l Cooper

o-lt-Yourse

Mastering is essentially the art of applying signal processing to finished mixes

in order to enhance them or correct perceived problems, sequencing the pro-

cessed tracks in the desired order for playback, and exporting the resulting

file in the correct format for delivery to the replication plant for mass produc-

tion. Although mastering is a highly specialized process, so many affordable

mastering-oriented products have been introduced to the market over the

past several years that almost anyone can now master their own recording

project. However, can doesn’t always mean should.

Many engineers look to mastering as a solution for
fixing a mix that has problems they can hear but can’t
quite figure out. For example, they might feel their mix
lacks punch or is fatiguing to listen to but don’t know
how to make it sound otherwise. In this case, indis-
criminately piling on additional processing during the
mastering stage won'’t solve anything and could, in fact,
make the finished masters sound a lot worse. Here it
makes a lot of sense to hire a great mastering engineer
to add fresh ears and skill sets to the project.

If, on the other hand, your mix has problems that
you can readily identify and know how to fix, it makes
more sense to remix than it does to try to correct a bad
mix in the mastering stage. Because processing applied
during mastering typically affects all elements of a mix,
correcting one thing might make another thing sound

worse. For instance, boosting EQ in the mastering stage
to make a dull-sounding snare drum sound brighter
might make vocals too sibilant or the cymbals sound
harsh. (There are other ways to fix such a problem, which
I'll discuss later.) In this case, it would be best to remix
the song and apply needed EQ only to the snare drum
track before mastering the project.

All that said, mastering can work miracles on poorly
wrought material that cannot be remixed for some rea-
son, such as when the multitrack master is lost or dam
aged or exists only in an obsolete format for which there
is no playback mechanism. In that case, the 2-track mix
may be all that is available to work with, and mastering
is the only recourse to improve the program.

Mastering yields the best results when used to
make great mixes sourd even better. It can also make

WWW.EMUSICIAN.COM
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a program flow better from beginning to end [T ST T T T b Aok |
by lending more consistent spectral balance [iid colicitn clbbll, ol oy o “”'“""ﬁ‘“’i A2
and dynamics to all the mixes on a project so |/ 1 “ﬁ‘%““’“‘:" P e - ',E'-’-_-_:.
that no jarring changes occur (unless intended) o % e i
from song to song. Also implicit in the master- g é ‘
ing process is preparation of the premaster (the [P
file or disc used for replication), which involves =T

sequencing of songs (with gaps and track off-
sets), documentation (including CD-Text),
preparation of reference discs (for auditioning
and final approval), and delivery of the mas-
ter in an error-free format that the replication

house can handle.

In this article, I'll discuss what’s involved
in mastering your own stereo project for CD
release. I'll begin with a brief overview of
requirements for accurate room response and
monitoring setup. Then I'll dive into how to
optimize your work flow and evaluate what
types of processing may be needed for your
program material. Along the way, I'll give a
small sampling of some of the mastering products cur-
rently on the market. We'll finish with a discussion of
preparation of the premaster.

The main focus will be on do-it-yourself projects
and not on running a commercial
mastering studio. (See the sidebar
“Do unto Others” for a brief over-

FIG. 1: A multichannel mastering setup in

MOTU Digital Performer 5. Each track is
routed to a different stereo digital output
feeding the same downstream monitoring

view of things to consider when
mastering other people’s projects.)
For the sake of simplicity, I'll talk
about mastering an album project
inside a DAW, but most of what I'll
discuss also applies to other mas-

path so the engineer can monitor each one
separately in turn as they all play back.
Note the markers placed at the beginning
and in peak sections (the latter denoted by

the word loud) of each file.  tering scenarios.
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FIG. 2: In the rightmost column of the List view for BIAS Peak Pro’s Playlist,
Vbox plug-ins can be turned on and off as a group with one mouse-click to

facilitate A/B comparisons between dry and processed mixes.

Go to Your Room

It is absolutely vital that your mastering work be per-
formed in a room that has highly accurate frequency,
phase, and reverb responses. Trying to master your proj-
ect in an inaccurate room makes as much sense as doing
color photo touch-ups while wearing tinted sunglasses.
Likewise, unless your monitoring setup is flat and can
accurately reproduce the entire audible frequency spec-
trum, how can you confidently decide which frequencies
need adjusting on your program? If you can’t truly hear
what is going on with your source material, you're just
shooting in the dark.

While a full-blown examination of room acoustics,
control room equalization, and monitoring setups is way
beyond the scope of this article, a few points bear men-
tioning here. (For an in-depth look at tuning your con-
trol room, see “Truth or Consequences” in the November
2001 issue of EM, available online at www.emusician
.com.) First, learn what room modes (those narrow peaks
or dips in frequency response) your room exhibits and
keep them in mind while mastering. Before boosting or
cutting EQ at or near any room-mode frequencies, listen
to the same program from a position in the room where
those same modes are not being reinforced to determine
if corrective EQ is really needed. Mastering can be effec-
tively performed in a room that has only minor imper-
fections in response if you know what those imperfec-
tions are and compensate for them.

Room tone is another matter. You should make
sure the RT60 (essentially the reverb decay time) is
not skewed in any one frequency band in your room.
Otherwise, you may end up cutting bass frequencies, for
example, simply because your room reverberates longer
in that band than elsewhere throughout the spectrum

WWW.EMUSICIAN.COM
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SPUTNIK

Hand-Assembled Condenser Tube Microphone

Like you, we've been inspired by classic vintage tube mics such as the C12 and the U47. But
while every microphone lends different qualities to a recording, some are ideal for vocals and
others for instruments. So we consulted with top studio engineers to create a fresh take on
venerable design principles and bridge that gap. The new Sputnik large diaphragm tube
condenser boasts a unique voice delivering both air and full body in a single microphone,
making it perfect for recording both vocals and instruments. Some say its signature sound
comes from the combination of a 3-micron evaporated gold diaphragm, solid brass
construction, and hand-picked military-spec 6205M pentode vacuum tube. Others say it
owes to boutique sensibilities like a custom-designed capsule and hand assembly in a
limited production run. We prefer to think of it simply as the place where science meets
magic. Hear the unique qualities of the Sputnik for yourself at your M-Audio dealer.

vintage tube design
> coveted classic transparent sound

3-micron evaporated-gold Mylar diaphragm
> gxtremely sensitive

selectable cardioid, figure-8, and omni polar patterns |
> total studio flexibility

low-current/high-voltage 6205M vacuum tube
> linear behavior with graceful overload characteristics

hand-assembled limited production run
> houtique quality

dedicated power supply, shock mount
and custom carry case included

@ GET M-POWERED M - AU D l 0

recording interfaces | USB keyboards | studio monitors | microphones | preamps | sound libraries | rpusic software www.m-audio.com
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and not because there is excess bottom

end in your mix.
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Get with the Program

You should have at least two pairs of mon-
itors on which to evaluate the program.
One pair should be full range (extend-
ing at least down to 35 Hz or so) or be
paired with a subwoofer to extend bass
response. The second pair should ideally
be band limited (that is, bass deficient)
to provide you with an idea of how the

finished product will sound when played
back on small consumer systems.
Full-range monitors suitable for use

in mastering are too numerous to list FIG. 4; Almost any equalization curve imaginable can be drawn using a mouse in the

here. But strangely, there are relatively RND Frequal-izer plug-in's frequency graph. An overzealous mastering engineer got

few high-quality band-limited mod-

els on the market, so I can make some
recommendations: the Yamaha HS50M and NS-10M
Studio (the latter model is discontinued) and the Avant
Electronics Avantone MixCubes are the best I've heard
for this purpose. Most other tiny close-field monitors
I've auditioned attempt to sound like a big speaker in a
small box and have way too much bass response to serve
as a proxy for small consumer-playback systems (not
to mention that their bass response usually becomes
highly inaccurate when placed on workstation shelves
or a console meter bridge).

Both pairs of monitors (full range and consumer
proxy) and the subwoofer should be wired to a switch box
(or patched to separate control-room outputs on your
mixer) so that you can select playback on either pair—

alternately with and without the

fired after applying this particular curve to the client's mix.

switching among different playback references while
working, you'll be able to tell if your mastering changes
will sound good across a variety of audiophile and low-
end consumer-playback systems.

Equally important to having high-quality monitors
is knowing their inherent frequency limits (bass and
high-frequency rolloffs). For example, I know my NS-
10M Studio monitors don’t reproduce bass frequencies
below 60 Hz very well. If I hear boomy bass guitar fre-
quencies on my full-range monitors but the boominess
disappears when I switch to my NS-10M Studios,  know
the problematic frequencies lie below 60 Hz. And if I lis-
ten to playback on my subwoofer only (with satellites
muted) and a boomy acoustic guitar track completely
disappears, 1 know the boomy frequencies lie above the

FIG. 3: URS is one of many manufacturers  subwoofer engaged—at the push 110 Hz high-frequency cutoff of my sub.
whose parametric EQ plug-ins can adjust  of one or two buttons. Depending During your mastering sessions, you'll occasion-
boost and cut settings in exacting 0.1dB  on the capabilities of your gear, you  ally and very briefly want to check your work at a loud
steps, suggesting their use in mastering  may need to wire up a custom setup  volume to make sure extreme low and high frequencies
applications. The 7-band URS S Mix EQ  to allow simultaneous playback on  are in proper balance with the rest of the spectrum.
plug-inis shown here.  one pair of satellites and sub. By (Compared with the midrange band, the human ear is

less sensitive to the extreme frequency ranges at low

ilin The Past inalmix ]  listening levels.) But avoid listening fatigue by resisting
the urge to listen at loud levels for more than just a few
minutes spread out over each day. And as the day pro-
gresses, take more frequent breaks to rest your ears and
gain a fresh perspective.

Drag-and-DBrop

At the beginning of the mastering session, your first
task is to import all your mixes into your digital audio
workstation (unless they are on tape, in which case
any desired analog processing should be applied before
you bring those tracks into your DAW). This is usually
accomplished by simply dragging-and-dropping each
file into the appropriate folder or window in your DAW
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and, from there, into a blank track. If at all possible, you
should be working with 24-bit files for your mixes.

After importing all the audio files for an album proj-
ect, I will listen through virtually the entire project and
make notes for each song as to what types of signal pro-
cessing may be needed to correct problems or further
enhance what’s already good. (I'll discuss what some of
those treatments might be in a bit.) This gives me a plan
of attack for each song while my ears are their very fresh-
est. It also reveals at a glance whether the same problems
repeatedly crop up in most or all of the mixes. For exam-
ple, I often hear unnecessary boosts or cuts in the same
bass band for every song when a project was mixed in an
inaccurate control room. In such a situation, the engi-
neer compensated for a problem with their mixes that
simply didn’t exist, and part of the mastering process is
to undo that equalization and restore spectral balance.

As I'm listening through and evaluating the project’s
mastering needs, I'll place markers at the beginning of
each song. That will later allow me to quickly jump from
songs for which I've already rendered signal processing
and level changes to the one I'm currently working on,
to check for consistency or artistic compatibility of spec-
tral balance, dynamic range, and so on.

I will also place markers where at least one signifi-
cant peak for each song occurs. This allows me to make
comparisons between songs at those points to ensure
that no song is much louder or softer, or more dynamic
or compressed, than the others in the finished product.

Avoiding Blind Alleys

Before we dive into signal processing, it's important
to set up a good monitoring scheme to facilitate work
flow and maintain critical perspective throughout the
session. During the course of the session, I may elect to
add analog or digital processing or both. I'll want to refer
back often to how the audio file sounded before I started

<
"‘_' Zotope

FIG. S: iZotope Ozone 3 incorporates six mastering processors that
alternately share the same window. The graphic display for the
Paragraphic Equalizer module is shown here.
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__PSP MasterQ

FIG. 6: Here, the 7-band PSP MasterQ linear-phase equalization
plug-in is being used on only the left channel of a stereo mix.
MasterQ also includes various limiting and saturation algorithms,
which may be disabled.

messing with it, just in case I'm making things sound
waorse instead of better. To facilitate these comparisons,
I'll set up multiple monitor-source points for listening
to the song I'm currently working on at various stages
of processing.

One monitor-source point will be for the origi-
nal audio files playing back in the track they were first
dragged into, with no processing added. A second
monitor-source point will be for any of the same audio
files that have already been processed in the analog
domain and “printed” (recorded with the analog pro-
cessing rendered to new files) to a new track (see Fig. 1).
Each of these two tracks gets routed to a separate stereo
digital input on my mixer feeding the exact same down-
stream monitoring path. I also set up a third monitor-
source point (feeding another stereo digital input on
my mixer) for the audio file currently being processed
in the analog domain (monitored post A/D converter so
that I'm making an apples-to-apples comparison with
already-printed files). With this setup, I can compare—
by selecting with a simple button push each monitor-
source point in turn—the sound of the audio file for
which I'm currently tweaking analog signal processing
settings to both the sound of the original, unprocessed
file and the sound of the files for other songs that have
already had their analog signal processing imparted.

I now have two tracks in my DAW, one containing
the original, unprocessed audio files for all songs and
another containing the same songs with analog process-
ing added (if they needed it). Typically, if one song in the
batch needed some sort of analog processing, all others
recorded and mixed in the same studio will need it too,
though often to varying degrees. However, if I elect to
forgo analog processing on one or more mixes, [ can sim-
ply copy and paste their original audio files over to the
track containing mixes that have had analog processing

WWW.EMUSICIAN.COM
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applied so that all songs at this stage of the game are con-
tained in the same track. [ keep notes along the way as
to which mixes had analog processing applied and which
didn’t, in case [ need to go back and tweak prior settings.
And I either document for each mix the exact settings for
any analog gear used or, if possible, save those settings
as a custom preset in gear that offers digital storage and
recall.

Once analog processing has been rendered for any
song files that needed it, I'll trim the head and tail of
each processed mix to remove any unnecessary pre- and
postroll. Then I'll bounce those files to a third track in
my DAW while adding any needed digital processing
(which, in some cases, might be limited to only dither).

Digital processing may be provided by plug-ins, out-
board devices (such as digital compressors and equaliz-
ers), or both. As I add digital processing, I'll once again
use multiple monitoring paths so I can compare my
work in progress to the sound of mixes already printed
with digital processing and also to the same mixes with
only their analog processing (if any) applied.

I'll also store the settings used for digital outboard
processors and plug-ins as custom presets named after
the song they were used on. This makes it easy for me to
revisit those settings in case I need to later rework the
processing for any particular song. When mastering in
MOTU Digital Performer, as I regularly do, I'll save the
settings for all the plug-ins used on a particular song as
a group in a Clipping; that allows me to later restore the
whole kit and caboodle with one simple drag-and-drop
operation into Digital Performer’s mixer. BIAS Peak
Pro users can do essentially the same thing by saving
and recalling a Vbox matrix of plug-ins for each Playlist
Event; this has the advantage that a Vbox and all the
plug-ins it contains can be bypassed or activated with

¥l s Many As You Want: caw mixes |
i maes ¥ (e bacwr A W |t cms

FIG. 7: As long as your CPU can handle it, you can add as many bands

of equalization as you want in the RND Uniquel-izer plug-in. Choose
from 11 different filter types for each band.
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FIG. 8: This screen shot shows the Waves Linear Phase Multiband
plug-in being used to reduce boominess in the 79 to 281 Hz band.
The other bands are bypassed, leaving their frequencies untreated.

one mouse-click for A/B comparisons between original
and processed mixes (see Fig. 2).

The above process has been oversimplified for the
sake of clarity. In reality, I may sometimes elect to add
corrective digital pracessing (to fix obvious problems
with the current mix) before the D/A conversion on the
first pass through analog processing if it’s obvious I'm
going to need it, and if failing to do so would make it
harder for me to hear the best settings for the analog
gear. Additionally, [ prefer to bounce my fully mastered
mixes (those rendered with any needed analog or digi-
tal processing) to disk and then import the finished
file into the third track mentioned earlier, rather than
bouncing directly to the track, as the results sound a lit-
tle more transparent to my ear when working in Digital
Performer.

It must be said that the multichannel paradigm
I've presented here isn’t the only way to master. If
you're mastering in a 2-bus application such as Peak,
for instance, you can listen over the same output bus
to multiple documents in turn (each representing a dif-
ferent audio file, such as processed and unprocessed
versions of the same mix) simply by pressing a number
key on your computer keyboard. It all comes down to
how you want to work. The point is that it's important
to set up a monitoring scheme that allows quick A/B/C
comparisons.

Put It in Gear

When building your arsenal of mastering gear, it’s cru-
cial to know what makes a product specifically tailored
to this application. The most distinguishing and vital
aspect—beyond superior sound quality, which is a given
for mastering applications—is repeatability. Mastering
gear must provide a way to recall your exact settings so
that you can try different things and always return to
prior settings if you take the wrong fork in the road.

WWW.EMUSICIAN.COM
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This repeatability can be attained either through
detented or switched control settings (which you must
remember in the short term and document for the long
term) or by including facilities for digital storage and
recall (as do, for example, digitally controlled analog pro-
cessors). Obviously, DAW plug-ins easily meet this crite-
rion, as all their settings can be stored in user presets. An

increasing number of plug-ins are going one step further
by providing two or more work spaces (alternate A and B
control setups), allowing the user to try a couple of dif-
ferent tacks and toggle back and forth between them to
see which sounds best.

Another requirement for mastering equipment is
that all controls have very small incremental steps. For
instance, equalizers should ideally have no greater than
0.5 dB steps between adjacent boost or cut settings if
they are to be used in mastering. The most important
rule of mastering is “First, do no harm,” and handling
a project with kid gloves requires that the gear used be
capable of making very subtle adjustments.

Analog Demagogue

Despite having many suitable plug-ins at my disposal, [
often send mixes that have been created entirely inside
a DAW out to the analog domain for processing, I've yet
to hear plug-ins that can produce the warm, nuanced
sound of, for example, a Millennia NSEQ-2 paramet-
ric equalizer or Tube Tech SMC 2BM tube multiband
compressor. When cold, digital tracks need warming
up, some mastering engineers record DAW mixes to an
analog half-track machine before they even touch them
with EQ or compressors.

That said, digital processing—both hardware- and
software-based—has alot to offer. For instance, if you're
looking for a convincing emulation of tube and tape

saturation without leaving the digi-

and bundles that excel at mastering, not just because
they sound great, but also because they have capabilities
their analog counterparts can only dream of.

For example, most parametric equalizer plug-ins
can adjust gain boost or cut in surgical 0.1 dB steps
(see Fig. 3). And with the Roger Nichols Digital (RND)
Frequal-izer plug-in, you can draw any equalization

curve you want with your mouse
(see Fig. 4). Try doing that with an

Mastering can work miracles on poorly - ames s

There's also your budget to

wrought material that cannot be remixed. - consier— high-ent smiog mas

tering equalizer or compressor

might cost you several thousand dol-
lars, whereas a bundle of mastering plug-ins such as the
excellent-sounding iZotope Ozone 3 will set you back less
than $250 (see Fig. 5). In the end, both analog and digi-
tal processors can yield excellent results; it’s what you do
with them that counts. That’s what we’ll examine next.

In the Trenches

Let’s take alook at some examples of what you should lis-
ten for when mastering and how to evaluate what types
of processing might be helpful to make the changes you
want to hear. Of course, an in-depth discussion of signal
processing techniques is beyond the scope of this article,
but the following mastering tips will give you some use-
ful ideas to pursue further.

First, switching among your different pairs of moni-
tors during playback should give you a good idea of where
the spectral balance may be skewed. For instance, if the
current mix lacks presence on your full-range monitors
but sounds balanced on your band-limited speakers, the
problem probably isn’t a lack of upper midrange fre-
quencies but too much bottom end.

As you evaluate what equalization may be needed
to restore the proper balance, keep in mind that the
problem frequencies may be affecting only one side of
the mix. For example, a guitar part with excess energy
in the upper-bass band may be panned more or less to
the left side of the stereo field, in which case cutting
in that band on both channels would cause the right
channel to sound thin. The PSP MasterQ equalizer

FIG. 9: Universal Audio UAD  tal domain, the Crane Song HEDD  plug-in is highly useful here, as it allows you to equal-
Precision Limiter is an excellent 192 (a hardware device) has found ize only one side of a stereo file while leaving the other
mastering tool for crankingup the  favor with mastering engineers. side untouched (see Fig. 6).

volume and power of your mixes.  And there are a number of plug-ins

The RND Uniquel-izer and Frequal-izer plug-ins
both go one better, allowing you to apply different EQ

treatments to the left and right sides of a mix simulta-
neously. With Uniquel-izer, you can add and delete as
many bands of EQ as your CPU can handle, choosing
from 11 different filter types (see Fig. 7).

As you work, listen also to the current mix’s dynam-
ics. Does the mix sound full enough? If not, some light

stereo-linked compression with moderately fast attack
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Do-It-Yourself Mastering

and release times and a low ratio

should add some pleasing “glue” to
the performance. Just be careful
not to go overboard, or depth will
go out the window and your mix will
start to sound two-dimensional,
squashed, and lifeless.

Perhaps guitars and keys are
blanketing the trap drums too
much in your mix. Instead of EQ'ing
the traps so they sound brighter, try
applying stereo-linked compression
with slow attack and fast release

times. That should make percussive
elements such as kick and snare
drums “pop” more.

Boom Town

Say you've got a mix in which the  FI6.11: Track offsets should be set for your premaster to prevent CD players from muting audio

acoustic guitar gets boomy every  at the beginning or end of each CD track. tn this example, global track offsets are entered
time it plays the D string, but it in the Delivery window (Windows->Preferences—>Delivery) for Sonic Studio PreMaster CD, a
sounds fine at all other times. (Make  premastering application.

sure this is really the case and isn’t

just aroom mode blossoming at that frequency.) A static
equalization cut around 160 to 200 Hz will tame fun-
damental frequencies for that D string (if fretted below
the sixth fret), but it will also thin out all other guitar
passages, as well as the entire mix, when that string isn’t
played. A dynamic approach is called for here.

You can use a split-band compressor such as the
Waves Linear Phase Multiband (part of the Waves
Masters bundle) or iZotope Ozone 3 Multiband
Dynamics plug-ins to put a lid on the 160 to 200 Hz
band so that its energy is dynamically cut every time the
boominess surpasses the threshold set for that band.

(You might actually need to set the bandwidth wider to
also tame boomy formants; see Fig. 8.) Both of these
plug-ins can also execute upward expansion (sometimes
called bootstrap compression) that will make quiet song
passages such as a solo guitar intro louder without com-
pressing the top end of the dynamic range and squash-
ing peaks.

Of course, squashing peaks is where it’s at if you
want your mixes to be competitively loud. Plug-ins such
as Universal Audio UAD Precision Limiter (see Fig. 9),
iZotope Ozone 3 Loudness Maximizer, and Waves L3
Multimaximizer and L2 and L1 Ultramaximizer can
really pump up the volume of your mixes by clamping
down on peaks and bringing up the average level. The
danger is in going too far, killing any punchiness and
making your project sound like a fatiguing onslaught
nobody can stand to listen to for more than five or ten
minutes at a time. In fact, for some musical styles, such
as classical, using any amount of limiting or maximizer
processing would be inappropriate. If used, maximizing
and dithering (which I'll discuss momentarily) should
be the very last processes you apply to your mixes.

Waves L3 Multimaximizer is an especially power-
ful mastering limiter because it can condition different
frequency bands to alter the limiter’s response. With
L3, you can subtly favor average levels in one frequency
band and peak levels in another by changing the plug-
in’s Gain and Priority settings (see Fig. 20). For exam-

FIG. 10: Users can condition the response of the Waves L3 Muitimaximizers limiter in five  ple, you can increase the energy in the bass band and
different frequency bands. With the settings shown, the average level of a cello sectionand,  enhance the upper-midrange-frequency component of
to a lesser degree, the crack of snare drum hits are enhanced in a mix while other elements  snare drum hits while keeping a firm lid on other bands.
are more tightly controlled. L3 includes the Waves IDR word-length-reduction
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algorithm, a highly transparent quantization and dith-
ering process useful for rendering your files to 16-bit
format for CD release.

There are many other types of signal processors
available for use in mastering, including harmonic
exciters, reverb, and stereo imagers. The Waves S1
and iZotope Ozone 3 Multiband Stereo Imaging plug-
ins can alter the perceived width of your mix, but not
without making it sound more diffuse (which may or
may not be appropriate). Mid-side (M-S) processing is
an advanced mastering tool that can also be used to
adjust your mix’s width. By encoding a stereo mix into
an M-S matrix, audio common to both channels such as
center-panned tracks (the mid component) and audio
that’s exclusive to both channels (side) can be sepa-
rated and independently equalized and compressed.
For example, you can use M-S processing to beef up
the kick and snare drums while raising the level of an
uncompressed stereo string pad to widen the mix. (For
more information on mid-side processing, see “Front
and Center” in the March 2006 issue of EM, available
at www.emusician.com.)

As mentioned earlier, before you maximize and
dither your files to 16 bits for CD release, you should
trim the head and tail of each file to remove unneces-

sary noise at the start and end of each mix. Then create
fades at the beginning and end of each trimmed file to
avoid any pops or clicks that would otherwise result
from potential DC offset or low-level noise instanta-
neously slewing up or down at butt-splice margins.
Finally, after any last-minute fader adjustments or
other gain changes are made so that perceived loud-
ness flows smoothly from song to song throughout the
entire program, maximize and dither all the files to 16
bits. To preserve the depth of your mixes, make sure
you apply no further signal processing—including gain
changes—after you dither your files. And avoid dith-
ering more than once if possible, in order to prevent
potentially audible artifacts from polluting your files.

Premaster Prep
After all of your mixes have been trimmed, faded, pro-
cessed as needed, and dithered to 16 bits for CD repli-
cation, import them into whatever software application
you've chosen to prepare your premaster. (The premaster
is the disc or file from which a glass master is made at the
replication house in preparation for mass-producing your
CD.) If you've been using, for example, BIAS Peak Pro XT
to master, your files are already ready for premastering
in Peak’s Playlist and don't need to be imported. (I'll talk
about Peak and other premastering
solutions in greater detail in a bit.)

DO UNTO OTHERS

If you're considering opening a commercial
mastering studio, one of the first decisions
you'll need to make is which formats to sup-
port. The best-equipped facilities support a
wide variety of analog and digital formats,
both for compatibility with clients’ masters
and, in some cases, for use as signal proces-
sors in their own right (as is the case when
transferring program material to certain ana-
log tape machines). The commercial operator
must weigh the expense of supporting multi-
ple formats against what the market requires
and competitors offer.

Mastering other people’s projects also
demands that extra weight be given to consid-
erations beyond your own creative leanings.
First of all, it's important to ask your clients
what their likes and dislikes are. That huge
bottom end on their mix might be an annoy-
ance to them—something that needs fixing—
and not an intentional production value. How
do they feel about competitive loudness? Do
they want their record to be louder than any-
one else’s at any cost to sound quality? And
if it's a band's project that you're mastering,
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which member(s) call the creative shots?

