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In the price/performance ratings, I would giive the KSM32 
a solid 10. For what you were planning on spending for 
a single microphone you can have a pair of KSM32s." 

— Roger Nichols 

'The KSM32 is becoming my mic of choice *or many 
applications including vocals, overhead drums and 

bass cabinet. The accessories and hardware are 
brilliantly executed.” 

— Eddie Kramer 

A MIC SO SENSITIVE, IT EVEN PICKS UP 
_ COMPLIMENTS. 

“In my 35-year recording career, I’ve never come across 
a mic that works so well on so many instruments. 

If you are looking for a mic that is accurate, uncolored, 
pristine, dead quiet and doesn’t cost much, you may want 

to own several KSM32s. I ;ust ordered a dozen.” 

— Tom Jung 

Experiencing the performance of our KSM32 cardioid condenser microphone is, quite frankly, 
beyond description. But to be fair, we’ve let some discerning professionals try anyway. 

The Shure KSM32. It will capture more than your voice. 
For more information, visit www.shure.com. 

www.shure.com 
©2007 Shure Incorporated 

SHURE 
LEGEN DARY 

PERFORMANCE’“ 



HOW’S YOUR SIGNAL? 

Pro Tools EONAR7 

TRUE HD 
SONAR 7 is still the only end-to-end 64-bit Digital Audio Workstation. 

That means you are working with the highest audio-quality in the industry 

...no rabbit ears required. 

BETTER MIXES 

HIGHER AUDIO FIDELITY 

MORE HEADROOM 

> EXTENDED DYNAMIC RANGE 

Visit www.cakewalk.com/SONAR for more information. 

Also available in Pro Suite, a collection of the finest Cakewalk has to 

offer: SONAR 7 Producer Edition, Projects, Dimension Pro & Rapture 

SONAR is a trademark of Twelve Tone Systems, Inc. Pro Tools is a trademark of Digdesign, a division of Avid technology. Inc. cakewalk 



>R HEAOPB

From the chief engineer at Capitol 
Studios to multi-Grammy9 winning 
producers...everybody's talking about 
Audio-Technica's new flagship ATH-M50 
Professional Studio Monitor Headphones. 

"A-T has raised the bar once again, this time with the 
new M-50 headphones, and this time they've raised 
it quite a bit. Already these phones are by far the fa¬ 
vorite in our studio." 

" I tr ed these phones on a few major artists and they all 
said, 'WOW these are great.' We use these phones on all 
our vocalists." 

George Massenburg 
Grammy9- winning engineer & producer 

Al Schmitt 
Grammy9-winning recording engineer and producer 

Fantastic-sounding 
headphones. Period 

'...it's the most exciting thing to come along in years. 
Tnese are fantastic-sounding headphones, period. 
There just isn’t anything better you can do for your artist 
than to give them a pair of these." 

Frank Filipetti 
Grammy--winning mixer and producer 

Since I got my ATH-M50 headphones, I have actually 
enjoyed mixing and referencing with headphones. 
My M50 headphones are now an integral part of 
my process...they absolutely translate with my 
speakers, but most importantly, they translate to the 
outside world.” 

Ed Cherney 
Grammy9 and TEC award-winning producer/engineer 

The M50's seem to be winning hands-down. Everyone 
that's heard them won't give them back." 

Tom Schlum 
Chief Engineer I Capitol Studios 

ßaudio-technica 
www.audio-technica.com always listening 



KORG 
INSPIRED TO CREATE. CREATED TO INSPIRE. 

"TOTALLY INSPIRED” 
Keyboard Magazine 

The OASYS-derived Enhanced Definition 

Synthesis produces rich and realistic pianos, 

strings, brass and drums that come to life. 

The pros are saying that the new M3 Music 

Workstation/Sampler is a "radically new 

instrument”** that "sounds superb.”** 

▼ Color TouchView display 

doubles as an X/Y pad 

lllllll III II III II 111 uwwww 

Shown with optional RADIAS-R expansion 

module (sold separately) 

Exclusive features inc’ude: 

• Next generation KARMA backing on the fly 

• Real feel Drum Tracks 

• KAOSS fingertip color touchscreen control 

• Add or swap M3 or RADIAS modules 

After you audition the M3 you won't want to 

create on anything else. Find out for yourself 

why the critics are saying "You’re going to 

want one.”* 

Go to www.korg.com/M3 for videos, MP3s 

and more. 

HHEJ A SONIC REVOLUTION 
•Keytxoard. July 2007 ••Sound On Sound, July 2007 
© 2007 Korg USA 3»6 S. Service Road, Melville, NY 1T747 • (631) 390-8737 • www.korg.com 
KARMA® (Kay Algorithmic Realtime Music Architecture) and the KARMA Logo are registered trademarks representing patented technology licensed from Stephen Kay. Karma Lab LLC. www.karma-lab.com 



More Inputs, More Tracks - AU Digital! 
The perfect front-end digital mixer/audio interface for your favorite Digital Audio Workstation (DAW), 

the M-16DX comes loaded with plenty of inputs so you can easily record a track at a time or a whole 

band at once. It’s great for live mixing, too, with its convenient two-piece design that lets you put your 

connections onstage and your mixer wherever you want. Built to Roland’s high standard of quality, 

the M-16DX is the compact digital mixer you’ve been waiting for! 

• 16-channel all-digital mixer with 24-bit/96kHz internal processing 

• Built-in DAW Control Surface function 

• USB 2.0 audio interface for computer multi-track recording 

• All 16 inputs plus stereo main mix available to your DAW as individual audio streams - record up to 
18 tracks at once! 

• Scenes for instant recall of mixer settings 

• Exclusive Room Acoustic Control automatically tunes speakers for optimal sound 

• Built-in pro-quality effects, including COSM® insert effects, reverb effects and finalize effects 

• Compatible with all major Windows and Mac OS digital audio workstations 

• Cakewalk SONAR LE CD-ROM included 

M-16DX 
Visit Roland online for the entire line-up of M-Series mixers. 16-Channel Digital Mixer 

i & CRptuRe CRERtivity uuu RDLRndus.con/ediRQL 



Axel. BEHRINGER Germany Systems 
Engineer, was the proud father of the 
ground-breaking XENYX mic preamp. 

Thomas, BEHRINGER Germany 
Technical Director drove the technology 
of the 2442FX to the limits of physics 
and then half a kilometer beyond. 

Thomas, BEHRINGER Germany 
Software Engineer, steered the 
USB interface and ASIO drivers for 
the2442EX. 

Shou Long helps assemble the XENYX 
2442FX at BEHRINGER City, our highly 
advanced manufacturing complex. He 
may very well have built a 2442FX 4U! 

Bing, one of our R&D Assistant Test 
Engineers, helped make sure that 
the prototype 2442FX complied with 
all internationally-recognized safety 
ano RF emissions standards. 

GEAR GRINDER HARD DRIVER BIT MECHANIC PIT CREW MEMBER SAFETY FREAK 
These are some of the 3500 technicians, assemblers, designers and engineers who are BEHRINGER. 

Some 
have twelve 
suhweet-sounding XENYX 
mic preamps, four buses and an outboard 
2-in/2-out USB interface. But the Thomas's, 

XENYX 
2442FX 
Not every 
marvel of 
German 
engineering has 
four wheels. 

Alex and the rest of the BEHRINGER Germany 
development team didn't stop there. They 
included four bands of mellow "British" EQ on 
each channel. And, so you don't 
have to spend more bucks on 
plug-ins or outboard processors, 
they added 100 24-bit effects 
including reverbs, delays, phasing 
and flanging. 

When everyone, including the hyper-picky 
Uli Behringer was satisfied, the XENYX 2442FX 
emigrated to BEHRINGER City where it under¬ 
went grueling stress, life cycle and safety test¬ 
ing...and then final meticulous production. 

Learn more about the 2442FX and other XENYX 
mixers at your BEHRINGER dealer. 
And then get behind the knobs 
of a truly fine piece of high-
performance German design. 

www.behringer.com \ 

Uli Behringer (center) isn't 
an easy person to please. 



It's taken years to 



JIMMY DOUGLASS 
Multi-GRAMMY^ Aword-Winning Engineer, Producer whose credits include projects with: 

Duron Duron Joy-Z Justin Timberlake Ludacris Missy Elliott Timbaland 
Nelly Furtado Rob Thomas Foreigner Aretha Franklin The Rolling Stones 

Amazing ears, extraordinary musicality and technological savvy 

keep Jimmy Douglass first call among top producers and artists. 

"I picked up a JBL LSR4300 5.1 surround system for my studio because 
the speakers are extremely transparent, very very clear, and with RMC 

tune-ability, everything is right in its place. They're a really great reference." 
Hear why world-renowned engineer, producer, Jimmy Douglass 

relies on the sound and revolutionary technology in the award-winning 

LSR series studio monitors. 

Visit JBLPRO.com/LSR 
LSR4300 'JBL 
SERIES ■■■■■■■ 

H AI Harman International Company 
The use of the artists names above is a factual statement and does not 

constitute an endorsement or sponsorship of JBL Professional or any of its products. 

GRAMMY is a registered trademark of the National Academy of Recording Arts & Sciences, Inc. 



studiokonnekt 48 Studio Control Audio Interface 
Imagine there was a professional audio interface... 

that put all essential recording tools in one box, 

that had extensive digital and analog I/O, 

that easily managed your speaker setups, 

that was equipped with TC DSP effects, 

that offered a 24/8 channel digital mixer, 

and included a remote to control it all. 

...well, you’d want one. 

~ =; — 

— included software -

t.c. electronic WWW.TCELECTRONIC.COM 
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METALOCALYPSE 
NOW 
Comedy writer and guitarist 
Brendon Small is the creative 
force behind the music of 
Dethklok, the fictional death¬ 
metal band in the animated 
series Metalocalypse. In this 
interview, he talks about 
songwriting, scoring the series 
in his tiny apartment, tracking 
guitar leads without being 
evicted, and working under 
intense deadlines. 
By Gino Robair 

MASTER CLASS: 
SCRIPTING IN 
KONTAKT 3 
With the powerful scripting lan¬ 

guage in Native Instruments Kontakt 

3, you can create custom instrument 

control panels and advanced MIDI 

processors like step sequencers and 

arpeggiators. Learn how. 

By Len Sasso 

CROSSING THE 
FINISH LINE 
Stuck in a rut during mixdown? 

Here are ten tips for reevaluating 

your work so that you can stay 

on track. 

By Michael Cooper 

DEPORTMENTS 
ONLINE 
@EMUSICIAN.COM 

FIRST TAKE 

LETTERS 

FRONT PANEL 

WHAT'S NEW 

MARKETPLACE 

CLASSIFIEDS 

EM (ISSN 0884-4720) is published monthly with in extra issue in October by Penton Media, Inc., 
9800 Metcalf Ave.. Overland Park KS 66212 (www.jtenton.com). This is Volume 24, Issue 2. February 
2008. One-year (13 issues) subscription is $2A Canada is $30. All other international is $50. Prices 
subject to change. Periodicals postage paid at Shawnee Mission. KS. and additional mailing offices. 
Canadian GST #129597951. Canadian Post International Publications Mail Product (Canadian 
Distribution) Sales Agreement No. 40597023. Canadian return address: Bleuchip International. 
P.O. Box 25542, London, ON N6C 6B2. POSTMASTER: Send address changes to EM. P.O. Box 15605, 
North Hollywood. CA 91615. 
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MACKIE Tracktion 3.03 (Mac/Win) 
digital audio sequencer 

ROLAND VG-99 guitar synth/processor 

SIBELIUS SOFTWARE Sibelius 5 (Mac/Win) notation software 

FENDER VG Stratocaster modeling electric guitar 

FOCUSRITE Saffire Pro 26 multichannel FireWire audio interface 

KURZWEIL SP2X Stage Piano keyboard controller 

IN SESSION 
WHAT ARE WE GOING TO DO? 
Nathaniel Kunkel reflects on the changes 

in the music industry. 

INDUSTRY INSIDER 
Q&A: INGRID MICHAELSON 

Singer Ingrid Michaelson talks about how 
MySpace helped her find success. 

PRO/FILE 
TRULY HYBRID 

White Williams's retro pop. 

SQUARE ONE 
READ THE SCRIPT 

An overview of scripting and how it's 
used in software music applications. 

TECH PAGE 
UI: TNG 

Check out this new spin on computer¬ 
music user interfaces from Denny Jaeger. 

SOUND DESIGN WORKSHOP 
UM’S THE WORD 

One person's mistake is another 
person's groove. 

MAKING TRACKS 
GOOD MIGRATIONS 

Get the best results when moving proj¬ 
ects between sequencer programs. 

PRO/FILE 
NO BARRIERS 

Xenovibes' eclectic, electronic pop. 

» Vital Arts Plectrum (Win) 
virtual instrument 

110 » Alesis Trigger|iO 
drum pad interface 

»Tascam FireOne 
FireWire interface/controller 

» UeberschalI Liquid Drums 1.5.1 
(Mac/Win) 
sample library 

» Eventide TimeFactor 
effects pedal 

» DigiTech Vocalist Live 2 
vocal processor 

» Scarbee Black Bass 
virtual instrument 

12 I EMUSICIAN.COM | 02.08 



Welcome to 2008 your year! Whether you play live, have 

vrvw 

Music Instruments & Pro Audio 

me you have things you studio, or are a songwriter, if you 

It's a new year...the year for your music! Give us a call, we 
remove every obstacle we can from your path to musical 
success. Let's get started! 

want to do musicaNy. Unfortunately, there are things that get 
way...and that's where Sweetwater comes in. 

While we can't help you manage a busy schedule, we can help if 
the obstacles you face are of the gear variety. We can help with 

expert advice, free online tech support, and other resources for 
getting the most out of your equipment! 

UR Music 

sweetwater.com 800-222-4700 

Same-day shipping 
nearly every order 

■ Award-winning website 
with exclusive videos 
and informative articles 

Hands-on shopping 
advice from the most 
knowledgeable team 
the industry 

■ The fastest FREE 
SHIPPING deal in the 
Industry 

■ The best selection of 
the latest music and 
recording gear 

STUDIO OR STAGE 
Sweetwatercan^he 

■ SweetCare — FREE 24/7 
Online Tech Support 
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Editors’ Picks 

» 

EM Spotlight 

Show Report 
The 2008 Winter NAMM show is the biggest 
annual musical-instrument expo in the United 
States. Visit emusician.com for video and Podcasts 
from the show floor, as well as a report on the 
exciting new recording gear, music software, and 
electronic musical instruments unveiled this year. 

» Mark Isham: In the Beginning 
It’s a long way from Ringling Bros, and Barnum 

& Bailey Circus to Group 87, but composer 

instrumentalist Mark Isham is as eclectic as the 

topics he covers. In this interview from the archives, 

Isham talks about looping, using electronic 

instruments, and the dawn of digital recording. 

By Robert Carlberg 

Onlin 
@emusician.c 

Online Videos 
Check out EM’s video page, where Metalocalypse 
creators Brendon Small and Tommy Blacha offer a 
behind-the-scenes look at their hit show. 

Interested in learning about specific topics? EM’s editors have 
assembled the best tutorials and master classes under categories 
such as drum tracking, electric guitar recording, and basic 
microphone technique. 

14 I EMUSICIAN.COM | 02.08 
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INTUITIVE MUSIC 
CREATION AND 
PERFORMANCE 
SOFTWARE 

PROGRESSION 
MUSIC SOFTWARE 

FOR GUITAR OTION 
MUSIC COMPOSITION AND 
PERFORMANCE SOFTWARE 

MUSIC SOFTWARE 
■ 4Mb 

FOR THOSE WHO LISTEN 

ADDITIONAL SOUNDS 

WC3 * 7/^ ♦ **. X 
VKIt . A&T ’k //// Pa-1

RHYTHM SECTION SAXES STRINGS SOLO STRINGS PERCUSSION MALLETS I BRASS WINDS 

AND MORE... 

NOTION Music software is quite simply the newest way of 
getting music from your head to your ear. 

Our software gives everyone from beginners to professionals what they’ve always wanted: 
an intuitive environment where music is seen, heard, and changed with immediate, realistic 
feedback. In addition, our product line offers performance controls for accompanying live 

musicians in real time. The sound quality is remarkable, with samples by The London 
Symphony Orchestra, Neil Zaza,Victor Wooten, Futureman, and more. 

CHECK US OUT AT 

WINTER NAMM 
Booth #6912 

NOTIONMUSIC.COM NOTION Music 

WIN A RECORDING SESSION WITH 
THE LONDON SYMPHONY ORCHESTRA 

FOR DETAILS AND ENTRY VISIT: 
WWWNOTIONMUSIC.COM/CONTEST 

I *86 6 ’3 I 3 * 8 9 3 3 



»FIRSTTHKE 

You've probably noticed a few subtle tweaks 

to the look and feel of our magazine over ¡ 

the past few months (not to mention the | 

increased presence of musicians on the cover). This month, however, we’re unveiling 

a completely new look, which includes a name and logo change: Electronic Musician | 
magazine has officially been renamed"EM.”The name change is a no-brainer, because 

many of us refer to the magazine by its initials already. 

But our new logo is only part of the redesign, and by no means the most impor- | 

tant. We’ve updated and expanded our content to provide you with a greater variety 

of the tech-sawy information that you’ve come to rely on from us, while increas- । 

ing our focus on the creative aspects of music making. In addition, we’ve spiced up I 

our look with enhanced graphics and contemporary design elements, thanks to the 

combined efforts of EM's new art director, Earl Otsuka, and our division’s group art 

director, Dmitry Panich. 

In terms of content, there are three big additions to check out: 

“In Session” (p. 146) is an opinion column by Grammy and Emmy 

Award-winning engineer Nathaniel Kunkel who, with his produc- I 

tion company, Studio Without Walls, exemplifies the EM spirit of 

getting the most out of a personal studio. Furthermore, our “Front 

_ Panel” column (p. 24) will combine music-news items and tech tips ¡ 

i from longtime EM contributor David Battino with the ever-popular 

« "Download of the Month” from Associate Editor Len Sasso. Finally, 

to increase our coverage of independent music making, we have | 

added an extra page of “Pro/File” (p. 36) for good measure. 

And speaking of musicians taking care of business, this month we offer a rare peek 

behind the scenes at the hit television show Metalocalypse (p. 48). This animated black | 
comedy for teen and adult viewers astutely pokes fun at the death-metal subgenre 

while simultaneously paying tribute to its legends. The musical and comedic talents of 

composer Brendon Small, in conjunction with cocreator Tommy Blacha, have made | 

this one of the most compelling series ever regarding the extremes of the rock ’n’ roll I 

lifestyle, and 1 was floored to discover the degree to which Small uses his spartan record¬ 

ing rig to create the show's intense atmosphere. When you’re done reading the feature, | 

visit our Web site, emusician.com, to see the video footage 1 shot of Blacha and Small 

describing how they developed the characters and sound of the band Dethklok. 

Although this issue’s cover and its related story might give the impression that [ 

the magazine is going in a particular musical direction, EM remains genre neutral in 

its coverage. The tastes of its editors and contributing writers range from rock, pop, 

and the various subcategories of rap and electronica to folk, country, jazz, classical, 

and avant garde. So even if you aren’t a fan of heavy metal, the creative impetus in and 

concerns of this month’s cover story are the same as with articles about other types 
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Bachelor’s degree programs: 
• Sound Arts 
• Animation & Visual Effects 
• Game Art and Design 
• Motion Graphic Design 

► Call 877-833-8800 or 
visit expressioninfo.com 

Digidesign Certified Training Location for Pro Tools 
Apple Authorized Training Center for Pro Applications 
GRAMMY University Official School 
Start here. 

©expression 
COLLEGE FOR DIGITAL ARTS 



INTRODUCING THE VIRTUAL REPEATER PRO... CREATIVITY UNLEASHED 

Loop Sampling software for Mac and PC. Sync your loops to audio or MIDI and control them with 

your hands - or feet. Features include: Pitch shift: +12A24 semitones; Time stretch: 1 bpm to 150% 

of recorded rate; MIDI Sync and Control; VST host and plug-in modes; Sample rates up to 96KHz 

ooo 
help 

28052 Camino Capistrano Suite 111, Laguna Niguel, CA 92677 

P: 949-347-7171 • F: 949-347-7174 • info@electrixpro.com 

www.electrixpro.com * A division of SBD Music, Inc. 

CENTER FOR DIGITAL IMAGING ARTS AT BOSTON UNIVERSITY 

IT'S YOUR LIFE 

AUDIO ’RODUCTION I CERTIFICATE PROGRAM 

Find out what it takes to design audio for music, television, 
film and interactive media. Learn current trends, use the 
latest technology and get real experience. Apply today! 

BOSTON 
UNIVERSITY 

CAIL 800-808-CDIA EMAIL INFO@CDIABU.COM WEB WWW.CDIABU.COM 
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Real Indie Request 
• • You guys should really do an interview with the band 
• • Beat Assassins. They are a great band and have sold 

• • over 20,000 albums without any radio or tour sup¬ 
port. I truly believe it is a shame that the indie artists who 
are out there making an impact and receiving a response 
never get mentioned because they don’t Pit the personal 
taste oP the writers within the magazine. I Pind this very 
insulting as a Pan oP indie music. Consider this band as well 

as other indie bands that are making a name Por themselves without major¬ 
label support. —AMBER NEWMAN, VIA EMAIL 

Thank you for the passionate letter, 
Amber, and especially for the heads-up 
about Beat Assassins (I just checked 
them out online). We fully agree that 
independents should get the media 
coverage they deserve. Beginning with 
this issue, we have added an extra page to 
our “Pro/File” column, which regularly 

covers how unsigned and indie artists 
create their music. EM’s musical stance 
is genre neutral, and at any given time 
the editors are likely to be listening to 
rock, rap. folk, jazz, classical, or nearly 
any subgenre thereof. (Checkout “Front 
Panel: This Month's Soundtrack" on 
p. 25 to see what we’ve been listening 

to lately.) And because we share an 
office with our sister publication Remix 
magazine, we get our fair share of 
electronically created dance music, too. 
Rest assured that we are keeping our ear 
to the ground as we keep our nose to the 
grindstone. 

—Gino Robair 

SMOOTH TRANSITION 
I have subscribed to EM for several 

years. Because of your thorough prod¬ 

uct reviews, I was able to invest with 

confidence in the best electronic-music 

equipment my budget could afford. 

As a result, I have finally been able to 

produce my first CD of original music, 

entitled The Transition, in the smooth¬ 

jazz genre. It was composed completely 

of electronic sources, based on informa¬ 

tion I learned from your publication. 

I want to take this opportunity to 

thank you for your great reviews, keep¬ 

ing up with the latest in electronic 

equipment, and offering fantastic 

advice on how to get things done. 

MARK DAVENPORT 

WWW.MARKELLIOTTJAZZ.COM 

VIA EMAIL 

FROM 5.1 TO DVD 
Thanks for presenting such a wonder¬ 

ful magazine every month. I’m always 

using some tip that I learned in EM in 

my own studio. I've been a loyal reader 

for decades. 

In the December 2007 issue of 

EM. Brian Smithers offered a reaily 

great step-by-step presentation of 5.1 

mixing in the Cakewalk Sonar Producer 

environment (see "Making Tracks: The 

5.1 Mix"). I've had no problems with 

recent experiments at 5.1 mixing but 

have failed to find a way to get my 

mix from Sonar to a DVD. Everything 

( sounds amazing as it's played in Sonar 

' off the "board,” but I cant get it from 

there to a DVD. 

Smithers suggested, toward the 

end of his article, that this could be 

accomplished through the use of a 

program like QuickTime Pro. I searched 

my QuickTime Pro manual and could 

not find any instruction. 

Can Brian suggest a step-by-step, 

affordable way to get a 5.1 mix from 

Sonar Producer Edition to a DVD? 

Thanks very much. 

JOHN J. MURRAY 

PRIVATE EYE MUSIC 

VIA EMAIL 

Author Brian Smithers replies: Mr. 