Before you begin working on a project,
give a quick listen to short sections of a few
tracks and offer your opinion of what needs
to be done to fix problems (such as a murky
midrange masking vocals and guitars) and
also what can but doesn't necessarily have
to be done in the realm of creative enhance-
ment (such as making the drums slam more or
widening the stereo image). Write down your
client’s responses and direction and use those
notes throughout the mastering process as
your homing beacon to keep true to the artist's
vision for the project.

The need to work fast must be weighed
against all potential engineering consider-
ations. Unless you're working for experienced
artists or companies, only a very small portion
(if any) of the project's overall budget will likely
be allocated toward mastering. Whether you're
working for an hourly or per-song rate or a flat
fee, you'll need to stay aware of the time you're
spending, focus on the major issues, and real-
ize when the law of diminishing returns is kick-
ing in and it's time to wrap things up.

Due to space constraints, I
can’t completely discuss premas-
tering, but I'll hit on some of the
major points. First of all, resist the
temptation to make any further
gain changes once signal processing
has been rendered and your mixes
have been dithered; doing so would
degrade the quality of the audio por-
tion of your CD.

Your premastering software
should automatically assign a dif-
ferent CD-track number to each
audio file you import, but you can
rearrange the song order and their
track numbers if you want. After the
song sequence is set the way you like,
set the duration of any gaps (silent
portions) you want to have between
CD tracks. One CD track is typically
composed of only one song but may
be fashioned to include a medley of
several songs or a segue.

CD players take a fraction of a
second to fill their play buffers with
the current track’s audio, during
which time the player’s output is
muted. So if you keep your CD track’s
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default start time, or track index, positioned at the onset
of the audio program, playback of the very beginning of
the track may be cut off. The solution is to program track
start offsets, which are silent gaps that occur between each
track index and the beginning of audio for the respec-
tive CD track (see Fig. 11). The first CD track typically
requires a longer start offset than that for all the other
tracks on the CD. It’s also important to add track end off-
sets to prevent the end of a CD track from getting muted
before its audio program fades completely out. (I've been
told by a reliable source that this is an issue only when a

CD player is in shuffle or random-play mode.)

Start and end offsets are usually programmed glob-
ally so that they are the same duration for every track
after track 1 (which we noted gets its own special offset
applied). That said, Peak can set different start offsets for
each song (in the application’s Playlist), which is useful
when you want to arrange a specific start point during
a crossfade between two tracks. As consumer CD play-
ers don’t all mute their outputs for the same amount of
time while filling their play buffers, play it safe and set
the premaster’s global offsets to be a tad longer than you

think you might need. Safe numbers are 75
CD frames for the first track, 25 CD frames
for track start offsets, and 15 CD frames
for track end offsets. An offset of 75 CD
frames is equal to a 1-second duration, so
each 25-frame track start offset is % second
in duration and each 15-frame track end
offset is % second long. When calculating
how long the silence will last in between
each song on your CD, it’s important to add
the track start and end offsets to the gap
time you programmed, to arrive at the real

GET YOUR COPY OF
THE ULTIMATE GUIDE
TO HOME STUDIO GEAR

silent-gap length.

If your computer’s operating system
and drive can write CD-Text data (you'll
need Mac OS X 10.4.3 or later if you're
using a Mac), you may want to enter this
information, which includes album and
song titles, the names of the performer or
band and songwriter, and ISRC data. (Go to
www.ifpi.org/content/section_resources/
isrc.html for more information on obtain-
ing ISRC codes for your CD tracks.) Once

up-to date ﬂn’b
‘than 4

all text data is entered, use your software
to print out your premaster’s contents so
that you can give a text readout of all PQ
codes (which generate the disc’s table of
contents, or TOC), track offsets, and other
data to the replicator.

If your software enables it and your
replicator can accept it, export a DDP (Disc
Description Protocol) file set and burn it
to a CD-ROM. DDP file sets contain error-
protected audio data and all the metadata

The equipment resource for musicians building
and supplying their personal studios.

CIN SiALE NCYY

Mix(
e
To order the Personal Studio Buyer's Guide, or any of our other

publications, please visit www.mixbooks.com, or find it on
newsstands wherever Electronic Musician magazine is sold.

(or “data about the data” on your premas-
ter) needed by the pressing plant. DDP file
sets are a superior delivery format com-
pared with Red Book CD-DA discs, which
are prone to errors, but not all replicators
can accept them.

Learn to Burn
Several premastering programs are cur-
rently on the market, some of which are
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incorporated into mastering software. Here is a quick
look at what'’s available.

With a $200 list price, Roxio Jam 6 is an inex-
pensive disc-burning application with a limited pre-
mastering feature set and no plug-in support or
DDP-export capability. BIAS Peak LE ($99) includes
audio file editing, plug-in support, and disc burning,
but it can’t export DDP file sets either. BIAS Peak Pro
5 ($599) offers plug-in support and advanced edit-
ing, mastering, and premastering features, includ-
ing, with an optional extension costing $399, DDP
file set export. BIAS Peak Pro XT 5 ($1,199) adds the
company’s Master Perfection Suite plug-in bundle and
SoundSoap and SoundSoap Pro restoration software
to Peak Pro 5’s feature set and can also utilize the com-
pany’s optional DDP extension.

Sonic Studio PreMaster CD ($475 for the down-
load) offers intuitive editing and premastering capa-
bilities but no plug-in support. It is the least expensive
solution for DDP file export. However, PreMaster CD
also forces you to set the same gap between every song,
while even the rock-bottom-priced Peak LE and Jam
6 allow the gaps between songs to be set to different
lengths. The 4-track, 4-bus Sonic Studio soundBlade

(native, $1,495; with accelerated DSP, $3,995) does
everything PreMaster CD can do but also adds power-
ful plug-in architecture and advanced editing, master-
ing, and premastering capabilities. SoundBlade offers
expansion options for applications such as restoration
as well.

Job Export

There’s a lot more to mastering than simply slapping a
maximizer on your project and calling it good. (In fact,
we've just scratched the surface in this article.) And
while many studios offer mastering services these days,
there is a wide divergence in know-how and quality
between the best and worst of the crop. If you can only
afford the mastering services of a bottom-rung studio,
you may find that you can obtain better results by doing
the work yourself. With an accurate room and monitors,
quality mastering gear, good ears, and technical chops,
there’s no reason not to give it a shot. EM

EM contributing editor Michael Cooper is the owner of
Michael Cooper Recording in beautiful Sisters, Oregon.
Examples of his mastering work are posted at www.myspace
.com/michaelcooperrecording.
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CHRIS DAVISON

Old-School

Contemporary ...

f you think that most contemporary records are constructed “in the box” by young musi

cians endlessly peering at screens and applying multitudes of plug-in effects, or that con-

ventional recording studios are for an older generation on its way out, meet Gil Norton.
Consider this list of rock musicians, all of whom he recorded and produced using his tried-
and-tested old-school ways: Dashboard Confessional, Jimmy Eat World, Feeder, Gomez, Ben
Kweller, and Morningwood.

With 26 years of working in recording studios, Norton, an Englishman, definitely qualifies
as old guard. At the same time, with credits including Echo and the Bunnymen, Foo Fighters,
the Pixies, and Throwing Muses, he's that rare combination of living legend and contempo-
rary, happening producer (see the sidebar “Gil Norton: A Discography”). Norton specializes
in producing bands of the post-new wave and grunge varieties, with the occasional oddball
thrown in, like the acoustic-alt rock sound of Counting Crows and Gomez or the pop sound
of Morningwood.

Norton’s productions feature guitar-driven walls of sound, played by real bands in tradi-
tional recording studios—in other words, projects that involve strings, pedals, amps, drums,
microphones, baffles, mixing desks, and outboard gear. In short, Norton deals in everything that
sitting behind a computer screen is not.
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Instead, he delivers an invalu-
able service by carrying old-school
studio know-how into the 21st
century. The ongoing commercial
and artistic success of his approach
shows how relevant it remains. The
roots of Norton’s methods can be
found in his beginnings in the late
'70s when he studied music and
trumpet at Mabel Fletcher Technical
College in Liverpool. While there,
he played bass in bands and record-
ed musical acts in the 8-track demo
facility of Amazon Studios. Norton
recalls, “A lot of bands couldn’t tune
their drums—some couldn’t even
tune their guitars [laughs]—so 1
ended up getting heavily involved in
the musical side of things and drift-
ing into production.”

Speaking from one of his favorite studios, cen-
tral London’s RAK, Norton agrees that his approach
is “totally traditional,” and adds, “I mainly do bands,
so it’s not like I'm involved in dance music, which has
more to do with sonics, drum machines, loops, and
keyboards. When you’re working with a real drum-
mer and a real kit, you get a lot of character. So most
of the time [ work in a traditional studio environ-
ment, and it’s all about capturing the band as best
as possible. It’s all about the songs and giving guid-
ance about performances and why you think they’re
great or could be better. I like the whole psychology
of working with a group of people. I like human

interactions.”

GIL NORTON: A DI

Gomez, How We Operate (ATO, 2006)

Ben Kweller, Ben Kweller (Red ink, 2006)

Morningwood, Morningwood (Capitol, 2006 )

Jimmy Eat World, Futures (Interscope, 2004)

Dashboard Confessional, A Mark, A Mission, A Brand,
A Scar (Vagrant, 2003)

Feeder, Comfort in Sound (Universal, 2003)

Patti Smith, Gung Ho (Arista, 2000)

Foo Fighters, Color and Shape (Capitol, 1997)

Counting Crows, Recovering the Satellites (Geffen, 1996)

Belly, Belly (Sire, 1993)

Catherine Wheel, Chrome (Fontana, 1993)

The Pixies, Bossanova (4AD, 1990)

Del Amitri, Waking Hours (A&M, 1989)

The Pixies, Doolittle (4AD, 1989)

Throwing Muses, Throwing Muses (4AD, 1986)

Echo and the Bunnymen, Ocean Rain (Sire, 1984)
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FIG. 1: Adrian Bushby often engineers for Norton, who prefers to concentrate on the
production aspects and leave the knob twiddling to others.

Firm Believer

After engineering at Amazon, Norton worked for
nearly a decade as a producer-engineer, but the last
album he engineered entirely himself was the Pixies’
Doolittle in 1989. Since that time he prefers to have
a good engineer at his side. “When you are worried
about the technical aspects of things, it's harder to
concentrate on the music and the band,” he says.
In the past five or so years, he’s worked frequently
with engineer Adrian Bushby (see Fig. 1), who is a
producer in his own right. Bushby has engineered
for Norton many times, working with Dashboard
Confessional, Feeder, Gomez, Natalie Imbruglia,
Minogue, Morningwood, My Bloody Valentine New
Order, and Kylie Placebo.

Norton and Bushby collaborated recently on Gomez'’s
How We Operate (see Fig. 2). The CD is the band’s fifth,
and its first on the independent ATO Records label. How
We Operate climbed to No. 1-on Billboard’s Heatseekers
chart and No. 7 on the Billboard Top Independent
Albums chart, receiving widespread acclaim (allmusic
.com called it “a quiet stunner”). It was also the first
Gomez CD that wasn't self-produced. Norton'’s influence
is clear; the songs and arrangements are more down-
beat, acoustic, melodic, and integrated than the band’s
previous offerings.

“When [ met the band, the big thing for me was that
I wanted them to work as a band,” says Norton about
recording How We Operate. “I didn’t want a bitty album
of individual writers doing their own thing and the oth-
ers acting like session musicians. I wanted to put them
in a room together and work them through the songs.
I am a firm believer in preproduction before going into
the studio; to me, it is the most important part of record-
ing. Gomez had never done that, because they tended to
do everything in the recording studio. I wanted to make
sure that we all understood what each song was about
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‘I didn't want a bitty album of individual
writers doing their own thing’

and that everyone had their parts worked out before we
recorded. They've been touring a lot, especially in the
U.S., and [ thought it'd be good to have some of that
energy on the record.”

In addition, the budget for How We Operate was rela-
tively limited, which added to the incentive to come to
the studio as well prepared as possible. Preproduction
took place at the band’s rehearsal room and studio in
Brighton. “It’s a nice environment,” says Norton, “and we
would try out different arrangements and lots of different
drum parts and feels. We didn’t demo to a high standard
and didn’t use any of the demo recordings. It was more a
matter of putting ideas down and checking whether they
worked. Nearly all the lyrics, arrangements, and rhythms
had been completed by the time we began recording in
Studio 1 at RAK in October 2005. ‘See the World’ was
the only song that wasn’t quite worked out, so we had

a back room with only an SSL
and a small overdub booth. We
did a little bit of fiddling with
the acoustics there to turn it into
a great-sounding mix room. We
were there until Christmas, overdubbing mainly guitars,
keyboards, vocals, and finally mixing.”

For the longest time, Norton considered himself a
purist—a man who preferred tube and analog gear. But
even though plenty of analog compressors, mic pre-
amps, and EQs were used on How We Operate, the CD
was tracked using Norton's two Digidesign Pro Tools
systems, both filled to the brim with plug-ins.

Norton became a digital convert about two
years ago. “Until recently, digital wasn’t very good,”
he explains. “I used the Mitsubishi X850 digital
32-track recorder with Echo and the Bunnymen, and
that sounded okay in the beginning. But the more I
added, the more I could hear the digital processing,
and it sounded harsh. I was still using analog when I
did Recovering the Satellites with Counting Crows, and
ended up filling 100 reels of 24-track tape because we

to spend time in the studio on the
rhythm section for it.”

Shock and DAW

Norton's main reasons for recording
in RAK Studio 1 were its API desk,
enormous live room, and exten-
sive mic collection. “We tried to do
as much as we could live, and then
added overdubs,” he says. “The room
at RAK is big enough to be split in
half, so we had the drums in one sec-
tion and the amplifiers, keyboards,
and vocal mics in the other. The
band members were all playing at
the same time; there was a little bit
of spill, but not a lot. We had lots of
screens and blankets and stuff. We
made sure the tempos were sorted
out and recorded the tracks live as
much as we could. We were in the big
room for 15 days—each day record-
ing the basic tracks for one of 14
songs, even though only 12 made it
to the album.”

Norton confesses to hav-
ing a predilection for older Neve
and API boards when recording.
“That is where you get the sound,”
he explains. “So most of what we
recorded in Studio 1 went through
the API. It’s nice and clean; it sounds
great. After the two weeks there, we
went to RAK Studio 4, which is just
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NORTON'S OLD-SCHC

Norton divulges his five top tips for successful production:

1. Be prepared. “As a matter of principle, | do at least two weeks of preproduction
with almost every band | work with. You can't get the best results when you write
and arrange in the studio, because there's too much pressure. You need time to sit
with things and make sure you have the right ideas. The more work you have done
before you go into a studio, the faster the whole recording process becomes.”

2. Don't settle for less than best. "A producers job is about bringing the best
out of people and their music and making sure that they enjoy being in the
studio. One important thing is to be sure that they don't undersell them-
selves. Sometimes people will say, ‘Oh, that will do,' but in reality it may not
be good enough. It's important that you challenge them to do better."

3. Always explain yourself. “You have to be very articulate as a producer. If
you confuse a musician in the studio, it'’s the end. You can't just say, 'l don't
like that.” You have to give people a good reason why you say what you do
and warn them about the things to look out for. It's important for musicians
to feel confident and to know what they're doing.”

4. A click track is essential. “Lots of drummers these days don't like playing
to a click track, but clicks prevent bad takes. That's because click tracks stop
bands from pushing or slowing down when the musicians get tired. Some
songs need to move in tempo, and you can move the tempo up and down a bit
using a tempo map. Having a tempo map also makes editing a lot easier.”

5. Record as a band. "I always try to get the whole band to play the songs
together live in the studio, and normally | get them to do about three or four
guide vocal takes at that time. When you work all day on a song and there's
a vocal on tape, it refreshes your head and the band gets to know the song
better. You also get very fresh vocals that way. It can take a while for vocal-
ists to get into the mood of a song, and so | normally get a lot of the vocals
during these backing-track takes.”

WWW.EMUSICIAN.COM
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had recorded the preproduction as well. Then, when
producing Jimmy Eat World’s Futures album in 2004,
we did a big A/B shoot-out at Cello Studios in L.A. and
compared a 2-inch, 16-track Ampex machine with Pro
Tools HD 96/24. We all felt that the Pro Tools sounded
better, especially for rock music. That was a bit of a
shock.

“The big thing is the HD sampling rates. That is
where digital has become as good as analog tape—you

start getting the air around the sound. It’s more punchy
than what’s coming off the analog tape, so everything
that we record now goes straight to Pro Tools via the
192s. I still use analog because it can make things sound
softer and warmer, so I mix to %-inch analog and master
off that. Occasionally, I'll move something over to ana-
log tape and back to Pro Tools again just to get the tape
compression, and [ still enjoy doing tape edits with razor
blade. But digital is great for the convenience of editing
and recording lots of takes. Tape is so expensive, and
you can only record three takes on one piece of 24-track
tape. Now you can do eight or nine takes in Pro Tools
and see what you have.”

And so, to his own surprise, Norton has found him-
self recording exclusively in the box since 2004, and his
working methods are now a blend of old and new. “ have

a little [Digidesign] control surface,” he says, “but I still
prefer to use conventional desks. I'm running one Pro
Tools system on my old [Apple] Dual 1 GHz G4, which
I use for recording, and the other, which runs on a G5
Dual 2 GHz, is for editing. I try to have the editing done
in a different room than the control room, so it doesn’t
get in the way of recording. I don’t think bands like sit-
ting around looking at a screen all day; they prefer to be
creative and record stuff. They don’t want to sit there
while someone is editing, so I tend to keep that away
from the band.”

Plugged Up

Norton has also become increasingly enamored with
plug-ins. “Most plug-ins sound good, but it’s very dif-
ficult to compare them with outboard gear. You can't
say that plug-ins sound better than outboard gear; an
1176 plug-in doesn’t sound better than a real 1176.
They just each do a different thing. And you can over-
use plug-ins, just like you can overuse outboard gear.
If you have good instruments and good players and
good microphones, you don’t need to do a lot of EQing.
You shouldn’t be using plug-ins to rescue something;
they're really for adding a little bit of enhancement
here and there.”

Powerful tools from the expertise of Roger Nichols.

You need these creative plug-ins. Let nearly four decades
of production success work for you — Roger Nichol's name
is on the box, so you know they work in your workstation
to produce scintillating results. We offer six
hot plug-ins, available in Universal Binary and
Windows XP formats. And check out Roger's
new Session Presets.

Roger Nichols has worked with the créeme de la créme of
the world’s most successful artists — and picked up seven
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what he speaks. Now that hands-on experi-
ence can be owned by digital audio work-
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truly powerful plug-ins.
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Norton rarely processed the tracks on the Gomez
CD before sending them to Pro Tools. When he did do
some processing, he used outboard compressors such
as the LA3A, 1176, and Empirical Labs Distressor, as
well as the Thermonic Culture Vulture (tube distorter).
Once recorded, the material was edited and subjected
to all sorts of treatments. (For more technical details
about the recording process for How We Operate, see
Web Clip 1.)

Some of the CD’s tracks were either recorded or
processed remotely, such as the drum programming
and vocal mangling on “All Too Much,” performed by
Ben Frost, an Icelander living in Australia. Frost, a
friend of Gomez singer-guitarist [an Ball, added effects
to audio files sent to him over the Internet. MIDI string
arrangements were done by another friend of Ball’s,
Fil Krohnengold, who sent MIDI files back to London,
where Norton and company fleshed them out with the
aid of a MOTU Mach 5 sampler and samples from one
of the Miroslav string libraries and from Norton’s own
collection.

Pushing the Boundaries
Norton’s G5 Pro Tools HD3XL rig has 24 outputs,
but the system he runs on the G4 has only 16.

Because he and Bushby wanted to be able to move
freely between the two systems, the duo premixed
a lot to 16-tracks in Pro Tools as the project went
along. This made the final mix, performed by Norton
and Bushby together, straightforward. “With all our
recent projects, we mixed as we went along,” says
Bushby. “If we got balances that we liked, we saved
them. When it came to mixing the Gomez album, we
added a few more plug-ins and used the SSL desk
a bit more—especially its stereo compressor, which
gives it a sound.”

“ like the idea of mixing in the box,” adds Norton,
“but for now I still prefer mixing on SSLs. I like their
automation; it’s very simple, and I'm very familiar
with it. My HD3XL system is quite powerful and
has a lot of plug-ins. I like the Sony Oxford plug-ins.
Their EQ sounds great—very sweet; their compres-
sor is good; and I really like their Inflator—we used
that a lot. I have the Waves bundle and use the C1
compressor a lot. Reverb is the only area in which I
always prefer using outboard, often the Lexicon 224
and 480. I enjoy plates on vocals, with a little bit of a
Pro Tools delay.”

When asked about the ratio of plug-ins to out-
board gear, Bushby estimated that more than 50
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percent of the effects used on How We Operate were
plug-ins. Understandably, his list of favorites is similar
to that of Norton’s, though he adds a few of his own.
“The Waves TrueVerb is probably the best-sounding
computer-generated reverb, but springs and plates sound
more natural. Ilove my old spring reverb. I enjoy the [Sony])
Oxford Dynamics, which has a little setting for warmth
that blends in well and gives it a really nice sound. Waves
has a great de-esser that does the job very nicely without
being heard too much. Focusrite and Bomb Factory also

make good plug-ins; I particularly like the Bomb Factory
1176. As for outboard gear, I used my Chiswick Reach and

It's that easy to get started

USB.00§. No menu’s, no grs to install,
Just plu:' itin, setyo nces and
you're recording! Ease of dperation is just the

ADL stereo compressors and my pair of Neve 33114 EQs.
I also managed to get a Chandler TG1 compressor and an
API EQ into the mix room.”

Asked whether he foresees an entirely in-the-box
future, Bushby shakes his head. “I don’t think I'll ever
use just plug-ins. There’s something about having gear
that you can get your hands on; it reacts in ways that
plug-ins can’t emulate. You can already do a mix with-
out using any analog gear, but things done entirely in
the box can sound a little flat, and there’s something
that analog brings to everything. If you are doing
everything in the box, however, I'd advise at least put-
ting a good outboard stereo compressor
and EQ across your mix. It’s important
for things to go through that stage at
least once.”

FIG. 2: Norton's belief in preproduction was in

evidence when he produced Gomez's How We
Operate. The band refined the arrangements by
recording all the songs first in their home studio.

Norton says, “I'm not a purist anymore.
It doesn’t matter to me where things come
from.” As ever, his focus is less on the technol-
ogy and more on music and performances.
This is exemplified on Gomez’s How We
Operate. The sound of the album i first-class,
but the atmospherics and performances are
what come across most strongly. “My job is
about making sure that I get the right per-
formances and that people enjoy being in the

beginning. Inside this great looking body you get a true Gold Diaphragm
Studio Condenser Microphone - not a cheap dynamic or noisy electret.
Its got real analog volume adjustments to ensure precise gain staging
and sounds just like a studio mic should. The MXL.006 comes witha 10’
USB cable, a table stand, a travel case and is MAC and PC compatable.
Audition one today at most fine music retailers.

studio,” concludes Norton. “I'd like them to
experience it as a creative place where they
can work and feel that they can BENpVEE

push their boundaries.” EmM Ll ]PYs]

Paul Tingen is a writer and musician living
in France. He is the author of Miles Beyond:

The Electric Explorations of Miles Davis,
1967-1991 (Billboard Books, 2001). For
more information, visit www. tingen.co.uk.
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MAKING TRACKS

Chaos By Len Sasso
Get great results from Stylus RMX Chaos Designer.

C haos Designer in Spectrasonics Stylus RMX 1.5 is
a great tool for remixing loops and generating new
ideas, but as with any random process, some results are
better than others. Setting up Chaos Designer intel-
ligently and capturing multiple passes from which to
choose will improve your results immeasurably. Here
are some tips and tricks for doing both.

I've used Ableton Live 6 to host Stylus for my ex-
amples because Live is particularly well suited to record-
ing and manipulating clips from multitrack virtual instru-
ment plug-ins. But you can use most of the tips given
here with any full-featured digital audio sequencer.

Chaos Designer is intended primarily for manipu-
lating sliced audio files in Spectrasonics Advanced
Groove Engine (SAGE) format. With the aid of the
included SAGE converter, however, you can also import
Propellerhead’s REX2 files and Akai and Roland Groove
Control files for use in Stylus. The Stylus factory library
is excellent and large, but it’s weighted heavily toward
percussion, so keep the imported formats in mind as a
path to nonpercussive chaos (see Web Clips 1 and 2).

Wreaking Havoc

Chaos Designer independently manipulates seven slice-

playback parameters: Pattern, Repeat, Reverse, Timing,

Pitch, Dynamics, and Buzz (see Fig. 1). Those manipulations
are probabilistic; a slider sets the likeli-

FIG. 1: Stylus RMX Chaos  hood of each action. The last four effects
Designer modulates various playback  have additional controls for parameters
parameters in real time.  such as amount and direction.

STYLUS =
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Pattern shuffles the slices. Repeat repeats individual
slices. Reverse plays slices backwards. Timing introduces
timing variations, which you can tilt toward leading or
lagging the beat. Pitch applies a random pitch-shift.
Dynamics changes the playback level. Buzz retriggers a
slice at very short intervals, with controls for the rate of
retriggering and the amount the retriggering rate slows
down or speeds up over the duration of a note.

Stylus can play eight audio clips simultaneously
(each clip has its own Chaos Designer), and you can route
the clips to separate stereo outputs. Host permitting,
you can capture multiple Stylus outputs in one pass, but
if your host makes that difficult or impossible, you can
always record one output at a time. If you're using only
the Pattern, Repeat, and Dynamics effects, you can drag
a MIDI file fram Stylus into a host track and use it to
trigger the slices remotely. The other Chaos Designer
effects use DSP and can be captured only as audio.

You can get a great deal more out of Chaos Designer
by using Stylus Edit Groups. They allow you to group
slices by a variety of criteria. Each Edit Group has its
own Chaos Designer, so you could, for example, reverse
slices on upbeats, pitch-shift offbeat slices, and repeat a
manually selected group of slices.

Getting Down

Once you've designed your chaos, you'll want to capture
a number of passes of each loop. In Live, Stylus will be
hosted on a MIDI track, so route that track’s audio out-
put to the input of an audio track; that’s how you capture
Stylus output A. Next create a separate audio track for
each of the other active Stylus outputs. On the MIDI track
hosting Stylus, create a MIDI clip with a Clip Envelope to
trigger the Stylus AllPlay button. That’s necessary to do
because Stylus does not sync to the host’s transport.

To find the length of each Stylus loop, drag the loop'’s
MIDI trigger sequence from the Stylus file browser to
the Stylus MIDI track in Live. You can then look at it in
Live’s Clip editor to determine the span of the slices in
bars and beats.

Start by disabling all the Chaos Designers, setting the
Live audio tracks receiving Stylus input to Record, and
recording for the length of the longest loop. That gives you
unprocessed loops of the same length for all tracks. Next
turn on the Chaos Designers and record multiple passes

WWW.EMUSICIAN.COM
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MAKING TRACKS

STEP-BY-STEP INSTRUCTIONS

Use Clip Envelopes to automate Stylus
RMX’s AllPlay button, placing the On

event just before bar 2.

With all Chaos Designers turned off, record
one full pass of each loop. You can also
drag in the slice-triggering M1DI files from

Stylus RMX if desired.