Murray—thanks for your kind words. I'm 

glad you found my article useful. I'm 

afraid, however, that you caught me in 

a minor fog regarding QuickTime Pro— 

although it does support surround sound, 

it does not do the Dolby Digital encoding 

necessary to create a surround DVD. 

I have been bouncing back and forth 

between Apple's Compressor (which does 

do AC-3) and QuickTime Pro recently and 

transposed them. I'm sorry to have sent 

you manual diving needlessly. 

As to your request for an affordable 

WE WELCOME 
YOUR FEEDBACK 

Address correspondence to: 

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

or email us at 
emeditohal@emusician.com. 
Published letters may be edited 
for space and clarity. 
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Download oP the Month 
Puremagnetik Big07 (Mac/Win) By Len Sasso 

Puremagnetik (w«w.puremagnetik.com) is a 

subscription download service specializing in 

virtual-instrument and effects libraries called 

Micropaks for Ableton Live. Native Instruments 

Kontakt, and Apple Logic EXS24. The current collec¬ 

tion of Micropaks emphasizes retro sounds updated 

with the bells and whistles available in today's high-

end samplers. At least one new Micropak is released 

each month, and you can purchase them individually 

($12) or by subscription with various options. 

Big07 ($98) is a bundle of 13 Micropaks released in 

2007. This is more than 2 GB of content, but fortunately 

the Micropaks are downloaded individually. (A hard¬ 

copy version will be available soon.) These are Ableton 

Live versions of the Micropaks. If that's your platform 

of choice. BigO7 represents a significant savings over 

purchasing the 13 Micropaks individually. 

Eight Bit is my favorite digital-retro offering. It starts 

with waveforms sampled from the Commodore 64 SID 

chip (6581 Sound Interface Device), then applies Live's 

Instrument Rack magic to layer and process those sam¬ 

ples. You get Racks for a cross-section of basses, pads, and 

leads as well as multisampled Sampler instruments con¬ 

taining the basic waveforms. Retroputer, another favorite, 

is a compendious collection of digital waveforms. 

Used together, the Micropaks in BigO7 make a 

versatile construction kit (see Web Clip 1). Analog Bass 

vol. 1 is loaded with analog-synth ~ ' 

basses for holding up the low end. ON LI NE 
Vintage 80s Classics and String material 
Machines cover pads and synthy . 

leads. Juice for Live's FM synth, Operator, gives you keys, 

mallets, brass, strings, and special effects as both individ¬ 

ual Operator patches and Instrument Racks built around 

Operator. Elektrodrum provides five electronic drum kits as 

Impulse Instrument Racks for your own drum sequences. 

Microdrum's three acoustic and two electronic kits each 

come with a collection of MIDI grooves. 

Beyond retro. Guitar Rack vol. 1 adds a Stratocaster 

to your kit with a variety of amp and cabinet simula¬ 

tors, automatic chords, and riffs as audio clips. PM-200 

Electric Piano gives you a Wurlitzer with tremolo, chorus, 

and reverb, and it too comes with audio riffs. P-50 Linear 

puts a Roland D-50 at your fingertips. You can finish any 

of those off with patches from RackPak, which includes 

more than 100 signal-processing effects. If you're a Live 

user, and your palette of classic synth and digital sounds 

is getting stale. BigO7 will spice it up. 

Karlheinz Stockhausen (1928-2007) 
In his lifetime, German 
composer Karlheinz 

Stockhausen created 
hundreds of perform¬ 
able works in myriad 

musical genres, from 
serialism, point music, 
and electronic music 

to aleatoric music, opera, and live electron¬ 
ics—you name it, he did it. Known for their 

rhythmic complexity, precise structure, and 

abstract nature, Stockhausen’s works chal¬ 
lenged us to reconsider the way we think 

about and perceive music, art, and sound. 

Stockhausen helped pioneer electronic 

music while working at the Cologne studio 
from 1947 to 1951. He employed serialist tech¬ 

niques for his first electronic pieces, Studie I 
(1953) and Studie II (1954), which were cre¬ 

ated with only electronic sound sources: a sine 
wave generator, a white noise generator, a Bode 
Melochord, a Monochord, and a modified 
Trautonium. His experiments in electronic 
sound prompted other musical luminaries of 
the time to explore the possibilities for music 
created by nontraditional instruments. 

Not long after Studie I and II, Stock¬ 
hausen composed many more influential 

works at the Cologne studio, including 

Gersang der Junglinge (Song of the Youths, 
1955-1956), which blended sung tones with 

electronically produced sounds; Kontakte 
(1960) for tape, piano, and percussion, 

which was based on moment form (where 

each moment consists of its own structure 
and stands independent from the music’s 

overall structure); Mikrophonie I (1964) for 
live processing and tam-tam; and Telemusik 

(1966), a piece that contained sounds pro¬ 
cessed with what Stockhausen called inter¬ 
modulation (in which characteristics of one 

sound are used to transform characteristics 

of other sounds). 
Many compositions and years later, Stock¬ 

hausen embarked upon the music drama cycle 
called Light ( 1977-2004), regularly premiering 
individual scenes and acts from the opera until 
its completion. The subjects of most of his later 

works reflected his spiritual connection to the 

universe, in which his music became the voice 

for the drama being played out in the cosmos, 

as well as an outlet for his personal relationship 

with the world. 
The composer passed away on December 5, 

2007, and will be remembered for his vast con¬ 

tributions to contemporary music. Learn more 
about him at www.stockhausen.org. 4—Tl 

Dr. Robert Moog’s 
1991 
Bob Moog 
designs 
Series-91 
theremins, 
produced by 
Big Briar 

Innovative Instruments 
The Etherwave 
theremin is 
produced 

Moogerfooget 
analog effects 
pedals are released 

mi mu ¡i in nm 

The Minimoog is revised to 
create the Minimoog Voyager 

Pro is 

The Etherwave 

2000 
2002 
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COVER STORY 
They Might Be Giants 

John Flansburgh and John Linnell 

discuss their 25-year career, their 

recent work with the Dust Brothers 

and Disney, and their favorite gear. 

FEATURES 
Mastering for Vinyl 

Learn about the peculiarities 

of releasing music on vinyl, the 

dos and don'ts of mixing for the 

medium, and what mastering engi¬ 

neers typically have to fix. 

Playing Concerts in 

Second Life 

Why leave home to play live music? 

Well show you how to do gigs 

online and even earn a little scratch 

in the process. 

COLUMNS 
Square One: 

Stereo Creativity 

Rethink the traditional methods of 

2-channel mixing with these practi¬ 

cal and inventive ideas. 

Making Tracks: Intelligent 

Harmonization with 

Melodyne Plug-in 

Find out how easy it is to create 

interesting backing-vocal tracks. 

Sound Design Workshop: 

Bus Stop 

Learn how to use and apply multi¬ 

band compression and delay with 

premaster mix groups. 

Industry Insider: 

Q&A: Amanda Cagan 

Publicist Amanda Cagan, who has 

worked for both major-label and 

indie clients, explains what publi¬ 

cists do for bands and artists. 

.. . and much more! 

I_It. a a 

solution-well, that depends on 

your definition of affordable. When 

you consider that Dolby's hardware 

encoder (as found in authoring 

houses and rerecording stages) costs 

several thousand dollars, almost 

anything I could suggest would be 

cheaper. Given that Compressor 

comes bundled with Apple Logic 

Studio for $500. that's certainly in 

the running. However, Sony Sound 

Forge 9, at around $300, may be the 

most affordable solution out there. 

Minnetonka's SurCode Dolby Digital 

runs just under a grand, as does 

Steinberg's encoder for Nuendo. 

The step-by-step process will 

vary for each of these products. But 

if you feed any of them one of your 

beautiful Sonar mixes exported to 

24-bit, 48 kHz multimono WAV files, 

you're on the right track. Dolby Digital 

includes more options than I can get 

into here, but you'll want to encode at 

384 or 448 kbps. You'll end up with 

an AC-3 file that can be imported as a 

soundtrack in Apple DVD Studio Pro 4. 

Note that some video must accom¬ 

pany the audio, although Apple DVD 

Studio Pro can take a still picture or 

slide show and turn it into a video for 

you. I hope this helps. Have fun! 

WHAT WERE YOU 
THINKING? 
As a longtime EM reader, I found your 

December 2007 cover just disgusting. 

I am a musician that works with chil¬ 

dren and find that their environment 

is being increasingly soaked with 

violence, fear, and the glorification of 

this kind of nonsense. Although "guns, 

guts, and glory" are a part of some 

kinds of gaming I feel that it is noth¬ 

ing to exhibit proudly on the cover of a 

magazine as if it were as hip as a new 

synth or a creative musician. 

When working with kids, I show 

them how music can be a creative, 

positive outlet for what they have 

inside. In fact, the school [where| I 

played this morning had a "No Guns” 

poster in the entrance. In our city of 

Philadelphia, over 380 gun murders 

have been reported this year. The 

reality of a life filled with the type of 

guns you display on the cover is so 

far from the idea of fun and games 

and play that it boggles my mind. 

Covering gaming is very cool, 

but covers like [yours] are definitely 

not! Geez, what were you thinking? 

DARIA A. MARMALUK-HAJIOANNOU 

VIA EMAIL 

Daria, thank you for taking the time 

to write us about your reaction to 

the December 

cover. As a 

father, I am 

keenly aware 

of guns and 

violence in our 

society and 

media. For example, at home we are 

careful about what the kids watch 

and what games they play on the PS2 

and Internet. And I fully agree with 

you that music should be a creative, 

I take your comments very 

seriously, but the reality of the situ¬ 

ation is that the game industry puts 

out products that include violence, 

and they are rated as such. Adult 

men and women make good livings 

in that industry, in every facet of 

production. The article was intended 

to tell the reader how to get into 

the industry, and I think we did a 

good job. 

I don't think it serves the inter¬ 

ests of our readers to sanitize the 

subject. But we are careful to keep 

things clean in our editorial and our 

ads. because young people (including 

my own tweens) do see the maga¬ 

zine. However, an animated image 

of a man firing a rifle on the cover of 

an issue about video gaming is not 

something that, as a parent, I feel 

crosses the line in terms of decency. 

That's what I was thinking. 

My hope is that you'll con¬ 

tinue reading EM despite what you 

thought of the December cover. We 

I’m always using some 
tip that I learned in 
EM in my own studio. 

positive outlet for what children 

have inside. 

However, EM is not created for 

children. So when you ask "What 

were you thinking?" I was. to be per¬ 

fectly honest, looking for a compelling 

graphic for our cover that included an 

image from an upcoming hot game. 

Star Wars, as a brand, is widely known, 

and we were happy to get a couple of 

images from the latest game (some of 

the interviewees in our article worked 

on it). We chose this one because it's 

got action and is more compelling 

than a static shot would've been (con¬ 

sidering the options we had). 

are focusing more on the creative 

process than ever before, while 

keeping our tech info solid. In fact, 

next month's cover subject, the band 

They Might Be Giants, has released 

records for children over the years, 

and they give us a special peek into 

their studio and working methods. So 

there are good things brewing. 

In the meantime, thanks for 

your feedback, because it does shape 

how we do things in the future, and 

it is helpful to learn that images like 

the one on our December cover do 

offend some of our readers. 

—Gino Robair 



Designed to Adapt 

Nature has come up with clever ways to 
let some animals adapt quickly to their 
environments 

At Genelec our new 8200/7200 DSP 
Senes also have the ability to adapt to 
their environment, by design. 

AutoCai™, Genelec’s optimisation software 
takes into account level, distance and 8-
band equalization to adapt each monitor 
loudspeaker to its immediate environmem. 
What’s more it does it as a system, with 
network control of up to 30 adaptable 
loudspeakers, including subwoofers. 

On screen, GLM software 
_ uses its Interactive Response 

Editor to give visual indication. 
toudspeaker-by-loudspeaker. 
of exactly what the response 
of each louospeakeris. 

In 1978 Genelec brought active monitoring 
to the professional audio world. An essential 
part of our active design is the room 
response controls. They are included in 
every Gerelec analogue model to help 
integrate them to the listening environment. 
To further this, Genelec Product Specialists 
travel the world providing system calibration 
services to ensure optimum monitoring 
performance for our large system customers. 

The Genelec DSP Series now brings this 
commitment, along with our acoustical 
knowledge and experience, directly to 
every customer. 

AutoCai™ 
Cleverly designed to give you the room to adapt. 

GENELEC 
www.genelecusa.com 



Trade or Toss 
The holiday season has come and gone, and 

if you're like most people, you’re wondering 

what to do with that old piece of gear that you 

just replaced with something newer, better, and 

smaller. For an easy (and free) way to dispose 

of your electronics, check out the Costco.com 

Trade-In & Recycle Program (www.greensight 

your equipment is approved, you’ll receive a 

prepaid UPS shipping label with which to send 

in your items, as well as a Costco Cash Card 

equal to the electronics’ trade-in value. 

Don’t have a Costco membership? With 

some Web detective work, you can find local 

recycling programs and facilities that are 
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.com/CostcoTrades). Available to all Costco convenient for you. Good places to begin 

members, the program allows you to recycle 

qualified items—computer monitors, MP3 

your search are the Electronic Industries 

Alliance: E-Cycling Central (www.eiae.org), X?- Want to get rid of this? 

players, and digital cameras, for example—or the National Center for Electronics Recycling 

(www.electronicsrecycling.com), and Earth 911 trade them in for their estimated cash value. 

After you complete a simple form online and (http://earth911 .org). 

»OPTION-CLICK By David Babbino 

I • ► ARM Garrison Keillor's The Writer's Almanac 5 25 

J.> Top window: Podcast episode 3 is missing, 

and selecting Update Podcast won't get it 

back. Bottom window: Option-clicking on the 

disclosure triangle reveals the missing episode. 

Podcast Resurrection 
Discover cool features lurking inside popular programs and gear. 

Sometimes a Podcast doesn't download completely to iTunes. It seems to be intact, but when you try 

to play it—and this usually happens at the most dramatic moment—it ends prematurely. The obvious 

solution is to delete the partial episode and then select Update Podcast (from the right-click menu) to 

download it again, but that doesn’t work. iTunes stubbornly ignores the fresh copy on the server. 

The secret is to collapse the list of episodes by clicking on the downward-pointing triangle next to 

the Podcast title, and then Option-click (Alt-click in Windows) on the triangle. That will expand the 

list of episodes and fill in the names of missing ones in a ghostly gray with a tiny Get button beside 

them. Click on that button to get the missing episode. You may also see episodes you didn’t realize 

you’d missed. (For more about David Battino’s work, visit ww w.batmosphere.com.) 

Dr. Robert Moog’s Innovative Instruments 
At age 19, Moog founds the 
R.A. Moog Company and 
manufactures theremin kits 

Production begins for 
the Minimoog, a 3-VCO 
monophonic synthesizer 

At AES. Moog dem¬ 
onstrates the first 
subtractive synth to 
utilize a keyboard as 
a controller: the Moog 
Modular Synthesizer 

Moog Modulars 
the release of 
heavy album 

popular with 

964 
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These inspiring albums remind us that music is just as much about the 
process as the end result. 

1. Eccotonic: Flow Motion 

2. Joseph Livingstone: The Futility Room 

3. Norman Fairbanks: 7 Days Microsleep 

4. They Might Be Giants: The Else 

5. Underworld: Oblivion with Bells 

ECCOTONIC: FLOW MOTION 
Working under the name Eccotonic, film 
composer and recording artist Cato is a 
true do-it-yourselfer who created most of 
this electronica/lounge album inside the 
computer. 

JOSEPH 
LIVINGSTONE: THE 
FUTILITY ROOM 
These orchestral 
works were per¬ 
formed with just 
one keyboard and 
a few modules. 

NORMAN 
FAIRBANKS: 
7 DAYS 
MICROSLEEP 
The entire album 
was written for 
and played on a 
Yamaha Tenori-on. 

THEY MIGHT BE 
GIANTS: THE ELSE 
TMBG is quirky 
and fun, as always. 
Look for our ex¬ 
clusive interview 
with them in next 
month's issue. 

UNDERWORLD: 
OBLIVION WITH 
BELLS 
A tribute to live 
electronics, dance, 
and the thrill of 
improvising under 
pressure. 

I £ 

5. 

wf ujjuiumui Polymoog (preset-based 
polyphonic synth) production 
begins, under the care of Norlin 

A 2-VCO monophonic 
synth, the Multimoog hits 
the market 

With the help of Dave Luce, the 
Micromoog (Apollo) single-
oscillator monophonic synth is 
released 

Production begins for 

the Minimoog's little 
brother, the Prodigy 

The Source which was used by 
the likes of Tangerine Dream 
and Depeche Mode, becomes 
available 
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Download oP the Month 
Puremagnetik Big07 (Mac/Win) By Len Sasso 

Puremagnetik (www.puremagnetik.com) is a 

subscription download service specializing in 

victual-instrument and effects libraries called 

Micropaks for Ableton Live, Native Instruments 

Kontakt, and Apple Logic EXS24. The current collec¬ 

tion of Micropaks emphasizes retro sounds updated 

with the bells and whistles available in today's high-

end samplers. At least one new Micropak is released 

each month, and you can purchase them individually 

($12) or by subscription with various options. 

BigO7 ($98) is a bundle of 13 Micropaks released in 

2007. This is more than 2 GB of content, but fortunately 

the Micropaks are downloaded individually. (A hard¬ 

copy version will be available soon.) These are Ableton 

Live versions of the Micropaks. If that's your platform 

of choice. BigO7 represents a significant savings over 

purchasing the 13 Micropaks individually. 

Eight Bit is my favorite digital-retro offering. It starts 

with waveforms sampled from the Commodore 64 SID 

chip (6581 Sound Interface Device), then applies Live's 

Instrument Rack magic to layer and process those sam¬ 

ples. You get Racks for a cross-section of basses, pads, and 

leads as well as multisampled Sampler instruments con¬ 

taining the basic waveforms. Retroputer. another favorite, 

is a compendious collection of digital waveforms. 

Used together, the Micropaks in BigO7 make a 

versatile construction kit (see Web Clip 1). Analog Bass 

vol. 1 is loaded with analog-synth 

basses for holding up the low end. ONLINE 
Vintage 80s Classics and String MATERIAL 
Machines cover pads and synthy , 

leads. Juice for Live's FM synth, Operator, gives you keys, 

mallets, brass, strings, and special effects as both individ¬ 

ual Operator patches and Instrument Racks built around 

Operator. Elektrodrum provides five electronic drum kits as 

Impulse Instrument Racks for your own drum sequences. 

Microdrum's three acoustic and two electronic kits each 

come with a collection of MIDI grooves. 

Beyond retro, Guitar Rack vol. 1 adds a Stratocaster 

to your kit with a variety of amp and cabinet simula¬ 

tors. automatic chords, and riffs as audio clips. PM-200 

Electric Piano gives you a Wurlitzer with tremolo, chorus, 

and reverb, and it too comes with audio riffs. P-50 Linear 

puts a Roland D-50 at your fingertips. You can finish any 

of those off with patches from RackPak, which includes 

more than 100 signal-processing effects. If you're a Live 

user, and your palette of classic synth and digital sounds 

is getting stale. BigO7 will spice it up. 

Karlheinz Stockhausen Q928-2QC2) 
In his lifetime, German 
composer Karlheinz 
Stockhausen created 
hundreds of perform¬ 

able works in myriad 
musical genres, from 
serialism, point music, 
and electronic music 

to aleatoric music, opera, and live electron¬ 

ics—you name it, he did it. Known for their 
rhythmic complexity, precise structure, and 

abstract nature, Stockhausen’s works chal¬ 
lenged us to reconsider the way we think 

about and perceive music, art, and sound. 

Stockhausen helped pioneer electronic 

music while working at the Cologne studio 
from 1947 to 1951. He employed serialist tech¬ 
niques for his first electronic pieces, Studie I 
(1953) and Studie II (1954), which were cre¬ 

ated with only electronic sound sources: a sine 
wave generator, a white noise generator, a Bode 
Melochord, a Monochord, and a modified 
Trautonium. His experiments in electronic 

sound prompted other musical luminaries of 

the time to explore the possibilities for music 
created by nontraditional instruments. 

Not long after Studie I and II, Stock¬ 
hausen composed many more influential 

works at the Cologne studio, including 
Gersang der lunglinge (Song of the Youths, 
1955-1956), which blended sung tones with 

electronically produced sounds; Kontakte 
(1960) for tape, piano, and percussion, 

which was based on moment form (where 
each moment consists of its own structure 

and stands independent from the music’s 
overall structure); Mikrophonie I (1964) for 
live processing and tam-tam; and Telemusik 

(1966), a piece that contained sounds pro¬ 

cessed with what Stockhausen called inter¬ 
modulation (in which characteristics of one 
sound are used to transform characteristics 

of other sounds). 
Many compositions and years later, Stock¬ 

hausen embarked upon the music drama cycle 
called Light (1977-2004), regularly premiering 
individual scenes and acts from the opera until 

its completion. The subjects of most of his later 
works reflected his spiritual connection to the 

universe, in which his music became the voice 
for the drama being played out in the cosmos, 

as well as an outlet for his personal relationship 

with the world. 
The composer passed away on December 5, 

2007, and will be remembered for his vast con¬ 
tributions to contemporary music. Learn more 

about him at www.stockhausen.org. i^T) 

Dn Robert 

77 rom 

COURTESY THE BOB MO0G FOUNDATION 

Moogerfooger 
analog effects 
pedals are released 

The Etherwave 
Pro is produced 

The Minimoog is revised to 
create the Minimoog Voyager 

Moog's legacy continues when 
the Little Phatty is released 

Bob Moog 
designs 
Series-91 
theremins, 
produced by 
Big Briar 

The Etherwave 
theremin is 
produced 

2004 

2002 
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Introducing the Fast Track Ultra 
DSP-enabled USB 2.0 interface 

M-Audio"-the world's best-selling manufacturer of audio interfaces-now brings you high-spéed USB 2.0 and DSP with 
the new Fast Track" Ultra 8x8 interface. M-Audio’s MX Core™ DSP technology provides flexible on-board mixing and 
routing-plus ultra-low-latency direct monitoring complete with reverb. Four preamps with our award-winning Octane™ 
technology ensure a transparent front end for your recordings. High-speed USB 2.0 delivers up to 24-bit/96kHz on all 
eight inputs and outputs simultaneously. The Fast Track just got faster. 

On-board MX Core DSP lets you: 

■ monitor with reverb while tracking vocals 

and instruments—with no CPU load 
u $ 

■ record up to eight tracks simultaneously 

while monitoring other tracks in a 

16x8 software/hardware environment 

■ create two separate headphone mixes 
CM c

■ set up and mix external effects loops 

8x8 audio interface with S/PDIF and MIDI I/O 

M-Aunro 
M-AUDIO 

www.m-audio.com 



Two Amazing Sounding Keyboards 

One Ooen^an^ 

KURZ WEIL 
Kurzweil instruments have always been famous for just that - for being instruments and not 
mere pieces of technology. We have always delivered the industry’s highest quality sounds 

by combining pristine samples with unmatched synthesis power. 

Our imitative sounds have always been the most realistic in the industry, because they’ve 
been crafted by musicians and sound engineers. And so the world’s best and brightest 
players still prefer Kurzweil, whether it’s on Broadway, on TV or in the world’s largest 

arenas and hottest clubs. 

The New PC3x 
Quite simply, it does everything.... superbly. With a new 88-note hammer weighted 

action, the PC3x offers best sounding pianos, electric pianos and vintage instruments, 
a ground-breaking virtual analog synth engine, the truest orchestral emulations and 

everything else you can imagine - it’s all in there, and it’s the best you’ll find anywhere. 
The PC3x is just the best sounding keyboard that money can buy. 

The SP2 Series 
Kurzweil has also raised the bar for stage pianos with the new SP2 Series. Nowhere else 
will you find so many high-end, professional sounds in a stage piano, in any price range. 
Available in an 88-note hammer weighted and 76-note semi-weighted actions, the SP2 
features the best pianos from Kurzweil’s PC and K series, along with some of our most 
realistic EPs, strings, percussion, Take 6 vocals and more. The SP2 will deliver the one 

thing for which Kurzweil is most famous - EXCELLENCE. 

www.kurzweilmusicsystems.com 

19060 S. Dominguez Hills Drive, Rancho Dominguez, CA 90220 



By Len Sasso 

MXLMICMATE 
MXL Microphones (www.mxlmics.com), 

the professional-audio division of Marshall 

Electronics, has released MicMate (Mac/Win, 

$79.95), a plug-and-play USB device for Windows 

and Macintosh computers. This easy-to-use 

interface supports both condenser and dynamic 

mies. Its compact size makes it ideal for capturing 

audio for Podcasts. Attach your microphone to the 

phantom-powered 

XLR connector and 

select an attenuation 

level, and you’re ready to go. MXL specifications claim 

transparent (no coloration) performance with a 20 Hz 

to 20 kHz frequency response for the analog input. The 

digital output employs a 16-bit delta-sigma A/D con¬ 

verter with 44.1 and 48 kHz sampling rates. 

XLR TO USB 
CONNECTIVITY 

TASCAM DP-02 
PORTASTUDIOS 
Tascam (www.tascam.com) has updated its Portastudio line with 

the release of the DP-02 ($499) and DP-02CF ($299). The DP-02 

records to a built-in 40 GB hard disk, whereas the DP-02CF records to 

a CompactFlash card. Both 8-track units have two phantom-powered XLR mic/line inputs, and 

each channel has EQ. pan, volume, record, mute, and effects-send controls. The DP-02 addition¬ 

ally includes a multi-effects processor, stereo reverb, a chromatic tuner, and a CD-RW burner. 

Both units record uncompressed 16-bit, 44.1 kHz audio and have a USB 2.0 interface for trans¬ 

ferring data to your Mac or PC. 

PORTABLE 
AND HANDY 
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PHONIC FIREFLY 808 
Phonic (www.phonic.com) has announced the 

FireFly 808 FireWire audio interface (Mac/ 

Win, $399), which offers 24-bit resolution and 

sampling rates up to 192 kHz. You get six analog mic/ 

line inputs served by XLR and '/«-inch jacks and eight bal¬ 

anced '/«-inch TRS outputs (+4 dBu) on the rear panel. Two 

more analog mic/instrument-input XLR combo jacks grace 

and word¬ 

clock 1/0 round 

out the interface. The FireFly e 
the front panel. Additional headphone and main outputs 808 can function as a standalone mixer 
have their own volume controls. S/PDIF, AES/EBU, MIDI, and features extensive LED metering. 

8x6 FIREWIRE 
AUDIO INTERFACE 

ADOBE AUDITION 3 
WITH VSTi SUPPORT 

the speed of MIDI. 

Both units feature 

motorized faders and 

a variety of buttons 

and rotaries. The MC 

end matching is a snap in Top/Tail 

view. Spectral editing is enhanced, 

and new Adaptive Noise Reduction 

Adobe Audition 3 (Win, $349) is out 

and bristling with new features. It 

supports VSTi virtual instrument 

plug-ins and now offers effects such 

as convolution reverb, a mastering 

PRICED FOR THE 
PERSONAL j 
STUDIO A 

Euphonix (www.euphonix.com) has 

announced the first two products in its 

new MC Artist Series for the personal stu¬ 

dio. The MC Mix ($999.99) and MC Control 

($1,499.99) fit snugly between computer 

keyboard and screen. They integrate neatly 

with your DAW using Euphonix’s propri¬ 

etary EuCon Ethernet protocol, which deliv¬ 

ers 250 times the resolution and 8 times 

Mix offers eight OLED displays, whereas the 

MC Control has a touch-screen interface. 

Euphonix has worked closely with software 

developers such as Apple, Steinberg, and 

MOTU to provide native support, and both 

units additionally support the HUI and 

Mackie Control protocols. 

Euphonix MC 
Artist Series 

tool, tube-modeled compression, 

and analog-modeled delay and gui¬ 

tar processing. Time-stretching is 

accomplished courtesy of iZotope 

Radius. Precise loop trimming with 

and Automatic Phase Correction 

tools will clean up your act. Overall 

performance, multitrack editing, and 

waveform editing are all improved. 

Check it out at www.adobe.com. 
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HEW 

CME M-KEY 

»UHfiT'S 

CME (www.cme-pro.com) is ship¬ 

ping the little brother to its U-Key Mobile-

tone. The M-Key (Mac/Win, $99) is an ultrathin 

49-key MIDI controller with Velocity-sensitive semiweighted 

keys. This class-compliant USB device sports a joystick and an assignable 

slider. The rear panel houses the USB port, a THIN 4-OCTAVE 
MIDI Out jack, and two '/»-inch TRS univer-

CONTROLLER 
sal pedal jacks, which are fully footswitch 

and footpedal compatible. The M-Key ships with the CME MusicPack contain¬ 

ing free versions of popular audio software such as Magix Samplitude SE and 

RAYZOON 
JAMSTIX 2 
PLAY LIKE A REAL 
DRUMMER 

Version 2 of virtual drum machine 

Jamstix (Win, $99) from Rayzoon (www 

.rayzoon.com) is a complete rewrite 

with an evolved user interface and 

improved style and drummer model¬ 

ing. Unlike virtual drum machines that 

combine prerecorded patterns, Jamstix 

takes into account what’s humanly 

possible—no more 10-armed drum¬ 

mers. You select style and drummer 

models, input a song structure, and 

optionally provide MIDI or audio for 

Velocity tracking, and Jamstix does the 

rest. Integrated VSTi subhosting lets 

you combine built-in kits with other 

popular drum machines, such as BFD, 

EZDrummer, and Addictive Drums. 

Arturia Analog Factory SE. 

NOISE/MUSIC 
A H I S T O R V 
UlHtG * ITV Get Smart 

The second edition of Surround 

Sound: Up and Running 

($44.95), published by Focal 

Press (www.focalpress.com), 

is a comprehensive guide to 

the technology of multichan¬ 

nel audio systems. Author 

Tomlinson Holman, best 

known for developing THX 

Sound while at Lucasfilm, 

tackles topics ranging from 

psychoacoustic phenomena 

to how monitoring affects the 

mix. Most of the book's 240 

pages emphasize concrete 

applications such as room 

setup, proper mic technique, 

and equalization. Holman dis¬ 

cusses recent developments 

such asl0.2 surround, inexpen¬ 

sive hardware, and the increas¬ 

ing variety of delivery formats. 

He also explains concepts such 

as panning law and phantom 

imaging. An addendum details 

the challenges of mixing the 

film Saving Private Ryan, and 

appendices introduce the fun¬ 

damentals of digital audio. 

S 

Updating the previous 

editions. Sonar 7 Power.’ The 

Comprehensive Guide ($39.99) 

explores virtually every 

aspect of Cakewalk's flagship 

sequencer with 668 pages 

of detailed explanations, 

step-by-step examples, and 

hands-on exercises. Author 

Scott Garrigus investigates 

Sonar's Step Sequencer, takes 

a look at the tools in Piano 

Roll view, and covers V-Vocal's 

pitch-to-MIDI capabilities. 

He also tells you how to use 

Sonar's new mastering tools— 

Boost 11, Linear Phase EQ, 

and Linear Phase Multiband 

Compressor. Additional topics 

include sidechaining, ripping 

and burning CDs, and using 

external hardware effects. 

Bonus chapters are available as 

downloads from the publisher, 

Thomson Course Technology 

PTR (www.courseptr.com). 

In his book Noise/Music: 

A History (Continuum (www 

.continuumbooks.com], 

$22.95), Irish philosopher 

and educator Paul Hegarty 

examines the phenomenon 

of noise as music. Aimed 

at anyone interested in the 

avant-garde (and especially 

modern music that's disso¬ 

nant and challenging), the 

book provides a historical 

overview that begins with 

the Italian Futurist move¬ 

ment, touches on composers 

from Edgard Varèse to Pauline 

Oliveros, and progresses to 

bands like Throbbing Gristle 

and Severed Heads. Although 

Hegarty's approach is musi¬ 

cally (and geographically) all 

over the map, it’s a fascinat¬ 

ing read and offers a wealth of 

information and perspective 

on the subject. 

—Geary Yelton 
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Ableton Suite 

ableton 

Abl«toa Uve 7 
Mute OoBon. hoAjclQ" 

Ableton Suite combines Ableton 
Live with an inspired collection 
of Ableton instruments in an 

elegant workflow. 

Ableton Live 7 is your companion 
during every stage of the musical 

process, from creation 
to production to performance. 

Ableton Live 7 and Ableton Suite out now 
Test drive at www.ableton.com 

LESS 
WORK 
MORE 
FLOW 



HEW >>WHOT'S 

SAMPLEBASE SATELLITE PRO 

cussionist Michael Blair (Tom Waits, 

Elvis Costello, Lou Reed). His drum set 

features odd elements such as trash 

like Funky Rex 

Gu/tars($79.99) 

from Nine Volt 

If you're in the market for drum beats, 

you’ll have no trouble finding tracks 

for rock, jazz, or any other main-

Samplebase (www.samplebase.com) 
Satellite Pro (Mac/Win, $149) is a feature-

enhanced upgrade of the free sample 
player Satellite. Satellite Pro lets you load 
AIFF, WAV, and loop-based files (ReCycle, 
Acid, and Apple Loops), access all synthesis¬ 
engine and effects parameters, manage 

multisample maps, and edit waveforms 
singly or in batches. Both Satellite and Sat¬ 

ellite Pro are cross-platform 
and come in standalone, VST,

and AU versions. Samplebase is a new Web 
site in exclusive partnership with llio that 
offers a variety of premium downloadable 
sample libraries called SoundBlocks, which 
range in price from $19 to $49. 

ONLINE, DIRECT, AFFORDABLE 

stream style. If you have a taste for cans, bicycle frames, and hubcaps, Audio (www.ninevoltaudio.com). This 

the bizarre, however, you may need 

to dig a bit deeper. One of the latest 

in a series of expansion libraries for 

Toontrack's (www.toontrack.com) 

EZdrummer is Twisted Kit ($99), a 

which he plays, processes, and pre¬ 

sents in preset grooves such as Dirty 

Dirges, Engine Room, and Bend Beat 

Rock. You also get mixer presets by 

the likes of Richard Devine and Count 

813 MB DVD-ROM supplies a Reason 

ReFill and 400 REX2 loops assembled 

into 43 Interlocked Groove Suites 

with titles such as Slow Rub, Chicken 

Head, and Pinch of Pepper. Each suite 

collection of audio samples and MIDI 

tracks created by drummer and per¬ 

Bass D. The result is a unique rhythmic 

vocabulary that crosses the boundar¬ 

ies of industrial, ethnic, and orchestral 

percussion. 

Guitarists have a monopoly on a 

certain type of riff that relies on muted 

chords, choppy rhythms, and staccato 

lines to put forth the funk. One of the 

fastest ways to inject that sound into 

your tracks is with a sample library 

contains variations organized in pairs 

meant to play simultaneously, with 

rhythmic parts in one part and single¬ 

note riffs in the other. You also get a 

folder full of REX files you can eas¬ 

ily import into Spectrasonics Stylus 

RMX. Careful beat slicing ensures that 

every loop plays over a wide range of 

tempos without audible artifacts. 

—Geary Yelton 

STEINBERG NUENDO 4 
Steinberg’s (www.steinberg.net) audio-post and studio-production 
system Nuendo 4 (Mac/Win, $1,799) brings a variety of new features 
to the table. Its completely redesigned automation system includes 
per-channel punch-out, fill commands, and the Unique Touch Collect 
Assistant. MediaBay file management keeps sample and effects libraries 
at your fingertips. Twenty new editing commands and tool modifiers 
facilitate postproduction editing. You get 38 new sidechaining VST 3 
effects plug-ins, and you can drag-and-drop plug-ins between channels 
as well as save track presets. A redesigned sample editor and new Logic 
Project editor round out Nuendo’s power-user enhancements. Í ̂ Tl 
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INTRODUCING KORE 2. Our most advanced instrument ever. Everything from 
synthesized sounds including deep bass tones, lush pads, and complex motion 

sequences to the most accurate real-world instruments are now at your fingertips. 

KORE 2 delivers more than 500 sounds, 3,000 variations and millions of combi¬ 

nations from our award-winning REAKTOR, ABSYNTH, FM8. KONTAKT, MASSIVE 

and GUITAR RIG. All navigated via an elegant 8-knob desktop console, and a 

refreshingly simple new interface. 

Expand KORE 2 with affordable Sound Packs or full versions of our various instru¬ 

ments. Or simply enjoy the new sounds you’ll discover, right out of the box. 

Start your sonic exploration today at www.native-instruments.com. 

E) NATIVE INSTRUMENTS 

THE FUTURE OF SOUND 



FILE 

XENOVIBES 

Home base: Dallas, Texas 

Sequencer of choice: Steinberg Cubase SX 

Primary monitors: Alesis Ml Active 

Web site: www.xenovibes.com 

No Barriers 

» Xenovibes II 

The international synth pop of Xenovibes. 

By Mike Levine 

W
hat do you get when you mix synthesizers, theremins, traditional 
folk instruments, and electronic drums with a multitalented, 
multicultural, classically trained keyboardist (with a degree in 

electronic music) and a New York jazz drummer? The answer is Xenovibes, 
an eclectic duo based in Dallas whose music can loosely be classified as 
synth pop. 

Xenovibes is the brainchild of Shueh-li 

Ong, the Australian-born keyboardist 

and vocalist who also plays theremin, 

Chinese 7-string Guqin, and tin whistle. 

Ong who spent part of her childhood in 

Singapore, is also the band's producer 

and engineer. Xenovibes' second CD-the 

self-recorded, self-released Xenovibes 

II: Music from Another Land-debuted 

in the United States in early 2007. The 

band followed it up last fall with a single 

that’s a cover of the Beach Boys classic 

"Good Vibrations." 

Xenovibes' impressive and heavily 

improvised live show helped them to 

win a contest (which was put on by 

Mocg Music) to be the opening band 

at tne 2007 Moogfest (check out EM's 

video coverage at www.emusician.com/ 

videos). 

Ongs studio, where both the CD and 

the subsequent single were recorded, is 

based around her old Apple PowerBook. 

"I got it in 2003, and it’s still alive and 

kicking" she says. For Xenovibes II, Ong 

did most ofthe recording usingSteinberg 

Cubase SX. She sang and she played all 

the instruments except for the drums, 

which were the province of Xenovibes' 

other full-time member, John Anthony 

Martinez. He played acoustic drums 

on one song, "Robolution," but used a 

Yamaha DT-XTreme IIS electronic kit for 

the album’s other eight tracks. 

Ong took audio and MIDI feeds 

from Martinez's kit when he recorded 

his parts. The MIDI data allowed her to 

layer additional sounds. "Shueh-li will 

stack myMIDI information with her own 

creations." Martinez says. He describes 

Xenovibes' overall sound as "electronic 

music with no barriers." 

Although mixingcan be a frustrat¬ 

ing process for many home recordists, 

Ong remembers the mix for Xenovibes 

II (for which she used Alesis Ml Active 

monitors) with supreme confidence. "I 

did it from the comfort of my living 

room," she says. Ong learned much 

of her mixing skills while studying 

for her postgraduate degree in sound 

engineering. “I had a really good . . . 

I guess you could call him a tutor or 

a lecturer," she recalls, "and he made 

me aware of stereo, mono, small 

speakers, big speakers. So I got in the 

habit of looking out for transparency. 

Can everything be heard? Because you 

have various frequency bands you can 

fit things in—parts can be soft but 

still audible." 

Ongs studio also includes a Yamaha 

01X digital mixer. “I mLAN it to the 

PowerBook to do digital transfer. It works 

likea digital mixer through mLAN and as 

a standalone," she says. She recorded her 

vocals on an AKG C3000 mic. 

Live, Ong and Martinez often play 

with local guest artists and impro¬ 

vise much of the time. "In the show 

situations, that's where I relinquish 

control," says Ong. "That's where the 

Xenovibes show takes a different route 

from the Xenovibes album." In the 

studio, Ong and Martinez stick more 

closely to parts they've worked out 

during performances. But occasion¬ 

ally, a mistake can turn into a whole 

new part. "You do something, like your 

finger si ips or you press the wrong but¬ 

ton," observes Ong, “and you have to 

go with the flow. Sometimes when you 

do that, you go, 'Wow!'" 
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the perfect mix ... 

stuphoniK 
■ Artist Series 

MC Control 5,499

The new Artist Series MC Control and MC Mix bring the unparalleled speed, resolution and 
DAW integration of Euphonix' high-end professional consoles to your studio in a revolu¬ 
tionary ergonomic, slim-line design. Effortlessly switch between multiple applications and 
even workstations at the touch of a button-the touch-sensitive knobs, motorized faders, 
and high-resolution touchscreen and OLED displays automatically set themselves to what¬ 
ever application is in the foreground. Most importantly, Euphonix has worked closely with 
the world's leading software developers like Apple, Steinberg, MOTU, Apogee and others 
to deeply integrate native support for Euphonix' EuCon control protocol into their DAWs to 
deliver an unmatched editing and mixing experience. 



pPRO/FILE 

WHITE WILLIAMS 

» Smoke 

-

Home base: New York City 

Sequencer of choice: Ableton Live 

Go-to synth: Dave Smith 

Instruments E vol ver 

Web site: www.myspace.com/whitewilliams 

Truly Hybrid 
White Williams's music and gear blend vintage and new. 

W
hite Williams is the alter ego of graphic designer Joe Williams, 
who recorded the CD Smoke (Tigerbeató, 2007) over the past two 
years while living in a variety of sublets in and around Cleveland, 

Cincinnati, New York, and San Francisco. Smoke is a musical mélange of origi¬ 
nal, retro-infused compositions, along with an inventive reworking of Bow 
Wow Wow’s 1982 hit “I Want Candy.” Williams recorded the songs mainly into 
his Apple MacBook laptop running Ableton Live, but used a variety of mostly 
analog outboard gear for sound creation. 
. By Diane Genshuny . 

The music on Smoke, which is strongly 

influencée by ’70s and ’80s new wave, 

is much more pop oriented than his pre¬ 

vious material, which is instrumental, 

electronic, and experimental. During 

that phase of his career, Williams 

toured under the name So Red, along 

with several other like-minded artists, 

including Gregg Gillis (aka Girl Talk). 

Still, there's plenty of cool synth work 

all over Smoke, including the electronic 

collage, "Lice in the Rainbow." 

“I started the WW project out of 

several other computer-based studio 

projects," Williams says, "namely work¬ 

ing on replicating my high school band 

with computers, which I failed miserably 

at. Struggling with the thought of trying 

to translate a band into a computer¬ 

music project slyly trained my ears for 

other things. I learned a great deal 

about effects and software in the pro¬ 

cess. Eventually, I outgrew my software 

and started educating myself on hard¬ 

ware instruments, microphones, and 

recording techniques. Once I became 

familiar with my instruments and stu¬ 

dio equipment, songs began to form. 

My older music was made completely 

within software, so the biggest differ¬ 

ence between my most recent music is 

that most of the sounds are generated 

from outside of the computer." 

The instrumental soundson Smoke 

came primarily from hardware-based 

analog synths (including a Dave Smith 

Instruments Evolver) and a collection of 

drum machines (including two vintage 

units: a Sequential Circuits DrumT-aks 

and a Linn Electronics LinnDrum). Wil¬ 

liams also adds his electric-guitar and 

bass parts and a few textures gener¬ 

ated from software instruments. All 

of the songs except for "I Want Candy" 

were recorded in the computer. “Candy" 

was a hybrid: it started on a Tastam 

DP-01 Portastudio and finished in Live. 

Vocals and stringed instruments were 

tracked using a variety of microphones, 

including a Pearlman TM 1 tube rric 

and a Shure SM57. 

Many of the tracks on Smoke were 

heavily edited and processed. "I used a 

lot of Al (artificial intelligence] and MIDI 

effects—on ”1 Want Candy” (on] the pia¬ 

nos on “In the Club," and on the drums 

in “Going Down”—to generate the drum 

and synth sequences," says Williams. 

"You can do this in (Cycling ’74] Max/ 

MSP and Live fairly easily. I like soft¬ 

ware for pitch-shifting; it’s interesting 

to see how you can treat your voice with 

certain software effects.”The creation of 

Smoke was a spontaneous process—one 

that Williams can't even imagine doing 

without the luxury of a home studio. “It 

frightens me to think of studio schedul¬ 

ing, as if an artist could plan and predict 

when their most interesting work would 

be created. I am also apprehensive to 

work in certain studios for fear that they 

will put their aesthetic stamp on my 

songs, as they did with their other cli¬ 

ents. Most of my sounds are contained 

at home, although I am collecting a lot 

of found soundsand field recordings for 

future records.” i=-TI 
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¿fupMmíx 
Artist Series 

... of form and function. 

$999* 
MC Mix 

works with 

• LOGIC PRO • FINAL CUT PRO 
• SOUNDTRACK PRO • CUBASE 
• NUENDO • DIGITAL PERFORMER 
• PRO TOOLS • REASON • LIVE 
• ANY APPLICATION 

fuCon high-speed control protocol 
• simultaneous control over multiple applications and 
workstations via Ethernet 

• high-resolution, high-speed control over almost all 
DAW functions 

• 250X the speed and 8X the resolution of MIDI 
• support for HUI and Mackie Control protocols 
• universal control of any software application 

EUPHONIX.COM 

>2008 Euphonix Inc. All Rights Reserved. Euphonic and EuCon are trademarks of Euphonix. Inc. Mac and Mac logo are trademarks of Apple Computer. Inc , registered in the U.S. and other countries. All other trademarks are the property of their respective owners Estimated street nnre r ' r



¿>TECHP06E 

» FIG. 1: In this example, the 

Universal Interface Panel hasten 

faders and one knob. The panel can 

also show any other graphics, such as 

the video you're scoring. 

UI: TNG 
User interface: the next generation. I By Scott Wilkinson 

W
hen I was studying music at California 

State University, Northridge, I served 

as the technical director of the school’s 

such device are in one location, while the computer 

screen is usually somewhere else. Perhaps even more 

important, physical control surfaces have a fixed lay-

elsewhere as needed. Each knob sends its position and 

movement in the form of RF (radio-frequency) signals 

to a small receiver that connects to the computer via 

computer-music lab, which had as its centerpiece an 

early prototype of what would become the Syndavier. 

During that time nearly 30 years ago, I remember 

hearing about Denny Jaeger, who directed the devel¬ 

opment of the Syndavier II. 

Since then, Jaeger has kept busy with all sorts 

of projects, including scoring films, programming 

synths for sessions, and creating sample libraries. 

Most recently, he has been deeply involved in devel¬ 

oping a new concept for user interfaces, which could 

revolutionize how people interact with computers in 

all sorts of activities, including music. 

Jaeger started a company called NBOR (No 

Boundaries or Rules) to foster a variety of tech¬ 

nologies, including what Jaeger calls the Universal 

Interface Panel (UIP). Protected by 27 patents, the 

UIP solves a fundamental problem that arose when 

computers became part of the music industry-that 

is, the cognitive disconnect between physical con¬ 

trols and their virtual counterparts. 

For one thing, physical controls on a mixer or other 

out to which users must adapt, and in many cases, the 

controls have fixed functions. Even if you can reassign 

specific controls to do different things-say, a fader that 

can adjust volume or reverb time—you must remember 

what those assignments are. Wouldnt it be great if the 

physical controls could be laid out in any way that best 

suited each user, and their labels and graphics reflected 

what they controlled at any given moment? 

That’s the idea behind the UIP. The system starts 

with a conventional flat-panel video display and 

adds a thin glass layer over the screen. You can take 

various small physical controls out of your pocket or 

a drawer and place them almost anywhere on the 

screen. The panel can be programmed to display any 

sort of label and other markings at that location to 

indicate what the control does as well as its current 

setting (see Fig. 1). 

So far, NBOR has developed two types of controls: 

knobs and faders. Knobs can be placed anywhere, and 

they are designed to stick to the glass layer, though 

not so tightly that they can’t be removed and placed 

USB. The receiver can accommodate up to six knobs, a Fl 

operating independent'y with less than 1 ms of latency, 

and multiple receivers can be used simultaneously. 