Audition each pass and delete the

undesirable ones. Create an arrangement
by dragging or recording clips and scenes

to the Arrangement view.

of each loop. For example, if the longest loop is 2 bars,
you might record 32 bars, giving you 16 Chaos Designer
alterations of each loop. Finally, use Live’s Clip editor’s
Loop settings to single out each alteration, copying clips
as necessary. You can now audition individual loops, toss
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With all Chaos Designers turned on, record
multiple passes of each loop, thereby getting
several different Chaos Designer patterns to
work with. Duplicate the recorded clips and set
each copy’s loop to a different pass.

Here, Follow Actions were used to create fills at the end of

each chorus. The third chorus was then overdubbed with
different Follow Action settings to create an alternate take.

the bad ones, and arrange the others to your g
liking in Live's Arrangement view. LRI IPLS]

Len Sasso is an associate editor of EM. For an earful, visit
his Web site at www.swiftkick.com.
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SOUND DESIGN WORKSHOP

Here's That Grainy Day ...

Using Ableton Sampler for granular synthesis.

FIG. 1: The Sample tab in Sampler contains
the sample start and loop parameters.

Granular synthesis is often used in academic and
experimental music but isn’t found in many com-
mercial synthesizers. The sounds it produces are some-
what unsettling rather than smooth, but if you're look-
ing for fresh sound effects, granular techniques can be a
potent resource.

With granular synthesis, a source sample is sliced
into tiny grains, usually between 1 and 50 ms long. The
sound is then created by mixing the grains back together.
A number of parameters can be modulated. For example,
the length of the grain, its pitch, and its starting point
(the spot in the original sample from which each grain is
drawn) can be changed while the sound is playing.

Grain States

You may want to consider using Csound (www.csounds
.com) to explore granular synthesis. The site is free, it’s
powerful, and it includes sophisticated granular synthesis
tools. On the downside, Csound is not well suited for live
performance and can be difficult to learn.

An easier way to try out granular synthesis is to use
the Sampler plug-in available as an optional add-on for
Ableton Live 6. Sampler doesn’t provide full-on granular
synthesis, but it can produce a surprising range of tones
that use granular concepts. You can develop rich, sus-
tained tones that evolve smoothly and gradually, burbling
nonsense vocal textures, or thick crackling masses.

The Source
Any sample can be used as a source, but the best sounds
are a few seconds in length, have a continuous high-
amplitude level, and have lots of variation in tone color. [
created the audio examples for this column by recording
my own voice speaking a phrase, and then compressing it
substantially to get a more uniform level. The audio exam-
ples and the Live project used to generate them are in Web
Clips 1 and 2 on the EM Web site.

In Live 6, I created an Instrument
Rack, loaded an instance of Sampler

008 J [ 860 ]
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into the rack, and dragged my source sample into Sampler.
Using an Instrument Rack makes it easier to create layers,
each of which can have its own effects, and to assign mod-
ulation routings that can be saved with the rack preset.

Gran-diose

On the Sample tab in Sampler, set a shortloop that starts
somewhere in the middle of your sample, as shown in
Fig. 1. Give it a healthy crossfade value, so as to smooth
the edges of the grains, and set the Sustain Mode to either
forward or back and forth. If you play Sampler from the
keyboard at this point, you'll hear a static tone.

The parameters under the Sample tab can’t be modu-
lated directly, but they’re available as destinations under
the Modulation tab. There, two LFOs and an auxiliary
envelope can modulate loop start and loop length. I like
setting the LFOs to slow rates to achieve gradual changes.

To animate the tone of your short loop, activate
LFO 2, choose Loop Start as destination A, and set the
modulation amount for destination A to about 10 per-
cent. This value is a percentage of the sample length, so
changing the Sample End parameter in the Sample page
will affect how much modulation you get.

The key to developing good granular sounds is exper-
imentation: keep fiddling with parameters until you
get a sound you like. By assigning a macro knob in the
Instrument Rack to LFOrate, you can move fromasmooth,
short loop to longer stutters while a note is sounding.

Modulation to the Max

Sampler gives you three ways to modulate the loop start
or length from an external MIDI source. You can assign
your mod wheel to a macro knob in the Instrument
Rack that contains Sampler, assign the mod wheel to a
Sampler parameter directly, or switch to Sampler’s MIDI
tab and choose a parameter such as Loop Start or Loop
Length as a destination. (Some of these MIDI routings
override others.)

For more-complex sounds, try adding Live’s Grain
Delay effect to Sampler’s output, then modulate a couple
of its parameters from a macro knob. You'll be amazed

at the richness of the sound textures you EM =
can create. EM gooQa

Jim Aikin writes regularly for EM, Mix, and other music-
technology magazines.
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SQUARE ONE

Mic Specs Demystified . :..c..

What the numbers and tech jargon really mean.

A microphone is a straightforward device—sound
goes in, voltage comes out. So shouldn’t reading
microphone specifications be a straightforward pro-
cess? Mic specs are intended to tell you at a glance what
to expect from a given microphone—specifically, how
analogous the voltage is to the sound source.

Unfortunately, however, by the time you’ve
researched a microphone and waded through the vari-
ous acronyms, such as EIN, mV/Pa, and dB SPL, your
head hurts too much to make a rational buying decision.
The truth is that no amount of research into microphone
specifications can tell you what a mic will really sound
like. Specs may help you narrow the field, but they are
no substitute for your ears.

Once you know the terminology, though, mic specs
can be helpful. In this artide, I'll explain the concepts and
terms you need to know to get the most from spec charts.

Rejection
Aside from transducer type—dynamic, condenser, or
ribbon (see “Square One: A Change Is Gonna Come”
in the November 2006 issue of EM, available at www
.emusician.com)—the first thing to look for in a micro-
phone is its polar pattern, or directional response (see
Fig. 1). A circular graph is used to illustrate the micro-
phone’s polar pattern, showing where in a 360-degree
radius the mic is most sensitive. Some microphones offer
multiple polar patterns, enhancing their usefulness.

A microphone with uniform sensitivity in every
direction and plotted as a circle on the polar chart is

FIG. 1: This figure shows three common microphone polar patterns. An omnidirectional mic
(left) responds uniformly regardless of angle of incidence, a cardioid mic (middle) rejects
sound from behind, and a bidirectional mic (right) rejects sound from the sides.
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said to be omnidirectional. Mics that are most sensi-
tive to sounds arriving from the front, filling half (180
degrees) of the circular polar chart, are called directional.
Bidirectional mics, on the other hand, are sensitive to
sounds coming from the front and rear, but not the
sides. The term on-axis is used to describe sounds that
arrive at the sensitive parts of the pickup pattern. Off-
axis refers to sounds hitting the areas of a mic’s pickup
pattern that are least sensitive.

Cardioid, so named because it resembles a heart
shape, is the most common directional mic pattern,
while figure-8 is the classic bidirectional pattern. There
are a number of variations, such as wide cardioid (which
is a compromise between cardioid and omni), that fall
in between the basic pattern types. Between cardioid
and bidirectional, the pattern gets narrower toward the
front of the mic, rejecting more sounds from the sides,
while a bubble of sensitivity opens at 180 degrees to
the rear. As you move from cardioid to supercardioid to
hypercardioid, the pattern narrows and extends, until it
eventually becomes bidirectional.

Freq'ing Out

Microphones respond to some frequencies better than
others. The broken lines in Fig. 1 demonstrate how
polar patterns vary depending on the frequency range.
Manufacturers also create a frequency-response graph
that indicates the mic’s response to a tone swept from
20 Hz to 20 kHz. In Fig. 2, the tested microphone is
about 3 dB more sensitive between 3 and 7 kHz than at
1 kHz—the frequency to which the curve is normalized.

Fig. 2 also shows two broken lines below 500 Hz,
reflecting a property of directional mics known as the
proximity effect. When a sound source is very close to
a directional mic, the mic’s low-frequency response
is enhanced. This is the trade secret behind that rich,
booming “announcer’s voice” sound. The more direc-
tional the mic, the more pronounced the boost. The two
broken lines reflect the mic’s low-end response at a dis-
tance of 6 inches and 2 feet from the sound source, while
the solid line indicates its response at 3 feet.

When you see a mic’s frequency response listed
as a numeric range, look for the degree of deviation—
“+3 dB,” for example. Without that qualifier, the given
frequency range is not helpful. Look carefully, and you'll
see mics occasionally listed with a “20 Hz to 20 kHz"

WWW.EMUSICIAN.COM
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SQUARE ONE

FIG. 2: This figure illustrates a microphone’s
typical frequency-response curve. The
microphone enhances frequencies between
3 and 7 kHz. The boost below 500 Hz is due
to the proximity effect.

response that turns out to be 20 Hz to 15 kHz 3 dB,
with a significant rolloff toward 20 kHz.

Quiet, Please
If you will be working with very quiet sources, such as
those in classical music or field recording, you will need

The first thing to look forin a
microphone is its polar pattern.

a microphone that doesn’t get in the way sonically. All
mics have some degree of inherent noise, or self-noise.
Self-noise is determined by comparing the inherent
noise level with a hypothetical source sound whose
level produces the same response from the mic (the
equivalent input noise, or EIN). This is ordinarily mea-
sured in dB SPL, sometimes listed as “dB re 20 pPa,”
and is often A-weighted. A-weighting approximates
the nonlinear frequency response of our ears but also
results in a better-looking (lower) number. If the fig-
ure is not A-weighted, it will refer to a specification
known as CCIR 468-3, and the number will be about
10 dB higher. A mic with an EIN of less than 15 dB SPL
A-weighted is very quiet.

You should also know about a microphone’s sensitiv-
ity, the voltage it produces in response to an acoustic
stimulus. A sensitivity of 70 mV/Pa means the mic pro-
duces an output of 70 mV when presented with an input
of 1 pascal (94 dB SPL). Sensitivity
may also be expressed in dBV/
Pa. For example, a sensitivity of
-37 dBV/Pa indicates a microphone
whose output is 37 dB lower than
that of a hypothetical microphone

relative response in dB

proximity effect:
+10 || distance from source

20

50 100 1000 10k 20k

| high frequency bump:
extends from 3 to 7 kHz

2 3 456789 2 3 456789

frequency in Hz

that produces 1V in response to 1 pascal. Converting
from one scale to the other requires a bit of math, but
in general a range of 10 to 100 mV/Pa translates to an
approximate range of -40 to -20 dBV/Pa.
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Proper Load

To achieve optimum performance from most modern
microphones, the microphone preamplifier’s input
impedance should be much higher than the output
impedance of the microphone itself. Some mic manu-
facturers recommend a ratio of 5:1, while others rec-
ommend 10:1. This type of high-
to-low ratio is called impedance
bridging, and it results in maximum
transfer of voltage from mic to pre-
amp in order to minimize signal
degradation.

A mic’s spec sheet will list the
mic’s output impedance. If it doesn’t also list a rec-
ommended load impedance for the preamp, you can
simply multiply the output impedance by 5 or 10,
depending on which of the above ratios you want to
work with.

Transformation

With a transformer, a signal passes through a coil of
wire wrapped around a magnet and induces signal in
an adjacent coil/magnet assembly, allowing signal to
pass without physical contact between the two assem-
blies. Changing the number of turns of wire in the out-
put coil, or winding, changes its impedance relative to
the input winding, thereby changing the output signal
level.

In general, a mic with an output transformer allows
you to use a longer cable without fear of unacceptable
signal loss, and it also increases resistance to noise.
Intense low-frequency sounds, however, can overload
a transformer, causing distortion. Some engineers will
therefore prefer a transformerless design if they can
get by with relatively short cable runs, as in a studio (as
opposed to a live setting, in which long cable runs are
common).

Caveat Emptor

There are some international standards that attempt
to codify the way in which microphones are tested and
their specifications reported, but few manufacturers fol-
low them faithfully. A wise mic shopper therefore needs
to come armed with a broad and flexible vocabulary, a
probing mind, and a healthy dose of caution, if not out-
right skepticism. So armed, one can glean much useful
information from Web sites, spec sheets, and glossy
sales literature.

Of course, all of that research only serves to narrow
the field down to which mics are likely to please your
ears. After that, you must judge which mic sounds best
on which source. Em

Brian Smithers is a musician, composer, and engineer
in Orlando, Florida. He teaches at Full Sail Real World
Education and Stetson University.
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Q&A: Jack Rudy ...

Why music supervisors are looking for your songs.

MUSIC BUSINESS INSIDER

I n the music-for-picture world, composers get most
of the glory. But there’s another group of profession-
als who have a big impact on which music gets into a
film or TV show: music supervisors. While film com-
posers write custom instrumental music to set moods
and fit with the action in various scenes, music super-
visors choose their music from songs and compositions
that have already been written. Music supervisors are
therefore a conduit for songwriters and independent
composers who are trying to get their music on the
screen.

For a better understanding of what music supervi-
sors do, I recently spoke with Jack Rudy (see Fig. 1),
who has supervised the music for feature film, sitcom,
Comedy Central, and more. Rudy brings plenty of musi-
cal skill and experience to his job, having worked as a
professional harmonica player for years, playing with
artists such as Dave Alvin, the Blasters, and John Lee
Hooker.

What is the role of the music

FIG. 1: Jack Rudy frequently places songs ~ supervisor in a production?
from independent bands and artistson TV I complement the work of the com-

shows and in films.  poser by providing cues that come
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from outside of the composer’s brain—so band cues,
rock music songs, preexisting songs. That’s why my
specialty as a music supervisor is to stay on top of the
music of all current bands: bands that have albums,
bands that don’t have albums, bands that are playing
in clubs.

In the rock world, mostly?

Not necessarily just the rock world—the whole world of
music. Anybody who is playing music live for people is
at the top of my list. And not just because those songs
work well in movies. It's also because those musicians
and I have a similar self-interest in a project. What will
work for me and my film will also work for those artists
in their careers. Obtaining a film placement or a televi-
sion placement is a very valuable and positive step in a
live musician’s career. It’s kind of like what getting on
the radio meant in 1955.

So with a film or TV show, does the audience focus
on your music less than it would if it were on the
radio?

Yes, but a lot of shows are music driven. A huge percent-
age of the people who are of record-buying age buy their
music based on what they've seen on television. The
people who are selecting music for television shows are
trusted; their taste is trusted by the watchers of those
shows. So in a weird twist of fate, I am able to function
in much the same way that, say, Wolfman Jack did back
in 1970—by finding songs and helping people discover
new music.

What types of scenes require songs rather than
music written by the film composer?

There are certain obvious places where we put songs
from bands. Source music is one of them—every
time a character in a film or show turns on a radio,
walks into a bar, sits in a waiting room, or turns on
a jukebox. Then there are the cues in which the com-
poser and the music supervisor must work together
to decide whether a composed piece or a song from
a band would work best. Things such as a musical
montage segment sometimes work great with a band
and sometimes it works great with a composer’s own
work.

WWW.EMUSICIAN.COM



“I Got a Six-Figure Indie Label Deal
Because I Joined TAXI”

Jenna Drey — TAXI Member — www.jennadrey.com

My name is Jenna Drey.
y y
That’s me sitting next to TAXI
president, Michael Laskow.

For as long as | can
remember, I’ve wanted to be a
recording artist. I’ve studied
music my whole life. I’ve read
all the books. I’ve been to the
seminars. In short, I’ve done all
the same things you’re probably
doing.

Who Hears Your Music?

I’1l bet you’ve also noticed
that no matter how much
preparation you’ve done, it
doesn’t mean anything if you
can’t get your music heard by
people who can sign on the
dotted line.

I found out about TAXI a few

years ago, and have kept an eye
on it ever since. The longer |
watched, the more | became
convinced it was the vehicle |
needed for my music. When my
demos were done, I joined. And
guess what — it worked!

A Record Deal With

Lots of Zeros!

Seven months after joining,
TAXI connected me with a
great Indie label that’s
distributed by Universal. The
president of the label heard my
song, “Just Like That,” and just
like that, 1 was offered a record
deal, and that song became my
first single.

Madonna, Bowie,

Jagger, and me!

The icing on the cake? The
label hired legendary producer,
Nile Rodgers (Madonna, David
Bowie, Mick Jagger, and the
B-52s) to produce it! All these
amazing things happened to me
because I saw an ad like this
and joined TAXI.

3

A

1,200 Chances to

Pitch Your Music
It seems like all the serious
artists and writers are hooking up
with TAXI. Where else could you
find more than 1,200 high-level
opportunities for your music
every year?

You’d hire an accountant to do
your taxes. Doesn’t it make sense
to hire the world’s leading
independent A&R company to
make all the connections you
need? Do you have the time to do
all the leg work yourself?

It Worked for Me

TAXI doesn’t take a
percentage of anything, and it
will probably cost you a lot less
than the last guitar or keyboard
you bought. Think of TAXI as
the most important piece of gear
you’ll ever need. It’s the one that
can get you signed.

If you’re a songwriter, artist,
or composer who wants to
succeed in the music business,
then do what I did and make the
toll-free call to TAXI right now.

The World’s Leading Independent A&R Company

1-800-458-2111



82

MUSIC BUSINESS INSIDER

Can you generalize about what particular attri-
butes of a song make it useful for a film or TV
shew?

What you're looking for first in a particular scene is cred-
ibility (as opposed to musical innovation), and every-
thing follows after.

By “credibility” do you mean that the song has
authenticity from a stylistic standpoint?

You're getting there. But I actually mean it more
literally than metaphorically. What I'm saying is that
you as a listener need to believe it. Forget that it’s
music for a second. If it were a person talking to you
and telling you something, would you believe them,
or would you think that they were not credible, not
believable?

Based on the lyrics?

Just ask yourself if the music captures an emo-
tional component of a scene that needs to be there.
Because the component is emotional, it can’t ring
false. An example of a song that lacks credibility
would be one in which the composer tries too hard
to be literal with the lyrics and what’s going on in a
particular scene and ends up with something that’s
too matchy-matchy.

What happens when a noncredible song is used?
If there's one insincere note in the song, the actors will
look like bad actors. One song in the background that’s
baloney can wipe out the hard work of an actor, a lighting
designer, or a set director.

Do yom ever go to music libraries for material?
Yes, [ absolutely do. Mostly for instrumental tracks, and
mostly if a particular scene requires a style of music that
my composer isn't familiar with.

For a song to be considered for a movie, I assume
that it has to have a certain level of quality,
productionwise.

Yeah, absolutely. These days, everybody has to have
high-quality production. Nobody is walking around
with a 4-track cassette tape anymore.

There's a big variation in quality om independently
released CDs.

That’s true. But practically speaking, if the mix is okay,
the music is fine by the time it gets compressed and
pushed into the background of a TV show. In fact, we've
run with MP3s on TV shows and haven’t had a problem.
What makes the interests of the band musicians align
with the music supervisor’s is that the guy who's playing
in a band has rehearsed and performed these songs in
front of people repeatedly. And he has had the benefit of
what—to an ad agency, for example—would be a very

ELECTRONIC MUSICIAN FEBRUARY 2007

expensive focus group. He's playing the songs over and
over again, and that’s why he’s getting a crowd to come
and see him. That’s the reason a well-placed band track
will leap off the screen, compared to a custom-composed
song for that particular scene. Now that is my own per-
sonal taste; that’s subjective. And a band benefits from
having its song on a TV show or in a film in ways that
a composer sitting at home doesn’t. Even though they
both get performance-rights royalties and some sort of
alicense fee.

What’s a typical licensing fee that an artist would
get for use of his song in 2 movie or TV show?
Some TV shows pay less than $500 for an up-front
license fee.

supervisors?

If your band is successful locally and you are playing a
great gig that gathers alarge crowd, and youlook out into
the audience and ask yourself if there might be someone
in that audience who might help your career, it’s more
likely that a music supervisor is out there scouting than
a record company executive.

Isitomlyin L.A. and New York that this happens,
or can it happen in, say, Lubbock, Texas?

It could happen to somebody in Lubbock. I'm not going
to fly to Lubbock to see a country band perform, but
I am going to pick up the phone and I'm going to call
someone who knows country music and ask them to
tell me who is out there right now playing, and who
is good.

Do you require people to get permission from you
to submit something?

That's an interesting question. Oftentimes with record
companies you can’t even find their address. There's all
that crazy, weird secrecy. That’s not true at all for me—
not one bit. If I solicit for a song through a network, I
give an address. Whoever answers is submitting based
on my solicitation.

So music supervisors are generally more accessible
than record company AXR people?

We're on the ground. We're where the rubber hits
the road, where music meets film. We are actually
interested in finding new music, and we aren’t moti-
vated in the way that so many record companies are:
by profit and sale of the album. We're seeking out
and searching for songs that fit scenes. So when you
submit your work to us, we’ll truly listen to it. We
don’t have prejudice between a known band and an
unknown band. em

Mike Levine is an EM senior editor.
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AB LETO N Live 6.0.1 {Mac/Win)

Ableton once again delivers a
stellar upgrade.

IRy 343 0

By Len Sasso

ive 6 is the latest in a steady stream of upgrades to
Ableton’s flagship sequencer, and it doesn’t disappoint.
Live 6 adds many new convenience features as well as
some biggies such as video support, the new Sampler
instrument, and plug-in Racks capable of housing
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FIB. 1: Assigning an audio clip in Arrangement view as the tempo master automatically

generates tempo changes matching the clip's Warp markers.
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parallel chains of instruments and effects. You can pur-
chase Live as a download or in a box, which includes
a printed manual and a large collection of presets for
Simpler, Live’s free sampler. The Simpler presets make
up the Essential Instruments Collection (EIC) from
SoniVox (formerly Sonic Implants).

Live 6 runs under Mac OS X and Windows. It can
function as a ReWire mixer or client application, and it
hosts VST and AU instrument and effects plug-ins. It
includes a collection of Ableton plug-ins optimized for
Live. For this review, I installed Live 6.0.1 on a 2 GHz
dual-G5 Power Mac and an 800 MHz G4 PowerBook,
both running Mac OS X 10.4.8. | also installed it on
a 3.2 GHz Pentium 4 laptop running Windows XP.
Performance was outstanding in all cases.

Because Live has been well covered in previous
EM reviews, I'll stick to the new features. You can read
reviews of earlier versions online in the June 2002,

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

Specifications tables for EM reviews can be found at
www.emusician.com/specs.
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Inspiring heats.

“l have been getting

into it as an idea starter...
especially digging the

jazz, New Orieans and
reggae... and as 2

virtual instrument it kicks ass!”

Aaron Fishbein, Producer/Guitarist
(Scott Storch, Beyonce, Christina Aguilera).

Easy to use.

“I've already recorded
two songs of mine...

| see it's very intuitive
and versatile.”

Tony Visconti, Producer/Engineer
(David Bowie, Thin Lizzie, Morrissey)

inspired by DrumCore...

¢ MIDI instrument includes great acoustic,
electronic and Latin sounds, plus you can even
build your own kits with any WAV or AlFF!

¢ Includes both audio and MIDI beats

» Easy-to-use songwriter “GrooveSets”

e Librarian for ACID, REX2, WAV, AIFF and MIDI files
* Gabrielizer beat generation

« Integrates with all recording software

o NEW version 2.5 with even more cool features!
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"Royer R-121s and R-122s are
essential to my guitar sounds.
They give me something that
no other mic has. | use a lot of
microphones when | record, but
if | pull the Royers out of the mix
| really miss them. To me, that's
the sign of a good mic.

"l used to avoid using ribbons
on drums, but the SF-24

changed that the first time | used
it. It attacks in the perfect place
and interacts beautifully with the
other mics on the kit. It adds

power and richness to the drum
tracks and seems to smooth out
the other mics. Royers haye
become an indispensaliie part
of how | record music "
2
Michael Beinhoril
(Producer - Soundgartengg
Marilyn Manson, Red Hats

Chili Peppers, Ozz§fOsgeurne )iy

LIVE

June 2003, April
2004, December
2004, and January

2006 issues.

..m'.'

A Steady Clip

Live is primarily about
triggering, arrang-
ing, and synchroniz-
ing audio and MIDI
clips. Live 6 intro-
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duces three impor-
tant improvements
in audio clip manage-
ment: you can slave
Live's tempo to a time-warped audio
clip, simultaneously time-warp mul-
tiple audio clips, and crop audio clips
directly in Live’s Clip view.

It was a nice step forward when
Ableton introduced tempo automa-
tion in Live 2, but conforming Live’s
tempo to a long, freely played audio
clip was still a tedious job. First you
had to time-warp the whole clip,
and then you had to go back and
manually insert tempo-automation
events to match each of the clip’s
Warp markers. Now, you can desig-

ABLETON Live6.0.1

digital audio sequencer
boxed $599 (upgrades from $219)
download $499 (upgrades from $119)

FEATURES S
EASE OF USE 5
QUALITY OF SOUNDS 4
VALUE 5

RATING PRODUCTS FROM1TO 5

PROS: Instrument and effects Racks for
complex processing and layering chains.
New full-featured multisampled Sampler
instrument. Tempo master clips. Video
support. Value-scaling MIDI remote
control.

CONS: Browser bookmarks implementation
is awkward. Audio content is limited.

FIG. 2: Frozen tracks render all clips as audio, but you can
still move and resize clips and add mixer automation.

nate any audio clip in Arrangement
view as the tempo master, and Live
will automatically create tempo
automation to match.

You can also use the tempo-
master feature for a kind of groove
quantizing. For example, designate
a short drum loop as the tempo
master, and then set Warp mark-
ers to align all hits to grid lines. The
drum loop will sound as it originally
did, but other quantized material—
MIDI files, for instance—will con-
form to the drum loop’s groove (see
Fig. 1 and Web Clip 1).

Live 6 has a few more tricks to
simplify working with Warp mark-
ers. If you select multiple audio clips
of the same length, you can add
and adjust Warp markers simulta-
neously. That’s convenient when
you've recorded multiple tracks and
you want to adjust the timing of
all of them. You can also copy and
paste Warp markers between clips,
and the clips don’t need to match
in length or in the location of those
markers.

On with the Show
Although Live 6 does not offer
sophisticated video editing and
imports video in only Apple
QuickTime format (.mov), it makes
it easy to quickly create soundtracks
synced to video. You can drag video
clips to Arrangement view audio
tracks or to clip slots in Session view,
but only their audio is imported in
Session view.

Video clips on Arrangement

WWW.EMUSICIAN.COM
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LIVE

view tracks work the same way that audio clips do—in
particular, with regard to creating and managing Warp
markers. The simplest way is to designate the video clip
as the tempo master and align Warp markers with the
desired video hit points. Imported and recorded audio
tracks can then be time-warped to sync with the video
hit points.

You can drag multiple video clips to Arrangement
view tracks and even place them on different tracks, but
only one video clip can play at a time, and that’s always
the one on the lowest track. You can also slice video clips
and rearrange the slices, but you can’t recombine them
to create a single video or add audio directly to a video.
You need separate video-editing software for those
functions.