A fader consists uf a th n strip of plastic, which 

is mounted at the bottom of the glass layer, and a 

separate fader cap. When you place a fader cap over 

one end of a strip, they magnetically couple, causing 

the strip to move with the cap as it rolls back and 

forth on little wheels. As the strip moves, it turns a 

high-precision encoder within the armrest of the 

fader chassis. The encoder measures the strip's exact 

position with an accuracy of 6,000 ppi (points per 

inch). In addition, the encoder is attached to a motor 

that can move the strip, providing fader automation. 

According to Jaeger, NBOR has worked for years 

to perfect the magnetic coupling between the fader 

cap and strip as well as the tactile "feer of the con¬ 

trols, which must exhibit just enough resistance to 

provide the right amount of feedback to the user. The 

UIP should be commercially available sometime this 

year, and ', for one. can’t wait to try it out. i^TTl 
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Award-winning software. 

MIDI drumkits • Audio and MIDI loops and fills 
Songwriter “GrooveSets” • The “Gabrielizer” 

Hit-proven drummers and kits. 

DrummerPacks 
Legendary drummers, grooves and sounds for just $69.99. 

DrummerPacks expand your DrumCore library of grooves and MIDI kits PLUS 
you can use them with “DrumCore LT” (a FREE download) based on the 
award-winning DrumCore software. DrumCore Demo, DrumCore LT and 
example drum tracks (made using content from DrumCore and DrummrPacks) 
are available now ait submersiblemusic.com. 

© 20Œ7 Submersible Music Inc. DrumCore™ and DrummerPack™ are trademarks of Submersible Music Inc. "Based on common U.S. price. 



Ser i pöing in Kontakt 3 
Get the most out of Native Instruments' powerful sampler. 
By Len Sasso 

A
 brief spin through the factory 

instrument library reveals the 

power of the Kontakt Script 

Processor (KSP). All the factory instru¬ 

ments have performance control panels 

that are visible when the rack is in Multi 

Instrument mode, and these panels are 

courtesy of scripting. Scripts provide access 

to essential controls as well as many forms 

of advanced event processing. Examples 

of this processing include automatic chord 

generation, step sequencing, arpeggiation, 

and much more. 

This month’s “Square One” column, 

“Read the Script,” gives an introduction on 

how to script using basic examples drawn 

from three software programs, one of which 

is Kontakt 3. In this “Master Class,” I’ll pick 

up where “Square One” leaves off and reveal 

some of the power of KSP scripting. If you’re 

new to scripting, I recommend reading 

“Square One" first. You’ll find an archive of all 

the scripts from this article in Web Clip 1. 

Before You Type 
A lot of effort has been put into KSP scripting 

by Native Instruments as well as third-party 

developers, and they have created many 

useful scripts that are there for the taking. 

Kontakt 3 comes with a library of scripts 

of various kinds, and you'll find some use¬ 

ful scripts in the Kontakt User l ibrary on 

the NI Web site (www.nativeinstruments 

.com/kontaktuserlib). Although scripts for 

third-party Kontakt instruments are often 

locked, you’ll occasionally come across ones 

that are not. If you don’t find exactly what you 

want, you may still get some useful hints. 

It’s a good idea to start your own library 

of script fragments. An example of how to add 

a fragment would be to take the several lines 

needed to declarea user interface element, posi¬ 

tion that element on the panel, name it, and set 

a default value for it. Filling in a few placehold¬ 

ers with the relevant data is 

much faster than retyping 

those three or four lines 

five or ten times. 

ONLINE 
BONUS M 
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Kontakts Script editor is adequate for 

creating and testing short scripts, but using it 

for more-complex scripting can be tedious. 

Using an external text editor will save you lots 

of time, and there’s no better choice than Nils 

Liberg’s free KScript Editor (www.nilsliberg 

.se/ksp). While at his site, check out his collec¬ 

tion of scripts and his excellent Kontakt script¬ 

ing tutorial. You’ll also find an active Kontakt 

forum with lots of scripting information at 

Virtual Instruments Composers Forum (http:// 

vi-control.net/forum/viewforum.php?f=65). 

Keep in mind that the script language is 

case sensitive and spaces are ignored. If you 

break up a long statement with it will still 

be processed as a single line. Comments, which 

are enclosed in curly brackets, do not slow down 

script execution, but they can make scripts 

cluttered. On the other hand, comments are very 

helpful when you revisit a script—so use them, 

but only sparingly. 

Getting Gooey 
As mentioned, creating control panels for use in 

Multi Instrument mode is an important appli¬ 

cation of scripting, and the process consists of 

several parts. First, you need to design the panel 

layout, which entails defining its individual 

controls, positioning them as desired, specify¬ 

ing how they operate (by setting value ranges, 

display units, text messages, and so on), and 

ensuring that they’re visible in Multi Instrument 

mode. (You can always access script controls in 

Instrument Edit mode by clicking on the Script 

Editor tab.) Next, you need to link script con¬ 

trols to Kontakt instrument parameters, and 

that linking may or may not be bidirectional. 

You may want to set up MIDI remote control 

for panel elements. Finally, you might want to 

hide or show some elements depending on cer¬ 

tain conditions or the settings of other elements. 

For instance, panels frequently have a button for 

toggling between easy and expert modes. 

Graphical user interface elements are 

defined using declare statements in the init 

callback, as are other script elements such as 

variables, constants, and tables. Six types of 

GUI controls are available: buttons, knobs, 

numericals, menus, labels, and tables. See the 

sidebar “Script Examples,” example A, for an 

init callback that defines one of each. 

If you try this script, you’ll see that it leaves 

a lot to be desired (see Fig. 1). The graphical 

J’S" FIG. 1: GDI element declarations result in an ad hoc control panel 

that has enigmatic labels. 

arrangement of the controls is ad hoc, the dis¬ 

play names are the same as the declared names, 

and the panel disappears when you switch to 

Multi Instrument mode. 

Script control panels are six rows wide by 

six columns high. You position elements with 

a move_control statement: move_control 

($knob,1,2) would place the knob in column 

1 of row 2. Setting either position to 0 hides 

the control. You can reposition controls in 

once you’ve selected a graphic 

in the Skin Bitmap box, the 

_set_skin_offset statement 

sets the vertical offset in pixels 

for the top of the panel. Skins 

should be Targa files that are 

633 pixels wide; vertical offsets 

should be multiples of 225. So 

you need a 633 X 1,125-pixel 

graphic to have separate panels 

for each of the five scripts an 

instrument can hold. 

Notice that button, knob, 

and numerical values are set with the := state¬ 

ment, as are variable values. Several unit options 

are available for knobs (I’ve used milliseconds 

in example B), and you can set a default value 

that applies when the init callback is executed or 

when you right-click on the knob. 

So What? 
There’s not much point to a pretty control panel 

unless it controls something. That’s where the 

An external text editor will 
save you lots of time. 

any callback, but it’s a good idea to set their 

position in the init callback even if you plan 

to move them later in the script (for instance, 

when switching display modes). 

You change the names of knobs, buttons, 

and numericals with the set_text statement: 

set_text ($knob,"Volume"). Although names can 

be any length, depending on the font, knobs typi¬ 

cally display 7 characters, whereas buttons and 

numericals display 14. Use the set_text state¬ 

ment along with the add_text_line statement 

to fill in labels. The add_menu_item statement 

adds items to a menu and sets the values returned 

when items are selected. The order of the state¬ 

ments determines the order of the items in the 

menu. For an init callback that illustrates these 

points, see example B in “Script Examples.” 

The first statement, make_perfview, 

causes the script’s GUI to appear in Multi 

Instrument mode (see Fig. 2). The wood¬ 

panel background is not the result of scripting; 

rather, it is set in the Instrument options. But 

other callbacks come in. Incoming MIDI note 

events trigger on note and on release call¬ 

backs. Incoming MIDI controller messages 

trigger on controller, on rpn, and on nrpn call¬ 

backs. Interacting with a script’s GUI triggers on 

ui_control callbacks (there is a separate one for 

each declared control). Interacting with other 

Kontakt GUI controls triggers the on ui_update 

callback. That’s how you establish 2-way commu¬ 

nication between script and Kontakt parameters. 

Only the init callback is required (unless 

the script is empty, of course). Other callbacks 

are used as needed for the task at hand. You can 

have more than one instance of the same call¬ 

back, but it’s better practice to use conditional 

» FIG. 2: A little bit of formatting and renaming as well 

as adding a custom skin, makes the script GUI easier to use. 
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Scripting in Kontakt 3 

branching within a callback to differentiate tasks 

triggered by the same type of action. See “Script 

Examples,” example C, for the callback that’s 

associated with the button in Fig. 2. 

The ui_control callback is triggered when¬ 

ever the button is clicked. Clicking on the button 

named Press Me makes the knob disappear and 

renames the button to Show Knob. Clicking on 

the button again makes the knob reappear and 

renames the button to Hide Knob. Use varia¬ 

tions on this theme to toggle between easy and 

expert panels or to manage more GUI elements 

than fit on a single panel. 

Blind Update 
Script GUI elements are often used to access 

settings inside a Kontakt instrument. The sim¬ 

plest case is a script knob that sets an instru¬ 

ment knob. See “Script Examples,” example D, 

for the init and ui_control callbacks that con¬ 

trol the instruments Group 1 Source volume. 

The script knob displays volume in decibels, 

just as the instrument knob does. 

An example of a built-in variable is 

$ENGINE_PAR_VOLUME. Built-in variables are 

automatically updated to reflect Kontakt engine 

settings, and you’ll find variables for most param¬ 

eters. Built-in variables are always uppercase, so 

your own variables will be easier to spot if you 

combine uppercase and lowercase letters. 

Scripting can apply on the instrument or 

the group level. The last three numbers in the 

_set_engine_par and _get_engine_par 

commands (0.—1,—1 in example D) determine 

the group, slot, and module type affected. 

Group and slot numbering starts at 0; use a 

group value of -1 to access instrument-level 

parameters. (In the case of volume, setting the 

group to -1 addresses the main instrument 

volume.) Slot is used to select among multiple 

send and insert effects and modulators. Use a 

slot value of -1 when that doesn’t apply. The last 

setting distinguishes instrument insert (1) ver¬ 

sus send (0) effects or modulator routing. Use a 

value of-1 in all other cases. 

When you have an instrument with sev¬ 

eral groups and you want to control a parameter 

(group volume, for instance) that appears in all 

groups, it’s easy to set up a menu to select the 

group, and then use the same knob to control 

each group’s volume. You’ll find an example on 

p. 66 of The Kontakt Script Language manual 

5¿í*' FIG. 3: Use a menu to have tne same GUI elements 

control different groups. 

that uses a group menu with volume, pan, and 

tuning controls (see Fig. 3). For convenience. 

I’ve included the script in Web Clip 1. 

For 2-way communication, in which changes 

to the instrument knob are reflected in the script 

GUI, add a ui_update callback. That should be 

done with care, however, because ui_update is 

triggered whenever any instrument control is 

moved, and frequent callbacks may degrade per¬ 

formance (see “Script Examples,” example E). 

Are your mixes sounding flat and deflated? Oxford; 
Plugins : 

Need them to sound warmer, fatter and louder? 

Inflate your mix 

The Oxford Inflator from Sonnox will make anything sound 
louder, larger and warmer, giving depth to your mixes and 
breathing life into vocal tracks and instruments. 

Compatible with all platforms - Audio Units, VST, PowerCore, 
Pro Tools RTAS and TDM - download your demo version of 
the Inflator today, and inflate YOUR mix ! 

www.sonnoxplugins.com Sonnox 



Its all about the sound. 

MicroTrack II Professional 2-Channel Mobile Digital Recorder 

Sound matters—that's why the MicroTrack™ recorder has become the only choice for audio professionals worldwide. Now M-Audio 
has designed the MicroTrack II, featuring even higher audio fidelity, an extended input gain range, workflow enhancements including 
faster file transfer rate, and more. A new standard from the people who set the standard, the Mic oTrack II delivers what's most 
important—superior-quality recordings. 

• 2-channel WAV (BWF) and MP3 recording and playback 
• new features include extended input gain range, analog input limiter and BWF file marking ability 
• balanced ’A” TRS inputs with line inputs and 48V phantom-powered mic preamps 
• drag-and-drop file transfer to PC and Mac via high-speed USB 2.0 
• storage via CompactFlash or Microdrives (not included) 

Includes stereo electret microphone, earbuds, 
headphone extension cable with lapel clip, power supply. 

USB cable (A to Mir| B) and protective carrying case with mic pouch 
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Scripting in Konbokb_3 

Script Examples 
Script Example A: 

on init 
declare ui.button $button 
declare ui.knob $knob (0,127,1) (( lo.ht.display divisor)) 
declare ui_value_edit $numerical (0,127,1 )((lo,hi,display divisor); 

declare ui.menu $menu 
declare ui_label $label ( 1,2)((width.height)) 
declare ui_table %table|16| (3,2-24) ([sizej,(width,height,range) I 

end on 

Script Example B: 
on init 

make.perfview (view in Multi Instrument) 

Script Example 0: 
on init 

declare ui.knob $Volume (0,1000000,1) 
set.knob.unit ($Volume,$KNOB.UNIT_OB) 

set.knob.defval ($Volume,630859) 
$Volume := _get.engine.par ($ENGINE_PAR.VOLUME,O,-1,-1) 
set_knob_label (SVolume,_get_engine.par_disp($ENGINE.PAR_VOLUME,O,-1,-1)) 

end on 

on ui_control ($Volume) 
_set_engine_pa r($ENGINE_PAR_VOLUME,SVolume,0,-1,-1) 
set_knob_label ($Volume..get_engine_par_disp($ENGINE_PAR_VOLUME.O,-l,-l)) 

end on 

declare ui.button $button 
move.control ($button.l,4) ((col,row)) 

set.text (Sbutton,‘Press Me') 

declare ui.knob $knob (0,1000000,1000) ((Io,hi,display divisor!) 

move.control ($knob,l,2) 
set text ($knob,‘Big Knob') 
set.knob.umt ($knob.SKNOB_UNIT_MS) 
set.knob.defval ($knob,5OOO) 

declare ui.value.edit $numerical (-63,64,l)((lo,hi,display divisor)) 

move.control ($numerical,l,l) 
set.text (Snumerical,‘Double Click') 
$numerical := 0 

declare ui.menu $menu 
move.control ($menu,2,l ) 
add.menu.item ($menu,'First',4) 
add.menu.item ($menu,'Second',7) 

add.menu.item (Smenu.'Third'.l 1 ) 
add.menu.item ($menu,‘Fourth',13) 

declare ui.label $label (2,2)((width,height)) 
move.control ($label,3,l) 
set.text ($label,‘Label line one.') 
add_text_line (Slabel,"Label line two.') 

Script Example E: 
on ui.update 

SVolume := _get.engine.par ($ENGI NE.PAR.VOLUME.O,—11 ) 
set_knob_label($Volume._get_engine_par_disp($ENGINE_PAR_VOLUME,0,-l,-1)) 

end on 

Script Example F: 
on controller 

if (SCC.NUM = 11) 
ignore controller 
SVolume := (%CC[ll|'1000000)/127 
_set_engine_par[$ENGINE_PAR.VOLUME,SVolume,0,-1,-1) 
set_knob_label ($Volume._get_engine_par_disp($ENGINE_PAR_VOLUME,0-1-1)) 

end if 
end on 

Script Example G: 
on note 

ignore_event (SEVENT.ID) 

$pitcla := SEVENT.NOTE mod 12 
Snupitcla := ($pitcla—$key_knob) mod 12 

if (Snupitcla < 0) 
Snupitcla := Snupitcla +12 

end if 

declare ui.table %table(12) (4,2,-1) (|size|.(width,height,range)) 

move_control (Stable,3,3) 
end on 

Script Example C: 
on ui.control (Sbutton) 

if ($button=l) 

move.control ($knob.0,2) 
set.text (Sbutton, 'Show Knob') 

else 
move.control ($knob.l,2) 
set.text (Sbutton, 'Hide Knob’) 

end if 
end on 

if (%gates($nupitda)=O) 

exit 
else 

play.note (SEVENT.NOTE + %table|$nupitda], SEVENT.VELOCl’Y.O.-l ) 

end if 
end on 

If you want to use MIDI continuous con¬ 

trollers for script GUI elements, you need to use 

the controller callback. That’s because you can’t 

assign MIDI modulators directly to script GUI 

elements in the way that you can with instru¬ 

ment controls. As with the ui_update, the con¬ 

troller callback should be used with care; lots 

of incoming MIDI CC data can degrade per¬ 

formance, and it’s almost always preferable to 

use Kontakts robust MIDI-remote scheme. For 

how to map the 1-way volume knob to MIDI 

CC 11, see “Script Examples,” example F. 

The ignore_controller command blocks 

the MIDI CC message from affecting all other 

instrument parameters. The SVolume value cal¬ 

culation (SVolume := ...) converts the MIDI CC 

range of 0 to 127 to the volume knob’s range of 

0 to 1,000,000. Keep in mind that the KSP uses 

integer arithmetic; therefore, large value ranges 

are used to get high resolution. Time param¬ 

eters, for instance, are scaled to microseconds, 

so a declared range of 0 to 1,000,000 in a script 

corresponds to a time range of 0 to 1 second. 

Take Note 
Note processing adds a new, and arguably more 

interesting, dimension to scripting. The factory 

library is full of note-processing scripts, and 

in the spirit of not reinventing the wheel. I’ve 

used one and scavenged another for the instru¬ 

ment shown in Fig. 4. It combines the Easy 

Chord Generator script (top of Fig. 4) from 

the Kontakt 2 library with a custom script that 

can either correct incoming notes or constrain 

them to a user-defined scale (bottom of Fig. 4). 

You may prefer to think of scale correcting as 

mode shifting (see Web Clip 2). 

Notice that the chord generator script comes 

first. That illustrates an important point about 

scripting: each instrument holds up to five scripts, 

and they are executed in the left-to-right order 

of the tabs that select them. In particular, MIDI 
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data entering the instrument passes through the 

scripts in that order. The chord generator needs 

to come before the scale fixer in the processing 

chain so that all chord notes, rather than just the 

incoming MIDI notes, are scale corrected. 

The scale fixer uses two 12-column tables. 

The upper table is one row high and serves to 

pass or reject notes matching the pitches in the 

legend above it. The cells in the lower table can 

have a value of either 0, 1, or -1, which indi¬ 

cates that the corresponding note will be either 

unchanged or shifted up or down a semitone. 

The settings in Fig. 4 allow all notes through but 

shift notes with accidentals down a semitone— 

in other words, the scale shifter corrects incom¬ 

ing notes to the key of C major. 

I he Root knob shifts the legend and, along 

with it, the scale to which the notes are corrected. 

The script for that was scavenged from the Fiddle 

instrument in the Kontakt 3 factory World 

library. To view the script for the scale correc¬ 

tion, see “Script Examples,” example G. 

Every incoming MIDI message is assigned 

an ID, and the ignore_event command prevents 

the incoming note from being played auto¬ 

matically. The variable $pitcla holds the pitch 

class (0 for C, 1 for Db, 2 for D, and so on) of 

the incoming note, and the variable Snupitcla 

is the pitch class of the note after the script 

adjusts for the root key. Because that calcula¬ 

tion involves subtracting the pitch class indi¬ 

cated by the value of the Root knob, negative 

values can result. The first if...end if condi¬ 

tion corrects for that. The second if.. .end if 

condition throws away rejected notes and 

plays passed notes with corrected pitches. 

The declarations and clever handling 

of the note-names display and Root knob 

are lengthy but self-explanatory. They set 

the value of the variable $key_knob to the 

pitch class of the root key. That number is 

used to both rotate the note-names display and 

adjust the value of Snupitcla before the tables 

are applied. To see how this works, look at the 

script in Web Clip 1. 

For clarity I’ve chosen short script exam¬ 

ples to illustrate key points. Scripts are often 

huge and include a lot of repetition. Careful 

FIG. 4 In this 2-script instrument, the first script 

(top panel) turns notes into chords, and the second script 

(bottom panel) keeps those chords within a user-defined 

scale or mode. 

formatting and commenting makes them more 

readable. Keeping an archive of oft-repeated 

routines speeds up script writing. Above all, 

unless you’re a glutton for syntax, keep the 

excellent manual handy. 

Lcn Sasso is an associate editor of EM. For an 
earful, visit his Web site at www.swiftkick.com. 

The Professional S3 
A Composer’s Wet Dream 
At MusicXPC, we approach designing music computers the 
same way you approach writing songs. We spend countless 

hours constructing, arranging and refining every aspect of our 
computing masterpieces. In the end our customers receive 
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side bus. The machine is topped off with 
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Ä massive ßox 6rops from tße sßp, missing its target anb fanning ̂ n 
people. Ä stomping ßeavpmetaf birge forces tße ßox open as a voice menacing^ 
intones tße opening fine of tße Duncan imíTs Coffee jingfe: “H?o pou foiKs fiRe ~ 
coffee?" Cino Xoßair 

s the band kicks into overdrive and the 

JI guitarists do hair windmills, hot coffee 

+ and cream spill out over the audience, 

injuring even more fans. It’s a typical show for 

Dethklok, a band so powerful that a secret 

Skwigelf (lead guitar), Toki Wartooth (rhythm 

guitar), William Murderface (bass), and Pickles 

(drums/vocals)—are suitably self-absorbed rock 

archetypes that have grown to hate their fans so 

much, they’ve written a hit song about it. 

includes the show Home Movies (UPN, 2000), in 

which music also featured heavily. 

(See Web Clip 1 for a video inter¬ 

view with Metalocalypse cocreator 
Tommy Blacha.) 

ONLINE k. 
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governmental tribunal is trying to destroy it in 

order to prevent the coming apocalypse. 

Welcome to the world of Metalocalypse, 
an animated series in the Cartoon Network’s 

late-night programming block Adult Swim. 
Created by Brendon Small and Tommy Blacha, 

Metalocalypse is a lovingly satirical tribute to 
metal and possibly the most astute look at the 

But unlike other animated shows that fea¬ 

ture music, Metalocalypse was conceived by musi¬ 
cians who wanted every detail to be as realistic as 

possible, from the fingering of the guitar solos 

down to the instruments and amps themselves. 

Small, an accomplished guitarist and composer 

who attended Berklee College of Music, scores 

the music in each 11 -and-a-half-minute episode 

Although Small scores the episodes at home, 

the acting is tracked at Titmouse Inc., an indepen¬ 

dent animation studio in Hollywood, where the 

show is produced. The company’s 2-room record¬ 

ing studio includes a vocal booth big enough for 

two actors (see Fig. 1). The booth is set up with 

a Mac-based Digidesign Pro Tools LE system, 

allowing the actors to track and edit themselves 

genre since This Is Spinal Tap. The members of 
Dethklok—Nathan Explosion (vocals),Skwisgaar 

in his modest personal studio (see the sidebar 

“Rock Around the ’klok”). His previous work 

with greater flexibility and creativity when faced 

with crushing deadlines (see Web Clip 2). 
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When I interviewed Small in October 

2007, he was knee-deep in the second season 

of Metalocalypse while busily preparing for a 
live Dethklok tour. As we drove from the ani¬ 

mation studio to his apartment, he played me 

a recent remix of “Go into the Water” from The 
Dethalbum (Williams Street, 2007), featuring 
soaring Brian May-like guitar harmonies and 

furious double-time bass drumming. 

0 
Is this a new version we're listening to? 
Yes. Hear those double kicks? The kids com¬ 

plained that they weren’t on the album version 

of the song, which is more marchlike than the 

TV version. This one keeps the pace happening a 

little faster. I asked Ulrich Wild, the coproducer, 

mixer, and engineer on The Dethalbum, to put 
the 16th notes back in. We had to change the 

hi-hats a little bit, too, but he found some really 

good samples and it sounds great. 

It’s funny. I just put out this record, and there 

are purists that like the TV show versions of 

the songs better than the superproduced studio 

stuff. But we did the record differently and had 

Gene Hoglan play on all the songs. I program all 

the drums for the show, because we don’t have 

enough time or money to get into a real studio. I 

do everything straight into Pro Tools LE. I’ll cre¬ 

ate a demo and then later I’ll clean it up at home. 

What drum program do you use? 
I use [Propellerhead] Reason all the time. I’m a 

0 

la^drum programmer. I normally don’t pro¬ 

gram fills, because I don’t have time and I’m not 

good at it. 

For the short songs, you don't really need 
fills, right? 
I don’t. You’ll hear a lot of reverse church bells 

and reverse cymbals, where a fill would advance 

the song to the next section. I try to use more of 

the music side to advance it, like a cool guitar-

lead fill or reverse sound effects. I use reverse 

timpani a lot. I made the decision in the first 

episode that that’ll be part of the Dethklok 

sound. I use it to start a song off, too, if I don’t 

have a really cool drum fill to get into it. 

That's a great guitar tone. 
That’s the Krank amp. I’m tuned down to C, so 

I get all this extra play and vibrato. They use 

really wide vibrato in metal. 

On the melody, that’s cocked wah and the 

Line 6 POD. My version of the Queen/Brian 

May tone is usually a cocked wah, and then I 

try playing like him, ripping off that slightly 

pinched harmonic kind of thing that he gets. 

How many rhythm guitar tracks did you do? 
I doubled everything. It was interesting to 

work with Ulrich. My guitar playing is okay 

for a guy that does comedy for a living. But 

he really put me through the wringer. He was 

not going to Pro Tools it up. He made me play 

it right, which was good. 

When it’s locked in, it makes things sound 

a thousand times heavier, especially when you 

have the left and right [channels] as closely 

matched as possible. Ulrich has worked with 

Dimebag Darrell and a bunch of great guitar 

players. I would ask him after sessions, when 

my arm was sore, “How would these other guys 

do it?” He said, “A lot of times you have to do it 

over and over again to make it work.” 

And every time 1 recorded a solo for the 

record, I’d get just good enough to get through 

the whole thing, and then my arms would turn 

into Jell-O. 

How many takes do you do of a solo for the show? 
I’ll loop it and work on it forever. Then I’ll 

record a bunch of stuff and maybe find a part 

that’s the beginning of the solo. Then I’ll try to 

do it in its long, complete form, if I can. 

You don't comp your solos? 
1 will sometimes. 1’11 try to play it, though. But 

if it’s getting late... 

Do you change guitars when you do your over¬ 
dubs for the different players, or do you keep 
the same guitar and the same setting? 
I’ll change pickups sometimes, but for the most 

part I’ll try to change the way I play more than 

I change the guitar. In my mind, if I’m doing a 

Skwisgaar lead, it’s very technical and it’s got a 

lot of overacting in it: a lot of vibrato, a lot of 

drama to it. If I’m doing what I think is a Toki 

lead, it’s a little bit more straightforward, more 

pentatonic. He’s more of an Iron Maiden kind 

of guitar player to an Yngwie Malmsteen, who 

is the Skwisgaar character. 

Ü FIG. 1: Brendon Small in the voice-over room at 

Titmouse studios, where he can track and edit dialog 

directly to picture using Pro Tools LE. 
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For authenticity in the animation, you've green-

screened some of the guitar playing, right? 

I’ve done some stuff where I’ve gone into the 

greenscreen room because the lighting’s really 

good. I’ll say, “Here’s what I’m doing,” and I’ll 

play with the song. “And the rhythm guitar 

player is doing this other thing.” It ends up 

looking cool when you see them side by side 

lining up rhythmically. 

But we also decided that everything in this 

world is a little bit extreme. This is the kind of 

band where, when they watch TV, they change 

the channels with a stompbox on the ground. 

Everything is music driven. 

It’s interesting that you have endorsement 

deals for the show. Is that something you 

asked for, or did they come after you? 

It’s something Tommy and I asked for from the 

beginning. I’m a guitar geek: I grew up knowing 

who played what instrument, like Slash played 

Gibson. I’ve played Gibsons for years, too [see 

Fig. 2|. My first guitar was an Epiphone. [Small 

describes how he uses the Gibson HD.6X-Pro 

Digital Les Paul in Web Clip 3.| 

We had a connection at Gibson who knew 

about Adult Swim and knew about my other 
show, Home Movies, so he kind of knew who I 
was. I told him I wanted to animate guitars and 

have them played accurately. That this would 

be a show for guitar geeks and metalheads, and 

people who like music. 

He got it, and they sent us the CAD files, 

the 3-D blueprints. We traced a bunch of the 

guitars themselves, because guitars are hard 

to draw, especially the asymmetrical ones like 

the Explorers. For example, we made sure the 

Thunderbird bass looked right and was played 

the way a bass player would play it. We would 

stand there with the bass and say to the artists, 

“This is Murderface. He has the lowest strap in 

the world. He can hardly reach his strings, but 

this is how he does it and it looks cool.” 

We emailed other companies and said, “We 

have an Adult Swim TV show. Call me back.” 
Some people did and some people didn’t. But 

Line 6 got it. Krank Amps got it. Digidesign got 

it. I wanted to show actual Pro Tools sessions on 

the screen. It makes everything a little bit more 

authentic. And I actually use this stuff when cre¬ 

ating the music for the show. It’s stuff we like, and 

the manufacturers we work with are really cool. 

It legitimizes the musical aspect of the show. 

Yeah, it does. I haven’t seen a show do it before. 

I don’t think the creators of Josie and the Pussy¬ 

cats or Jem! and the Holograms paid a great 

deal of attention to the musical instruments on 

those shows. And they’d just put in a loop, so the 

hands don’t match the action. 

How do you process your voice to get 

Nathan's tone? 

After years of doing a Louis Armstrong impres¬ 

sion, it’s not that difficult. 

You don't have to pitch-shift your voice? 

No. My voice sounds like it’s a lot lower, but 

I’m only giving the illusion of a lower voice. 

The tone of my voice is actually the same as 

my speaking voice. I just put gravelly, grumbly 

sound underneath it. 

I use that awesome Universal Audio 6176: 

I just brighten my voice like crazy and it brings 

out the raspy lower qualities. For the TV show, 

I may put a little bit of chorus on it. On the 

record, Ulrich layered fuzzier sounds than I 

would normally use. 

We also did some stuff where we made it 

sound like Nathan’s underwater for the album. 

Basically, I recorded all the vocals in my apartment 

with an Audio-Technica 4040 and the 6176. Then 

I’d go through the [IK Multimedial AmpliTube 

plug-in: I’d take all the effects off, bring in a slow 

chorus, slow down the rate, and raise the density 

of the chorus. And I would give that as a temp 

track to Ulrich and tell him that this is what I usu¬ 

ally like—see what you can do with it. 

So whatever you create in your personal 

studio goes into the episodes, and then 

you rerecorded the longer versions for the 

album separately? 

I took each song and added new bridges and 

new parts. There’s a song called “Murmaider” 

on the record. The only thing that existed on the 

song in the show was the loop of Nathan sing¬ 

ing, “Murmaider. Murmaider. Murmaider.” It 

was something like a 7-second clip. Online, that 

was the most requested song of the entire first 

season [laughs]. So I built a whole song around 
it about mermaid murder and vengeance, with 

Ârowtô tßc jjok 
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this stupid checklist of killing instruments and 

stuff like that. I had to figure out what that song 

was about. 

How difficult was it to extend the songs? 

I was cram writing the entire thing. But I had the 

blueprints for each song from the original ver¬ 

sions for the show. I had tons of songs to consider, 

because I wrote one for every episode. Some epi¬ 

sodes had two songs. It was hard to decide which 

songs would end up on the record. 

So we spent 21 days in the studio track¬ 

ing drums, bass, and rhythm guitar parts. Then 

Ulrich gave me all the sessions with beat and 

bar maps of everything on a hard drive. That 

gave me an easy way to record all the leads and 

do all the vocals at home. I hadn’t written any 

of the lyrics at that point, either. And I didn’t 

know what half the songs were about. 

What did you study at Berklee—guitar, 

composition, arrangement? 

I was a professional-music major with a concen¬ 

tration in composition, which meant that I stud¬ 

ied performance and compositional things. In 

some cases, I studied stuff I simply wasn’t ready 

for, like arranging for horns. Now it makes a lot 

more sense to me than it did at the time, because 

you learn at such a fast rate. I learned beyond 

what I could apply at that school. I wish some¬ 

body had grabbed me and shook me and told 

me, “Don’t forget what you liked when you came 

in here. Don’t forget the stuff that you really care 

about, because that’s why you’re here.” 

Did you have to relearn what you liked? 

I kind of did. That’s why I was in comedy: I said 

“See you later” to music for a couple of years. 

“I’m going to try to get good at doing stand-up 

and performing and acting and writing. I’ll 

leave the music where it is for now. When I 

need it. I’ll come back to it and hopefully I’ll 

find something good to do with it.” 

Did you incorporate music into your comedy? 

Actually, I tried not to do that. There were tons 

of people that would bring an acoustic guitar 

onstage and do parody songs. I wrote a couple 

of experimental rock operas that were very 

short and condensed and would tell a big story 

and would be more arranged. But they needed 

work [laughs]. 
It started to make a little more sense on the 

show Home Movies, where I went from being a 
perfectionist—the kind of a Berklee point of view 

which I used to have—to a sloppy musician who 

would give myself an hour and a half to write and 

record something, and whenever it was done, 



that’s it. And that would air on TV, and I’d be stuck 

with it. So I’d just try to boil it down to instincts, 

which seemed to be the best thing for me. 

When I’m thinking of chords, it’s instinc¬ 

tual. I try not to think too often of theory. If 

I paint myself into a corner, then I’ll think 

that way: “I can go here, here, here, or here.” 

Whether it’s comedy or music, writing is about 

making decisions: you have tons of options and 

you just go with one of them. The best thing, for 

me, is to know what the options are. 

What was your first personal studio like? 

I had an iMac with Pro Tools Free. I plugged my 

guitar into the Line 6 POD and, using a !4-inch-

to-'A-inch adapter, into the microphone input of 

the computer. I recorded stuff that was broadcast 

on TV. It was just really solid guitar tone. 

1 used that setup for the guitar contest epi¬ 

sode of Home Movies. But it was super-lo-fi. That’s 
where I come from: home Fostex recording. 

Did you have a multitrack cassette player at 

some point? 

I did, but I kept trying to graduate. In music 

school they were teaching us [Opcode Systems, 

Studio Vision at the time, and I was just getting 

my feet wet. At the same time, around ’96 or so, 

I was interning at jingle houses and everyone 

was switching over from analog to digital. The 

main thing I wanted to learn was how to record¬ 

enable a track. Everything else was shortcuts. 

What did you take away from working in a 

jingle house? 

That I wasn’t very interested in working on 

jingles. The main life lesson I learned is that 

I’m too much of a control freak to be very far 

back in postproduction. And if I’m going to be 

in postproduction, then I at least want to be the 

guy who’s giving myself the orders in prepro¬ 

duction. Luckily I’ve gotten a job where I get to 

decide what the musician does, and I happen to 

be the musician on the show. 

It’s interesting that an early Metalocalypse 

episode included a coffee jingle. 

I think jingles are hilarious. The other important 

thing I learned was to have a bag of tricks. When 

somebody needs something, you can think sty¬ 

listically for a while, but you need to have a batch 

of chords that you can go to in a lot of different 

styles. I have a limited bag of tricks, but I do have 

one if somebody needs something on the spot. 

Those jingle guys were amazing musicians: 

they would have to write a demo in under an 

hour and a half. You don’t really have time to do 

anything other than find out what style the client 

wants, listen to a CD reference, and figure out the 

instrumentation. The chords can be anything, as 

long as it’s in that style. They would do it imme¬ 

diately, even if they weren’t familiar with hip-hop 

or whatever. That was the part that was exciting 

to me. And sometimes it ends up being better 

when you’re not constantly overthinking stuff. 

The spontaneity and the immediacy translate. 

This whole record, except for the guitar solos and 

the vocals, was incredibly spontaneous. 1 had to 

actually get my fingers in shape for the guitar 

solos. And I’d spend a day on the vocals for each 

piece. I’d spend the first half of the day writing 

ridiculously stupid lyrics, and then record them 

in a Louis Armstrong voice /laughs/. 

When you record the vocals at home, are 

they temporary or the final vocals? 

I did all the final vocals for the record right here 

with the Audio-Technica mic plugged right 

into the 6176. 

Do you get song ideas while you're writing an 

episode, or do you just write the songs and 

get the ideas later on? 

In the first season, we had a little bit more time 

to get things together. So wed come up with song 

titles like “Briefcase Full of Guts,” about a guy who’s 

going door-to-door and murdering his clients. 

But it’s all sales metaphors about how work sucks. 

We used “ABK” for “always be killing” instead of 

“always be closing,” like in Glengarry Glen Ross. 
We’re making David Mamet references in metal. 

Tommy came up with the intro to “Birthday 

Dethday”: “Many years ago, something grew 

inside of your mother. That thing was you.” 

That was the lyric, and it’s just a ridiculous 

song. Then I’ll take it from there. But most of 

the time, we don’t have time and I’ll just write 

everything myself. Ninety-nine percent of the 

time, I just do it here at home. 

After the show has been scripted? 

The animators need something to animate to, 

so I’ll at least have a click track and a guitar riff. 

And I’ll commit to a tempo: I’m not commit¬ 

ting to anything else. Then at some point they 
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say, “We need lyrics now, because we have to 

start animating.” “How much time do I have?” 

“An hour.” “Okay, I’ll be back.” I just do every¬ 

thing fast and try to make it funny. And nine 

times out of ten, it’ll just be a speed thing. It’s 

the same with writing riffs. 

If I have more time. I’ll use that time doing 

nothing. My whole theory about writing is that 

90 percent of writing anything is not writing, is 

doing anything but writing. Like watching TV or 

walking around the block. When I’m about to get 

in trouble, that’s when I start writing [laughs]. 

When you give the animators a click track, is 
it an exact length of time? 
I’ll sometimes give them a bed of music to work 

with. Except for a couple of situations, like the 

main theme and the coffee jingle, most of the 

songs allude to being longer, and we do a hard 

cut or a fade as we pull out of a sequence. I do as 

much as I can in that amount of time. I’ll arrange 

it and try to make that part sound good. 

What do you deliver to them? A Pro Tools file? 
I usually do most of the mixing of the songs 

myself. I’ll commit to all that stuff here. I’ll bounce 

down to either AIFF or WAV files. If I’m going to 

check it against picture, it’s usually AlFFs, which 

work best in |Apple] Final Cut. If I’m going to a 

Pro Tools session, I’ll usually use WAV files, and 

try to make it the highest resolution. 

Does the mix include the voices? 
I have to separate the vocals, because they have 

to have them on the dialog track. Sometimes 

there will be bad words in the vocals and I have 

to bleep them. 

I was surprised to find that the profanity was 
still bleeped out on the season 1 DVD. 
That was a budget issue. We would have to reex¬ 

port all of the audio from the original masters 

at the production house, and they would have 

charged us more money. And we wanted to use 

the money on more animation and stuff like that. 

Whose idea was it to put the guitar squeals 
over the profanity? 
The Zak Wylde things? That was me and 

Tommy. It makes it more violent than it origi¬ 

nally was. If it’s the f word, we can use a little 
bit of the f because it’s shown late at night, and 
a little of the k sound, and it always has to hap¬ 

pen right in the middle. We try to keep in what 

the word was. It becomes less funny when you 

don’t know what the word is. 

You can see the mouths moving, too. 
You can definitely see the animated f sound. 

Who were the characters of the band based on? 
Nobody is based on one particular person. 

Tommy and I discussed a lot of archetypes. 

Like the really good guitar player, and the other 

guitar player who’s not as good and is a second-

class citizen. So in Dethkiok we have the fastest 

guitarist alive and the second fastest, and that 

creates a little bit of friction. In metal the bass 

is completely mixed out almost all the time. So 

we have a self-hating bass player who’s always 

trying to act like he’s more important than he 

is. The singer is kind of a quarterback, and the 

drummer helps write a lot of songs. I thought 

the drummer should be able to do a bunch of 

stuff, like Roger Taylor in Queen. Even though 

it’s not based on his personality, it’s what he can 
do in the band and what parts of the songs he 

does contribute to. 

Nathan has a sort of Danzig vibe. 
Yeah, people thought Danzig. Honestly, we 

thought Conan the Barbarian would be an 

awesome front man. But the way that he moves 

we actually did base on a person: George 

“Corpsegrinder” Fisher from the band Cannibal 

Corpse. If you see Cannibal Corpse live, you’ll 

know exactly what we’re talking about. 

For Skwisgaar, we created a blond Swede— 

a handsome guy who thinks he’s the greatest 

thing in the world, with a little bit of Yngwie 

Malmsteen in his attitude. Toki is Norwegian 

to Skwisgaar’s Swedish, pompous attitude. And, 

again, a second-class citizen in the same band. 

You have rock-star voice cameos in the show, 
but they don’t play on the soundtrack. 
We hired the musicians to do voice-over acting 

only. I don’t have the time to work back and 

forth with musicians when there’s only a half 

hour to create something for the show. 

And I don’t want my name on the record 

too much. I’d rather have people think that the 

music was created by a cartoon band, not by 

people you recognize. 

Gino Robair is the editor of EM. 
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Ten tips to avoid getting mired in endless mixdown. 
By Michael Cooper 

O
f all the processes involved in music production, 

mixing is arguably the most complex. Changing 

only one aspect of a mix can throw the entire bal¬ 

ance out of whack. For example, raising the level of the lead 

vocal throughout a song might cause the instrument tracks 

to sound relatively weak. Similarly, making the electric gui¬ 

tars louder can create excitement but can also blanket the 

drums to the point where the groove goes out the window. 

And F.Q’ing one track to make it sound huge might make all 

the other tracks sound tiny in comparison. You fix one thing, 

only to create a different problem. You fix the problem you 

just created, only to cause another. And so on. 

Considering how all the elements of a mix interact so 

heavily with one another and how subjective the end goal of 

a great mix is to begin with, it’s easy to chase one’s tail when 

mixing. But while there’s no miracle cure to prevent you from 

endlessly obsessing over a mix, there are several helpful tech¬ 

niques you can use to finish a mix faster and be confident that 

you nailed it. In this article, 1’11 discuss some of the techniques 

1 routinely use to keep a mix on track and make it arrive at the 

station on time. 

A Method to My Madness 
It pays to develop and stick to productive methodologies— 

including those borrowed from someone else—when mixing. 

Having a routine way of doing things keeps you from wander¬ 

ing aimlessly from one task to another and losing focus. While 

every mix is different and you need flexibility for dealing with 

unique circumstances that may arise, following a more or less 

set routine while mixing will move the process along faster 

and make it less likely that you’ll overlook important details. 

For instance, I always begin a mix by setting initial levels, 

EQ, and effects for the drums and bass. Doing so helps me 

establish my headroom for the mix early on. That’s because 

percussive and low-frequency elements inherently use up the 

most headroom (that is, they register the high¬ 

est levels on peak-reading meters) when com¬ 

pared with other elements of the mix having 

the same perceived volume (see Web Clip 1 ). 

I don’t slave over every detail of the drums and bass at this 

early stage of the game. 1 only get their sounds in the ballpark, 

knowing that 1’11 need to tweak them further once the other 

tracks are brought into the mix. 

After I’ve got the drums and bass sounding pretty good, 

I bring up the faders for the other instruments and vocals in 

turn to set the Scene (or Snapshot settings) for the start of the 

song. Then I deliberately move through the song in sections 

from start to finish to automate any needed mix moves. 

One engineer I know feels that working on bass and 

drums in isolation is a waste of time because everything will 

change once they are placed in context with the other tracks. 

He throws all the faders up at once and immediately gets 

to work on the whole enchilada. I’ve tried that approach, 

but it’s never worked for me—I’ve ended up with mixes that 

weren’t punchy enough for my taste. To my surprise, how¬ 

ever, my all-faders-up friend produces mixes that sound 

plenty punchy. 

My point is that there are many different ways to mix a 

record, and no one way is the right way. What’s important is 

that you figure out which game plan works best for you and 

stick to it. Your mixdown sessions will proceed quicker, your 

decisions will be more deliberate, and you’ll get better results. 

Always Something There to Remind Me 
On projects for which I also serve as tracking engineer, mix¬ 

down begins for me very early on. While I’m tracking, I set 

markers at key points in the song as mixdown ideas come 

to me. I give the markers descriptive titles or—in MOTU 
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of monitors, I can hear at once all of the high 

frequencies in the cymbals’ range and all of 

the lows the kick and toms might produce. I’ll 

switch to my midrangy Yamaha NS-1OM studio 

helps to break down a few instruments into 

a subgroup to shape a composite sound. For 

example, where the guitar, piano, and fiddle 

all play the same melodic hook (perhaps in 

frequencies be rolled off, in order for the mix 

to sound warm and full right from the get-go. 

But once the bass and drums come in, that bot¬ 

tom end on the acoustic guitar track may no 

lb’s important bo apply 
EQ bo a brack while 

lisbening bo ib in conbexb. 

longer be needed. In fact, it could be stepping 

on the bass and making it sound less tight and 

clear. In this case, roll off the bottom end as 

needed on the acoustic guitar to give the bass 

guitar its own frequency range to project itself 

in (see Fig. 3a). Then, if the acoustic guitar 

takes the spotlight again in a breakdown later 

in the song, restore its bottom end as needed 

so that it doesn’t sound too thin in isolation 

(see Fig. 3b). 

Some tracks might need level changes 

monitors (also discontinued) when applying 

EQ to vocals, guitars, and fiddle. The Avant 

Electronics Avantone MixCubes (see Fig. 2) 

are my preferred reference for confirming 

that the relative levels of lead and background 

vocals and electric guitars are in good balance 

with one another. Furthermore, I’ll alternately 

listen to the entire mix on all three systems (as 

well as the Monitor-8s without the sub) before 

“printing” it to confirm that it sounds great on 

a wide variety of speakers. 

All Together Now 
I never work on EQ settings for soloed tracks 

for very long. Generally speaking, it’s impor¬ 

tant to apply EQ to a track while listening to 

it in context; that is, along with all the other 

tracks that should be playing during that part 

of the song. A guitar part, for instance, might 

have plenty of presence when soloed but sound 

murky once it’s competing with the bass and 

piano. Nobody who buys the record will ever 

hear the guitar soloed throughout the song, so 

why EQ it to sound right in isolation? 

To be sure, it’s sometimes helpful to use 

the solo button to assess those aspects of the 

untreated track that you’re having trouble hear¬ 

ing in context. You can even make coarse EQ 

adjustments to the track while soloed, to get 

its sound in the ballpark. But quickly bring in 

other tracks to hear what the combined effect 

will sound like, before you take things too far. 

Otherwise, you’ll probably end up redoing all 

of those EQ settings. 

While a given track needs to sound right 

in the context of the entire mix, sometimes it 

different octaves), you might want to solo all 

three instruments in order to work on the EQ 

for each in turn. Listening thus will also help 

you set relative levels within the subgroup. 

Once you’ve attained a dynamite submix, pop 

the channel group back into the full mix and 

instead of EQ adjustments in certain sections 

of a mix. For example, the cymbals or hi-hat 

may need boosting or attenuation in some 

spots, even while the traps’ faders stay static. 

Do whatever it takes to make the mix sound 

great from moment to moment, even if that 

means making dozens of EQ and fader moves 

FIG. 3a: The Waves Q10 EQ plug-in is used to apply 

a shelving cut to low frequencies on an acoustic guitar 

track in order to make room for bass and kick in the mix. 

JJ- FIG. 3b: The low-shelving band is bypassed on the 

acoustic guitar track, restoring its bass frequencies, when 

drums and bass temporarily drop out of the mix. 

make any additional tweaks that are needed 

in that context. You’ll probably find this tech¬ 

nique to be a lot less confusing and more effi¬ 

cient than immediately trying to EQ a single 

track with all the other tracks also playing. 

Till Death Do Us Part 
Once you’ve got the EQ for a track sounding 

great in one part of the song, don’t feel like 

you’re married to it for the rest of the song. A 

great mix often requires that EQ settings be 

changed—sometimes drastically—on one or 

more tracks in different sections of the song. 