Frozen Solid
With new multiprocessor and multicore support, Live
6 delivers a significant improvement in performance.
For example, a project on my 2 GHz dual-G5 Power Mac
that peaked Live 5’s CPU meter at 89 percent and broke
up during playback played without problems in Live 6,
peaking the CPU meter at 60 percent. In spite of that
improvement, a few power-hungry virtual-instrument
tracks can still top out Live 6. When that happens, it’s
time for the deep freeze.
Most sequencers have a freeze option that tempo-
rarily renders an audio or a virtual-

FIG. 3: Live's File Manager window details

all file usage in a set or project and
provides utilities for finding and
replacing files.
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instrument track, along with any
effects processing. The sequencer
then plays the rendered audio in
place of the real track. Live's freeze
function (called Deep Freeze) does
that and more (see Fig. 2).

When you freeze a Live track, all
clipsin the Session and Arrangement
views are rendered. You can move
clips around on the track and
between views, split them and
shorten them from either end, and,
if clip looping is turned on, extend
the loop from either end. When a
clip is frozen, its Clip Envelopes are
also frozen. But mixer-automation
envelopes such as volume and pan-
ning are not frozen, and you can edit
them as on any audio track.

You can, of course, unfreeze
a track when changes are needed.
Conveniently, if you unfreeze a
track and then freeze it again with-
out making changes, the old freeze
file is used, and you don’t have to
wait for another rendering. If you
decide no further changes are neces-
sary, you can flatten a frozen track.

That converts the frozen track to an audio track playing
the rendered audio and automatically removes all plug-
ins and rendered automation envelopes. As an alterna-
tive to using Live’s Flatten command, you can simply
drag or copy a frozen clip to another audio track to get
a flattened version of that clip. You can thereby flatten
some frozen clips while leaving others for subsequent
unfreezing.

What and Where

Live’s file browser sports several enhancements. A new
Hot Swap mode facilitates swapping samples used on
Live tracks or in Ableton sample-based instruments
(Impulse, Simpler, and Sampler). Clicking on a sample’s
Swap button in the File Manager or an instrument’s
Sample window reveals the file’s location in the brows-
er's Hot Swap tab. You can use that as a starting point
for auditioning or permanently swapping the target
sample with the sample in the browser.

Each browser tab now has columns showing the type,
size, date modified, and file path for displayed items. You
can hide, reorder, and resize the columns. Bookmarks
have been added to the browser, making it much easier
to get around. You can add or remove the currently dis-
played disk location to the bookmark list, but oddly you
can’t change the order of the list or alphabetize it. Still,
the permanent bookmarks (Library, Current Project,
Desktop, All Volumes, and Home), together with a few
of your own, come in very handy.

Live’s project management has been improved in
several ways. Live sets are now automatically saved in a
Project folder where all ancillary files used in the set are
collected using Live’s new Collect All And Save command
(an improved version of Consolidate Project). If you save
a new set in an existing project folder, it becomes part
of that project; otherwise, a new project folder is created
with the same name as the set.

You use the new File Manager, which shares the
Lessons window at the right of the user interface, to man-
age the files in a set, a project, or the entire Live Library.
With it, you can quickly locate all relevant files, display
them in the browser, and collect them into the project
(see Fig. 3). Furthermore, you can collect projects into
Live Packs for archiving or sharing. Live Packs are mono-
liths containing all files used in a project and are created
with lossless compression to minimize their size.

Grabbing Hold

The Browser window is also used for Live's upgraded
MIDI and Keyboard mapping functions. When you
invoke either function, the browser displays all current
mapping assignments, allowing you to quickly see, mod-
ify, and delete them.

You can now assign the same key or MIDI command
tomultiple functions where needed. For example, a single
MIDI controller can control several volume faders, and
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SPEAKERS OF ALL SIZES PLUS THEIR ENVIRONMENTS
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A bad GSM connection on a busy
sidewalk, a bullhorn with feed-
back and a helicopter overhead,
or a 1952 rockabilly guitar amp
in a recording studio live room:
Speakerphone gives you authen-
tic speakers of any size together
with their natural environments.

All the walkie-talkies, distant transistor radios, upstairs TV
sets, bullhorns and cell phones you'll ever need. Speaker-
phone will add dial tones, operators and static, and you can
select from a wealth of ambiences on either the caller’s or
receiver's end. And with a click you can send anything from
the sample-playback bay right to the cursor in your Pro Tools
track.

Operation is extremely quick: you just call up one of the hun-
dreds of carefully crafted and archived presets. If you're a
tweaker just click ‘show controls’ and the whole dashboard
slides out, at your disposal, with the most minute detail.

Speakerphone, powered by Altiverb, combines a wealth of

e.Eg

effects including a convoiution engine that uses actual
samples of hundreds of original speakers, a radio re-
ceiver tuning dial, record player scratch and static gen-
erator, GSM cell phone data compression, distortion,
tremolo, delay, a variety of EQ and dynamics, bit crush-
ing, sample rate reduction, a full blown convolution re-
verb, and a library of samples to combine into entire
environments.

You want to have the artist rap through a cell phone?
Rather than pull up an eq and distortion, why not make
him rap through one of Speakerphone’s actual GSM
connections? Perhaps surrounded by the acoustics and
sounds of an idling car at a gas station?

And then there's the host of classic guitar amps, com-
plete with tailor made distortion, spring reverbs, and
everything else to build guitar tone like you've never
heard from a plug-in.

The end-all speaker simulator plug-in, with a host of en-
vironments to put them in.
Speakerphone is speakers done the Audio Ease way.

Hear it at: www.audioease.com

Also check out:
Altiverb 6 (TDM) and
Soundabout

at audioease.com

(800)222-4700  www.sweetwater.com  Sweetwater puts together more computer audio systems than anybody, and when it comes to convolution
reverb, their application of choice has always been Altiverb. And now all Pro Tools experts at Sweetwater

are excited to bring the power and quality of Altiverb to the Pro Tools TDM hardware.

music technology direct”




90

LIVE

a single key can solo multiple tracks.
For knobs and sliders, each assign-
ment has its own range, which can
be positive or negative. You can use
that to assign the same MIDI con-
troller to increase one channel’s vol-
ume while decreasing another’s. A ]
A global preference called Take
Over mode determines how MIDI
continuous controllers are han-
dled. The target control can jump
to the incoming value (None), stay
put until a matching MIDI value is
received (Pickup), or have its value
scaled by the incoming MIDI value
(Value Scaling). The last option is so
clever that it’s hard to imagine a use
for the other two—on one hand, there are no jumps, and
on the other, the targeted control reacts immediately.
Live's new Instant Mappings support a variety
of popular control surfaces, and you can activate as
many as six Instant Mappings at a time. When Instant
Mapping for a control surface is invoked in Live’s
Preferences, the control surface’s knobs, sliders, and
buttons are automatically assigned to Live’s mixer and
plug-in device parameters, and that includes third-
party plug-ins. Manual assignments (made using
Live’s MIDI Map mode) override Instant Mapping
assignments. Although it’s not officially supported,
you can create your own Instant Mappings by follow-
ing the instructions in the User Remote Scripts folder
on your hard drive. I had no problem creating an
Instant Mapping configuration for my discontinued
Native Instruments 4Control.

Rack’Em Up

Ableton introduced device groups in Live 5. They allowed
youto collectlinear chains of plug-ins in any combination
of formats (VST, AU, and Live) into a single device, and
then save the configurations of all the devices as a single
preset. Device groups could start with a virtual instru-
ment plug-in or be pure effects chains, and all automa-
tion and MIDI control was on a per-device basis.

Live 6’s new instrument and effects Racks expand
on device groups in two important ways: Racks can
hold parallel chains of instruments and effects plug-

ins, and each Rack has eight macro

FIG. 4: Instrument and effects Racks ~ controls that can be mapped to mul-
manage parallel chains of instruments  tiple device parameters and scaled
and effects.  independently (see Fig. 4). Device
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FIG. 5: The new Sampler instrument offers full multisample editing and a host of filtering

and modulation capabilities.

groups saved from Live 5 are automatically converted to
Racks when opened in Live 6.

You can use parallel chains within a Rack to layer and
split virtual instruments and to layer effects. There are three
ways to control the mix of virtual instrument chains: by key
zone, by Velocity zone, and manually. Effects chains can be
mixed only manually, which is done by setting the Chain
slider with the mouse or through MIDI. You set the active
zone and crossfade region of each chain, and then position
the Chain slider to determine the mix of the chains.

Although the devices in a single chain work in series
and separate chains work in parallel, you can create
more-complex signal flows by nesting Racks and placing
Racks in series. For example, you might place a MIDI
arpeggiator effect before an instrument Rack containing
parallel piano and strings chains and follow that with a
Rack containing chorus and reverb. Incoming MIDI will
be processed by the arpeggiator, and then passed to the
piano and strings Rack, whose mixed output will be pro-
cessed by the chorus and reverb Rack (see Web Clip 2).
You can then nest those three Racks in a new Rack to
save the whole setup as a single Rack.

By Any Means

Racks are only as good as the instruments and effects you
stuff in them, and Ableton has added to and improved
its complement of built-in devices. The new Note Length
MIDI effect has two modes: Note On and Note Off. In
Note On mode, incoming notes are all given a fixed dura-
tion that you set in milliseconds or tempo-synced note
divisions. In Note Off mode, notes are triggered when
MIDI Note Off messages are received.

The Dynamic Tube effect is a tube saturator and
envelope follower combined. EQ Eight upgrades the
older EQ Four to eight channels and adds left-right and
mid-side modes. In those modes you get separate con-
trol of each channel. The Saturator and Utility effects
have also been upgraded.

On the instrument side, Operator has been beefed
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up with a new set of 24 dB filters
and a couple of new FM algorithms.
Both add significantly to its range,
but the big news is the new Sampler
instrument. Operator ($149) and
Sampler ($199) are paid add-ons
to Live.

Sample This

Sampler is a full-featured multi-
sampling companion to Live’s free
sampler, Simpler. Sampler comes
with a small library of multisam-
pled instruments, which is greatly
expanded by the optional EIC ($119).
The EIC instruments are built for
Simpler, using a hidden multisample-
playback capability, but they are eas-
ily converted to Sampler format,
making them much more tweakable.
The EIC is heavily weighted toward
acoustic instruments and is a solid
collection, but the electronica crowd
won't find a lot here.

In addition to creating your own
multisampled instruments, you can
import instruments in a variety of
common sampler formats, includ-
ing Tascam GigaStudio, Native
Instruments Kontakt 2 (nonen-
crypted), Creative/Emu SoundFont,
and Apple EXS24/GarageBand.
Importing multisampled instru-
ments in other formats is a notori-
ously flaky enterprise, and the less
complex the format being imported,
the better. I successfully imported
SoundFont, Kontakt 2, and EXS24
instruments, though I had to guide
Sampler to the EXS24 samples. The
results were mixed; for example,
all the SoundFonts I imported had
their sustain loops disabled.

Sampler has a multitab inter-
face along with a Zone editor that
is expandable to the full size of
the clip area if needed (see Fig. 5).
Key and Velocity zones are sized
and crossfaded using the same
expandable-bars technique used for
zoning instruments in Racks. The
remaining tabs—Sample, Pitch/
Osc, Filter/Global, Modulation, and
MIDI—toggle displays for setting
the corresponding playback proper-
ties. All settings, except those on the

Sample tab, apply to all samples; you
can’t work with sample groups the
way you can with most samplers.
Ableton’s alternative, which is quite
effective once you get used to it, is
to use multiple instances of Sampler
collected in a Rack to create sample
groups. Live will do that for you
when importing foreign formats.
The advantage of this approach,
typical of Ableton, is that you don't
have to fuss with sample groups
unless you need them.

The remaining four tabs are
devoted to filtering and modula-
tion. An oscillator and envelope
generator provide FM, AM, and
pitch-bend effects. A morphable
multimode filter and a waveshaper
are there for timbral contour. An
ADSR envelope generator and three
LFOs can modulate two sources
each. A modulation matrix routes
six different MIDI messages to two
destinations each.

Final Mix

Live’s mixer is improved in several
ways. You can vertically resize the
Session view fader section to reveal
digital peak and level readouts along
with dB-labeled tick marks. Inputs
from other audio tracks can now be
pre- or post-FX as well as postmixer
(after the fader and pan controls).
Finally, you can choose between
seven crossfade curves for the
Crossfader.

One of the best things about
Live 6is that it looks and works almost
exactly the way Live 5 (and 4, 3, 2,
and 1) does. A cumulative what’s-new
list of Live’s six generations reveals
a huge change in functionality, but
Ableton has been careful to preserve
the basic look and feel. The company
has also avoided adding features just
to make the list look good. There’s a
lot to learn in Live 6, but it’s mostly
easy going, This upgrade | EMNVER
is a must-have. googa

Len Sasso is an associate editor of
EM. For an earful and free refresh-
ments, visit his Web site at www
.swiftkick.com.

ATH-M50
professional studio
monitor headphones

Listen in for the whole truth: natural
response through the entire frequency
range-no little white lies smudging
out or hyping sounds along the way.

Designed for professional monitoring
and mixing, Audio-Technica's new
ATH-M50 professional studio monitor
headphones feature circumaural ear
pieces (180° swivel} and luxuriously
padded ear cushions that create an
outstanding seal for maximum
isolation and ultimate comfort during
long sessions.

ATH-MB50 professional studio monitor
headphones. For true sound.

audiotechnica.

always listening

www.audio-technica.com
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FIG. 1: The Moog Music Little Phatty is an old-school analog monosynth with 21st-century advantages,

including 100 rewritable presets and comprehensive MIDI control. Afthough the instrument is
monophonic, when it's used as a MIDI controller, the keyboard transmits potyphonic data to any

MOOG MUS'C Little Phatty

The Minimoog spawns yet another
worthy descendant.

By Geary Yelton

Ithough history credits Bob Moog with inventing the
keyboard synthesizer, his most successful designs were
the results of collaboration. Moog shared responsibil-
ity for engineering the Minimoog, for example, with Bill
Hemsath, Jim Scott, and Chad Hunt. In early 2005, shortly
before learning of his fatal brain tumor, Moog and his engi-
neering staff in Asheville, North Carolina, began designing

instrument that can receive it.

Much to the chagrin of many observers (including
me), the new synth was eventually named the Little
Phatty. If you knew Bob Moog, however, you'd under-
stand that the moniker is a fitting tribute to a great man
who enjoyed a skewed sense of humor.

The Little Phatty (LP) is a monophonic analog syn-
thesizer with a 37-note, Velocity-sensitive keyboard.
Its synthesis engine is not as comprehensive in scope
as the Voyager’s, but its fat sound is unmistakably

analog and indisputably Moog.

Moog MuSic has Cut corners by The first and current LP is the Bob

designing an ingenious user interface.

an analog synth that would be more affordable than the
company’s flagship Voyager (reviewed in the October 2003
issue of EM, available online at www.emusician.com). The
team included longtime Moog employee Steve Dunnington
and relative newcomer Cyril Lance, among others, who
have effectively taken up Moog’s engineering duties since
his diagnosis and subsequent passing.

ELECTRONIC MUSICIAN FEBRUARY 2007

Moog Tribute Edition, a limited
production run of 1,200 instru-
ments. An even more economical
Stage Edition is said to be in the
works, though as of this writing, Moog Music has made
no official announcement.

Outside Possibilities

With solid-wood end panels and retro-style knobs, the
LP looks simultaneously modern and traditional (see
Fig. 1). Its control panel is permanently fixed at an angle
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PRODUCT SUMMARY

MOOG MUSIC

LITTLE PHATTY

for easy access, and its brushed-
aluminum rear panel has a unique
S shape and sports an enlargement
of Bob Moog’s signature. On the
LP’s left side panel are all its connec-
tions to the outside world, including
mono audio and MIDI I/O, control
voltage (CV) and gate inputs, and an
IEC power receptacle (see Fig. 2).
When you power up the LP, it
greets you with a 5-second light

show as it cycles through all its

blue and magenta illuminated but-
tons and LEDs. The translucent
pitch-bend and mod wheels have
a continuous blue glow, and lumi-
nous LEDs and buttons indicate
which controls are active. In each of four control-panel
sections—Modulation, Oscillators, Filter, and Envelope
Generators—is a single rotary knob surrounded by a
ring of 15 blue LEDs that indicate the selected parame-
ter’s current value. Whereas most recent hardware syn-
thesizers supply a knob for each function, Moog Music
has cut corners by designing an ingenious user interface
that replaces individual parameter knobs with multipur-
pose knobs and buttons that select their functions.

On the far left is an unlabeled user-interface sec-
tion containing a 2 X 16-character alphanumeric LCD,
unadorned knobs for fine-tuning and changing dis-
played values, and buttons that let you change modes,
enable glide, and perform utility functions such as sav-
ing presets and moving the LCD cursor. The Octave
Up and Down buttons
in this section have a
thoughtful feature I've
never seen before: they
glow blue when you

Little Phatty press either of them to

RATING PRODUCTS FROM1TO 5

PROS: Fat analog sound. Intuitive user interface.
Extensive MIDI implementation. Excellent fac-
tory presets. No wall wart.

CONS: No tuning reference. Inconsistent key-

board. Global filter cutoff slope and release
defeat. No noise generator.

MANUFACTURER

ELECTRONIC MUSICIAN FEBRUARY 2007

analog synthesizer transpose by one octave,
81,475 and they glow magenta
FEATURES 3 when you press again
EASE OF USE 4 to shift by two octaves.
elAJLAIlJ-éTY OF SOUNDS i Thus, you can always see

your keyboard’s trans-
position at a glance.

In the Output sec-
tion on the control
panel’s far right, a sim-
ple Volume knob con-
trols the levels of the
%-inch headphone out-
put mounted just below
and the main output
on the side panel. An
Output On/Off button
disables the main out-

FIG. 2: The Little Phatty’s left side panel contains an unbalanced audio output, an unbalanced
audio input, a gate input, and contrel voltage inputs for pitch, volume, and filter cutoff—all
on Y%-inch jacks—as well as MiDI In and Out ports and an AC power connection.

put but doesn’t affect the headphones, making it handy
for onstage tuning and cueing up presets.

Because the LP’s electronics are analog, the instru-
ment needs to warm up so that its voltage-controlled cir-
cuits can stabilize. After 15 minutes with the power on,
temperature-regulated chips ensure rock-solid oscillator
tuning. Because the LP doesn’t furnish an internal tun-
ing reference or automatic tuning, however, you'll want
to tune it by ear to an external pitch source. Considering
that guitar tuners are so inexpensive, this is a minor,
though perplexing, annoyance. On the plus side, the
Fine Tune knob makes a dandy alternate pitch-bender
and has a range of a minor third up or down.

On my review unit, the keyboard’s feel varied sub-
tly from one white note to another. One white key had
a lighter touch than the others, and several of them
banged against the key bed when I played more than
moderately hard. Fortunately, neither problem affected
the LP’s output, nor were any mechanical noises audi-
ble with the audio level turned up. The black keys were
much more even and consistent, but they also felt much
stiffer. I'm not the first reviewer to receive this particu-
lar LP, and I suspect that previous reviewers have played
the white keys enough to loosen up the action.

It's a Lean Machine

Two buttons in the user-interface section access Preset
mode, which lets you load presets and manipulate their
parameters, and Master mode, which ets you alter
global parameters and utility functions. To change pre-
sets, you can scroll through them sequentially by turn-
ing or pressing the Value knob in Preset mode or switch
to them directly by sending MIDI Program Changes. You
can also scroll through them ten at a time by pressing
the Value knob as you turn it.

Although there’s no way to switch directly to a non-
sequential preset from the front panel, the LP offers a
clever work-around using four Performance Sets, each
containing any eight presets you specify in a sequential
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LITTLE PHATTY

order. After you've set up a Performance Set, you can
quickly scroll between its eight presets by pressing the
Value knob when the LP is in Master mode. Turning the
Value knob in Master mode changes LCD pages, which
allow you to set up Performance Sets and specify MIDI
mode and channel, keyboard priority, pitch-bend range,
and other systemwide parameters.

The LP has two identical voltage-controlled oscilla-
tors labeled Osc 1 and Osc 2. Their most outstanding
aspect is that the waveforms are continuously variable—
you can smoothly transition from triangle to sawtooth
to square to narrow pulse by turning a knob or applying

modulation. The Oscillators section has buttons to sync
oscillator 2 to oscillator 1 and to independently adjust
their octave transposition. By pressing the correspond-
ing buttons, you can use the Oscillators knob to change
the glide rate, to tune the second oscillator relative to
the first, and to independently adjust each oscillator’s
waveform and level.

The LP's voltage-controlled filter is lowpass only,
which is probably all you'll need 99 percent of the time.
It can resonate to the point of self-oscillation, and you
can use MIDI to modulate the resonance amount. The
filter’s Overload parameter lets you dial in a very warm
and pleasant distortion without going over
the top. You can choose from four filter cut-
off slopes—from one to four poles—but

. DREAMERS WANTED.
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SCHOOL OF RECORDING ARTS

surprisingly, slope is a global parameter.
The selected filter slope affects all presets;
you can'’t specify the slope for individual
presets.

Two identical ADSR generators are
hardwired to the amplifier and filter. There’s
no switch for defeating the release stage as
there is on a Minimoog, but you can dis-
able release in the global parameters—an
odd compromise, because like filter slope,
it affects all the presets. The Envelope
Generators section is the only place where
I missed having individual knobs, because
it takes so long to view or change attack,
decay, sustain, and release settings one at
atime.

In the Modulation section, you can
route the LFO, filter envelope, or oscillator
2 to modulate either the filter cutoff, oscil-
lator 2’s pitch, or the pitch or waveform
of both oscillators (routing oscillator 2 to
itself has no effect). You can choose from
four LFO waveforms and use the section’s
knob to control the LFO’s modulation
depth and rate.

Dedicated %-inch inputs let you route
CV sources to directly control pitch, fil-
ter cutoff, and volume level. You can also
insert a footswitch to serve as a gate that
triggers both envelopes—a useful func
tion if you're processing external sounds.
The CV sources might be expression
pedals or programmable devices such
as analog sequencers. You'll achieve a
much greater breadth of external control,

though, using MIDI Control Change (CC)
messages. Virtually every parameter you

A= ey
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can change from the front panel responds
to MIDI. However, I'm confounded that
the LP doesn’t respond to MIDI Volume
(CC 7) changes, and I would be amazed
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if Moog Music doesn’t address this shortcoming in a
future software update.

Wired for Sound

Have I mentioned that this thing sounds fat? If you close
your eyes, the LP’s tonal character is virtually indistin-
guishable from the Voyager’s or the Minimoog’s, largely
because its lowpass filter is based on the Minimoog’s fil-
ter. I don’t think anyone could mistake the LP’s sound
for a digital emulation.

The LP stores 100 presets and comes fully stocked
with a fine variety of expertly programmed patches.
Deeply resonant growls, metallic bells, staccato
blips, funky clavs, clangorous tones, arcade sound
effects, and Simmons-style drums are all within
easy reach, but the emphasis is on classic leads and
basses, just as you'd expect (see Web Clip 1). I didn’t
always agree with the modulation assignments, but
whenever I wanted the mod wheel to control vibrato
rather than filter cutoff, for example, I could reas-
sign it in seconds.

Fat and Happy

The Little Phatty is a true analog monosynth in
every sense: it’s a monophonic, monotimbral, mon-

Thl NK WIT

aural subtractive synthesizer with analog circuitry
throughout. Ideal for beginners and pros alike, the LP
puts every parameter right at your fingertips with a
minimum of front-panel clutter, and the well-written
manual makes it easy to learn your way around. Any
synthesist who relies entirely on software or all-
digital instruments is missing an essential color from
his or her timbral palette, and the LP fills that gap
admirably.

Although it is obvious that Moog Music economized
wherever possible in the LP’s design and construction,
it is nonetheless a completely professional musical
instrument that sounds fantastic and feels built to last.
Because of shortcuts and work-arounds such as 1-knob
envelope generators, global filter slope, and the lack of a
noise generator or effects processor, the LP doesn’t offer
quite as much flexibility or immediacy as instruments
like the Voyager. Nonetheless, the vast majority of users
won't notice such minute details, because the LP deliv-
ers just what it promises: dynamite sound

at an attractive price. ICJLLIJP]S)

EM associate editor Geary Yelton has been writing about
synthesizers for almost as long as Jan Hammer has been
playing a Minimoog.
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FIG. 1: The omnidirectional mics on the
Edirol R-09 are conveniently positioned on
either side of the top of the unit.

EDIROL Rro9

A pocket-size WAV and MP3
recorder that's ready
fOI' action. By Rudy Trubitt with Bruce Koball

dirol, a subsidiary of Roland, has several field recorders
on the market, including the R-1, a stereo deck that’s
a bit smaller than a videocassette, and the 4-track R-4,
which is perhaps the least expensive portable multitrack
available. The company’s latest entry in the world of por-
table recorders is the R-09.

A bit chunkier than the original Apple iPod, the
R-09 records 2-channel audio at resolutions from 64
to 320 Kbps in MP3 format to linear-PCM WAV files at
44.1 or 48 kHz at 16 or 24 bits (see Fig. 1). The recorder
has a pair of built-in electret condenser mics, as well as
3.5 mm jacks on the top for an external mic and a line
input. (Plug-in power is provided for mics that can run
from this consumer counterpart to phantom power.)
The R-09 also has a jack that triples as a headphone out-

B8:89:142
FEETEESATOCRTIC

Bt e =l
TRV A

put, a line-level output, and an optical digital output.
The R-09, which runs off of a pair of standard AA
batteries, is lightweight but doesn’t feel cheaply built.
The small, high-contrast OLED screen is easily visible
indoors but virtually unreadable in direct sunlight. The
recorder uses SD memory cards up to 2 MB in size for
storage (a 64 MB card is included), and with firmware
version 1.10 (announced as this review was going to
press), SD High Capacity cards are supported for greater

storage amounts and increased data transfer speeds.
The transport controls are grouped around a single
rectangular button, which rocks up, down, left, and right
to control play/pause, stop, rewind, and fast-forward,
respectively. A separate Record button, easily located
by touch, sits in the center of the transport area. There
are three additional buttons on the front panel: Finder/

Menu, Reverb, and Repeat.

Other controls are positioned
on the sides of the device: a recessed

The internal mics were convenient and e s s s i ot eoriom
up to the taskat hand. s racmicmaommenon
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level buttons, and the headphone/line/optical output are
on the other (see Fig. 2). On the back of the R-09 are low-
profile switches for mono/stereo (for the external mic),
low cut, mic gain (low/high), and automatic gain control
(AGQ). Although the AGC’s operation is certainly audible,
[ appreciate the inclusion of this feature. It’s handy for
situations where you don’t want to constantly watch the
recording levels. Note that Mono mode routes the left
input to both channels of a stereo file but does not record
a smaller mono file.

Up and at 'Em
The R-09 is extremely quick and easy to deploy; power-up
is as fast as we've seen in a portable recorder—about six
seconds. Pressing Record puts you into Record/Pause
mode, and a red LED hidden behind the Record button
blinks brightly. Press Play/Pause or press Record a second
time, and the red LED glows steadily as recording begins.
The device has responsive metering, which ranges
from -45 to 0 dBfs. A large part of the display is given
over to an elapsed-recording-time counter. That, as well
as the record LED, makes it easy to tell when you're roll-
ing. A single peak LED lets you know if your levels are
clipping the input, in which case it’s time to switch the
back-panel Mic Gain switch to Low. (This switch attenu-
ates the input about 25 dB.) The bar-graph record-level

FIGS. 2a—c: Additional controls are located on the back (a) and sides (b) of the unit, while
1/0 is placed on the top (c).

meters also have a peak indicator, which clears itself
after a 1-second hold. The digital up/down input-level
buttons provide 29 1 dB steps of record-level adjust-
ment in addition to the 25 dB gain switch. .

The built-in mics have a pleasant tonality. Although
the capsules are omnidirectional, their mounting yields
an acceptable stereo image. Self-noise is just audible with
medium-loud sources such as an acoustic guitar, but it
becomes objectionable when you crank the input level
to record quiet ambiences. However, for many common

applications (songwriting, rehearsing, or performance

Wlth Thomson's easy-to-follow, step-by-step color
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Audio productions are made
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R-09

recordings), the internal mics will
provide suitable results.

Alternatively, you can con-
nect external microphones to the
R-09 through the 3.5 mm mic input,
which provides menu-selectable
plug-in power. You can also connect
an external mic preamp and high-
end mic to the deck’s line input.
Note that left and right input levels
are linked and cannot be adjusted
individually.

In our measurements, we found
the internal mic preamps (not
including any noise contributions
from the internal mics) to be sig-
nificantly quieter than the M-Audio
MicroTrack 24/96’s, but not as quiet
as those of the Fostex FR-2 or the
Sony PCM-D1, which is the lowest-
noise performer we've tested. There
are 13 ms of latency between mic
input and headphone output, which
could be disconcerting if you're hear-
ing your own voice live (for example,
if you're conducting an interview
and simultaneously monitoring over
headphones), but obviously this
won't affect the resulting recording,

When using it as a practice tool,
you'll appreciate the R-09's various
playback modes, including Repeat
Play, which loops any portion

PRODUCT SUMMARY

EDIROL Rr-09

portable 2-track recorder

$450

FEATURES

EASE OF USE
AUDIO QUALITY
VALUE

RATING PRODUCTS FROM1TO0 5
PROS: Compact. Good sound. Reliable
operation.

CONS: Flimsy battery door. OLED difficult
to read in direct sunlight. File naming. No
digital input. No prerecord buffer.

s ew

MANUFACTURER

within a single recording. Repeat
One Track, Repeat All Tracks, and a
random-playback Shuffle mode are
also provided.

Playback formats include a
couple of varieties that the R-09
can’t actually record itself: 32 kHz
sampling-rate files and variable-
bit-rate MP3s. These extra playback
formats could make the R-09 more
capable as a general-purpose MP3
music player, depending on your
library’s format.

Battery Life

With standard alkaline AA cells, you
can expect up to 6 hours of 24-bit,
48 kHz recording, and perhaps 7
hours or more using NiMH cells.
Recording MP3s instead of WAV
files boosts the record time a bit, pre-
sumably because the amount of data
written to the SD card is reduced.

In firmware version 1.02, which
shipped with our review unit, the
battery status indicator seemed
somewhat erratic, especially with
low batteries, showing a full charge
on power-up but then dropping
quickly a few moments later. It
turns out that the battery status
wasn’t being checked immediately.
This problem was corrected by firm-
ware version 1.03, which we easily
downloaded and installed. You'll get
a Battery Low warning when your
time is running out; we let the bat-
tery die during a lecture recording,
and the R-09 closed the recorded
file gracefully before turning out
the lights. A battery change causes
the record format to revert to the
default WAV-file setting.

Menus and Files

Press and hold the Finder/Menu
button on the front panel, and you’'ll
find the various options that control
the deck’s behavior. The top-level
menu has eight submenus, each of
which includes a couple of options.
Here's where you'll set sampling
rate, file format, display contrast,
clock time and date, and all the
basic settings you would expect in a
device like this.
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A quick click of the front panel’s
Finder/Menu button brings up a
scrolling list of the sound files on
the SD card. The R-09 offers more
computer-like file-management
functionality than other portable
recorders we've tested: files can be
renamed using the R-09’s multifunc-
tion transport controls; new fold-
ers can be created and named; new
recordings are automatically placed
in the current folder; and existing
recordings can be moved between
folders. There are also Delete and
Copy commands, although the lat-
ter would be more useful if the R-09
also had some minimal editing facil-
ity, such as a track-split function. My
only significant complaint is that
the unit’s file-naming convention
follows the rather uninformative
“R09_0001.wav” scheme. When you
empty the card of data, the number-
ing restarts at 0001—I'd prefer it
kept counting up to reduce the cre-
ation of duplicate sound-file names.

Although Edirol does not pub-
lish a list of supported SD cards,
we were advised to stay away from
“ultraburst” types of media, which
are good for digital photography but
are a poor choice for audio record-
ing, where sustained throughput is
critical.

In the Field

We used the R-09 in numerous
recording situations—as a shirt-
pocket logging recorder during a
full day of field recording in the
New York City subway system,
as well as for rehearsals, lectures,
nature sounds, and concerts. As a
log recorder, the R-09's AGC mode
allowed my colleague Bruce Koball
to focus his attention on running
the primary deck (a Fostex FR-2),
manipulating his boom mic, and
interacting with the subway opera-
tors. Besides providing a continuous
document of the full-day session, we
snagged some usable sounds when
the primary deck wasn’t running.
As a rehearsal recorder, the
R-09’s internal mics were conve-
nient and up to the taskat hand.Ina
marsh on the shores of Lake Tahoe,

the internal mics were noisy—the
midrange rush of 50 ducks taking
flight from the still waters of the
lake at dawn were certainly audible,
but the high-frequency self-noise
of the deck and internal mics was
obtrusive in the final recording.
Plugging my trusty Shure VP-88 into
the minijack input yielded excellent
results at a live rock 'n’ roll show.

Unusual Features

The R-09 does have a few quirks.
I'm amused by the inclusion of
reverb on this device. Edirol’s litera-
ture describes reverb as being “the
world’s most-requested/desired
effect.” On a multitrack, sure, but
on a portable stereo recorder, where
it will be applied to the entire track?
I don’t get it. Fortunately, it’s a
playback-only effect, so there’s no
danger of inadvertently engaging it
and having it applied destructively
to a recording.

Then there's the rather flimsy
2-position sliding door at the bot-
tom of the unit. Half open, it reveals
the USB connector and the SD card;
releasing a tiny latch opens it further
for battery access. The R-09 doesn’t
draw power through USB when con-
nected, so if you're on internal bat-
teries during file transfers, be sure
your cells have enough juice to com-
plete the process.

Also, the R-09's power manage-
ment will turn the recorder off even
when it’s mounted on your desk-
top, leading to a Device Improperly
Removed warning message from
your operating system. Our wish-list
items include an optical digital input,
the ability to drop markers while
recording, and a prerecord buffer.

Stand and Deliver
Nevertheless, it’s hard to find much
fault with a compact, moderately
priced audio recorder that delivers
as reliably as the Edirol R-09. We
recommend it.

Rudy Trubitt and Bruce Koball record
music and sound in the San Francisco
Bay Area. Reach them at rudy@trubitt
.com and bkoballemotionwest.com.
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FIG. 1: Classik Studio Reverb’s front panels are color coded. Shown clockwise from top left: Room, Hall, Inverse, and Plate.

Classik Studio Reverb 1.1

MULTIMEDIA  wcwin

Classic reverb makes a
comeback.

By Larry the O

K Multimedia’s latest offering, Classik Studio Reverb
(CSR), adds reverb plug-ins to the company’s sam-
pling, synthesis, and mastering repertoire. Available
for Mac OS X (version 10.3 or later, in AU, VST, and
RTAS formats) or Windows 2000 and XP (in VST and
RTAS formats), CSR runs standalone or as part of a
bundle of IK plug-ins.

CSR consists of four plug-ins composing the “holy
quartet” of digital-reverberation algorithms—Hall,
Plate, Room, and Inverse—and runs at sampling rates
of up to 192 kHz. In fact, the word “Classik” in the prod-
uct’s name indicates IK’s intention to bring users the
sound and features of classic, but unnamed, outboard
digital reverbs of the '80s and *90s. With a strong fea-
ture set at a price lower than those of nearly all other

reverb plug-ins, CSR presents a real value to those who
are on a budget or who like to have several reverb fla-
vors on hand.

Basik Reverb Ingredients

Installation of CSR was simple and problem free The
review copy of CSR used the Syncrosoft hardware dongle
for copy protection, but IK reports that it is changing its
copy protection. (And good riddance—CSR occasionally
lost communication with the dongle and crashed MOTU
Digital Performer 4.61, the host in which I did nearly all
of my evaluation.)

The four plug-ins use the same basic interface but are
color coded to make it easy to see at a glance which one
you're working with. The interface is a virtual-hardware
front panel designed to look like an early '80s device that
used only a 7-segment LED display (see Fig. 1).

Some users like the familiar look

Some users like the familiar look &5 o or s froms e

Infact, CSR's graphical user interface is

Of thSiCal hal’ dW&I’ €. easy to understand. I am of a different
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CLASSIK STUDIO REVERB

PRODUCT SUMMARY

mind-set, however, and have groused
about them before: virtual front panels
may look cute, but their functionality
is inferior to that of both the hardware
they emulate and software interfaces
designed to suit the control paradigm
of a personal computer. I'll consider
exceptions for software that models
specific well-known hardware devices,
but for everything else, the novelty
wore off long ago. Manufacturers are
so afraid of intimidating their users
that they sacrifice real usability to give
a product the appearance of usability.
Clicking on the front panel’s
Load legend calls up the preset menu.
Each plug-in comes with around 20
presets, available in both Insert and
Send configurations. (The only differ-
ence between the two configurations
I could see is the Mix setting.) The presets cover the basic

.
-
.
-
-
-
-
-

applications for each algorithm. For instance, the Plate
plug-in has three presets for drums, three for vocals, two
emulating gold-foil plates, and three “vintage” or “classic”
presets, and the rest are mostly general purpose.

Save, Save As, and Delete buttons right on the panel
make it easy to manage presets quickly. You'd better be
sure you know what you want to do, though, because
there are no confirmation
messages for Save and
Delete. The front panel
also features two tempo-
rary storage buffers for

IK Classik Studio

MULTIMEDIA Reverb1.1

digital reverb plug-ins

$399
FEATURES 4
EASE OF USE 4
AUDIO QUALITY 3
VALUE 4

RATING PRODUCTS FROM1TO §

A/B comparisons and pairs
of LED-ladder meters for
input and output levels.

Sonik Seasonings

When you want to edit
the presets, you can oper-
ate CSR in Basic mode,
which provides access to

PROS: Features four basic digital reverb fla-
vors. Good parametric flexibility. Powerful
macro and modulation capabilities. Easy-
to-understand interface. Reasonable CPU
impact.

CONS: Long decays show some artifacts,
especially in high frequencies. Tonal quality
often needs tweaking. Virtual front panel

several key parameters,
or Advanced mode, which
offers five pages of param-
eters for serious tweak-
age. The parameters are
I/0 (mix levels and image
width), Time (decay time,
predelay, HF damping),

somewhat constrains interface.

MANUFACTURER

ELECTRONIC MUSICIAN FEBRUARY 2007

Reverb (secondary settings
such as diffusion), Color
(high- and low-frequency
EQ), and Reflections (two
discrete early reflections).
The Plate program adds an

FIG. 2: Classtk Studio Reverb allows control through automation and the Modulation (top)

and Macro (bottom) pages.

Echo page that has left and right recirculating delays.

Advanced mode also provides access to some of
CSR’s most potent functions. The Mod button calls
up CSR’s modulation matrix, which allows any of the
advanced parameters to be controlled by one of the four
onboard sources: two 5-waveform LFOs and two simple
envelope generators (see Fig. 2). Up to eight parameters
can be modulated. I got a wonderfully animated sound
by applying a low-rate noise signal to the output image
width, for instance.

The other powerful performance-modification fea-
ture is the Macro page. This page has eight “slots,” each
of which allows you to specify one of the four sliders on
the right side of the panel as a source, any parameter
as a destination, minimum and maximum values, and a
curve shape. As an example, I tied Decay Time, Hi Cut
EQ Frequency, and Hi Frequency damping frequency to
one slider, each scaled differently. Each Macro slider can
bear a 5-character name—not a lot of characters, but
many more and they wouldn’t fit in the small allotted
space. As a crowning touch, any parameter, including
any of the Macro sliders, can be automated by your digi-
tal audio sequencing software.

The only parameters [ found myself wishing for were
ones that would let me set separate high-frequency (HF)
and low-frequency (LF) decay times with an adjustable
crossover. HF damping can fill some of these needs,
but it's not the same thing, and there are times when it
doesn’t really work (nor do the low- and high-cut filters
work as a substitute in this case).

Puttink CSR to Use

CSR’s parameters are reminiscent of '80s and '90s reverb
units rather than what you'd find in the newest genera-
tion of convolution reverbs. IK also touts CSR as hav-
ing more controllability with less CPU hit than some

WWW.EMUSICIAN.COM



convolution reverbs, and that is
unquestionably the case. This makes
it viable to use multiple instances in
a session.

CSR was probably the last new
thing I would be testing on my dual
800 MHz Mac G4, since my Mac Pro
finally arrived. (The Mac Pro was not
configured in time for this review.)
It was impressive to me that  had no
problem running several instances
of CSR on the old machine while
playing 12 to 16 tracks, many with
other plug-ins on them.

I tried CSR on a number of
sources, including drums, percus-
sion, vocals, vibraphone, and guitar.
After becoming acquainted with each
of the algorithms, I decided to put
together a quick comparison test. I
started with a little drum jam cen-
tered around dumbek and djembe.
I called up a Room drum preset and
tweaked it until it sounded good. (The
raw preset was too spitty and seemed
to lack enough diffusion for the hand
drums.) I then tried to create similar
presets in Waves Renaissance Reverb,
Audio Ease Altiverb 5, Universal Audio
DreamVerb, a Lexicon PCM80, and a
Kurzweil KSP-8. All of these except
Renaissance Reverb cost considerably
more than CSR, so it was certainly a
trial by fire. (You can hear the results
in Web Clips 1 through 6.)

Compared with the others, CSR's
Room algorithm sounded almost
like there was dry sound mixed in,
even though I had the mix set to 100
percent wet. The reverb tail seemed
somewhat low level compared with
the early reflections. However, the
reverb tail did have good density
and an open timbre, whereas some
of the other reverbs had darker
sounds. The smaller room and ambi-
ence sounds were nice and tight,
and I got some great sounds putting
a few of those on a vocal and then
adding a touch of a second, longer
reverb on top of that.

I enjoyed having many param-
eters available when tailoring the
sound. I think IK has struck a good
balance between offering sufficient
control to give flexibility and main-

taining a set of parameters familiar
enough to make the plug-ins easy to
understand and work with.

When it comes to the Plate pro-
gram, I must admit I've never been
impressed with anyone’s digital
reverb plates; they generally strike
me as not as useful as other algo-
rithms. In fact, the only one that
really knocks me out is Universal
Audio’s Plate 140. CSR sounded fine
but sat with the rest of the pack well
behind the UA plug-in.

Hall algorithms are the strong
suit of reverbs like Altiverb and
the PCM80. CSR sounded good but
needed some EQ to clean out the low
midrange, which was somewhat tub-
bier than on the other reverbs. Long
decay tails on CSR were not smooth
unless the high frequencies were
fairly heavily rolled off. I noticed that
quite a few presets on all the algo-
rithms used the highest setting on
the HF damping amount, HF Cut.

In all cases, CSR exhibited good
density and provided a lot of vari-
ety (available through tweaking). In
general, however, [ was not so happy
when [ created settings that allowed
a significant amount of high-
frequency content in the reverb.

Conklusions
Many reverb solutions are available
for project studios today, at a wide
range of prices. CSR is one of the
most economical choices and pro-
vides a solid sound with a rich set of
features that make it very versatile.
The Macro and Modulation features
add even more creative options. The
user interface is easy to understand
and familiar enough that most peo-
ple will be able to jump into tweak-
ing parameters easily.

In short, CSR makes a great
bread-and-butter reverb and deliv-
ers handsomely on an investment

1 B
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new Mac Pro. Then again, some would
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FIG. 1: The MixCubes feature one 5-inch driver
per cabinet. All cabinet edges are radiused.

Avantone

MixCubes

Close-field monitoring just got a
whole lot smaller.

By Michael Cooper

wouldn’t dream of mixing without listening part of the
time to small, bass-challenged close-field monitors.
Listening back to a mix on such a system gives me a
better idea of what it will sound like on consumer sys-
tems such as tiny boomboxes, cheap car stereos, com-
puter speakers, and clock radios. With bass frequencies
no longer masking the overall sound, I can more readily

The MixCubes should not be an

engineers sole mix monitor.

hear whether or not critical midrange elements such as
lead and background vocals and electric guitars are at
the right volumes relative to each other. Also, the closer
the monitor approximates a point source (by virtue of
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its diminished size), the more I get the overall picture
instead of being lost in a sea of details thrown at me
by larger monitors with widely offset drivers. Those
details are critically important to hear, but I want the
bigger picture too.

Equally important, I can put bass-challenged moni-
tors where they belong—on a console meter bridge
or workstation shelf—without upper-bass frequen-
cies sounding too boomy due to furniture resonances
and speaker-boundary effects. (It
should be a critical design goal for
all close-field monitors to have this
clarity and evenness in response
when placed thus, yet the over-
whelming majority of manufac-
turers overlook it in their quest to
build a small monitor with impressive bass response.)

The Avant Electronics Avantone MixCubes, a ste-
reo set of close-field monitors from Avant Electronics,
addresses all of these performance issues with amazing

WWW.EMUSICIAN.COM
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AVANTONE MIXCUBES

PRODUCT SUMMARY

AVANT
ELECTRONICS MixCubes

MANUFACTURER

RATING PRODUCTS FROM1TO §

PROS: Outstanding proxy for bass-deficient
consumer playback systems. Excellent
transient response and stereo imag-
ing. Provides useful window into critical
midrange band of the mix. Tiny footprint
makes placement a snap. Built-in neoprene
decoupler. Rock-bottom price.

CONS: None.

grace. Additionally, because the
MixCubes each employ only one
wide-range driver, they do not need
to use a crossover between high and
low frequencies. This avoids the
midrange hole and phase anomalies
that plague many 2-way systems.

The MixCubes present a
refreshing approach, one that’s
different from that taken by most
speaker manufacturers. In a mar-
ket flooded with close-field moni-
tors, they stand out for providing
an eminently useful and unique
reference. amplifier.
Popularity Contest
The MixCubes were inspired by, and designed to
improve upon, the performance and construction of the
Auratone 5c¢ SoundCube, the seminal close-field moni-
tor that enjoyed widespread popularity in the early '80s.
Like Auratones, each MixCube features a single 5-inch
driver in a sealed cabinet (that is, it's not ported) and
employs a passive design (see Fig. 1). The speaker’s cone
uses a blend of paper pulp and mica fibers for rigid-
ity and longevity. The MixCubes’ frequency response
is stated to be 90 Hz to 17 kHz, with no plus-or-minus
tolerances given.

The MixCubes are striking in appearance, sporting
a high-gloss buttercream polyurethane finish over their
nonlayered, high-rigidity
MDF (medium-density
fiberboard) cabinets. These
are positively tiny moni-
tors, each measuring 6.5
inches in all three dimen-
sions (width, height, and

Avantone

passive monitors depth).
$199 per pair All cabinet edges are
5 radiused to minimize dif-
AUDIO QUALITY 5 . ]
VALUE 5 fractive effects and comb fil

tering, as well as to improve
imaging. A 7-mm-thick
neoprene pad affixed to the
base of each cabinet serves
as a skid-resistant acoustic
decoupler, an outstand-
ing solution for the boomy
resonances mentioned ear-
lier that generally plague
shelf-mounted monitors.

(Incidentally, such decou-
pling should also improve
imaging.) To accommodate
unusual speaker setups,
each cabinet also features
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FIG. 2: Three-way binding posts on the rear of each cabinet afford connections to a power

a mount recessed into its base so you can place the
monitor on a mic stand. The cabinets are magnetically
shielded and can be put near a CRT monitor without dis-
torting the picture.

On the rear of each cabinet, 3-way metal binding
posts accommodate bare wire, spade lugs, and single
or dual banana plugs (see Fig. 2). Avant recommends
using the MixCubes with a power amp having 50 to
200W of solid-state power or 10 to 100W of tube
power.

Speak Up

I placed a pair of MixCubes on the monitor shelves of
my Omnirax MixStation/02R, behind which I have
installed in my control room an Acoustic Sciences
Corporation Attack Wall (a modular arrangement
of tube traps that tighten up the room’s impulse
response). Normally I place my shelf-mounted close-
fields (Yamaha NS-10M Studio monitors) on Auralex
MoPads to decouple them from the furniture. Because
the MixCubes have neoprene decouplers, I decided to
forgo using the MoPads.

For my tests, I listened to a number of pop and coun-
try productions, including my own mixes. The first thing
I noticed was that electric guitars and especially lead
vocals sounded very forward. Good—now I can really
hear those money tracks. I could easily tell whether the
lead vocal was suitably louder than the guitars, fiddle,
and pedal steel or whether it was being stepped on by
those instruments. I could also confidently assess the
relative loudness of background vocals compared with
that of the lead vocal.

The bottom end of bass guitar tracks was audible but
very understated. On the other hand, bass instruments
such as bass guitar and kick drum also sounded extremely
tight; there was no hint of flabbiness whatsoever.

Rapping my knuckles sharply on the tops of the cab-
inets, I heard no resonances. These monitors are built
solid, and a five-year manufacturer’s warranty supports
that impression.

WWW.EMUSICIAN.COM



The upper portion of the MixCubes’
high-frequency response is slightly soft,
which is a good thing. A sizzly high end,
in combination with weak bass response,
would’ve made these monitors fatiguing
to listen to. Instead, I found their overall
sound to be very pleasing and smooth at
low to moderately loud listening levels.
And despite their subtle high-end and
dramatic low-end rolloffs, the MixCubes’
transient response and stereo imaging
sounded excellent. Percussive mixes were
really popping.

Even when I briefly cranked them up to
deliver 97 dB SPL (A weighted) at my mix
position (3 feet from the speakers), the
MixCubes didn’t distort at all. I didn’t want
to damage my hearing by going any louder,
but suffice it to say that these babies are
no wimps. And with a rated sensitivity of
93 dB at 1W per meter, they are also quite
efficient (which means they are relatively
loud for a given input).

A Clear Winner

For all their great attributes, it is impor-
tant to remember the MixCubes’ niche
purpose and limitations. I would not use
the MixCubes as my only, or even my
primary, reference monitor while mix-
ing. Doing so would almost guarantee
bass-heavy mixes with dog-whistle highs
and lead vocals tucked too far back in the
mix. But as a proxy for bass-challenged
consumer playback systems, used alter-
nately with full-bandwidth monitors, the
MixCubes provide unique and invaluable
insight.

Avant dutifully states in its litera-
ture that the MixCubes should not be an
engineer'’s sole mix monitor. But make no
mistake: despite their Lilliputian size and
band-limited response, these are not toys
or entry-level monitors. The MixCubes are
professional tools that provide a highly
useful alternate reference when in pursuit
of the perfect mix that will translate well
to consumer playback systems. Simply put,
these are outstanding monitors. What’s
more, the price is ridiculously affordable.
The Avantone MixCubes get my highest
recommendation.

Michael Cooper is a contributing editor for
EM. You can hear some of his mixes online at
www.myspace.com/michaelcooperrecording.
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FIG. 1: Vienna Instruments’ sample player
runs standalone or as a plug-in. Its
well-designed interface offers plenty of
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real-time control over the library's 24-bit,
44.1 kHz sample content.

Vienna Instruments
Symphonic Cube 1.1 (Mac/Win)

Take sampling (and your budget)
toits limits.

By Geary Yelton

t the 2002 AES Convention, a new company called
Vienna Symphonic Library (VSL) announced that it
would soon release the largest, most versatile, and most
realistic orchestral sample library ever attempted. With
private funding and a seemingly unlimited budget, VSL
had custom-built a state-of-the-art studio and recorded
thousands of hours of samples played by world-
class musicians from ensembles such as the Vienna
Philharmonic and Vienna Radio Symphony Orchestras.
Led by visionary Herb Tucmandl, VSL had begun edit-
ing, processing, programming, and assembling those
samples into a massive collection of unprecedented
proportions.

A few months later, VSL shipped the First Edition
of the Complete Orchestral Package, followed by the Pro
Edition in 2003 and many volumes in the Horizon Series
in 2004. All of them supplied detailed 16-bit sample
libraries for popular software samplers, and all but the
First Edition are still available.

In 2006, VSL began shipping all ten volumes in its
gargantuan 24-bit Vienna Instruments library, known
collectively as Symphonic Cube. Vienna Instruments
is more than a sample library, however; it’s also the
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name of the software instrument that serves as its

graphical user interface.

Setting the Stage

‘The ten boxed collections, which you may purchase sep-
arately, are Solo Strings, Chamber Strings, Orchestral
Strings I and 11, Harps, Woodwinds [ and II, Brass I and
I, and Percussion. They vary in size, price, and num-
ber of installation DVDs. Each includes a CD-ROM for
installing the Vienna Instruments software instru-
ment, which runs standalone and as a plug-in for AU
and VST hosts.

To accommodate so much content, I bought a
500 GB Seagate hard drive and installed it in an external
USB 2.0 enclosure. My computer was a dual-processor
2.3 GHz Apple Power Mac G5 with Mac OS X 10.4.8,
4 GB of RAM, and a 16x DVD drive. Although I ran
Vienna Instruments standalone and as a VST plug-in
in Steinberg Cubase SX3 and as an AU plug-in in Apple
Logic Pro 7.1, I spent most of my time working in MOTU
Digital Performer 4.61.

Before installation, you must download and install
the latest version of Syncrosoft’s License Control Center
(LCC). Then you go to VSL's Web site to authorize your
ViennaKey ($23), a Syncrosoft-compatible USB dongle.



You begin installing each volume by running the
Vienna Instruments Library Installer, inserting the first
DVD, and waiting while the files are copied and decom-
pressed; on my computer, it took about 50 minutes per
disc. The installer will visually prompt you to insert the
next DVD. In all, the 10 volumes furnish 29 installation
DVDs, most of them double density. You cannot install
only certain instruments; you must install the entire
volume containing the instrument you need. Nor can
you delete from disk any instruments or articulations
you don’t plan to use.

Afterinstallation, the total content added up to about
375 GB—much less than the 550 GB I had expected from
VSL'’s specifications. According to the company, Vienna
Instruments decompresses its 24-bit data every time you
load an instrument into memory. [t uses a proprietary
technique with a 3:2 compression ratio, making 24-bit
samples on disk the size of 16-bit samples.

Because most users don’t have a single hard drive
large enough to hold the entire collection, you can dis-
tribute the sample libraries on several drives. In any
case, you must initially run the included Directory
Manager application to tell Vienna Instruments where
to find its content.

To authorize Vienna Instruments, you must register
each volume on VSL's Web site and then paste the activa-
tion code you receive into Syncrosoft’s LCC application
before you can download a license to your ViennaKey.
Installing and authorizing the entire Symphonic Cube
took more than two days for me to complete.