For instance, an acoustic guitar that starts 

out a song alone might require that no bass 

by the time the song ends. While this will take 

time to execute, you’re more likely to be satisfied 

with the end result. And you won’t waste time 

tweaking and retweaking elusive static settings 

that you’re never quite happy with—another 

recipe for endless mixdown sessions. 

Listen. Don’t Listen! 
How many times have you declared a mix was 

finished, only to discover a few days later that a 

key part was buried? Especially in productions 

having large track counts, it’s easy to overlook 

an important detail here and there. To help 

prevent such oversights from occurring, 1 use 

a technique I call “selective listening.” 
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Silence Is Golden 
Sometimes, no matter how 

much you tweak the mix, it 

just sounds bad in one or two 

sections. The mix is probably 

not the problem here. The 

culprit is the arrangement, 

and no amount of EQ, effects, 

or riding faders will help until 

you start ditching or replac¬ 

ing the problematic parts. 

When you suspect the 

arrangement might be kill¬ 

ing your mojo during a par¬ 

ticular section of the song, 

mute individual tracks one 

J-J- FIG. 4: A brickwall limiter adds distortion to a track when it squares off 

the top of its waveform on peaks. 

First, I’ll selectively listen to only the lead 

and background vocals while the mix plays 

back. Yes, I’m hearing the other tracks play, 

too, but I’m concentrating on how every lyric 

of the lead vocal sits in the mix and how the 

lead and background vocals work together. Are 

any lyrics unclear? Does the vocal dip in level 

or pop out too much at any time? Does the lead 

vocal get too edgy or muddy at any point in the 

song? Do the background vocals overwhelm 

the lead vocal at any point or fail to cut through 

the mix? I’ll concentrate on these aspects of the 

mix while listening to each set of my reference 

monitors in turn, making sure no monitors 

reveal any problems. 

Once I’ve vetted the lead and background 

vocals’ treatments throughout the mix, I’ll do 

another set of selective-listening passes while 

concentrating on only the instrument tracks 

(again, using alternate sets of monitors on each 

listening pass). Are the bass and drums punchy 

enough? Did I goose all the key parts I wanted 

to? Do the cymbals get too loud and shrill dur¬ 

ing the choruses, or does the hi-hat and side 

stick get too soft on the verses? Did I succeed 

in attaining a nice composite blend of tracks 

on shared melodic phrases? How are the over¬ 

all spectral balance and dynamics? Allowing 

myself to ignore the previously vetted vocal 

tracks lets me hear everything else all the more 

clearly and catch any problems or oversights 

that might otherwise have gotten past me. The 

result is that I need to remix a lot less often. 

at a time to see if ditching 

any parts improves the mix. 

Often, muting one or two 

tracks for just a few bars will clear out clut¬ 

ter and bring back the air in a mix, allowing 

more musically important parts their time in 

the sun. 

You may find upon muting some tracks 

that the mix has improved but the song is left 

with a big hole in the arrangement. If time per¬ 

mits, don’t be afraid to create and record an 

entirely new part to replace what’s been ditched. 

Just make sure it’s substantially different from 

what you got rid of, or you’ll be back where you 

started. You just might come up with another 

hook that transforms the song. 

Pull the Plug 
If you’ve done everything you can to polish 

the mix and it still sounds bad, maybe you’ve 

done too much. With hundreds of DAW plug¬ 

ins available for processing, sometimes the 

temptation is to pile on the sauce to the point 

where the main dish loses its original flavor 

and appeal. 

Used wisely, the right plug-in can wonder¬ 

fully enhance the sound of a track. But many 

plug-ins also degrade sound quality in subtle 

ways that might not be immediately obvious 

(most often by reducing depth and nuance). 

Make sure the improvements and trade-offs 

sum up to a net gain. 

If you’ve been tweaking a track’s plug-in 

settings for a while and are still not satisfied 

with the results you’re getting, try bypassing 

one or more plug-ins to see if the track sounds 

better with less (or no) processing applied. 

Maybe an overly dynamic vocal track will 

sound rounder and sweeter if you ride its fader 

up and down where needed, rather than beat¬ 

ing it into submission with a high-ratio com¬ 

pressor. And a hazy guitar track that’s having 

trouble cutting through the mix may not need 

an EQ boost in the upper midrange after all; 

there just might be too much reverb—or the 

wrong type of reverb—on the track. Sometimes 

less is more. 

Hit Your Peak 
Considering that it might take an entire day 

or longer to pull off a truly great mix having 

many tracks, it’s no surprise that ear fatigue 

can often derail the process. Monitoring at low 

levels and switching monitors often to change 

your perspective can help keep you fresh. 

Equally important is to carefully watch your 

meters, especially those for your main stereo 

bus. Keeping tabs on your mix’s crest factor 
on your stereo-bus meters will often point out 

problems with the big picture that tired ears 

have missed. 

Crest factor is essentially the difference 

between a mix’s average and peak levels. A mix 

that has a large crest factor exhibits big swings 

in level when percussive elements such as 

kick and snare drums strike (see Web Clip 2). 

Speaking generally about popular genres of 

music (and not classical music), a mix with a 

large crest factor will sound more rhythmic 

and, if the bottom end is in proper perspective, 

punchier. A mix with too large of a crest factor, 

however, will sound less full and not as loud 

compared with others. 

A mix with a small crest factor typically 

causes stereo-bus meters to barely fluctuate at 

the top of their range (see Web Clip 3). Kick 

and snare hits may not even move the meters 

because those instruments are, in fact, some¬ 

what buried in the mix. Such a mix is usually 

very loud, fatiguing, and deficient in rhythm 

and punch. 

Natural sounds that have both an attack 

and sustain portion, such as a plucked acous¬ 

tic guitar string, might produce a peak that is 

10 dB or more above its average sustain level. 

A brickwall limiter can reduce the guitar’s 

peaks so that they swing perhaps only 3 or 

4 dB above the sustain level. But the trade-off 
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is that a square wave is created on the peaks 

(see Fig. 4). That generates distortion. 

The same principles apply to a mix’s crest 

factor. A maximizer can be used to reduce 

peaks and raise average levels to make a mix 

sound louder, but that also generates distor¬ 

tion. The distortion may be subtle enough that 

it’s not easily identified as such, yet it most cer¬ 

tainly will fatigue your ears if it occurs repeat¬ 

edly throughout the song. On the other hand, 

even a rock mix with a large crest factor will— 

all other things being equal—sound smoother, 

sweeter, and warmer. 

Even without using a maximizer or brick¬ 

wall limiter, a mix can end up with too small of 

a crest factor. All it takes is having tracks with 

sustained sounds cranked and drums and per¬ 

cussion buried in the mix. Such a mix will also 

sound fatiguing. 

If you find yourself chasing endlessly 

after the proverbial warm mix and all the 

modeled vintage-EQ and tube-emulation 

plug-ins in your arsenal can’t quell the edge, 

check out your mix’s crest factor. If your 

stereo-bus meters’ levels are swinging only 3 

or 4 dB throughout the song, the guitars and 

keyboards might need to be lowered and the 

drums (and possibly the bass, whose opti¬ 

mal relationship to the kick drum—once it’s 

dialed in—should be maintained) might need 

to come up in the mix. 

Spend time analyzing the crest factor for 

mixes you admire and love listening to. Then 

aim to achieve a similar crest factor while mix¬ 

ing your own similar tunes. With practice and 

the guidance of your stereo-bus meters, you’ll 

be able to move quickly beyond an edgy mix 

and arrive in warmer waters. 

In the Can 
The techniques I’ve detailed in this article 

should not only help you create a better mix, 

but also help you do it faster. Just as important, 

using these tools should increase your ability to 

recognize when you’ve made the mix as good as 

it can be. When it comes to an open-ended mix¬ 

down session, knowing when you’ve crossed 

the finish line is half the challenge. i^TI 

EM contributing editor Michael Cooper is the 
owner of Michael Cooper Recording in Sisters, 
Oregon. Hear his mixes at www.myspace.com/ 
michaelcooperrecording. 
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J-J- FIG. 1: Moving a complex file 

with multiple tracks and regions can 

present a chai lenge, even if the OMF 

file exchange works perfectly. 

Good Migrations 
Move your files seamlessly between software platforms. I By David Darlington 

I
n today's world of digital file sharing, musicians 

and engineers are often called upon to collaborate 

on files created in software other than their pre¬ 

ferred DAW. I am often hired to mix sessions created 

in Apple Logic Pro or MOTU Digital Performer, and 

in order to work efficiently, I prefer these files to be 

imported into Digidesign Pro Tools. Likewise, when I 

send out my Pro Tools production to a keyboard wizard 

for spicing up, he may feel more comfortable in Logic 

Pro or Steinberg Cubase. 

The simplest way to migrate between software 

platforms is to export and import OMF or AAF files. 

(See "Making Tracks: Going DAW to DAW" in the 

October 2007 issue of EM.) Here I’ll offer six tricks of 

the trade (that I have learned the hard way) to make 

that process as painless and sonically smooth as pos¬ 

sible (see "Step-by-Step Instructions" on p. 70). 

Remove the Clutter 
Nothing slows down file transfers like searching for 

missing audio, and nothing inflates OMF files more 

than audio files that are not relevant to the session. To 

get rid of them, first delete unused tracks and playlists 

left over from earlier in the project. That eliminates 

visual clutter by lowering your track count and removes 

audio files that are no longer necessary (see Fig. 1). 

Next, open your audio bin, select all the unused 

audio files, and remove them from the session. Be 

careful to remove them from the session only; do 

not delete them from your hard drive. When the OMF 

codec creates an OMF with embedded audio, it will 

encode only the remaining audio files, which results 

in a much smaller OMF file. 

Use third-party plug-ins that are common to 

both platforms to ensure that your effects will trans¬ 

late. For example, if you are using Performer's or 

Logic's channel EQ, try replacing it with something 

like Waves Renaissance EQ. Remember to save the 

Renaissance EQ settings in the project folder so that 

when the file is pulled up in a different DAW. you can 

instantiate the EQ and restore its settings. If you are 

accompanying the session to your collaborator's stu¬ 

dio and you use plug-ins that are dongle protected, it’s 

easy to bring your installations and dongle along and 

temporarily install them on the new system. 

Worth a Thousand Words 
Most OMF transfers include only audio-region and 

track-layout information—levels and panning are often 

ignored. You could spend an afternoon jotting all this 

info down in your session notes, or you could take a 

screen shot and save it with the session folder. 

Open the mix window in your sequencer and position 

it to fill as much of the screen as possible, showing fader 

levels, panning, sends, and inserts. If you can't capture 

everything in one screen shot, reposition the mix window 

to show the next bank of faders. Repeat until you have a 

sequence of screen shots that shows the entire mixer. 

Now you are ready to export your file in OMF for¬ 

mat. Be sure to check the indude-audio option; that 

will embed all the audio into a single OMF file. If you 

are going from a native system to a PCI-card-based 

TDM system, all the audio files must have the same bit 

depth. Otherwise, the files wil I be visible but won't play, 

so make sure you select the option to convert all audio 

files to a common bit depth. You can also save a step by 

converting interleaved-stereo files to split-stereo files, 

which are required by the TDM engine. 

It's About Time 
In order to transfer tempo information, you must 

export a Standard MIDI File (SMF). Consider saving 

your original MIDI programming in the SMF as well. 

Often a plug-in or soft synth reacts differently in dif¬ 

ferent hosts, so some of your MIDI controller automa¬ 

tion may need tweaking. An SMF takes up very little 

storage and is handy to have when the need arises. 

When you open the OMF in a new DAW, you will 

see the various audio-region edits as before, but the 

track layout may be changed and the stereo/mono 

configurations may be different. Use your screen 

shots to restore panning and levels, instantiate your 

plug-ins, recall the settings, and tweak to taste. 

If moving from native Logic to TDM-based Logic, 

you can easily maintain all the plug-ins and settings. 

Before changing an audio track from Core Audio to 

Direct TDM. click-and-hold the Settings button on the 

channel strip. Copy channel strip settings into the buf¬ 

fer and then paste them back after reconfiguring that 

channel to Direct TDM. Unfortunately, in Logic 8 there 

is no quick way to do all the tracks at once; you must 

repeat this process for each track. With a little prepara¬ 

tion (and a few hidden tricks), you can make the trek 

from one platform to another seem like a small step 

instead of a giant leap. 

David Darlington won a Grammy in 2007for 
engineering the Brian Lynch/Eddie Palmieri 
Project album Simpático (ArtistShare, 2006). 
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Clear Audio 

This operation clears selected regions 
from the audio region list. 

Do you want to REMOVE the selected _ 
audio regions from this session? 1 Remove 

Or remove and permanently DELETE the _ 
selected sound files from your disk? 1 D*let< 

Cancel 

Step 1: Remove the unused audio from a file before exporting. 

Step 3: Take a screen shot of your mixer to remember panning, levels, and sends. 

Step 2: Use third-party plug-ins to ensure that you can use the same 

plug-ins on another platform. 

Step 4: When exporting an OMF convert all files to a common bit depth 

to ensure compatibility. 

Step 6: Copy the channel strip setting before changing the audio driver 

of a Logic Pro audio track. Í—T1 
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J-J- FIG. 1: This composite screen 

shot shows two approaches to 

aligning syllables to the beat: slicing 

in iZotope Phatmatik Pro and using 

Warp markers in Ableton Live. 

Um's the Word 
Transform vocal embarrassments into outrageous grooves. I By David Battino 

S
ometimes the soul of a song emerges by acci¬ 

dent. I’d plugged a cheap sampling keyboard 

into a TV and started recording random shows 

6 seconds at a time (the limit of the sampler's memory). 

When I captured interviewer Charlie Rose interrupting 

a stammering Henry Kissinger, something caught my 

ear—the dialog had a pronounced rhythm. 

I split the keyboard, layered the sound bite with 

a drum loop, and got a groove 

that I use to this day (see Web 

Clips 1 and 2). In this column, 

I'll share some techniques I've

developed for finding and shaping garbage speech 

into outrageous grooves. 

Badda-Bing, Badda ... Um ... 
When people punctuate their speech with urns and 

other placeholder sounds, it often produces an interest¬ 

ing rhythm. That makes sense; these involuntary grunts 

and stutters function as drum fills, buying time for the 

performer to work up to a more powerful downbeat. 

Of course, d rum fi I Is are the highlight of a groove, 

whereas urns are an annoyance or an embarrassment, 

depending on if you're listening or speaking. I spend 

a lot of time slicing the urns and false starts out of 

my Podcast interviews to keep the show moving and 

make both parties sound more articulate. But ever 

since I realized that vocal glitches were such great 

groove fodder, that cleanup task has become more of 

a treasure hunt than a chore. Now instead of pressing 

the Delete key in my audio editor, I press Cut. If the 

ONLINE k. 
BONUS 
MATERIAL 

sound was cool, I paste it into a new file. 

Not recording interviews? You can find plenty of 

stuttering speech online. Try the Library of Congress 

site (www.loc.gov) and the Internet Archive: Open 

Source Audio (www.archive.org/details/opensource_ 

audio) for public-domain recordings. The pronounce¬ 

ments of public figures are fair game. too. You'll find 

15,000 meticulously labeled speech excerpts at the 

George W. Bush Public Domain Audio Archive (www 

.thebots.net/GWBushSampleArchive.htm). 

Rhythmic urns frequently sneak in through other 

channels as well. I once used an answering service 

that sent me my voice mail as email attachments. One 

day a message arrived from former EM staffer Matt 

Gallagher, starting with the riff, "Hi (ahem)-'scuse me, 

David ...’ Not coincidentally. Matt is a drummer, and 

his throat-clearing salutation plugged perfectly into 

the beat of a song I was working on (see Web Clip 3). 

The Slice Is Right 
Sometimes the found rhythms will be spot-on, as with 

the Kissinger and Gallagher loops. (You may notice 

in Web Clip 3 that I extended the latter with a syn¬ 

chronized delay to fill out the bar.) A bit of deviation 

from the beat can sound fine, too, emphasizing the 

humanness of the rhythm. 

But more often, you'll want to tighten the groove 

by nudging a syllable or two either forward or back 

in time. To do that, I typically use Ableton Live. 

Many other beat-slicing programs work just as well, 

including Sony Creative Software Acid, Propellerhead 

ReCycle, and iZotope Phatmatik Pro (see Fig. 1). 

Before time-aligning the syllables, I usually 

beef up the vocals by applying BIAS Peak's Normalize 

RMS effect (see Web Clip 4), which works like an 

industrial-strength ¡¡miter to maximize the average 

level of the file. (You can also use a standard limiter 

or loudness maximizer.) Boosting the level gives the 

vocal groove more power, which helps it support the 

tune. Of course you won’t always want such a bombas 

tic effect: thinning the vocal groove with a highpass 

filter can produce a lighter percussive part. 

If the voice file is noisy, as is often the case with 

my telephone and Skype recordings, I’ll remove the 

noise with a fast fade-out, a noise reduction, or Peak's 

Silence command before boosting the level. 

You should be able to time-aIign syllables by eye 

in any audio editor that displays a rhythm grid. I find, 

however, that it’s faster and more musical to play a 

drum loop on a separate track and adjust the vocal’s 

warp ma'kers to match (see Web Clip 5). 

Ycu can make almost any audio file rhythmic by 

chopping it up, but the natu'al rhythms of involun¬ 

tary urns have a special personality (see Web Clip 6). 

Once you start to listen for spoken rhythms, you’ll find 

a wealth of material So don't just sit on your ums! One 

musician's garbage is another's groove. i^TI 

David Battino (www.batmosphere.com) is the 

coauthor of The Art of Digital Music (Backbeat 

Books, 2004) and audio editorf or the O’Reilly Dig¬ 

ital Media site (http://digitalmedia.oreilly.com). 
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Read the Script 
How to save time when performing repetitive tasks. I By Peter Hamlin 

W
ouldn't it be nice to have an assistant in 

your studio? Someone who could take care 

of repetitive tasks for you? Someone who 

would know enough computer programming to write 

handy utilities, new commands, customized effects, 

anc other features to add to your favorite sequencer, 

software sampler, or music-notation program? 

Well, lurking beneath the surface of many com¬ 

puter applications is just such an assistant, and it's 

called scripting. A script is a specialized computer 

language that lets you take control of a program in 

new ways. In this article, I'll give some examples of 

how you can use scripting with a software sampler, a 

music-notation program, and a sequencer. But first, a 

few general words about this useful application. 

Opening Act 
Scripts, like other computer languages, typically have 

commands that perform certain functions, variables 

that users can define, and built-in (predetermined) 

variables that report information from the applica¬ 

tion and its data. A built-in variable might give the 

curent tempo of your sequencer, or the MIDI channel, 

pitch, and Velocity values of a note that has just been 

pressed on a keyboard controller. 

MakeMusic Finale notation software, for example, 

contains a scripting language called FinaleScript, 

which was introduced in Finale 2004 and is supported 

by all subsequent versions. FinaleScript includes a 

powerful batch-processing tool that lets you create a 

series of commands that run automatically one after 

another. These commands could be used to modify all 

the files in a folder or subfolder. 

To illustrate, imagine that you have ten files of 

short pieces for clarinet and piano. You’d like to change 

the size of the staves, make a final check of the ties to 

be sure they play back properly, be sure that the clari¬ 

net is transposed rather than in concert pitch, and fix 

any notes that are improperly spaced. While you could 

do all these tasks manually for each separate file, cre¬ 

ating a script makes the task less tedious and ensures 

that you don't accidentally skip one step of the process 

on one of the files or make some other small mistake. 

For the FinaleScript code that will accomplish the 

above tasks on all files in a selected folder, see the side-

bar "Script Examples," example A. 

(The scripts in this article are also 

available at www.emusician.com. 

See Web Clip 1 for example A.) 

Fig. 1 shows the score before and after the script is run. 

To run the above script, click on the New Script icon 

from the FinaleScript plug-in dialog box (Ctrl + Alt+Q) to 

launch an editor window and paste or type the script into 

that window. Then click on the Save And Close button. 

Next, click on the Choose Batch Folder icon and select 

the folder containing all the files you want to process, run 

the script by clicking on the Play icon, and relax while your 

automated assistant does the work! Because you've saved 

'ONLINE k 
BONUS 
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FIG. 1: Figure la shows a short piece of notation before applying FinaleScript to change its size, check playback of ties, 

be sure the clarinet part is transposed, and correct the spacing. Figure lb shows the score after the script has been applied. 

your script, it will now appear alongside the included 

scripts whenever you launch the FinaleScript Palette. 

FinaleScript is fairly easy to learn—it's really just 

an automated, text-based approach to running pro¬ 

gram commands that are already familiar to Finale 

users. Running it can be a real time-saver, especially 

for batch processing multiple files. 

Make Kontakt 
Native Instruments’ Kontakt sampler first included script¬ 

reading and -creation features with version 2, and its 

Kontakt Player 2 and later can also read (but not create) 

scripts. In addition to computer language features, the 

Kontakt Script Processor (KSP) lets you easily create user 

interface elements such as kncbs, selectors, and sliders. 

To get a feel for how KSP works, see Fig. 2 or Web 

Clip 2. Both show the script that produces the following 

result: whenever you release a note on the keyboard, 

the script will trigger a second note that’s a fifth or an 

octave above the original note. The script includes a 

selector interface element to allow the user to choose 

the preferred interval. To use this script, run Kontakt 

and then load up a sound to work with (I used an 

Electric Piano in this example, as shown in Fig. 2). Click 

on the Wrench icon to get into Edit mode, then click on 

the Script Editor tab. Next, type in the script shown in 

Fig. 2 (or copy and paste it from Web Clip 2) and name 

it EM KSP Note Release. Notice in Fig. 2 that there are 

four additional empty slots you can use to add up to 

four more scripts. A detailed explanation of the script, 

shown in example B in “Script Examples," is as follows: 

The declare ui_menu command creates the 

menu-selector object and gives it a variable name of 

"interval." A dollar sign precedes all variables in KSP 

and indicates their function. (Note that user-defined 

variables can be upper- or lowercase, while built-in 

variables, such as those shown in the next-to-last 

line of example B, are always uppercase.) The two 

add_menu_item commands create the text that 

will appear onscreen. The add_menu_item has 

three parameters: the first identifies the ui.menu 

you're referring to, the second provides the text (shown 

in quotes) that you want to appear, and the third is the 

number that the menu item returns when that item 

is selected. The numbers chosen here (7 and 12) are 

those of semitones in a fifth and in an octave. 

The three middle lines at the top of example B are 
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Script Examples__ 

Script Example A (in FinaleScript): 

batch process folder 
resize pages to 75% 
check ties 
execute menu item uncheck "Document/Display in Concert Pitch" 
execute menu item "Utilities/Note Spacing/Apply Note Spacing to Current Part/Score" 

Script Example B (in KSP script): 

on init 
declare ui_menu $interval 
add_menu_item ($interval, "fifth", 7) 
add_menu_item ($interval, "octave", 12) 

end on 

on release 
play_note($EVENT_NOTE+$interval, $EVENT_VELOCITY, 0, 100000) 

end on 

enclosed in the on init/end on block of code. The on 

init code is known as a callback, and it runs once when 

the script is first loaded and initialized. 

Next, create a block of code that will run every 

time a note is released. Here, I used a callback block 

called on release. For the code, see the last three lines 

of example B in “Script Examples." or see Web Clip 2. 

When a note is released, the on release/end 

on block is run. The variables $EVENT_NOTE and 

$EVENT_VELOCITY are two of many built-in vari¬ 

ables that you can use in a KSP script. They represent 

the MIDI Note Number and the MID- Velocity (0-127) 

of the note that is released. The value of the selected 

interval is determined by the selector user-interface 

object. So if "fifth" is selected, the variable Sinterval 

returns the value of 7, and then adds that value to the 

original note from $EVENT_NOTE. In other words, if 

middle C (MIDI 60) were played, play_note will play 

60 + 7, or 67, which is the G above middle C. 