Big, Bigger, Biggest
Vienna Instruments is available in three editions:
Standard, Extended, and Full. The Standard Library
provides the articulations that are most useful for every
instrument. The Extended Library, an add-on to the
Standard Library, gives you articulations that are more
detailed and of greater variety, but few additional instru-
ments. Together, those two editions make up the Full
Library, the version that VSL authorized for my review.
When you install any volume, you install its entire
content, Standard and Extended. After authorizing the
Standard Library, you can use any volume’s Extended
Library for 30 days from the first time you open its
Extended content. If you don’t spring for the Extended
Library at the end of 30 days, you can’t delete the unus-
able data from your hard drive. I suspect that given
the choice, most users would rather reinstall the entire
Standard Library than keep hundreds of gigabytes of
unusable data on their hard drives.

Virtual Vienna

In the center of Vienna Instruments’ GUI is the Selector
Ring; clicking on one of five buttons on its perimeter acti-
vates a function page (see Fig. 1). The Right Workspace
contains either the browser or controls for the current

function page, and the Left
Workspace displays detailed
information about the current
page. Near the bottom of the
window is a keyboard flanked
by Pitch and Volume knobs.
Vienna Instruments
arranges sample data in a 3-tier
hierarchy of orchestral instru-
ments and variations. Presets
contain Matrices, and Matrices
contain Patches. A Patch, the
mostbasiclevel in the hierarchy,
is a multisample of an instru-
ment playing a single articula-
tion or event. It could be a solo
violin played staccato, a bass
clarinet trill, or a tubular bell
hit. When you click on Vienna

B8 40 Clarinet-Bb -
B 01 SHORT + LONG NOTES
01 KLB_staccato
02 KLB_portato_short
03 KLB_portato_medium,
04 KLB_por_lo_nAg,
0S5 KLB_por_lo_hA
06 KLB_por_lo_sAq,
11 KLB_sus
BN 02 DYNAMICS
BN 03 FLATTER + TRILLS
8 10 PERF INTERVAL
BB 11 PERF INTERVAL FAST
3 12 PERF TRILL
3 13 PERF REPETITION
I 14 PERF UPBEAT REPETITION
B8 15 FAST REPETITION
01 KLB_fast-rep_140,

Instruments’ Patch Assign
button, the browser reveals an
extensive list of Patches within
folders (see Fig. 2).

The next level up in the
hierarchy is a Matrix. A Matrix
contains one or more Cells, and
each Cell contains a Patch (see Fig. 3). A Matrix loads a
number of related articulations—such aslegato, portato,
and staccato—and allows you to quickly switch between
them during real-time performance. Patches may con-
tain other variations as well; a glockenspiel Matrix, for
example, may offer single hits, rolls, or glissandos with a
choice of wood or metal mallets. Each instrument comes
with a variety of preconfigured Matrices, and you can
easily create and save your own.

A Matrix also stores controller assignments for
navigating between Cells in real time. You can instantly
switch articulations by moving your mod wheel, chang-
ing Velocity, or playing faster or slower. Cells are arranged
horizontally and vertically, and you can assign one con-
troller to move horizontally and another to move verti-
cally through the Matrix to instantly activate any Cell.
Switching between Cells is how you change articulations,
and thus control musical expression, in real time.

At the top of the hierarchy are Presets. A Preset
contains as many as 12 Matrices arranged in a useful
combination, which are selected using keyswitches.
Most instruments have a Level 1 Preset and a Level 2
Preset. Generally, Level 1 Presets contain fewer varia-
tions; for instance, whereas Level 1 Presets for harp
offer only major glissandos, Level 2 Presets also give you
minor and diminished glissandos (see Web Clip 1). Level
1 Presets contain only data from the Standard Library;
Level 2 Presets also contain data from the Extended
Library. Consequently, Level 2 Presets take longer to
load, but they offer much more flexibility.

02 KLB_fast-rep_150

articulation or some other kind of variation.

FIG. 2: Vienna Instruments’ browser lets you select
from an extensive list of Patches. Each instrument-
specific Patch offers a single multisampled

WWW.EMUSICIAN.COM

n3




na4

L1 TrC-mu Articulation Combi

VIENNA INSTRUMENTS SYMPHONIC CUBE

Assume Control

Clicking on the Control Edit button lets you assign con-
trollers for switching between Cells in two directions
(see Fig. 4). You can also switch between two opposing
articulations in the same Patch, such as crescendo and
decrescendo or up and down arpeggios. Controllers can
be keyswitches, the pitch wheel, Note On Velocity, play-
ing speed, or any MIDI Control Change (CC) message.

The Perform Control page provides sliders to control
parameters such as attack and release, lowpass filter cut-
off, and the depth of crossfading between Patches (see
Fig. 5). In addition, you can tweak the master tuning,
enable or disable release samples, or instantly switch to
the slowest Patch in a speed-controlled Matrix.

A MIDI Learn function lets you easily assign any
physical controller to an onscreen knob, button, or
slider. Clicking on the Map Control button will display
a page for assigning and editing controller assignments
and defining their response curves. You can also right-
click on an onscreen control and then move a hardware
control to assign it.

By default, Pitch Bend has no effect. You'll probably
want to assign your pitch bender to control the onscreen
Pitch knob, but no matter what controller you choose,
bends will be limited to a maximum whole step up or
down. That’s the range I usually assign for Pitch Bend,
but if you're accustomed to a larger interval, you'll be
disappointed.

Also on the Perform Control page is the Sample
Management section. Vienna Instruments’ Sample
Management scheme is a brilliantly conceived and
elegantly implemented technique for conserving your
computer’s resources. When you click on the Sample

Management section’s

FIG. 3: A Matrix arranges Cells in two dimensions, Learn button and then play
horizontally and vertically, and you use controllersto  a track in your sequencer,
change Patches in either direction. The Matrix shown  Vienna Instruments will

here lets you instantly switch between 12 Muted  remember which samples

Trumpet articulations.  were used in the sequence.
If you then click on the
Optimize button, the
plug-in will delete any
unused samples from
memory. This procedure
very effectively frees up
memory that would oth-
erwise be unnecessar-
ily wasted. To reload the
deleted samples, just click
on the Reset button.

Real Enough?

Frank Zappa complained
that orchestral players
were uncooperative and
obstinate (admittedly, he
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Keyswitch ~
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FIG. 4: You can switch between Cells using keyswitches, Pitch Bend,
or any MIDI Control Change message, or by changing Velocity or
eveén playing speed. In this example, keyswitching moves through
the Matrix horizontally, and Modulation (CC 1) moves through the
matrix vertically.

gave them grounds to be that way). He would have loved
Symphonic Cube. It does what you want it to without
objection, no matter how outrageous your demands. It
also excels at just about everything you'd normally want
an orchestra to do, and although it will probably take
you quite a while to master it completely, at least it can
eventually be mastered—you can’t say the same of a real
orchestra, as Zappa would no doubt have attested.

Limited space prevents me from describing the
sounds in much detail; suffice it to say that without excep-
tion, they are extremely good. The strings are impres-
sively versatile, even providing Gypsy articulations and
scale runs in the Extended Library (see Web Clip 2). The
woodwinds are stunningly lifelike, with solo versions of
13 instruments and bassoon, clarinet, flute, and oboe
trios (see Web Clip 3). Brass instruments feature prac-
tically every articulation imaginable, as well as offbeat
horns such as the cimbasso, Vienna horn, and Wagner
tuba (see Web Clip 4). The percussion section delivers
every instrument you'd expect and some you might not,
from taiko drums and finger cymbals to lithophone and
Peking opera gong (see Web Clip 5). Check out the com-
plete contents on VSL's Web site (http://vsl.co.at).

If you listen to enough symphonic music that
you can distinguish one orchestra or conductor from
another, Vienna Instruments won’t fool you. Even if
you're only a casual classical-music buff, careful listen-
ing will reveal the sampled forgery if you suspect one.
But for most audiences, under most circumstances, and
in the hands of a skilled musician, Vienna Instruments
will probably fool most of the people mast of the time
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(see Web Clip 6). Without a doubt, it is possible to make
wonderful music with Symphonic Cube, as proven by
many fine recordings on VSL's Web site. The sampling
quality is uniformly excellent, and Vienna Instruments
sounds just as convincing as the state of the art allows.
The software instrument has some brilliant
touches—such as the tremendous variety of techniques
for switching articulations and the ability to automati-
cally delete unused samples—and a few annoyances.
Installation and authorization were tedious (see Web
Clip 7), and whenever Iloaded a Preset or Matrix, Vienna
Instruments demanded to be the foremost window.

)y ‘(

Y MUSICIANS INSTITUTE

WORLD'S MOST INNOVATIVE CONTEMPORARY MUSIC SCHOOL
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Sequencing with Vienna Instruments has room for
improvement. The software instrument is not multitim-
bral, and it receives MIDI data in Omni mode only. That
means you'll need to instantiate a new plug-in for every
instrument or instrument group you want to record. As
long as you remember to delete the unused samples as
soon as you finish every track, you can probably load doz-
ens of instances without any resource-related problems
(depending on your computer, of course). Nonetheless,
I still wish it were multitimbral, because I'd rather not
have to keep track of so many plug-ins.

Using Vienna Instruments was frustrating at times,
but ultimately the results were always
worth the effort. The samples sound gen-
erally amazing, and once I had learned
my way around, it was fairly easy to find
just the articulation I needed at any given
moment. However, you can’t edit or remap
the samples as you can with sampler-
format orchestral libraries; that may or
may not be important to you.

As with any virtual orchestra, there is
plenty to learn before you can get the best
performance from Vienna Instruments.
Fortunately, VSL's documentation is

" PRODUCT SUMMARY

Vienna

VIENNA Instruments
SYMPHONIC Symphonic
LIBRARY Cube 1.1

virtual orchestra
Standard Library, $4,620
Extended Library, $6,370
Full Library, $10,990

FEATURES 4
EASE OF USE 3
QUALITY OF SOUNDS 5
VALUE 3

RATING PRODUCTS FROM1T0 5

PROS: Breathtaking sound. Complete selec-
tion of instruments and articulations. Well-
designed expressive capabilities. Superb
documentation.

. CONS: Seriously pricey. Not multitimbral.
) Problematic copy protection. Can't delete
3 Extended samples from hard disk.

MANUFACTURER
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FIG. 5: On the Perform Control page, you can specify parameters
such as filter cutoff and pitch-bend range, and you can delete any
unused samples from RAM.

top-notch. A 40-page printed manual comes with each
volume, as well as a PDF version of the same manual and

detailed information about individual orchestral instru-
ments and orchestration. In addition, you can download
45 minutes’ worth of helpful video clips.

As Good as It Gets

Vienna Instruments is groundbreaking, that’s for sure.
The full-tilt Symphonic Cube has twice the content of
any competing virtual orchestra, and it costs more than
a Korg OASYS. Whether the cost is a problem depends
on whether your alternative is to buy a less expensive
sample library or to hire a real orchestra. If you can
afford it, you won’t regret your purchase. And if you own
any previous VSL sample libraries, you may be entitled
to a discount for any Extended or Full Library.
Symphonic Cube is remarkably complete, furnishing
practically every articulation and orchestral instrument
you could ever want—hats off to Vienna Symphonic
Library for such a monumental achievement. If you (or,
better yet, your employer) can afford to join the exclu-

another PDF that details every Patch, Matrix, and Preset
for every instrument in that volume—more than 1,300

sive club of Symphonic Cube users, you will come as
close as possible to putting a living, breath-

PDF pages for the entire Symphonic Cube. Considering  ing orchestra on your desktop. goooa
Vienna Instruments’ cost, though, I'd have expected
full paper manuals too. You'll find a ton of knowledge  EM associate editor Geary Yelton lives in Charlotte, North

that anyone can access on VSL's Web site, including very  Carolina.

Master the universe.
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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
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‘774

| said they could have

Perfect Pitch

... until | showed them the simple secret

—and they heard it for themselves!

David-L.ucas Burge

@ Name any note or chord - by EAR! @ Sing any desired pitch at will

® You'll hear it for yourself — immediately. ® Copy music straight off a CD @ Play by ear - instead of
searching by hand @ Identify keys of songs just by listening @ Perform with confidence ® Compose
music in your head ® Enjoy richer, finer music appreciation ® You'll open a new door to new talents...

The true story behind the worldwide
#1 best-selling ear training method

by David-Lucas Burge

It all started in ninth grade as a sort of teenage rivalry .

Id practice and slave at the piano for five hours daily.
Linda practiced far less.Yet somehow she always shined
as the star performer of our school. It was frustrating.

What does she have that I dont? Td wonder.

Lindas best friend, Sheryl, bragged on and on to me,
adding more fuel to my fire,

“You could never be as good as Linda," she would
taunt. " Lisda's got Perfect Pitch”

“What’s Pertect Pitch?” [ asked.

Sheryl gloated about Linda’s uncanny abilities: how
she could name exact tones and chonds—all BY EAR;
how she could sing any tone—from memory alone;
how she could play songs—after just Jicaring them;
the list wentonand on . ...

My heart sank when the realization came to me.
Her EAR s the key to her success. How could | ever
hope to compete with her?

But it bothered me. Did she really have Perfect Pitch?
How could she know tones and chords just by hearing
them? It scemed impossible.

Finally [ couldn' stand it anymore. So one day,

I marched right up to Linda and asked her point-blank
if she had Perfect Pitch.

“Yes," she nodded aloofly.

But Perfect Pitch was too good 1o believe. | rudely
pressed, “Can [ test you sometime?”

“0OK;’ she replied.

Now she would eat her words . ..
My plot was ingeniously simple . ..
When Linda least suspected, [ walked right up and

challenged her to name tones for me—by ear.

1 made her stand so she could not see the piano key-
board. | made sure other classmates could not help her.
I set up everything perfectly so [ could expose her
Pertect Pitch claims as a ridiculous joke.

With silent apprehension. | sclected a tone to play.
(She'll never guess F2, 1 thought.)

I had barcly touched the key.

“F#)" she said. | was astomshed.

I played another tone.

“C;” she announced, not stopping to think.
Frantically, I played more tones, skipping here and
there all over the keyboard. But somehow she knew the

pitch each time. She was AMAZING.

“Sing an Eb” | demanded, determined to mess her
up. She sang a tone. I checked her on the kevboard—
and she was right on’

Now I started to boil.
I called out nlore toncs,
trying hard to make
them increasingly
difficult. But she \
sang cach note \
pertectly on pitch. .

I was totally -
boggled. * How in
the world do you
do 112" 1 blurted.

“I don't know,’ she
sighed. And that was all
I could get out of her!

The dazzle of Perfect Pitch hit me like a ton of
bricks. My head was dizzy with disbelief. Yet from then
on, | knew that Perfect Pitch was real.

\’
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“How in the world do you
do it?" | blurted. | was totally
boggled. (age 14, 9th grade)

| couldn’t figure it out . ..
“How does she DO it?” | kept asking mvself. On the
other hand, why can't evervone recognize and sing tones
by ear?

Then it dawned on me. People call themselves
musicians and yet they can't tell a € from a (22¢
Or A major from F major? That's as strange as a
portrait painter who cant name the colors of paint on
his palette! It all seemed odd and contradictory.

Humiliated and puzzled, | went home to work an
this problem. At age 14, this was a hard nut to crack.

You can be sure I tried it out for myself. With a litle
sweet-talking, Id get my three brothers and two sisters
to play piano tones for me—so [ could try to name
them by ear. But it always turned into a messv guessing
game 1 just couldn't win.

Day aiter day I tried to learn those freaking tones.
I would hammer a note over and ever to make it stick
in my head. But hours later ! would remember it a half
step flat. No matter how hard I tried, | couldn’t recog-
nize or remember any of the tones by car. They all
started to sound the same after awhile; how were vou
supposed to know which was which—just by listening?

I'would have done anything to have an ear like
Linda. But now [ realized it was way beyond my reach.
So after weeks of work, I finally gave up.

Then it happened . ..
It was like a miracle . .. a twist of fate .. like finding
the lost Holy Grail . ..

Once | stopped straining my ear, I started to listen
NATURALLY. Then the simple secret to Perfect Pitch
jumped right into my lap.

Curiously; I began to notice faint “colors™ within the
tones. Not visual colors, but colors of pitch, colors of



Order now online at this Special Offer Page:

www.PerfectPitch.com/25years

sound. They had always been there. But this was the
first time | had ever really “let go”—and listened—to
discover these subtle differences.

Soon—to my own disbelief—1 too could name the
tones by ear! It was simple. 1 could hear how I'# sounds
one way, while By has a torally different sound—sort of

Linda? Excuse me, I'll have to backtrack. . .

It was now my senior year of high school. | was
nearly 18. In these three-and-a-half years with Perfect
Pitch, my piano teacher insisted 1 had made ten
years of progress. And | had. But my youthful
ambition wasn' satisfied. I needed one more

like “hearing” red and blue!
The realization struck me: THIS IS PERFECT
PITCH! This is how Bach, Beethoven, and Mozart

could mentally envi-
sion their master-

pieces—and know &2

tones, chords, and
keys—all by ear!

It was almost
childish—1 felt sure
that anyone could
unlock their own
Perfect Pitch with
this simple secret of
“Color Hearing”

Bursting with
excitement, [ told my
best friend, Ann
(a flutist).

She laughed at me.
“You have to be born
with Perfect Pitch,’
she asserted. “You
can't develop it”

“You don't under-
stand Perfect Pitch;’ [
countered. | showed
her how 1o listen.
Timidly, she con-
fessed that she too
could hear the pitch
colors. With this
jump start, Ann soen
realized she had also

5 . or 25 vears, we’

=~ Join musicians around the world
_¢ who have already discovered the
secrets to Perfect Pitch.

> received letters
from musicians in 120 countrices:
@ “Wow! It really worked. I feel like a new musician. I am
very proud | could achieve something of this caliber” [ M.,
percussion @ “Someone played a D major chord and [ recog-
nized it straight away. $.C., bass @ “Thanks...I developed a full
Perfect Pitch in just two weeks! It just happened like a miracle”
B.B., guitar/piano @ “Itis wonderful. i can truly hear the
differences in the color of the tones”” D.P, student @1 heard
the difterences on the initial playing, which did in fact surprise
me. It is a breakthrough” LH., student @ “It’s so simple it’s
ridiculous. M.P, guitar @ “I'm able to play things | hear in my
head. Before, [ could barely do it .1V, keybourds @* hear a
song on the radio and | know what they’re doing. My improvi-
sations have improved. I feel morc in control.” LB., bass guitar
@ ‘It feels like I'm singing and playing MY notes instead of
somebody else’s—like music is more ‘my own. L./, voice/
guitar @ “What a boost for children’s musical education! R.P,
music teacher @ *| can identify tones and keys just by hearing
them and sing tones at will. When | hear music now it has much
more definition, form and substance. I don’t just
passively listen anymore, but actively listen to detail.” M.U, bass
@ “Although [ was skeptical at first, | am now awed.” R.11, sux
@ “It’s like hearing in a whole new dimension.” LS., guitar
@I started crying and laughing ali at the same time. J.S., music
educator @1 wish | could have had this 30 years ago!" R.B,,
voice @ “This is absolutely what I had been searching for” D.E,
piano @ “Mr. Burge—you've changed my life!” T.8.,
student @ “Learn it or be left behind ™ PS., student . ..

thing: to beat Linda. Now was my final chance.
The University of Delaware hosts a performing
music festival each spring, complete with judges and

awards. To my horror,
they scheduled me
that year as the grand
Sfinale of the event.

The fated day
arrived. Linda gave her
usual sterling perfor-
mance. She would be
tough to match, let
alone surpass. But my
turn finally came, and
1 went for it.

Slinking to the
stage, | sat down and
played my heart out
with selections from
Beethoven, Chopin,
and Ravel. The
applause was over-
whelming.

Later on, [ scoured
the bulletin board,
scarching for our
grades in the most
advanced performance
category. Linda
received an A, which
came as no surprise.

I scored an A+.

Swect victory was
Hsic to ny ears—

gained Perfect Pitch.

We became instant celebrities. Classmates loved to
call out tones which we would then magically sing from
thin air. They played chords for us to name by car. They
quizzed us on what key a song was in. Everyone was
fascinated with our “supernatural” powers, yet to Ann
and me, it was just normal.

Way back then, [ never dreamt | would later cause
such a stir in the academic world. But as I entered
college and started to explain my discoveries, many
professors laughed at me.

“You must be born with Perfect Pitch;’ theyd say.
“You can't develop it!”

1 would listen politely. Then Id reveal the simple
secret—so they could hear it for themselves. Youd be
surprised how fast they changed their tune!

In college, my so-called “perfect ear” allowed me to
skip over two required music courses. Perfect Pitch
made everything casier for me—my ability to perform,
compose, arrange, transpose, improvise, and even
sight-read (because, without looking, you'e sure you're
playing the correct tones). And because my ears were
open, music just seemed richer.

I learned that music is definitely a HEARING art.

Oh, you must be wondering: whatever happened with

mine at last!

Now it's YOUR turn!

For 25 years now, musicians around the globe have
proven the simple methods that David-Lucas Burge
stumbled upon as a teenager (plus research at two lead-
ing universities—see www. PerfectPitch.con/Rescarch).

Now you can hear it for yourself! I easy and fun—
and guarantecd to work for YOU—regardless of your
instrument, your playing style, or your current ability.

Order your own Perfect Pitch " Ear Training
SuperCourse and listen to the first C1). We promise
vou will immediately hear the Perfect Pitch colors that
David-Lucas starts you on—or return the course for a
full prompt refund (you've got our 25-year word on it).

You can even check out your progress at no risk. You
must notice inmediate and dramatic advancerents in
1) your ear, 2) your playing and singing, and 3) your
enjoyment of music, or return your course for a full
prompt refund, 1o questions asked.

Imagine the talents that Perfect Pitch can open up
in YOU to advance your playing, your singing, your own
creativity and confidence. Tlien again, how will you ever
know until you listen for yourself? There’s no risk. Order
your course now and HEAR IT for YOURSELF!

HEAR IT FOR YOURSELF! Save $30, get FREE shipping+2 Bonus CDs! Our 25 Year |

We are a proud member of the Music Industry Conference, an affiliate of MENC: ThezNatianalAssiciation for Music Education.

Use VIP co&e:
EM-129

+ Call now 24 hours:

1-888-745-8830

Outside USA & Canada call: 641-472-3100

The Perfect Pitch” Ear Training
SuperCourse by David-Lucas Burge

a-q-———-——---—-———————--——1

You receive 8 audio CDs + easy Handbook +
TWO FREE bonus CDs (see below). For ALL
musicians of ALL instruments, beginning and
acvanced. No music reading skills required.

[ B B N BN N BN B B §B |

40-Day Money Back Guarantee:
You will experience Perfect Pitch for
yourself—or you get a full refund!

v Es ! Prove to me that | have

Perfect Pitch! Send me ALL 8 CDs + handbook. Tl
listen to the first 3 CDs. I must notice immiediate and
aramatic advancenents in 1) my ear, 2) my perfor-
mance level, and 3) my enjoyment—or I'll return the
course for a tull prompt refund, 1o questions usked.
If I decide to continue my ear training, I'll enjoy ray
remaining 3 CDs with advanced lessons. My FREE
~4-minute bonus CD on Relative Pitch is niine to kecp
a$15 gift)—even if [ return my course for a refund.
also get FREE: Perfect Pitch for Children (a $15 gift).

Jur 25 Year Celebration also includes:
FREE SHIPPING worldwide to your door!
Use Your Credit Card or Debit Card to

Choose a Monthly Easy Pay P1an: (nor oniine
a10 payments of $ 3.90 (+ 51.95/month service carge

3 B payments of $27.80 (+ 51.95/month service char

2 T payment of $139 (no service charge)

CARD NUMBER EXPIRATION DATE
Your discount price: only $139. (List:$169.)
You save $30 with publisher discount.

@ Send Check or Money Order

Send vour personal check or money order for just $139
pavable to PerfectPitch.com. You save $30 and get frec
shipping worldwide. ([nternational orders: Please submit
vour money order in US. funds.

NAME TELEPHONE NUMBER

ADDRESS
CcIty STATE rdid

EMAIL ADDRESS (We promise we'll never give out you, info to anyone, ever!)

INSTRUMENT(S) YOU PLAY (please include VOICE if applicable

Mai to: . Or fax to: (641) 472-2700
PerfectPitch, com/25years
VIP Code: EM-129 (Free ship/$30 oft/2 free CDs)
1200 E. Burlington Avenue, Fairfield, A 52556
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FIG. 1: Strike’s handsome main screen
has a browser that supports muitiple file
types (left); macro controls for the style,

kit, and mix (center); and a mousable

MIDI keyboard for triggering patterns and
muting individual drums (bottom).

DlGlDES'GN Strike 1.0 (Mac/Win)

he acquisition of German software d
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Finally, a drum plug-in for Pro
Tools pros.

By Jim Aikin

eveloper Wizoo

by Digidesign’s parent company, Avid, has been great

news for both Digidesign and the legions of loyal Pro

Tools users. First came Xpand, a free multisample player

that grew out of the technology first used in Wizoo

Hypersonic (a Steinberg product); next up was Hybrid,

a stunning modeled analog synth; a

nd now there’s

Strike, an amazingly versatile virtual drummer, which

uses some of the groundbreaking concepts first seen in

Wizoo Darbuka and Latigo.

Using Strike is not unlike sitting behind the glassina

studio and recording a real trap-set drummer—but with

some extras that session producers can only dream of.

You can tell Strike what style or beat to play in the verse,

chorus, and bridge; request a more co

mplex part or a

simpler one; ask for stronger accents or tone them down;

change the amount of swing; make the track looser or

tighter; indicate the places where you

want the verse,

chorus, and bridge; add fills; swap in different drum kits
without changing the underlying beat; and retune indi-

vidual drums (without getting up from your chair).

ELECTRONIC MUSICIAN FEBRUARY 2007
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You can adjust the mix of the close, overhead, and
room mics; add effects to single drums or the whole kit;
teach the drummer an entirely new beat; or, as a last
resort, trigger individual drum hits yourself wherever
they’re needed—all for the price of about three good
loop libraries.

As with Xpand and Hybrid, non-Pro Tools users will
have to find another solution, because Strike is available
only as an RTAS plug-in. (Steinberg Groove Agent 3,
which is compatible with VST, DXi, AU, and ReWire, is
similar to Strike in some ways.)

Strike One: Styles
Right out of the box, Strike provides a healthy number
of musical styles; among the 50 are bebop, boogaloo,
Brit rock, Texas boogie, West Coast funk, and a lot more.
Each style consists of about 30 patterns—intros, verse
grooves, chorus grooves, fills, and so on. The styles are
extraordinarily authentic and energetic. They're obvi-
ously based on analyses of real drum performances.
When a style is loaded, its patterns are laid out on
a MIDI keyboard with a separate pattern on each key,
suitable for real-time auditioning and easy sequencing.

WWW.EMUSICIAN.COM
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STRIKE

PRODUCT SUMMARY

DIGIDESIGN strike 1.0

individual outputs
patterns. Choice

MANUFACTURER

RATING PRODUCTS FROM 1TO §

PROS: Versatile editing. Great sound. Eight
. Wide range of onboard

samples. Five editable drum kits.

CONS: Works only with Pro Tools. Won't let
you import your own samples. Style Editor
has no Undo command.

The keyboard can operate in either Latch or Momentary
mode. In Latch mode, you can tap a key and the beat will
keep going until you stop it; in Momentary mode, it will
play only for as long as you hold the key down.

Even before you start tweaking knobs, the mix-and-
match possibilities are awesome. You can load a style as
a Settings preset, a file type that contains not only the
musical data but also the drum kit and the mix. Then
you can drag individual patterns from other styles onto
various MIDI keys, thereby playing, for example, jazz
samba and house patterns with a grunge kit.

The Style knobs (see Fig. 1) give you macro control
over the virtual drummer’s overall feel. You can adjust
the playing dynamics, thus adding more-pronounced
accents or smoothing out the track. Hit Variation can be
applied to all beats, or to specific beats within the bar.
Adding too much Hit Variation tends to undermine the
cohesiveness of the groove—but a little helps the beat
sound more like it was played by a real drummer. Timing
can be adjusted from “natural” to “tight.” The Feel knob
adjusts from Ahead to Fat. The Groove knob lets you
apply a variable amount of 16th-, eighth-, or quarter-
note swing, Your own groove templates can be imported.
The Intensity and Complexity sliders, which do about
what their names suggest, are also worth playing with.

Then there’s the Jam button: when switched on, it will
add small variations to the beat. And naturally, all of the
knobs and buttons can respond to MIDI Control Change
messages of your choice, or to Pro Tools automation.

Clicking on the Style button in the lower-left corner
of the panel opens up a set of controls with which you can
change the intensity, com-
plexity, and dynamics of indi-
vidual drums. Each drum can
also be slid forward or back-
ward in time to alter the feel
of the groove. Here again, the

Pro Tools drum plug-in parameters are MID! control-
$299 lable in real time.
FEATURES 4 . L
EASE OF USE 4 Strike Two: Mixing
SALITY.OF SOUNDS S Strike provides a conven-
VALUE 5

tional console view (see
Fig. 2), in which each
drum has its own channel.
Depending on the drum,
of mic positioning for you'll find a choice of up to
five mic positions that can
be blended to create the fin-
ished sound. With the kick

channel, for instance, you

get center, on-axis, front,
room, and overhead mics.
The snare has top, bottom,
room, and overhead mics. I
heard no phase cancellation

ELECTRONIC MUSICIAN FEBRUARY 2007

FIG. 2: Strike's mixer allows you to blend mic positions, add

insert effects, and control the levels of individual drums
through MIDI.

problems when combining mics—the samples seem to
have been phase aligned.

Each channel strip has two insert effects and its own
3-band EQ, which can be switched pre- or postinsert. The
inserts are normally applied only to the direct mics, not to
the room, overhead, and talkback channels, but the over-
heads can be switched into the inserts if desired. The over-
head, room, and talkback channels have their own submix
strips in the mixer, with their own effects. The master bus
has two insert effects of its own in addition to knobs that
control the Mic Leakage and Snare Buzz parameters.

The effects algorithms are just what’s needed for
drums: three different compressors, a brickwall limiter,
a noise gate, an envelope shaper, dynamic EQ, three
types of distortion, a mic modeler, a filter, a ring modu-
lator, and the usual delay, reverb, chorus, and a few
other items. The effects are not cheapies: most have four
or five parameters, and the mic modeler has more than
a dozen choices. The internal mixer has no aux sends, so
if you want to apply one reverb to several drums to save
CPU power, you'll need to route those drums to one of
Strike’s eight individual outputs.

Strike Three: Editing

Strike includes five distinct drum kits with about a
dozen drums and cymbals apiece. For each instrument,
you can adjust the tuning, start point, attack and decay
time, and timbre shift. In addition, you can choose to
load the economy, midsize, or XXL version of an instru-
ment. Some XXL versions load up to 300 samples, so
having a computer with a lot of RAM is a good idea. My
3 GHz Pentium 4 machine has 1 GB of RAM, and loading
Strike slowed down other applications noticeably. You
can give Strike some guidance about how much RAM to
use on each drum channel, thus making efficient use of
your system resources.

WWW.EMUSICIAN.COM



ATTENTION INDIE MUSICIANS! THE IMWS IS NOW ACCEPTING ENTRIES.

In 2007, the IMWS will award over $250,000
in cash and prizes to independent musicians.

The IMWS helps you do it yourself.

S DISC MAK;RS\

Independent Music World Series

The 2007 IMWS features showcases in San Francisco, Austin,
Nashville, and New York and will award a mammoth Grand
Prize at each show. Enter today for a chance to play in front
of music industry VIPs and win prizes that include enough
gear to build your own home recording studio, a killer CD
manufacturing package, cash money, and more!

No matter where you live, you are eligible to enter now!

Deadline for entries is May 9, 2007

VISIT WWW.DISCMAKERS.COM/07EM TO ENTER, READ THE RULES
AND REGULATIONS,FIND OUT ABOUT PAST SHOWCASES, SEE PHOTOS,
AND LEARN ALL ABOUT THE GREAT IMWS PRIZE PACKAGES.

CAN'T GET ONLINE? CALL 1-888-800-5796 FOR MORE INFO.

WHATEVER YOUR ACT IS...
WE'VE SHOWCASED YOUR STYLE OF MUSIC.

GOSPEL METAL HIP HOP
PUNK JAZZ COUNTRY EMO
ROCK RAP WORLD POP
BLUEGRASS MAMBO SALSA
R&B FOLK JAM CRUNK
ACOUSTIC A CAPELLA
ALTERNATIVE LATIN SOUL

"Disc Makers really opens the doors for a lot
of bands and provides them with invaluable
tools through the IMWS, and it keeps getting
better each year."

Sebastian St. John, Rose's Pawn Shop

DRUM! Mo, Ihanez ETAMA cakewaik
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VST-format plug-ins for the Windows plat-
form. You can buy them as well as down-
load time-limited, automation-disabled
demos from the Tone2 Web site. -

Table Talk
FireBird's signal path starts with a pair of
identical HCM oscillators, and they are
the key to the sound of this synth. You can
think of a wavetable as a series of spectral
snapshots of a sound evolving over time.
Each snapshot is a single-cycle waveform
reflecting the harmonic content of the
sound, and each wavetable contains 256
snapshots. FireBird ships with 51 waveta-
bles along with 7 single-cycle waveforms
for creating standard synth sounds. The
wavetables cover a range of electronic
and acoustic instruments as well as ten
vocoded words and phrases. It would be
nice to be able to create your own wave-
tables, but you can use FireBird's other
assets to get a lot out of those provided.
FireBird's wavetable oscillators give
you three types of control over how the
wavetable is played. You can manipulate
the wavetable harmonically by spec-
trum shifting, mixing several octave-
transposed waveforms, or changing the
starting position in the table. You can
choose the direction and the repeat
mode of the table—for example, making
the waveform repeat forward and back-
ward, play once and stop, or play from
a random position in the table on each
pass. Finally, you can choose the speed
that playback traverses the wavetable,
and that can be set in hertz or synced to
tempo. A unison
effect distributes

FireBird packs all modules along
with an interactive keyboard onto this
compact control panel.

L
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multiple detuned
voices across the

stereo field, and an analog control intro-
duces a random pitch-drift.

The oscillators are mixed and fed to a
multimode filter whose modes include
the usual filter types along with unusual
choices such as amplitude and frequency
modulation, downsampling, and formant
filtering. The filter has its own ADSR
envelope and is followed by an overdrive-
distortion module. That is followed by a
multi-effect with a variety of time-based
processes: reverb, delay, flange, chorus,
and so on. for modulation you get an
LFO with some interesting, gating-style
rhythmic waveshapes and a rhythm-
programmable arpeggiator. When you
use bath the LFO and the arpeggiator,
things can get amusingly weird.

Bank on it

FilterBank? takes the filtering options in
FireBird to the next level. It starts with
a pair of multimode filters, and you get
53 modes compared with FireBird's 20.
The filters can run in series or parallel,
and when in parallel, their outputs are
mixed, subtracted, or panned full left
and right. You can restrict yourself to
one filter or bypass both and use only
the distortion, delay, and gating effects.

The filter types emphasize the big
four—lowpass, highpass, bandpass, and
notch—with variations in slope, filter
response, and resonance characteristics.
Beyond that, you'll find several 2-band
EQs, comb filters, a phaser, and a smat-
tering of formant filters. AM, FM, and six
flavors of reverb round out the selection.
The filters feed a distortion unit with
effects ranging from tube-amp satura-
tion to bit crushing to a Warble effect
that adds nonlinear harmonics. A basic,
tempo-synced feedback-delay effect fol-
lows the distortion module. Beyond sim-
ple echoes, the delay has spring-reverb
and resonator modes as well as a variety
of autopanning options.

For modulation you get a pair of mul-
tiwaveform LFOs similar to FireBird's, a
16-step gating sequencer, and an enve-
lope follower. You can apply each of the
modulators to most of FilterBank2's
parameters. For example, in addition
to typical volume gating, you can use
the sequencer to control the delay time
or the LFO frequency. You can use the

envelope follower with negative modu-
lation polarity as a kind of compressor
to lower a lowpass filter’s cutoff as the
input volume rises (see Web Clip 1).
The frequency range of the FilterBank2
LFOs runs well into the audio spectrum,
and you can route them directly to the
audio inputs. That allows FilterBank2
to be used as a subtractive synth, and a
virtual instrument version is included for
just that purpose. The FilterBank2 effects
and instrument plug-ins each come with a
bank full of useful presets; FireBird comes
with three banks. For the price and range

of sounds, these plug-ins EMWER
are worth a listen, gpoag

Value (1 through 5): 3
Tone?2
www.tone2.com

ROB PAPEN

Albino 3 (Macwin)
By Len Sasso

If you own an earlier version of Albino,
there's no decision tc make; browse over
to the Rob Papen or LinPlug Web site and
order the upgrade ($49) to Albino 3. You
get four layers, which amounts to four
Albinosinane, astew cf new and enhanced
effects, an expanded modulation matrix, a
sophisticated arpeggiator, and external
audio input. If you haven't tried Albing,
grab the demo; it's fully functional but
belches noise every minute or so.

Albino 3 ($199) is a collaboration
between Dutch sound designer Rob Papen
of Emu Orbit-3 and Access Virus fame and
German software developer Peter Linsener.
It runs in any AU- or VSTi-compatible host
under Mac OS X or Windows. You can pur-
chase the downloadable version of Albino
3 from the LinPlug Web site. You can
purchase the physical package (CD and
printed manual) from dealers worldwide
or from the Rob Papen Web site.

Analog Style

Each of Albino’s four layers has four oscil-
lators, and each oscillator can function as
an analog or digital waveform generator,
a noise source, or an external input. The
digital oscillators mix spectral waveforms

WWW.EMUSICIAN.COM



and sound decidedly different from the
analog oscillators, which generate their
waveforms in real time and then mix in
a suboscillator an octave below the fun-
damental. A Spread control activates as
many as five panned and detuned voices
per oscillator. You can send each oscil
lator to either or both of Albina’s filters
and you get a variety of frequency- and
amplitude-modulation routings among
the oscillators and filters.

You can arrange Albino’s two filters in
series or parallel, and each filter is pre-
ceded by an overdrive-saturation effect.
The three multimode-filter variants
Silk, Cream, and Scream—differ in both
the modes they offer and their charac
teristic sound. Scream is new to Atbino
3, and as you might guess, it is nasty.
Also new in Albino 3, you can configure
either filter as a comb filter.

The signal path ends in four identi
cal stereo multi-effects units that you
can arrange in series or parallel. Ali the
usual suspects are accounted for: cho

rus, phaser, flanger, filter, reverb, gate
compressor, and distortion.

The Swirl Factor
Modulation has always been a LinPlug
strength, and Albino 3 doesn't disap
point. A 16-row modulation matrix routes
4 LFOs, 8 envelope generators, a 32-step
arpeggiator, and various MIDI messages
to practically any Albino parameter.
Furthermore, Albino's robust MIDI Learn
implementation lets you assign any MIDI
continuous controller to any parameter,
and you can save MIDI setups to disk.
The multiwaveform LFOs have their
own delay, attack, and decay controls
and optionally sync to tempa. The
envelopes are switchable between
ADSFR and a 5-stage format with
independent fevel and time seftings
for each stage. All but the Mod enve
lope have a fixed routing in addition to
any routings set up in the modu ation
matrix. That means you can use the
matrix for arcane routings and still

MAKES YOU WANNA SING

Innovative, High-quality Microphones with Vintage Style

SONTRONICS SIGMA

Active Ribbon Microphone

ALainG &)

Albino gets everything on a single control panel by

toggling the oscillator, filter, modulator, and effects sections

between different elements.

have filter and amplitude envelopes.
Albino’s arpeggiator is really a cross
between a step sequencer and an
arpeggiator. Like any arpeggiator, it
loops through the currently held chord
with a variety of direction options.
What's more, each step has its own
Velocity, and steps can be silent or tied

VO=ZO0®-ZIOWV

Prolessional Audio kg
INSPRED BY SOUND

SIGMA is a fusion of modern technology and vintage style. Inspired by the
classic song stylists of the “Swing” era, our thoughts drifted away to the
simply unforgettable voices of giants of the 1330's and 40's.

SIGMA's speciality is to recreate the silky, rich tones that we heard from
those old recordings, but without the ‘pops’ and ‘crackles! Punchy fow and
mid frequency responses, combined with an ultra-smooth high frequency
roll-off, produce a very natural image, almost making the instrument or vocal
sound like it is in the reom with you!

The SIGMA is phantom powered and its output is actively balanced, which
means, unlike most transformer-based ribban microphones, it doesn't suffer
from impedance mismatching problems and low output sensitivity. In fact,
it is as easy to use as any other Sontronics condenser microphone - just
plug it into your preamp and play.

Ah, yes, it's also simply gorgeous!

To find a dealer call 866 273-4178
or visit www.musicmarketing.ca
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to the note from the previous step (see
Web Clip 1). You can copy and paste
arpeggiator patterns between presets as
well as save them to disk.

Albino’s chord memorizer remembers
the intervallic form of a chord. When it is
active, single notes trigger chords with that
form. The chord memorizer is particularly
handy when used with the arpeggiator.

The 2,100 Club

When you match a software developer
with a talented sound designer, you get
a library of truly usable sounds, and by
the third generation that library can
get huge. Albino comes with more than
2,100 presets organized by category,
and because the sound browser pulls
presets directly from disk, you're not
stuck with endless bank shuffling. The
presets make full use of the arpeggiator
as well as Albino’s ability to produce
really fat multilayered sounds and its
multifarious modulation options. If you
exhaust the factory library, you can click
on the Gen button to randomize Albino’s
settings. For still more sounds, you can
purchase additional libraries of 300 to
500 presets by Bigtone and lan Boddy
on the LinPlug Web site.

Albino 3 is an impressive upgrade
to an out-of-the-ordinary synth. If you
stuff all four layers with multioscillator
presets, turn Spread on, and use lots of
effects, you'll probably bring your CPU
to its knees, as would any 80-oscillator
synth. But with all the variation on
offer, you can get great sounds with

you'll like it. sooaa

Valve (1 through 5): 4

Rob Papen
www.robpapen.com

LinPlug Virtual Instruments
www.linplug.com

SUBMERSIBLE MUSIC

DrumCore 2 (Mac/Win)
By Mike Levine

Since its initial release, Submersible
Music’s DrumCore has offered users an
innovative software platform for drum-
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With additional loops, improved import and export capabilities, a more flexible MIDI drum
module, ReWire sync, and more, DrumCore 2 has made drum-track creation even easier.

track creation. The application, which
runs standalone and syncs to yosr
sequencer through ReWire, provides a
large library of easy-to-audition audio
loops, one-shots, and MIDI loops, most
of whick were performed by one of a
dozen well-known drummers including
Zoro, Alan White, Matt Sorum, and Sly
Dunbar. The loops and other content can
be exported through DrumCore's inter-
face into a range of sequencers.

You also get numerous editable MIDI
drum kits, an inventive interface design,
the ability to import and organize third-
party samples, a randomizing function
(the Gabrielizer) that works on audio
and MiD[ lcops, and more. So impressive
is DrumCore 2 ($249) that it wen the EM

“Editors’ Choice Award this year for Drum

Machine/Module (Software).

For a look at DrumCore's basic fea-
tures, see my review of DrumCore 1.0 in
the March 2005 issue of EM (available
at www.emusician.com). Before focus-
ing on DrumCore 2, let me oriefly sum-
marize the major additions to version
1.5, which shipped in early 2005. Most
notable in that release was the dehut of
Windows XP support (the program was
initially Mac only) and the Drummer
Pack optional expansion packs, which
feature extended collections of loops
from some of the DrumCore drummers.

Version 2 (or 2.1 for Intel Mac users)
adds a number of useful improvements.
You get additional content, includ-
ing 5/4 and shuffle grooves from Terry
Bozzio, more jazz-brush loops from Jon
Bishop, additional pop grooves from

'World Radio Histo

Ben Smith, odd-time-signature loops
from Alan White, and country loops
from Nashville session drummer Lonnie
Wilson. (An expanded Lonnie Pack, offer-
ing a wider range of beats, is available as
a Drummer Pack, as are packs from Terry
Bozzio, Matt Sorum, Sly Dunbar, Zoro,
and, by the time you read this, percus-
sionist Luis Conti.)

MIDI Up

The MIDI drum kit feature has been
upgraded significantly. It now gives you
multiple ReWire outputs, and the individ-
val drums can be edited for pitch, pan, and
volume. With these changes, the kits (mul-
tiple kits are included for each of the 12
DrumCore drummers) have become a very
powerful feature, offering a wide range of
excellent sounds for triggering over MIDI.

Also new to version 2 is support for REX2
and Acid-format loops. You can now import
such content into DrumCore, and it will
show up similarly to the factory-included
content. (Since version 1.0 you've been
able to import AIFF, WAV, and SD2 files,
as well as MIDi files.) Submersible encour-
ages users to import all their drum loop
data into DrumCore and use it as a central-
ized, searchable database. The importation
process requires several steps, but once you
get the hang of it, it's pretty easy.

On the export side, the program has
always let you send loops directly into a
range of sequencing programs, including
Digidesign Pro Tools, Steinberg Cubase
and Nuendo, MOTU Digital Performer,
Apple Logic and GarageBand, and Mackie
Tracktion. In many cases, you can just
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PERSONAL STUDIO SERIES

Featuring Steinberg Cubase™

Electronic Musician magazine and Thomson Course
Technology PTR have joined forces again to create
the second volume in their Personal Studio Series,
Mastering Steinberg’s Cubase™.

Edited and produced by the staff of Electronic
Musician, this special issue is not only a must-read
for users of Cubase™ software, but it also delivers
essential information for anyone recording/producing
music in a personal-studio.

In addition to Thomson's easy-to-follow, step-by-step
tutorials and color graphics examples for Steinberg's
Cubase™ software, you'll get EM's famous in-depth
applications articles and interviews. Use this single-
issue magazine with the bonus DVD to get up to

speed quickly with Steinberg's powerful cross-platform

digital audio sequencer!

Other complementary topics in this publication:
¢ Top Pros Share Their Favorite Cubase™ Techniques

» Using Automation in Cubase SX™

e Loop Microsurgery

e |ntroduction to VST instruments

e Cool Software Synths for Under $100

¢ Choosing and Using Keyboard Controllers
e And more!

Nore than 90 pages of tutorials!

MASTERING

Proentod by EpOymMmEer
- PERSONAL SFUDIO SERIES ws

TOP PROS SHARE
THEIR FAVORITE
TECHNIQUES

AUTOMATION
IN CUBASE SX ¥
INTRODUCTZON T0
VST INSTRUMENTS

COOL SOFTWARE
SYNTHS FOR
LESSHI\N SlOOf\

: ADVANCE'J}M Dl
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To order the Personal Studio Series, Mastering
Cubase™, or any of our other publications,
please visit www.mixbooks.com,

or find it on newsstands wherever

Electronic Musician is sold.
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QUICKPICKS.__

drag-and-drop from the DrumCore interface.

Version 2 adds another option: you
can now export REX2 files from within
DrumCore, including all the DrumCore
content. This is really handy for working
with a sequencer that supports REX2 files,
like Pro Tools, because you can export
your drum loops and then later change
tempos if you want (see Web Clip 1).

DrumCore has long supported ReWire for
audio routing, but now it supports ReWire
sync, which makes it possible to audition
content from the DrumCore application
along with your sequence, before actu-
ally importing the loops. It also lets you
sync up to any host tempo, even if it's not
a round number. For instance, DrumCore
will sync at 124.32 bpm and allow you to
export loops at that tempo. Cool.

At the Core
| auditioned DrumCore 2 mainly with
Digital Performer 5.1 and Pro Tools 7.1, and
Ifound it to be a solid performer and agreat
drum-track creation tool. Version 2 is more
flexible, more content rich, more reliable,
and simpler to use than earlier releases.
The improvements to the MIDI drum kits
have made it into an awesome MIDI drum
module as well. If | had a wish list for the
next version of DrumCore, it would include
more fills for each individval groove, and
support for multitrack drum parts. The lat-
ter would offer users the flexibility of mix-
ing and separately processing the looped
drums, which would be very useful.
DrumCore 2.5 is due out this February.
Improvements will include streamlined
drum selection in the MIDI kit, the ability
torunasastandalone MID}! g
instrument, and more. goooa

Value (1 through 5): 4
Submersible Music
www.drumcore.com

ROUTLEDGE

Handmade Electronic
Music: The Art of Hardware
Hacking

By Tom Duff

NicolasCollinsis aninstrument-building
animal, and he wants you to be one too.

ELECTRONIC MUSICIAN FEBRUARY 2007

He has spent the last three or four years
touring the world, doing workshops
aimed at musicians who want to delve
into the ever-deepening world of DIY
electronics. His new book, Handmade
Electronic Music ($24.95), combines his
workshop notes with historical sidebars
and an eclectic and inspiring CD featur-
ing a panoply of first-class builders and
players.

Handmade Electronic Music is not
the first book aimed at musical home
brewers (the ground was broken by
Craig Anderton's Electronic Projects for
Musicians, in 1975), but it is the first
to encourage design and experimenta-
tion rather than just a craftsmanlike
reproduction of given circuits. It reads
more like a science book than a cook-
book. In fact, its chapters reminded me
fondly of Mr. Puddicombe’s eighth-grade
science class, with its reassuringly uni-
form experiment reports, every one with
sections ritualistically labeled Purpose,
Apparatus and Materials, Method,
Observations, and Canclusions.

After an introduction that is by
turns inspirational (“Fear not!"), practi-
cal ("Try to avoid short circuits”), and
poetic-philosophical ("Many circuit
hacks are like butterflies, beautiful but
short-lived”}, Collins’s musical-scientific
journey begins by observing the vibra-
tory world around us. Almost everything
vibrates, either electromagnetically or
mechanically. We can capture those
vibrations with a guitar pickup, a tape
head, or a simple contact mic (made
from a Radio Shack piezo buzzer) and
turn them toward our own nefarious
musical purposes. (Collins’s drol! humor
tends toward the mad-scientist end of
the spectrum.)

The World Is My Oscillator

The surprising sounds of highly ampli-
fied kitchen equipment are an avant-
garde staple: witness Paul Lansky's
classic "Table’s Clear.” We can turn the
nefariousness up a notch with a sec-
ond piezo buzzer configured to inject
vibration into our innocent mechani-
cal subjects, turning flowerpots and
bicycle frames into effects processors.
Having gone this far, it’s only a matter
of time before the inspiration comes

In Handmade Electronic Music, Ricolas Collins
takes you step-by-step into the exciting world
of DIY electronic instruments.

to feed the output back into the input,
making infernal pie-tin and toilet-float
oscillators.

From there the book introduces the
reader to circuit bending, the art of
rewiring surplus electronics ta do unex-
pected things. There are good chapters
on identifying and med'ing clock cir-
cuits, sussing out useful berds (he rec-
ommends a literal hands-on approach),
and adding nonstandard controls using
photoresistors, pressure sensers made
from antistatic foam, and even pencil
drawings (graphite pencil lead makes
a good resistor). In some ways Collins's
brief treatment of the subject goes
beyond Q. Reed Ghazala's indispens-
able, pioneering guide Circuit Bending:
Buiid Your Own Alien Instruments
(Wiley, 2005), suggesting the use
of fruits and vegetables as pressure-
sensitive resistors.

Next up is a detailed discussion of
breadboarding that starts out with
instructions to build simple ascillators
from widely available CMQOS inverter
chips. (Digital inverters are really just
high-gain inverting amplifiers. They
make great distortion/fuzz boxes, and
feeding their output to their input
makes them oscillate. A simple resistor-
capacitor in the feedback path lets you
control the oscillation frequency.) All of
the resistive controls mentioned in the
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circuit-bend:ng section can be applied
here as well, as though they were little
resistive modules. Circuit design is a lot
like patching a modular synthesizer but
at a subatomic level.

Having mastered the inverter-
oscillator, we're ready to attack the ubig-
vitous CMOS NAND gate, which you can
think of as an inverter with an extra con-
trol input. Wiring it up like an inverter-
oscillator and plugging a signal into the
extra input gives us all sorts of complex
ring-modulation action. Of course the
modulation input can be anything at
all—another NAND oscillator, a circuit-
bent Speak and Spell, a guitar plugged
through an inverter-fuzz, whatever.

A series of chapters on video hacking

i )

the books final section, which combines
practical advice about building mixers
and amplifiers and dealing with AC power
with an inspiring discussion of controller
hacking. Vides game controllers are really
just digital interfaces to a load of switches
and variable resistors. Crack one open,
and you can easily repurpose it to sense
temperature, humidity, motion, weight, air
pressure, compass direction, acceleration,
gas mixture—the list goes on and on.

Watch This

My son Tim and | have enjoyed many
hours foliowing Collins's lead, using a
telephone pickup to explore the radia-
tion our laptops emit and wiring up and
tweaking some of the book's examples.
We've even used our home-brew contact
mics in live performances.

Twenty years ago, Popular Electronics
ceased publication, inaugurating a long
lull on the do-it-yourself front. However,
things are picking up in the DIY world—
notably with the advent of O'Reilly's Make
magazine—and Collins’s book is just in
time to catch a newly receptive audience.
Despite some quirks (the chapter [abeled
"Ohm's Law" talks a lot about resistors
but doesn't actually explain Ohm's law), |
recommend Handmade Electronic Music
wholeheartedly to anyone interested in
exploring sound. EM

Value (1 through 5): 4
Routleage
www.routledge-ny.com

AVAILABLE NOW FROM MIX BOOKS!

Fosewerd by Eddie Kramer

Edited by Blair Jacksen

Just $24.95!

CLASSIC TRACKS:

The studios, stories and hit
makers behind three decades

of groundbreaking songs

Revisit the in-studio experiences behind the songs that
have defined our generation, from Patsy Cline's “Crazy,”
to Jimi Hendrix's “All Along the Watchtower,” to
Marvin Gaye's “Let’s Get It On"” and the Eagles’ “Hotel
California.” Culled from the pages of Mix magazine,
Classic Tracks is a must for anyone interested in the
techniques and creative forces behind the chart-toppers
of the past 30 years.