The play_note function takes four parameters: 

note number, Velocity, sample offset, and duration (in 

microseconds). So the script is playing the note that is 

a fifth above the note released, at the same Velocity as 

the original note (assuming "fifth" has been selected), 

with no sample offset, and lasting for one-tenth of a 

second (100,000 microseconds). 

CAL on Call 
Cakewalk Sonar also has excel lent scripting support. Its 

language iscalled CAL(Cakewalk Application Language), 

J-J- FIG. 2: This figure shows a Kontakt script that will add a second note-either a fifth or an octave-above the note 

that is played. Up to four additional scripts can be added to the slots that are marked “<empty>." 

and its scripts can work on a recorded sequence or in 

live performance. CAL is the most complex of the three 

scripting languages covered here, and there isn't much 

information about it within the Sonar documentation. 

Fortunately, there are several third-party books and 

Web sites that provide a fair amount of information. 

CAL allows you to scan the MIDI data in your 

sequence and manipulate it ir various ways. For 

example, one of the included CAL scripts will harmo¬ 

nize each note in a sequence with a major triad (there 

are scripts for other chord types as well). You'll also 

find an unquantize script that offsets the start time 

of each note by a random amount, a script that splits 

a track into as many as 15 other tracks according to 

the channel of each MIDI event, and a script that thins 

various kinds of controller data. The best way to learn 

CAL is to find a sample script that is close to what you 

want, and then edit it. 

Note that the Run CAL menu item is hidden in the 

default menu layout of Sonar 6 and 7. To access Run 

CAL, open the Process menu and mouse over the gray 

bar at the bottom. You'll find a few dozen CAL scripts 

under the Process->Run CAL menu once it is enabled. 

Scripts can save you huge amounts of time and 

can provide you with new features that didn't come 

with your software. Check out youi music software and 

see if it has a scripting language available. If so, give 

it a try; you might find a new assistant to improve your 

work flow or discover new sounds that you didn't think 

your favorite program could produce. 

Composer Peter Hamlin teaches music at Middle¬ 
bury College and performs in the electronic-music 

improv band Data Stream. 
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Q&A: Ingrid Michaelson 
Inside a MySpace success story. 

Indie artist Ingrid Michaelson is doing pretty well these days. Her music has aired several times on the TV 
drama Grey’s Anatomy, with her song “Keep Breathing” 

featured in the final emotional moments of the hit series’ 
season finale. Her compositions also appeared on Grey’s 
Anatomy, vol. 3, Original Soundtrack (Hollywood Records, 
2007), an Old Navy commercial, and other film and TV 
projects. It seems unbelievable that a short while ago she 
was just another one of the millions of artists on MySpace 
vying for recognition, plugging away in her native New 
York music scene and hoping for a big break. Michaelson 
(www.myspace.com/ingridmichaelson) divulges how it all 
happened for her, and what fellow MySpacers should be 
doing to help build their own success. J-J- Ingrid Michaelson's networking on MySpace.com 

helped lead to her music being featured on Grey's Anatomy, 

______ By Fron Vincenc commercials, and more. 

HopePully, at some point 
the “right person” will be 

there and see you. 

Your music has been featured on Grey’s Anatomy. 

How did that happen? 

I carre across the artist profile of a [now] friend of 

mine named William Fitzsimmons. He's had a pretty 

good MySpace following. From the beginning, he's 

held steady. He put me in his "Top 8" [friends], and 

he wrote a whole thing about me, like "Check this 

girl out—she's great." And a music supervisor found 

me through him. That's how I got Grey's Anatomy and 

One Tree Hill. Now it's snowballing. So I find that 

aligning yourself with great artists helps, because 

that [music supervisor! would never have found me if 

I wasn't on William's page. 

What is the secret to artist success on MySpace? 

I think, obviously, your music needs to be good and 

people have to like it. That's the number one thing. 

There’s no advice for that. Write good music. It has to 

be something people want to listen to. I can't really say, 

"This is how you do it," because there is no (one) way. 

It’s kind of luck, really, and just being in a place where 

you can be seen and heard. A&R and music-licensing 

people are trolling MySpace for artists; that’s people's 

jobs, and they do look and listen. So it's the luck of 

the draw if people come across you. I would say, put 

up your best songs and make your profile look really 

snappy. Try to have your stuff together. For me, it was a 

combination of luck and that they liked my music. 

Before your music appeared on Grey's Anatomy, 

what kind of response or interest were you receiving 

through MySpace? 

I was just getting a few friend requests. It wasn't 

anything crazy. I was kind of doing the whole "If you 

like this person's music, you’ll like my music" [email]. 

One out of ten people would respond and add me, 

and then everybody else would not really care. And 

now it’s getting to the point where you’re invading 
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Hop and R&B plug-in. 

$119.95 

et 

Straight Outta 

NYC 

Massive East Coast Hip 
Hop kits straight from 

NYC. $69.95 
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Stereo Memory Man with Hazarai 
It’s an echo, a multi-tap delay, a reverse echo, 
and a performance looper with up to 30 seconds 
of loop time, all in true stereo! Featuring tap 
tempo, vintage tape echo filtering, and eight 
programmable presets... it’s got all the Hazarai. 
Designed for the performing musician and 

Holy Stain 
Righteous multi-effect possibilities emerge 
when Reverbs, Pitch Shifting and celestial 
Tremolo meld with pure analog Drive and 
Fuzz. The brilliance of the Stain lies in the 
dynamic interaction of its controls - create 
novel tonal metaphors. Stain the hearts of 
your fans! 
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destined to be one of the most creative tools 
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Unveiling the latest superstars from Electro-Harmonix ♦ 

#1 Echo 
Up to two seconds of delay 
with a warm analog style 
decay. Sits beautifully in 
any track or performance. 
EH has a reputation for 
quality delays and this 
number is a prime example. 

Micro POG 
Make your 6-string ring like a 
12. Make your 4-string bass 
pump like an 8. Convert your 
guitar into a tight, convincing 
bass. Generate organ-like har¬ 
monic structures. Fast, glitch 
free polyphonic tracking. 

Stereo Electric Mistress 
Generate slithering, panoramic 
Axis: Bold As Love textures. 
Manually flange or freeze sound 
in Filter Matrix mode. Use 
Chorus and Flanger together for 
ultra rich modulations. Colorful 
and seductive in stereo! 

Germanium OD 
Classic 6o’s overdrive from 
genuine germanium transis¬ 
tors. Bias and Volts controls 
let you easily dial in that 
perfect vintage germanium 
tone. Need proof? Listen to 
the online demo. 

Holy Grail + 
This upgrade of the Holy 
Grail adds graceful Room 
Reverb and a multi-function 
control for reverb time, 
damping, and modulation 
speed. The Grail just got 
a little more divine! 

Knockout 
This powerful two-filter combi¬ 
nation makes your humbuckers 
sound like single coils and your 
Strat sound like a Tele. Use it 
after distortion for the heavy¬ 
weight punch of the metal 
masters. Awesome on bass! 

www.ehx.comwww.myspace.com/ehpedals dedro-barmonix 



Mackie 
Tracktion 3.03 (Mac/Win) 
A major upgrade for an upstart sequencer 

PRODUCT SUMMARY 

digital audio sequencer 

Ultimate Bundle $249.99 

Ultimate Upgrade Bundle $199.99 

Project Bundle $99.99 

PROS: Good value. Excellent pitch-shifting and 

time-stretching. Imports Acid, Apple, and REX 

loops. Filter Racks offer customized routing. 

Thorough manual and video tutorials. 

CONS: No MIDI event lists. MIDI editing a bit 

cumbersome. Occasional crashes while scanning 

loops. Audio hesitates during manual punching. 

FEATURES 3 
EASE OF USE 3 
DOCUMENTATION 4 
VALUE 4 

Mackie 

www.mackie.com 

ONLINE k. 
BONUS 

By Mike Levine 

D
ue to a slew of significant improvements 

and upgrades in version 3, Mackie 

Tracktion has become one of the better 

bargains in the digital audio sequencer market. 

Although it doesn’t have the overall depth of 

features of its more expensive competitors—for 

instance, there is no notation support, no sur¬ 

round mixing, and limited video support—it 

is more than capable for bread-and-butter 

recording, editing, and mixing tasks, and it’s 

very reasonably priced. 

This review will focus mainly on the new 

features in Tracktion 3 (T3), but for those 

unfamiliar with the program. I’ll begin with 

a brief overview. (For more on Tracktion’s 

legacy features, see the review of version 2 in 

the November 2005 issue, available at www 

.emusician.com.) I tested Tracktion 3 on sev¬ 

eral computers, including a Dell laptop running 

Windows XP, a Mac dual 2 GHz G5 running 

Tiger, and a 3 GHz Mac Pro running Leopard. 

T3 101 
From its inception, Tracktion was designed with 

the idea of putting all its functions (save pref¬ 

erence setting and file management) in a single 

integrated screen, with pop-up subwindows that 

open as necessary. A couple of brief forays into 

previous versions left me with the impression 

that its interface was a bit claustrophobic, with 

too many functions crammed into a small space. 

However, after spending a couple of months 

working with Tracktion 3, I’ve changed my 

mind. I’ve realized that its interface is actually 

quite logical and easy to navigate—that is, once 

you get used to its unique way of doing things. 

One of the smartest features of T3’s inter¬ 

face is that its main window lets you visual 

ize the signal flow of your project in a linear 

fashion. You enable inputs and arm tracks on 

the left; record and edit audio and MIDI files 

in track lanes in the center; adjust volume and 

pan to the right (T3 has no dedicated mixer 

window); and add effects and routing and solo 

and mute tracks a bit farther to the right. 

This left-to-right scheme, along with Track¬ 

tion’s ample help and detailed manual, makes it 

easy to grasp the program’s work flow, which is 

a good thing because iMackie has targeted this 

program at musicians who are recording novices. 
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Markers can be named, given a color, and 

prominently displayed in the Marker Track. 

SK Mixing functions reside in the Filter 

Section. 

Kt The transport controls and master bus 
are located here. 

FIG. 1: Tracktion 3. like previous versions, fits all its recording, mixing, and editing functions in a single integrated screen 

That said, you could definitely do a serious proj¬ 

ect in T3 without having to resort to another pro¬ 

gram until it was time to burn your CD. 

The Edit Story 
The Edit Screen (see Fig. 1 and Web Clip 1), 

which is the T3 name for the main screen where 

all the recording, editing, and mixing is accom¬ 

plished, is laid out as follows: On the left is the 

Quick Find Panel, new in T3, in which you can 

display loops; a browser for importing loops; 

markers; or the contents of the clipboard. The 

center section is where the tracks and their 

Clips—both MIDI and audio—are displayed 

and edited. (“Clips” is Tracktion parlance for 

regions.) The Timeline, Global Track (which 

shows tempo and time-signature changes), and 

Marker Track are at the top. Below the tracks is 

the Properties Panel, which displays informa¬ 

tion about, and allows you to change parameters 

for, whatever you’ve selected above, whether it’s 

an audio or MIDI Clip or an effect (referred to 

in Tracktion as a Filter). 

Each Clip can be individually edited. Track¬ 

tion has a somewhat unusual scheme for this, 

which uses controls on the Clip’s container, 

rather than external tools, for editing tasks. 

Like so much with Tracktion, the paradigm is a 

bit different, but the capabilities are strong. 

I did find T3 to be a bit lacking in the MIDI-

editing department. Only piano-roll-style edit¬ 

ing is available, and it’s a little clunky to use. 

There are no event lists (you can edit parameters 

for individual notes in the Properties Panel), 

and selecting groups of notes can be tedious. 

That said, once you get used to its interface, you 

can accomplish most 

MIDI tasks, including 

deleting and moving 

notes, quantizing, step 

entry, and editing con¬ 

troller information. 

Back to the tour of 

T3’s Edit Screen: The 

far right contains the 

Filter Section, Track-

tion’s equivalent of a 

mixer. From here you 

can add Filters, change 

volume and pan, mute 

and solo tracks, and 

more. T he order in 

reflects their order in the signal chain. Filters 

encompass everything from effects to soft instru¬ 

ments to aux sends and aux returns, and more. 

One of Tracktion’s most powerful features 

is the ability to set up Filter Racks (see Fig. 2), 

which contain a chain of Filters. You can save 

custom Racks—for instance, your favorite effects 

for your vocals or your often used instrument¬ 

effect combinations—and edit the routing 

which you place the 

Filters (left to right) 

FIG. 2: The Filter Racks feature allows you to create custom-routed effects chains 

that you can save and recall at will. 
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Sreuiews TRACKTION 

through them of both audio and MIDI. 

Racks have been souped up considerably in 

T3. You can now turn a chain of Filters on a track 

into a Rack with a single command. You can 

also do the opposite and “Unwrap” a Rack onto 

a track with each Filter showing up separately. 

And you can export and import Racks so you 

can share them between projects and between 

different users. Overall, the Filter section is dif¬ 

ferent in approach from the standard software 

mixer, but it gives you plenty of functionality. 

At the bottom right of the Edit Screen is a 

master section. There you can drop in master¬ 

bus Filters and access the transport controls. 

Concerning the latter, I did notice that 

when doing a manual punch-in—as opposed to 

using the autopunch feature—there was a slight 

and potentially distracting hesitation in the 

playback of the audio just after I hit the record 

button. The autopunch feature works fine, but 

you must be sure to turn off the count-in in 

the Click Track pop-up, or playback before the 

punch-in point will be muted. 

AA 1 _D_gtr_arp+mute 12. a Iff 
91._D_guitar_heavyl7.aiff 
91__D_guitar_heavyl8.aiff 
91_F#_gtr_arp+mutel3.aiff 

AA 92_A#_guitar_leadsO8.aiff 
92_D_gtr_arp+mutel4.alff 

*\A 92_D_guitar_heavyl9.aiff 

FIG. 3: A new addition in version 3 is the Quick 

Find Panel, which provides a loop browser (shown here), 

a file browser, or a marker list. 

Looper-Duper 
Perhaps the most significant change from pre¬ 

vious versions is that Tracktion now supports 

multiple loop formats; it can import Acid, 

Apple, and REX loops. Most sequencers can 

import one or two formats but not all three. 

Importing loops is easy: you go to the Loop 

Settings page, browse to your loop directory, and 

tell Tracktion to scan the loops. Once it’s finished 

scanning, the loops are categorized according 

to their metadata and are available through the 

various category buttons in the Quick Find Panel 

(in Loops mode; see Fig. 3). Most of the time, the 

loop scan feature worked flawlessly, but on a cou¬ 

ple of occasions, Tracktion crashed while scan¬ 

ning (both on the Mac and the PC). However, the 

program remembered my unsaved changes and 

restored my file back to its precrash state. 

Tracktion 3 also features impressive new 

algorithms for time-stretching and pitch¬ 

shifting. By clicking-and-dragging the arrow at 

the end of a Clip while holding down the Alt 

key (Option on the Mac), you can time-stretch 

an audio Clip. You can also enter numerical 

values or adjust a slider to pitch-shift or time¬ 

stretch audio from the Properties Panel. Even 

fairly substantial time-stretches and pitch¬ 

shifts sounded natural and unprocessed. 

On Your Mark 
Tracktion’s handling of markers has been sig¬ 

nificantly upgraded. Previous versions allowed 

for only a handful of markers, but T3 can han¬ 

dle up to 999. 

Markers, which can be relative or absolute 

from a time standpoint, are displayed near the 

top of the Edit Screen and, like most of the fea¬ 

tures in T3’s interface, can be shown or hidden 

with the click of a button. You can also open the 

Marker List in the Quick Find Panel, which dis¬ 

plays the markers vertically in order. When you 

double-click on a particular marker, the playhead 

jumps to that location, which is very handy. 

More and More 
Also new in T3 is the Folder Tracks feature. 

As in other sequencers, Folder Tracks let you 

consolidate any number of individual tracks in 

a single container, making track organization 

a lot easier. Unlike in some sequencers, T3’s 

Folder Tracks can be cut, copied, and pasted, 

just like regular tracks. That means you can use 

Folder Tracks to rearrange song sections. Here’s 

how: select all the tracks, put them in a folder, 

then cut, copy, paste, or drag verses, choruses, 

bridges, or other song sections to move them 

around. Somewhat of a guerrilla method, for 

sure, but it works. Tracktion’s Folder Tracks also 

have a master volume filter, so you can adjust 

the cumulative volume of the tracks inside. 

Space doesn’t allow me to list all of T3’s 

other enhancements, but here are a few more: 

improved automation curves, increased con¬ 

trol surface support—including the Novation 

Remote SL—support for Intel Macs, and the 

ability to mute individual Clips. 

All Bundled Up 
Although the Tracktion 3 application is identical 

in the Ultimate and Project Bundles, you get a lot 

more loop content with the former, and a better 

set of plug-in instruments. The Ultimate Bundle 

(and the Ultimate Upgrade Bundle for Tracktion 

2 owners) comes with four times as many Apple 

Loops, REX loops, and multitrack loops (from 

Sonic Reality) as the Project Bundle. 

The Ultimate Bundle also comes with bet¬ 

ter versions of the included third-party plug-ins, 

such as Garritan Personal Orchestra T3 Lite 

Edition (with an 820 MB sound library), LinPlug 

Alpha Classic Synth (Alpha 3 version), a full ver¬ 

sion of LinPlug CronoX Sample Synth, a version 

of LinPlug’s RM IV drum machine with 250 kits, 

IK Multimedia’s SampleTank 2 SE (with 100 

sounds) and AmpliTube LE, and Submersible 

Music’s DrumCore TK (with 2 GB of samples)— 

a pretty impressive collection. Although you get 

video tutorials with both bundles, the Ultimate 

Bundle offers a whopping 4-plus hours of such 

content, enough to really get you going. 

Getting Tracktion 
Tracktion 3 really surprised me. It did almost 

anything I asked of it, and I found it to be quite 

capable as a recording, sequencing, and mix¬ 

ing environment for music-production situa¬ 

tions. I’d like to see a beefed-up MIDI-editing 

section, a smoother manual punch-in feature, 

and the ability to save video and audio to movie 

files added to the next version. Using Tracktion 

requires some adjustment if you’re accustomed 

to the typical multiwindow sequencer, but 

under its somewhat unconventional hood purrs 

a powerful program that offers a great deal of 

functionality at a very reasonable price. 

EM executive editor and senior media producer 
Mike Levine hosts the twice-monthly Podcast 
“EM Cast” (www.emusician.com/podcasts). 
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A dream machine for electronic guitarists. 

PRODUCT SUMMARY 

guitar synth/processor, MIDI converter, 

and audio/MIDI interface $1,195 

PROS: Terrific-sounding models. Abundant guitar 

models and other tones. Vastly programmable. 

Independent control over two instrument mod¬ 

els. Internal MIDI converter. Intuitive control 

panel. Plenty of I/O and controller options. 

CONS: Requires divided pickup for access to mod¬ 

els. Overdone effects on some presets. 

FEATURES 5 
SOUND QUALITY 4 
EASE OF USE .2345 
VALUE 1 2 3 4 5 

Roland Corporation U.S. 

www.rolandus.com 

ONLINE k. 
BONUS 
MATERIAL 

- By Marby Cutler 

T
he VG-99 leaps past its predecessors 

in Roland’s Virtual Guitar series, the 

VG-8, VG-8EX, and VG-88. it adds 

the ability to combine two instrument mod¬ 

els, much like a traditional multitimbral syn¬ 

thesizer. The VG-99's built-in MIDI converter 

immensely increases its sonic potential and 

functionality. Rather than laying out a list of 

features and connectors, I will focus on some of 

the unit’s more interesting and unusual aspects, 

as well as changes that I have observed since 

the original V-Guitar was introduced (for more 

information, see the online bonus material at 

www.emusician.com). 

I tested the VG-99 with my Brian Moore 

¡Guitar, which is equipped with RMC piezo¬ 

electric pickups. The VG-99 offers settings 

for Roland GK-model pickups—which you 

mount on your guitar—and guitars equipped 

with built-in piezoelectric divided pickups. 

Setting up the VG-99 for the first time is a 

breeze: you simply patch your guitar into the 

13-pin jack, make a few adjustments, and tune 

your guitar using the unit’s onboard tuner, and 

you’re ready to play. 

Topographical Motions 
The VG-99’s top panel sports a D Beam on the 

left and a ribbon controller on the right (see 

Fig. 1). If you mount the device on a stand or 

set it on a desktop, you can easily engage the 

controllers with your hands and also engage 

the D Beam with your guitar neck. Moving 

them through the D Beam lets you manually 

initiate functions such as manipulating a filter, 

performing whammy-bar effects, or freezing 

the instrument’s output. You can program the 

D Beam to respond to horizontal or vertical 

motion, but either way, it takes time to gain 

a measure of control: on occasion, my hands 

inadvertently traveled in and out of the field, 

which turned the effect on and off rather than 

modulating it. 

The narrow ribbon-controller strip has 

the same set of control options as the D Beam 

but affords greater precision. Unless you’re an 

accomplished thereminist, it will be easier to 

find discrete pitches and get precise rhythmic 

filter effects by tapping on the strip. Don't over¬ 

look using the two controllers together—you 

can perform interesting tricks such as freezing 
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NO MORE PLUG-RND-PRAY 

NOVATION’S ReMOTE 
Bottom line, working with templates is a drag. That's why 
we created Automap Universal technology. Just install 
Automap Universal and plug the ReMOTE SL Compact 
MIDI controller into your computer and it automatically 
recognizes the software you are running. Instantly, the 
controls of the ReMOTE SL Compact are perfectly mapped 
to the corresponding controls in the software. 

Remix 

No more fussing with templates, no more 
MIDI programming. No more worrying and 
wondering. As soon as you plug it in, you can 
start controlling software. It’s as simple as that. 

Tired of spending 80% of your time setting stuff up and 
only 20% of your time making music? Go to your local 
Novation dealer today and get the ReMOTE SL Compact 
with Automap Universal technology, only from Novation. 
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Roland 

©ou Qoõòn 
RRC2 IN 

SUB OUT-INPUT OUTPUT 
- GUITAR-

L/MONO PHONES DIGITAL EXP 
-MAIN OUT- OUT PEDAL 

» The coaxial S/PDIF output carries a signal 

from your pickup, the A or B mode , or a mix. 

This TRS jack accommodates a dual footswitch 

for controlling the patch up/down function._ 

FIG. 2: The VG-99's rear panel packs a variety of balanced and 

unbalanced analog audio I/O, in addition to MIDI. USB, coaxial S/PDIF, 

and assorted foot-controller jacks. 

» A USB connection allows the VG-99 to excnange data 

with patch-editing software running on your Mac or PC. 

a chord with the beam while playing with filter 

cutoff or pitch with the ribbon. I am reluctant 

to use any effects that require me to take my 

hands off my instrument’s playing surface, but 

I’ll admit that the built-in beam and ribbon 

controllers are seductive. 

Buttons labeled Pitch, Filter, and Assignable 

appear below the D Beam and beside the ribbon. 

They activate the same respective functions, but 

they’re conveniently positioned near each con¬ 

troller so that you can easily access them while 

performing. The Balance knob sits between the 

A and B instrument-programming buttons and 

the easy-to-reach Patch Level knob; all of them 

provide handy access to those adjustments 

without descending into menus. 

To the D Beam’s right is a large blue backlit 

display, and just below it, a set of knobs and 

function buttons; hit a button, and knob icons 

appear in the display. Depending on the func¬ 

tion you’ve selected, another tap on the button 

can turn the function on or off or scroll through 

selections. You can adjust each function with 

the knobs or with an Alpha dial located to the 

right of the display, and the virtual knobs turn 

and provide a context-sensitive readout. 

In addition to an array of analog audio 

I/O, the rear panel furnishes a coaxial S/PDIF 

output and a USB 1.1 jack (see Fig. 2). USB 

sends and receives bidirectional audio and 

MIDI System Exclusive. The VG-99’s USB 

port offers more than an audio interface for 

the guitar; you can also use it as an insert 

effects processor for audio tracks from your 

computer. In addition, Roland provides con¬ 

nectors for an expression pedal, a dual foot¬ 

switch, and a proprietary jack accommodating 

an optional FC-300 foot controller ($349). All 

of these controls can be programmed to send 

Control Change messages. 