With a foreword by Eddie Kramer.

Visit www.mixonline.com/mixbookshelf
and ORDER YOURS TODAY!




Get a FREE Catalog |

1.800.409.8513
www.lonelyrecords.com

HERE'S THE HYPE ON

NO HYPE

The Kel Audio HM-1 is designed for home recording artists
who want to add a full balanced tone to their sonic pallette
Instead of the usual low-cost spit and grit.

National Price Guarantee

GRAPHIC DESIGN, MASTERING, POSTERS,
DVD, CARDBOARD, BARCODES AND MORE.

500 PRESSED
Retail Ready CDs “ $129 USD at www.kelaudio.com (Hear it there, too!)
4

’ 99 Sonic Alternatives for
Recording Musicians

=EL_s CD & DVD Duplication - Lowest prices, shipped in 2 days!
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Chameleon Labs

AT THIS PRICE, CAN A DISCREET
CLASS ‘A’, MIC PRE-EQ ,REALLY
CAPTURE THE RICH TONAL
QUALITIES OF THE VINTAGE
CLASSICS?
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* 1,000 CDs in jackets ' .
¢ 1,000 2" square stickers [ — c_,_;i
* 300 11" x 17" posters

* 24 custom-printed T-shirts

Electronic Musician

2007
EDITORS

CHOICE

That's not a misprint. For just $1,290 you get everything:
replicated CDs in jackets, posters, stickers, and T-shirts.
And that’s not even counting all the extra free stuff,
like a UPC bar code and a listing on DigStation.com,
where you can sell your songs as downloads. For more
information on this package or to get a free copy of
our catalog, visit or

¢ Seee

..SEEMS A LOT OF PEOPLE

TH’NK s0~ xﬁffpgz‘z ?‘;pop‘oy ' call
WWW.CHAMELEONLABS.COM @] >) D,sc MAKERS

(206) 264-7602
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other publications, please
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Omnilesk

P O. Box 1792 Sausalito, CA 94966
800.332.3393 415.332.3392 FAX 415.332.2607 OMI3DL

www.omnirax.com info@omnirax.com

The Industry Leader in Studio Furniture

OMI3R

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.emusician.com/edeals
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EM Classifieds

f 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 markeiplace. 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-

4 § tisements. For complete information on prices and deadlines, call (800) 544-5530.
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ACOUSTIC PRODUCTS

RPG AcousTIiICTOOLS

PROVEN, AFFORDASLE ROOM SOLUTIONS

FROM THE MUBIC INDUBTRY'S LEADING
ACOUSTICAL INNGVATOR.
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AcousticsFirst
! 888-765-2900

Full product line for sound
control and noise elimination.
Web: http://mww.acousticsfirst.com

www. SoundSuckers.com

Be Professional, Buy the Best!

Soundproofing Products
Sound Isolation Booths
Custom Projects & Free Advice
TOLL FREE 1-885-833-1554 (0R) 541-947-2602

SOUNO ISOLATION ENCLOSURES

Celebrating over 16 years of
reducing sound to a W hisper!

Recording. Broadcasting. Practicing

MOL 102126S
(8 5105

19 Sizes and 2 Levels of Isolation Available

New! SoundWave Deflection System
(Change paraliel walls to nun-parallel)
Immediate Shipping!
www.whisperroom.com
PH: 423-585-5827 FX: 423-585-5831

High-Performance
Acoustic Treatment
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TOIFiie66-732-5872
ww. REALTRAPS ¢

Sskonoluck St.. Northampton, MA 01062
Info: (413) 384-7944 Fax: (413) 584-2377

OR?Q_E_E_R: 800-583-7174

* Hush'oam « R.P.G. Diffusors »
Sonex « Sound Quilt - More
www.silentsource.com

info@silentsource.com
QUALITY « PRICED RIGHT » INTEGKRI TY

VocalBooth.com

MODULAR SOUND REDUCTION SYSTEMS
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Listen to your dreams
Follow your heart
Don't ever stop

- Calvin Mann

541-330-6045

WWW. VOCALBODTH,CONM

ELECTRONIC MUSICIAN FEBRUARY 2007

ANALOG SYNTHS CABLES
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DESIGN & INSTALLATION

f
C/’—— 301-607-6607

"We specialize in audio, video,
acoustic design and installation."

\

N0 DESMEN

e Studios * Government
e Live Venues * Theatres
¢ Churches e Museums

\ Www.audiodesignsolutions.com )

EMPLOYMENT

RODE

MICROPHONES

i

RODE MICROPHONES, LLC
seeks a highly motivated captive rep
for Western Regional Sales

Experienced - Heavy Travel

Salary Plus Commission

Email inquiries to:
Mark Ludmer
mark@rodemic.com
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Music Instruments & Pro Audio
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new Sales Engineers! Call today to startyour 3 UL L IOOOARGOSY’
career at the fastest-growing pro audio - Video: argosyconsole.com

APV "/ Step inside the doors and
retailer in the country! get an in-depth look at )

Sweeiwater

Visit: WWW.Sweetwater.com/careers THE ORIGINAL
call: 1-800-222-8700 seif McDonald ext.1052

CASES
Case Specialists

www.NewYorkCaseCompany.com
We Will Beat

ANY Price! QP
877-692-2738

ORODER TOLL-FREE: 886.560.9188
‘ S0ung CONSGRUCHION & SUDply e,

OMNI

STUDIO FURNITURE

EQUIPMENT FOR SALE

JOSEPHSON ENGINEERING

Portable Iso-Booths

o e (l[ﬂR;UNI(]
For vocals, spot and far-field pickup.
SRR, 800.888.6360 cooace

clearsonic.com

OMNIRAX 8003323303 415332 3392
FAX 418.332.2007

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

WWW.EMUSICIAN.COM

139



140

moDUCTION

MASTERING

Guaranteed to give you
that “Big Label” sound.

New York’s Premlere
Mastering Studio

Check Out Our Webslte...
www.musichousemastering.com

1-800-692-1210

Locatwd in NY, Serving the US . Since 1989

Complete Album
Analog & Digitalf|
Mlﬁmng

THe Guipe 10
MIDI ORCHESTRATION

o g

@ 570 mavhacien

if you do MIDI orchestrations for mockups
or final productions, you need this book!
704-page hardback with start to finish
details on achieving maximum reatism. Full
color taxt throughout For composers and
arrangers of ali leveis. More info on our site.
musicworks-atlanta.com

RECORDS, TAPES, CDS

Replication
Progressnve Dupllcatlon
aamusc  0nd much more!

www.progressivecds.com
Toll Free: (800) 421-8273

THERE'S A REASON WE'VE BEEN HERE 28 YEARS!
—

. ‘Indudes on disc printing,
~ fuil-color prinied booklet,
barcode and cello wrapping.

007 (Ne - &100

— JEFF KING

\ AKIS N
cd & dvd manufacturing
www.0ddsOnRecording.com

"ﬁ( Doy P

N\~ complete, full-service

CD Mastering
Pratessiond high-quality CD mastering
for less tharn 3250

Send a CD or email an mp3
to get a FREE mastered sarnple chp

CHEON PATKAgES Gvalad!

TOTAL TAPE SERVICES
(866) 567-6835

www.totaltapeservices.com

Elonel
RECORDS

Get a FREE Catalog
1.800.409.8513
www.lonelyrecords.com

Retail Ready CD Packages 99¢

Siercdenell 1131 2 ) [C DS}
$24000!
T800702 1 3472

A ¥ 4

RemiX

Sign up for the

REMIX HOTEL Newsletter
www.remixhotel.com

In addition to great CD manufacturing
we assist with complete music delivery:

Digital downloading * Digital radio servicing
Online sales & distribution * Retail fulfillment

For the best price in CD Replication ...

there is only one number you'll need!

1.888.891.9091

Serving all genres of music, throughout North America.

Call us to find out how we can help you
sell your music without selling out!

Music
MANUFACTURING
SERVICES

Toronto 800-667-4237 Nashville 800-909-7568
New York 800-293-2075

musicmanufacturing.com
Independent music
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NEED CDs ? THE CHOICEIS CRYSTALCLEAR

BISC ARD TAPE
CHECK OUT OUR CURRENT SPECIALS!

1000 CDs + $999 (v s tiaor) 1000 DVDs « $1499 (o
1000 PROMO CD PACK + $599 500 DVDs + $999 (cownn

WWW.CRYSTALCLEARCDS.COM - 1-800-880-0073

MELLOTRON, VOX CONTINENTAL,
FARFISA, GIBSON G101, & B3
Studio Quality Samples from Authentic Vintage Instruments
$20 per set - All Formats Supported - Order at:

www.VintageKeyboardSounds.com
or call us at (562) 856-9333

Lowest Price Period! il [l Whitewater Studios

= MASTERING - CDS - DVDS BEGINNERS WELCOME!!

1 1
Name-brand Software
and Hardware to set up

your computer for music

cd audio *+ cd rom - dvd replication zmmﬁﬂm
graphic design - prepress & L 00CDs o 51199
W= printing - packaging ?:axmmt?-'w?m g‘w =

www.ballmedia.com #

888.256.3472 M.

'SOFTWARE, MIDI FILES, SOUND

BAND-IN-A-BOX IMPROVEMENT PRODUCTS***

education. Free articles

www.musicmall.com/cmp weekly e-newsletter

recording, printing and XTRA.

and online catalog! Electronic Musician's

*You can put a Better-Band-In-Your-Box.*

*Norton Music (since 1990)*

www.nortonmusic.com

@“Ie Patch m“g; direct to your inbox!
' Sounds Fer Symths & Samplers | Subscribe today at

delivers the latest news

¥s0d Music Gear - 3 Meath Warranty
T18-132-0553 J
m.uﬂ“‘ﬂn.ﬂﬂll |

www.emusician.com

ENTERTAINMENT TECHNOLOGY

Reach more than 1.1

eEinasifieds -

R ——
s s o s S e Sy . et e e
ondog Ty — L
e B 3 g B Y S i 8 s P Yo At 1 00t
[ ]
Ad Sections
QR Ratusten Ml tufe Jhai 47 L w-" U

b_ =-=" B e

o = - [Ty
[ 5 - Y ey : DA
E —: o
e e

MmmmﬂMhMﬂ

The Entertainment eClassifieds are the user friendly, affordable way to
connect buyers, sellers, job seeker and employers.

million web visitors!

Immediate response Sell your gear to an
interested market

Post items yourself, anytime with
self-service tool

Include a photo, audio or video file
Power search capabilties

Find what you need, sell what you don’t!

www.emusician.com/eMarketplace
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Hit the road with your Dual Core MOTU Studio

Take Digital Performer S and the rest of your MacBook-powered
MOTU studio on the road for unprecedented
portable studio power and performance.

Performance squared

The Appie MacBook Pro is built on revolutionary Intel Core 2 Duo,
which packs the power of two prosessor cores (up to 2.33GHz)
inside a single chip. This means you now get mind-boggling
dual-processar performance that you can stuff in your backpack
and sling over your shoulder. Now add support for internal hard
drives ug to 200GB, 3GB of RAM, FireWire 800 anc couble-layer
buraing SuperDrive, and your MacBook Pro portable MOTY Studio
delivers anprecedented speed and perfarmance - to go.

OINC{ LD

FireWire I/O 9 e
with 8 mic inputs -
The new MOTU 8pre delivers eight mic inputs

in one rack space, complete with a five-segment level

meter, phantom power switch, 20 dB pad switch and trim knob
right ¢n the ‘ront panel for each input. Now add two banks of ADAT optical

1))

—
-~

| :ﬁ:};

'C ’

W
A

outputs and MIDI I/0, and you've got a FireWire audio interface that turns your : ‘
Mac info a complete studio that can record yeur entire band. Or, if you already

own an optical-equipped MOTU FireWire, PCI or UltraFast USB2 audio 2 LY == . : '
intertace, the 8pre is the perfect way to add 8 mic inputs directly to your 2 NN E - A

MOTU intertace CueMix DSP on-boardi mixing via 8-channel gptical.

digital 1/0 far eight more channels — even at 88.2 or 96 kHz Top it off with main REEEE L j‘.i') \ !

1

Liquid Technology

The Focusrite Liquid Mix is ancther Focusrite first and a true one-of-a-kind.
Based on the same technology that brought the audio world the acclaimed
Liguid Channel, Focusrite now brings Liquid Technology directly into your
DP5 studio environment at a mach more accessible price. Focusrite Liquid
Mix offers emulations of 40 compressors and 20 EQs with a FireWire Hardware
coniroller. Thanks to its built-in OSP, you can have up to 32 channels of
modeled vintage or modern campression and EQ with one Focusrite

Liquid Mix, with no impact 6n your native DP5 processing resources.
Plusyou can control Liquid Mix channels from directly within Digital Performer
using Liguid Mix plug-in windows, which keeps your Focusrite processing
seamlessly integrated with — and saved with — your DP projects.

= ‘? The MOTU experts at Sweetwater can build the perfect portable DP5 rig for you,
We'll help you select the right components to build a powerful system that lets you
take your workflow anywhere, and we can even install, configure and test the
entire system for you, Why shop anywhere else?




Waves native processing

Waves has long been synonymous with quality plug-ins, and the Waves Platinum
Bundie contains a huge range of top-quality Waves processing for your DP5 studio.
The Platinum Bundle now includes Waves Tune LT, L3 Ultramaximizer, and
IR-L Convolution Reverh as well as all the plug-ins found in the Waves Gold
and Masters bundles. Platinum brings extraordinary signal processing power
to DPS, for tracking, mixing, mastering, and sound design. From dynamics
processing, equalization, and reverb to pitch correction, spatial imaging, and
beyond, Waves Platinum Burdle is a must-have for every MOTU studio.
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Legendary drummers

Submersible Music Drumcore delivers access to twelve world-class drummers,
such as Terry Bozio, Matt Sorum, Sly Dunbas and Zoro. The perfect ool for
songwriters and composers who need drums quickly In a multitude of styles.
Features include an Audio and MIDI librarian (quickly find that perfect groove),
“GraoveSets™ (for easier songwriting), MID! instrument (loaded with each
drummers’ MIDI drumkits) and the “Gabrielizer"(groove generator). Simply drag-
and-drop from Drumcore o your Digitai Perfermer 5 tracks or Clippings window.

©2007 Sweetwater, inc.

Authorized Reselier

www.sweetwater.com

Ultimate expandable synth

Uitimate Soundbank Plugsound Pro puts a complete “rompler” right inside Digitai
Performer 5, giving yeu alt the essential sounds you need for your mobile music.
Sharing the same UVI engine as the MOTU Ethno Instrument, Plugsound Pro gives
you 8 GB of instruments and loops plus powertul effects-and perlormance features,
including the innovative drag and drop of audio or MIDI between the piug-in and
Digital Performer. An ever-exganding range of add-on sound libraries include reteo
organs, classic synths, cutting-edge sound FX and textures, modern drum loops,
and a just-reteased collectiom

of must-have retro keyboards. | & :
| e T i
| ! ! !

iy S yane e

Komplete control

For DPS users whe want it all: ReaktorS, Kontaki2, Guitar Rig 2 software, Absynthd,
Battery3, FM8, B4ll, Akoustik Piano, Elektrik Piano, Vokator, Spekiral Delay and
Pro-53 in a unified interface with hands-on control — Native Instruments
KOMPLETE 4 and KORE put an infinite universe of sound at your finger tips. Every
preset inctuded in Nt KOMPLETE 4, more than 8,500 in total, has been preconfigured
and categorized in KORE with searchable musical atiributes and hands-on controlier
assignments. This seamless integration of software and hardware turns Native
Instrument’s award winning synthesizers and samplers into tactile instruments.

! .. ®KOMPLETE 4




Hit the road with your Dual Core MOTU Studio

Compact VHDI controller

Digitai Performer 5 gives you unprecedented control over your MIDI and audio tracks.
And what better way to take advantage of this hands-on contro! than the M-Audio 02, a
25-key ultra-thin USB MIDI controfler that goes anywhere you want fo make music! Small
enough to fit in a bag along with your laptop, the slim-line 02 is perfect for throwing
down bass lines, programming drum patterns, triggering effects and tweaking virtual
studio parameters - anywhere, anytime. It's easy to assign controllers to match DP5
or your virtual instruments. Plus, the 02 has five internal setup locations so you
can switch from application to application. It also integrates with Enigma
editor/librarian software for unlimited setup creation and storage.

Professional pad controller

The Akai Professional MPD24 is the velocity sensitive pad controlter for musicians and
DJs working with sampled sounds. The MPD24 features 16 MPC-style velocity and
pressure sensitive pads plus transport controls for intertacing with Digital Performer
and your virtual instruments. You get Akai's exclusive feel: either MPC 16 Levels or
Full Level features for ultimate pad control. Now add four selectable pad banks totaling
64 pads, six assignable faders and eight assignable and 360 degree knobs for transmitting
MIDI Control Change data. Included editor/librarian software gives you complete,
intuitive programming and control for DP5 all of your other software titles. The MPD24
provides unprecedented creative freedom for manipulating sampled material.

Advanced waveform editing

Your DP mastering and processing lab awaits you: BIAS Peak Pro 5 delivers
award winning editing and sound design tools, plus the world's very best
native mastering solution for Mac 0S X. With advanced playlisting. Superb
final-stage processing. Disc burning. Plus PQ subcodes, DDP export (optional
add on), and other 100% Redbook-compliant features. Need even more power?
Check out our Peak Pro XT 5 bundle with over $1,000 worth of additional tools, . - : um\“.ﬂ‘\'\\
including our acclaimed SoundSoap Pro, SoundSoap 2 (noise reduction and : E—— ‘!“
restoration), Sqweez-3 & 5 (linear phase muitiband compression/ limiter/upware
expander), Reveal (precision analysis suite), PitchCraft (super natural pitch
correction/ transformation), Repli-Q (Jinear phase EQ matehing), 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.

1AL K.lC‘l PHONES C:"wa “mme‘—— E" — "'A——LAS"T"—ON
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Control room monitoring

The PreSonus Central Station is the missing link between your Station features a complete studio communicatioa solution with
MOTU recording interface, studio monitors, input sources and the built-in condenser talkback microphene, MUTE, DIM, two separate
artist. Featuring 5 sets of stereo inputs (3 analog and 2 digital with headphone sutputs plus a cue output to enhance the creative
192kHz DA conversion), the Central Station allows you to switch process. A fast-acting 30 segment LED is also supplied for flawless
between 3 different sets of studic monitor outputs while maintaining visual metering of levels beth in dBu and dBfs mode. Communicate
a purely passive signa! path. The main audio path uses no amplifier with the artist via talkback. Send a headphone mix to the artist
stages including op amps, active IC’s or chips. This eliminates while listening to the main mix in the control room and more. The
coloration. neiee and distertion, enabling you to hear your mixes Central Station brings all of your inputs and outputs together to
more clearly and minimize ear fatigue. In addition, the Central work in harmony to enhance the creative music prodaction process.




Portable hands-on control

AlphaTrack by Frontier Design Group combines intuitive tactife controls in a compact and highly
poriable package, with native support for Digital Performer. Ride a 100mm. touch-sensitive,
motorized fader with true 10-bit resolution for smooth and precise level control. Three touch-
sensitive encoders let you adjust your DP track and plug-in parameters while the 32-character
backlit disptay shows detailed feedback in response to your touch. Map your favorte shoricuts
from the Commands menu to AlphaTrack's user-programmable buttoms. Jog and shuttle with
the touch of your fingers using the integrated Szroll Strip, Stide one finger across the Scrofl
Strip surface and your project’s timeline scrolis in response. Drop a second finger onto
the strip, and now your fingers contral DP's shuitle speed. Zoom through your project
with two fingers. then just lift one finger and slide to quickly set the precise position
you want. AlphaTrack is powered entirely though its USB connection so it makes the perfect
companion to your portable MOTU recording rig.

Accurate monitoring Hands-on control for the studio
The Mackie HR-Series Active Studio Monitors are'cansicered some of the most loved Imagine the feeling of touch-sensitive, automated Penny & Giles faders under your hands, and
and trusted nearfietd studio moniters of atl time, and with good reason. These award- the fine-tuned twist of a V-Pot™ between your fingers. You adjust plug-in settings. automate filter
winning bi-amplified monitors offer a performancs that:rivals moniters costing two or sweeps in real-time, and trim individual track levels. Your hands fly ever responsive controls,
three times their price. Namely, a stereo field that's vade, deep and incredibly detailed. perfecting your mix — tree from the solitary confinement of your mouse. Mackie Control delivers
Low frequencies that are no more or less than what you've recorded. High and mid- all tais in an expandable, compact, desktop-styie design forged by the combined talents of Mackie
range fraquencies that are clean and articufated. Plus the sweetest of sweet spots. manufacturing and the MOTU Digital Performer engineering team. Mackie Controf Universal brings
Whether it's the 6-inch HR-624, 8-inch HR-824 or aual 6 inch 626. there’s an HR Series large-console, Studio A prowess to your Digital Performer desktop studio. with a wide range of
monitor that will tefl you the truth, the whole truth, and nothing but tae truth, customized control features that go well beyond mixing. It's like putting your hands on DP itself.

reefl o Tive
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Authorized Reseller

wwwsweetwater.co (800) 222-4700




146

PRO/FILE

Texas in a Suitcase . o cesn

Recording the rootsy, retro C&W of Lonesome Spurs.

L ynda Kay Parker and Danny B. Harvey are the
component parts of the quirky country duo
Lonesome Spurs. Though both are native Texans,
they're based in the countryside north of Los Angeles.
Self-described as the “White Stripes of country,” the
pair’s debut CD, Lonesome Spurs (Cleopatra Records,
2006), shows off the retro sound they call “honky-
tonk garage.” Their music is centered around the
vocal stylings of Parker—who doubles on rhythm
guitar and a bass drum made from a suitcase—and
the twangy Tele playing of Harvey.

Harvey produced the disc in his basement studio. He
had previously produced two psychobilly bands—13 Cats
and the Head Cat (both featuring Motorhead’s Lemmy
Kilmister and the Stray Cats’ Slim Jim Phantom)—and
rockabilly godmother Wanda Jackson.

“We do all the recording, mastering, and artwork our-
selves,” says Harvey. “The recording process, which took
three weeks, was done the way most rock records have
been recorded since the '60s: we do the basic tracks live,
and then replace the instruments that have to be fixed.”

The Spurs record through a MOTU
2408mkII and a Digidesign Mbox into a
2 GHz dual-processor Apple Power Mac G5
into MOTU Digital Performer software, and
monitor with KRK 6000 close-fields. “We
never use more than eight inputs at a time,”
Harvey says, “and we monitor the output in

Lonesome Spurs/Parker and Harvey in the studio.

ELECTRONIC MUSICIAN FEBRUARY 2007

KATT SHEA

RIFFS B

Lonesome Spurs

Home base: outer Los Angeles

Sequencer of choice: MOTU Digital Performer
Percussion: homemade suitcase bass drum
Web site: www.lonesomespurs.com

stereo, so the recording process is pretty streamlined.”

To get his twangy tone, Harvey plugs his James
Trussart Steelcaster (or a Fender Telecaster Custom or
a Gibson ES-335) into either a Fender Hot Rod Deville
2 %X 12 combo, a Music Man HD-130 head witha 2 x 12
open-backed cabinet, or a Vox ToneLab modeling pro-
cessor. The amps are placed in the bathroom off of the
garage and miked with a Shure SM57 or SM58.

Parker’s suitcase bass drum is a vintage Samsonite,
rigged up with a Duallist kick drum pedal that operates
alternating beaters. It's miked with an AKG CB3000 con-
denser. “It’s the only drum you'll hear on the recording,”
Harvey says. “Lynda uses the Duallist pedal, most often
used by metal drummers for superfast bass drum parts,
to create a rolling train-beat sound. The main beater is
made of wood with a shaker attached, and the second
beater is made of felt so it creates a kind of ‘ghost’ beat.”

Harvey and Parker like to cut their basic tracks
together in the same room (he keeps about 90 percent of
what he’s done on the first take). “We record the track as
many times as we need to until we're happy with the feel
of her suitcase and rhythm guitar and of our interaction,”
explains Harvey. The close proximity and visual contact
helps them keep their recorded performances tight.

An AKG C3000 going through one of the Mbox’s mic
preamps is the recording chain of choice when Parker
overdubs her lead vocals or her 1935 Gibson tenor gui-
tar. “Ilove those Focusrite Class A microphone preamps,”
says Harvey. “They give a lot of bang for the buck.”

Harvey mixes the tracks down to Digidesign Pro
Tools LE 7.0. Once the final tracks have been compiled,
he masters the disc using BIAS Peak 4, and then loads that
into Roxio Jam to author the CD-R to Redbook specs.

“The freedom that DIY studios provide artists with—
to express themselves creatively at any time of the night
or day without time limitations, financial constraints, or
outside interference,” says Harvey, “is priceless!” Em

WWW.EMUSICIAN.COM



alphatrack |

One Fader To Rule Them All

p——y A p—
EQ PLUG-IN AUTO

FRONTIER
P ey

RERERRENE

MIX. EDIT. AUTOMATE. RULE.
|

Finally, a control surface that fits your desktop and the way you work.

Touch-sensitive 100mm motorized high resolution fader » Touch-sensitive jog and shuttle strip
Touch-sensitive parameter and effects knobs « 32 character packlit LCD
Foot-switch jack ¢ USB interface {
See the
Online Demo

FRONTIER
PG

gl www.frontierdesign.com

World Radio History




MOTU

motu.com

Winner
2007 Editors’' Choice Award
Best Audio Interface
— Electronic Musician

Winner
2007 ACE Award
Best Audio Interface

Ultral /te ¢ r il

Compact bus-powered 10x14 FireWire audio interface

Sturdy. Compact. Portable.

= g o e ey, e o
- PaC 123458718 LR PAQE
e s e e oo, = | The Ultralite is the only
R A _,?, O BB ww LUULT L, e half-rack audio interface that offers stand-alone
operation with programmable mixing from its
e ol AN O , =% ;: - ! unique backlit front panel LCD. And it includes
5 O-0-0-0-C-0-0-O
it T 04 gt g eRfyc] bR, two mic inputs with a 60dB gain range, plus all
edinh : O-0-0 Rallel o)
{ RS, O-0 CUdL-CTg e
E T S e the analog, digital and MIDI I/O that you need.

w BALANCED / UNISALANCED / 241111 oK1 munao “MAIN OUTS

* 10 inputs / 14 outputs * Compact: 8.5 x 7 inches * Bus-powered  96kHz recording * On-board CueMix DSP mixing * LCD programming ® 2 mic inputs
* Individual 48V phantom power ¢ 60dB pad/trim gain range * Stand-alone mixing * 6 TRS analog inputs * 10 TRS analog outputs * Separate main outs

* Main volume knob ¢ Headphone volume knob ¢ S/PDIF digital I/O @ 96kHz * Metering for all inputs & outputs s Sample-accurate MIDI » On-board SMPTE sync
* Expandable * 2 FireWire ports for daisy-chaining ® Mix & match with other interfaces © Includes AudioDesk” software s Across-the-board compatibility