Topographical Notions 
The VG-99's layout is extremely intuitive. 

Buttons for the A and B models run from left 

to right, with the signal flowing from guitar 

to effects to amp to mixer. Polyphonic effects 

are first and offer various types of overdrive 

and distortion that you can apply to individual 

strings. The results are fat overdriven or dis¬ 

torted guitar tones with no intermodulation 

between strings, with an unusual clarity absent 

from monophonic distortion. Next come 

more-conventional effects such as flanger and 

chorus, followed by a button that lets you set 

up a virtual amp. Naturally, each selected area 

shows up in the display, with tabs illustrating 

subsequent editing pages. 

Above the A and B instrument but¬ 

tons, the Alternate Tuning button lets you 

choose from 11 preset tunings and a user-

programmable tuning. You are not limited 

to virtual 6-string instruments. One page 

offers 12-string, detuning (for a beating 

effect), and harmony settings, again includ¬ 

ing a user-programmable set. More remark¬ 

ably, the alternate tunings can apply to one 

The VG-99’s layout is 
extremely intuitive. 
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virtual instrument or both, either in tandem 

or independently. Better still, tunings are not 

restricted to guitars; any of the COSM instru¬ 

ments can benefit from alternate tunings, and 

MIDI notes will follow suit. If you want a 12-

string guitar or synth tuned D-A-D-G-A-D, 

they’re yours (see Web Clips 1 and 2). 

This Year’s Model 
The VG-99's electric guitar models sound 

amazingly like their hardware inspirations. 

Every acoustic guitar model sounds more 

like a well-set-up electric-acoustic guitar with 

a piezoelectric pickup than a knockoff of a 

purely acoustic Martin or Gibson flat-top (see 

Web Clips 3 and 4). I have yet to be convinced 

by acoustic guitar models, whether they come 

from Roland or any of its competitors. 

I found old favorites carried over from the 

VG-8, including Stratocasters, Telecasters, and 

Gibson ES 335s, as well as Variable-instrument 

models, which let you freely swap out instru¬ 

ment components such as pickups and bodies. 

Synthesizer models, including brass, organ, 

crystal, and pipe, were also on hand. Overall, 

sound quality is a great improvement since 

the days of the VG-8, no doubt because of the 

VG-99's 24-bit resolution (versus the VG-8s 

12-bit resolution). Twelve-string guitars, for 

instance, take on added sparkle, brilliance, 

and depth. 

New to my ears is an instrument model 

in the Guitar section called L4, which rather 

accurately captures the well-defined but warm 

sound of a hollowbody jazz guitar. The Bass 

section offers two excellent instruments. Jazz 

and Precision. Bass sounds are a great improve¬ 

ment over the VG-8’s, whose bass models sug¬ 

gested pitch-shifted electric guitars. 

Among the less literal translations, the VG’s 

sitar is rich and resonant. Though it won’t fool 

anyone who has even a passing acquaintance 

with the real thing, its sparkly, animated buzz 

invites plenty of interesting jumping-off points 

for sound design. Some of the effects settings— 

particularly distorted tones—are applied too 

heavily. That’s a common factory-patch syn¬ 

drome, but my recollection of the VG-8 is that 

the effects were applied more judiciously. 

New School, Old School 
Old-school guitar-synth fans will probably 

appreciate the new GR-300 model, which 

offers a choice of sawtooth or rectangular 

wave that emulates the original instrument’s 

hex-fuzz clipping. Most of the presets sound 

just as raunchy as on the original GR-300, 

and you’ll even find a replication of the bray¬ 

ing synth-lead sound favored by Pat Metheny 

and John Abercrombie. The GR-300’s enve¬ 

lopes were not deluxe in the hardware unit, 

and Roland had no reason to change that in 

the VG-99. One cool thing about the VG-99 

is that except for the attack parameter, your 

picking determines the envelope. 

In addition to alternate string tuning and 
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detuning, you can detune each of the two oscilla¬ 

tors. Overall, the GR-300 presets favor the orig¬ 

inal’s cheesy aspects, but in most cases, toning 

down the distortion settings and lowering the 

filters cutoff frequency produced more-genteel-

sounding patches (see Web Clips 5 and 6). 

Guitar Synth or Processor? 
Ever since Roland introduced the VG-8, I’ve 

argued that the device was not a guitar proces¬ 

sor, but a guitar synthesizer in the best sense of 
the word. All VG instruments rely on the guitar’s 

signal as an impulse for reshaping. The same 

is true whether you are emulating a Les Paul, 

Martin, Dobro, D’Aquisto, Hammond organ, 

or synth bass. The VG-99 blurs the distinction 

further—not only by modeling a vintage synth, 

but also by offering two simultaneous instru¬ 

ment models you can layer, detune, or crossfade 

between with your playing dynamics. The abil¬ 

ity to layer two independent tones effectively 

functions just like a synthesizer’s combination 

mode. And the equivalent of a built-in GI-20 

MIDI guitar converter completely obliterates 

the guitar processor categorization. 

The VG-99 will be a very tough act to 

follow—even for Roland, whose primacy in 

the world of guitar synths and processors is 

indisputable. The instrument has many levels 

of functionality 1 haven’t touched on, including 

its built-in MIDI- and video-controller capa¬ 

bilities. The VG-99 is so flexible, in fact, that 

I half expected an addendum to fall from the 

well-written manual explaining how to use it 

to program my cable TV or call up hidden GPS 

features for directions. Whether you regard the 

VG-99 as a synth or a processor, it is a major 

addition to the guitarist’s sonic palette and gets 

my highest possible recommendation. 

Contributing Editor Marty Cutler no longer divides 

his time between multiple gigs: he subdivides it. 

Any oP the COSM 
instruments can benePit 
Prom alternate tunings. 

THE SOUTH BY SOUTHWEST MUSIC AND MEDIA CONFERENCE 
showcases hundreds of musical acts from around the globe 
on seventy stages in downtown Austin. By day, conference 
registrants do business in the SXSW Trade Show in the Austin 
Convention Center and partake of a full agenda of informative, 
provocative panel discussions featuring hundreds of speakers 
of international stature. 

"South by Southwest Music is [five] hyperactive days of 
making connections for musicians, recording companies 
and every other business touching on music, from concert 
bookers to copyright lawyers, publishers to Web geeks." 
- The New York Times 

REGISTER TO ATTEND 
Go to sxsw.com now to take advantage 
of current registration discounts and to 
see the most up-to-date lists of speakers, 
panels, panelists and showcasing artists. 

SXSW MUSIC CONFERENCE 8 FESTIVAL 
MARCH 12-16, 2008 I AUSTIN, TEXAS I www.sxsw.com 
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REVIEWS 

FIG. 1: Sibelius 5's modular windows can be 

arranged to suit your work flow. The new version includes 

a scrolling music view, a database of musical ideas, 

improved music-playback capabilities and many other 

improvements. 

Sibelius Software 
Sibelius 5 (Mac/Win) 
More features, more flexibility in this high-end notation program. 

PRODUCT SUMMARY 

notation software $599 (MSRP) 

educational edition $329 

PROS: Panorama mode simplifies note-entry 

process. Ideas window adds searchable database 

of musical elements. Many small mprovements 

and additional features. 

CONS: Occasional minor work-flow glitches and 

graphical anomalies. 

FEATURES 
EASE OF USE 
AUDIO QUALITY 
VALUE 

Sibelius Software 

www.sibelius.com 

--- By Nick Peck 

S
ibelius Software recently released ver¬ 

sion 5 of Sibelius, one of the leading 

professional notation programs. A 

number of new features, small enhancements, 

and bug fixes make this a worthwhile upgrade 

for many existing users and also make it an 

even more compelling option for those look¬ 

ing for a new notation program (see Fig. 1 ). 

Sibelius has been a solid, well-designed, and 

feature-rich program for quite some time, so 

this version is more evolutionary than revolu¬ 

tionary. Note that Sibelius 5 is the first major 

release since Digidesign, a division of Avid, 

acquired Sibelius in 2006. 

The Big Picture 
Prior to version 5, Sibelius’s work flow was 

oriented around the Page view, which allowed 

for an integrated, free-form approach to note 

entry and layout. However, the constant verti¬ 

cal scrolling that Page view required made for 

a disorienting process, especially when work¬ 

ing with a large number of staves. Page view 

is still available, but the new Panorama mode 

shows notation as a continuously scrolling 

line of music. This approach makes for faster 

and more streamlined note entry (see Fig. 2). 

Having a scroll wheel in your mouse is particu¬ 

larly useful in Panorama mode, as it rapidly 

scrolls the material left and right. 

Panorama integrates well with other Sibe¬ 

lius features. For example, during note entry 

you can use the Focus On Staves command 

to selectively hide the instruments you are not 

working on, and then switch to Show All Staves 

to add global expressions and markings. And 

once you’ve completed entering notes, you can 

return to Page view to tweak the global layout 

of the master score, then go into Parts view to 

make the inevitable layout adjustments to indi¬ 

vidual parts before printing. Panorama’s con¬ 

tribution to this improved work-flow paradigm 

is the most valuable part of this upgrade. 

What’s the Idea? 
The Ideas Hub, a searchable database of musi¬ 

cal snippets for use when the creative well 

runs dry, is another significant new feature 

(see Fig. 3). An Idea can consist of anything 

from a single note to many bars of music, and 
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THE COMPLETE SOLUTION FOR TRACKING, SUMMING AND MONITORING 
Designed to be the centerpiece of any home, 
project or semi-professional studio, the Fat 
Track combines some of the best features of 
TL Audio products into one compact unit. 
Hand-made in England, the Fat Track adds 
warmth and sonic pleasure to all recordings. 

The Fat Track captures your recordings with 
premium TL Audio tube preamps and 3-band 
swept musical EQ. You can also use the Fat 
Track for mix down and summing with up to 
4 stereo and 2 mono returns. 

Full-featured master and monitor sections 
provide alternate speaker modes, 2 head¬ 

phone outputs with independent level control, 
effects return, balanced insert on stereo bus 
and channels, tape out and I/O switchable 
between +4 and -10. 

All connectors are handily placed at the rear 
top of the unit for quick-access and easy cable 
changes and the Fat Track can also be fitted 
with the TL Audio DO-8 ADAT interface for 
easy digital connect.vity with your DAW. 

The Fat Track is perfect for the producer, 
musician, singer-songwrite- or digital engineer. 
It adds warmth, is very flexible, easy to use and 
produces fantastic, professional results. 

The Fat Track is available at finer music retailers across the USA and Canada. 

KYI T° f'nd a dealer cal1 866 273-4178 
music marketing or visit www.musicmarketing.ca 

MAIN FEATURES 
o 2 Mic Line Inst, inputs 

o 3-band swept EQ on 
input channels 

olube stages on channels 
and master 

g Balanced insert points on 
channels and master 

o Effects send return 

o Phantom power, 30dB 
pad, phase reverse 

o 4 stereo returns 
[DAW tape returns] 
switchable +4 -IO 

o 2 headphone outputs with 
individual level control 

o Alternative speaker mode 

o Main volume large knob 
o Balanced I/O +4 -IO 

o Optional ADAT I/O 

o Warms & Fattens 
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FIG. 2: The new Panorama mode allows for 

a scrolling, linear approach to note entry that 

can speed up the scoring process. 

it’s simple to add new Ideas to the database or 

to place elements from the Ideas window into 

your score. You can tag Ideas with a wide vari¬ 

ety of keywords, which allows you to search 

for snippets based on tempo, mood, instru¬ 

mentation, and so forth. Each Idea is assigned 

a color-coded genre: country is yellow, jazz is 

pink, Motown is beige, and so on. 

Sibelius comes with 2,000 Ideas to get you 

started. You audition Ideas through the play¬ 

back engine as if they were a separate score. 

You can also trade Ideas with other users via 

the Idea Import feature. 

The Ideas Hub is a terrific resource for 

beginning composers who want to learn their 

craft by rearranging prewritten elements. I 

could see this as being very useful in teach¬ 

ing composition—the teacher could generate 

a series of Ideas, then give them to students 

to mold and shape into new compositions. If 

you’re the type of composer who comes up 

with riffs or melodic fragments that you like to 

assemble into larger works, the Ideas Hub will 

really appeal to you. 

Potent Playback 
Sibelius’s playback capabilities have improved 

in a number of ways. The program now ships 

with Native Instruments Kontakt Player 2 and 

Sibelius Sounds Essentials, a large “best of” sam¬ 

ple library with elements taken from Sibelius’s 

Rock and Pop Collection; Garritan Personal 

Orchestra, Marching Band, and Jazz and Big 

Band; and Tapspace’s Virtual Drumline. If you 

have other sample libraries or external instru¬ 

ments that you’d prefer to trigger, Sibelius can 

route playback to VST and AU instruments as 

well as to external MIDI devices. 

Sibelius 5 also has greatly improved internal 

mixing features, allowing for individual channels 

for each staff in the score. It also supports group 

faders, four effects buses, and a master volume 

fader. Each of the effects buses has spaces for 

two VST or AU effects in series, and the mas¬ 

ter fader has spaces for four. Unfortunately, you 

can’t select the effects directly from within the 

Mixer window—you must go to the Playback 

Devices window and then select the Effects tab, 

which is cumbersome. Once you’ve routed the 

plug-in, though, you can bring up its editing 

window by clicking on its parameter button 

within the Mixer window. 

Sibelius 5 also supports offline rendering, 

so if you’ve loaded it up with more samples and 

plug-ins than your computer can handle, you 

can still render a clear, pop-free audio file out¬ 

side of real time. 

Looking Good 
Sibelius has added a very cool alternative to its 

existing Inkpen family of fonts. Reprise is a set of 

nine fonts that you can use to create lead sheets 

with a handwritten look; the font’s appearance 

is a bit thinner and curvier than Inkpen’s bold 

style. There’s also a new Opus font that includes 

note names within the note heads—great for 

teaching beginners. Composers and teachers of 

early or avant-garde music will appreciate 2 new 

Opus fonts that add 200 more music symbols 

oriented to those particular genres. 

For percussionists, wind players, and other 

musicians who have to switch instruments dur¬ 

ing the performance of a piece, Sibelius 5 has 

added the Instrument Change window. It’s as 

easy to change instruments as it is to assign 

the initial instrument to the staff—simply 

select a point in time on the staff, then choose 

Instrument Change from the Create menu. 

and the Instrument Selection window appears. 

Select the new instrument, and Sibelius places 

a text instruction to the musician to change 

instruments at the previous instrument’s last 

note. It also automatically handles any trans¬ 

positions needed. 

Lay It Out 
There are other improvements in the flexibil¬ 

ity and layout of page numbers, bar numbers, 

and rehearsal marks. Bar numbers can now be 

moved and adjusted like any other text object, 

and you can either add a letter to a numeral 

(1A, IB, 1C) or replace a numeral with a letter. 

Rehearsal marks now have similar capabilities. 

Page numbers can have formats such as i, ii, iii 

or A, B, C and can be hidden or shown on each 

page separately. 

Sibelius 5 has a series of new functions 

aimed at simplifying the creation of cues within 

parts. To create a cue for a part, simply copy 

Panorama mode really 
enhances and completes the 
primary work-Plow paradigm. 
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REUÏEWS SIBELIUS 

FIG. 3: The Ideas window is a searchable database of musical 

snippets useful for kick-starting your compositional process. 

the cue passage to the clipboard, select the 

target part, and choose Paste As Cue from the 

Edit menu. Sibelius handles the transpositions 

and makes a cue-size part in the appropri¬ 

ate location with the cued instruments name. 

Additional commands allow Sibelius to suggest 

cue locations and to check cues to make sure 

they correspond with the original parts. This 

series of routines simplifies a rather tedious task 

for those who orchestrate and prepare parts. 

Sibelius’s look and feel is mostly unchanged 

from previous versions—a user who is upgrad¬ 

ing will feel immediately comfortable, though a 

few commands have moved to different menus. 

There have also been well over 100 other small 

improvements, such as additional plug-ins, 

additional layout options buried in the enor¬ 

mously detailed setup windows, and additional 

text styles and note head types. Mac owners 

will be glad to know that Sibelius 5 is Universal 

Binary compliant, so it will blaze along on 

current-generation Intel Macs. 

Room for Improvement? 
If there is room for much improvement in Sibe¬ 

lius 5, I’m not sure where it would be. There 

are a few small, niggling things you might run 

into. For example, if you accidentally delete 

a rest, it will make the rest invisible within 

your score, except when you arrow through 

it in Note-entry mode, at which point it will 

appear again. Certain staff expressions get 

duplicated visually on the master score while 

others don’t, though all of them print out cor¬ 

rectly. (The Sibelius team points out that this 

is standard notation practice.) The position¬ 

ing of these system objects can be 

defined from the System Object 

Positions item in the House Styles 

menu. As mentioned earlier, you 

should be able to select effects 

within the Mixer window rather 

than having to go to a separate 

setup window to do so. 

Also, the display shows a 

green, 1-pixel bar that repre¬ 

sents audio-playback position. 

At first I thought it was a graphi¬ 

cal bug. If you find the playback 

line distracting, you can hide it by 

clicking on View/Playback Line. 

You can't grab the green line to 

select playback position but have to do it from a 

timeline slider in the playback window instead. 

Small gripes aside, this program feels com¬ 

plete. It can notate virtually any style of music 

you throw at it, and it does so smoothly and pre¬ 

cisely. I have yet to find a notation task I could 

not accomplish with Sibelius. The only limita¬ 

tions have been in my learning to navigate the 

deeper intricacies of the application. Though 

EM sends me a lot of products to review, I had 

paid for my upgrade to Sibelius 5 and was so 

impressed that I asked EM to let me review it. 

Sibelius 5 is a complete, deep, and very fluid 

application that makes every aspect of what can 

be a mundane task a pleasure. Versions 3 and 

4 were already quite superb, but version 5’s 

Panorama mode really enhances and completes 

the primary work-flow paradigm. If you own 

version 3 or have upgraded to an Intel Mac, 

upgrade to version 5 immediately. If you own 

version 4, the answer to the upgrade question 

is really determined by how you like to work, 

but Panorama is still a pretty strong argument 

to do so. If you use another notation program, 

the decision becomes murkier still—learning 

curves for this class of software can be steep, 

but Sibelius is certainly worth a close look. And 

if you are using a pencil and paper, run, don’t 

walk, to your nearest music-notation software 

emporium and check out this program. 

Nick Peck is a composer/keyboardist/sound 
designer/engineer in the San Francisco Bay Area. 
His newest album, Fire Trucks I Have Known, 
hasj ust been released. Visit http://underthebigtree 

.com or email nick@underthebigtree.com. 
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Fender 
FIG. 1: The Fender VG Stratocaster 

offers several modeled electric and acoustic 

guitars, and you can also play it as a normal 

Stratocaster. 

VG Stratocaster 
Multiple guitars with the turn of a knob. 

PRODUCT SUMMARY 

modeling electric guitar $1,699 

PROS: Excellent playability. Variety of great 

electric guitar tones. Alternate tunings instantly 

available Requires no external adapters or spe¬ 

cial cables. 

CONS: All but Normal and 12-string tuning 

modes exhibit bleed-through of secondary 

pitches. Unconvincing acoustic guitar models. 

Fluttery reverb. Expensive. 

FEATURES 4 
EASE OF USE 5 
SOUND QUALITY 3 
VALUE 3 

Fender 

www.fender.com/vgstrat 

ONLINE k, 
BONUS Ä 
MATERIAL 

- By Michael Cooper 

T
he VG Stratocaster is the result of a 

collaboration between Fender and 

Roland, incorporating the latter 

company’s VG modeling technology and GK 

pickup in an American Series Stratocaster. 

Roland’s digital processing provides the VG 

Stratocaster with models of Stratocaster and 

Telecaster electric guitars and five acoustic 

guitars. With the turn of a knob on the instru¬ 

ment’s pickguard, VG processing also makes 

five alternate tunings available for each mod¬ 

eled guitar. A Normal mode bypasses all VG 

processing (including alternate tunings) and 

allows you to play the instrument as a regular, 

all-analog Strat. 

Pickup Lines 
At first glance, the VG Stratocaster looks 

like a normal American Series Strat (see 

Fig. 1). It has three Alnico single-coil pickups, 

a 5-position blade switch for switching pick¬ 

ups, rotary tone and volume controls, a maple 

neck with either a maple or rosewood finger¬ 

board, a synchronized tremolo bridge, a 3-ply 

parchment pickguard, and chrome hardware. 

Closer inspection, however, reveals a Roland 

GK bridge pickup and Mode and Tuning 

rotary controls mounted on the pickguard. 

The stepped Mode control selects 

from four categories of modeled guitars— 

Stratocaster, Telecaster, Humbucking Pickups, 

and Acoustic—or bypasses all modeling in 

Normal mode. Stratocaster mode is modeled 

after an ash-body Strat fitted with three single¬ 

coil pickups, whereas Humbucking Pickups 

mode is modeled after a Stratocaster with two 

humbucking pickups placed in the neck and 

bridge positions. 

When the guitar is not in Normal mode, 

the GK pickup is the only active pickup and 

the blade switch selects the desired virtual 

pickups for the currently selected modeled 

guitar (see Fig. 2). Because the guitars in 

Telecaster and Humbucking Pickups modes 

don’t include a middle pickup like a tradi¬ 

tional Strat, two of their blade-switch settings 

activate redundant neck- and bridge-pickup 

selections. Switching to blade-switch posi¬ 

tions 2 and 4 selects the normal and modeled 

Strats’ middle pickup along with bridge and 
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Who needs the H2 Handy Recorder? 
Every Musician on the Planet. 

SIMPLICITY IS A BEAUTIFUL THING. 
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high-quality audio. 

WHY FOUR MICS ARE BETTER THAN TWO. 

The H2 is the only portable recorder with 4 mic capsules onboard in a 
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unrivaled stereo imaging. 

PUSH A BUTTON... 

That’s all it takes to start recording! The H2’s intuitive user interface 
makes it easy to capture the moment. Onboard Auto Gain Control 
ensures your recordings are at the right level. And you get over 
4 hours of continuous operation with 2 AA batteries. 

PLAY IT BACK! 

Play back your recordings on your home audio system or listen 
to your masterpiece with the included earbuds. Enjoy studio¬ 
quality audio directly from your H2. 

SECURE YOUR DIGITAL MEMORIES. 

The H2 comes with a 512MB Secure Digital (SD) card. With a 
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at 44.1kHz, or a staggering 138 hours at MP3. You can 
store your recordings on a PC or Mac with the H2’s 
USB interface and then share them online. 

WHAT’S LIFE WITHOUT ACCESSORIES? 

Your H2 comes with a mic clip adapter, tripod stand, 
earbuds, a 10' USB cable, stereo cable, AC adapter 
and a 512MB SD card. 

ENJOY YOUR BRILLIANCE! 

Recording high-quality audio has never been so easy. 
You’ll be amazed by your sound. 

THE ZOOM H2 HANDY RECORDER. 
BRILLIANT STEREO RECORDING. EDGm 
©2007 Zoom zoomfx.com CATCH US IF YOU CAN 
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The results sounded 
absolutely phenomenal. 

less. A blue power-status LED on the guitar’s 

pickguard is constantly lit when an instru-

neck pickups, respectively. 

Acoustic mode presents a special twist. 

In this mode, the five blade-switch settings 

each recall a different modeled acoustic gui¬ 

tar, and the instrument’s tone control adjusts 

the amount of built-in reverb (its lowest set¬ 

ting turns reverb completely off). None of the 

electric guitar modes feature reverb. 

The Tuning control has six switch posi¬ 

tions that either activate five alternate tunings 

in turn or render normal tuning. The alternate 

tunings include Drop D (low E string tuned 

down a whole step), Open G, D Modal (strings 

tuned to D, A, D, G, A, and D from bottom to 

top), Baritone (tuned like a baritone guitar), 

and 12-string. (To see how each string is tuned 

in each tuning mode, see the specifications 

table online at www.emusician.com.) If you 

tune your guitar differently than standard tun¬ 

ing, the alternate tunings will be transposed by 

the same amount. 

No Muss, No Fuss 
All VG processing is built in, with no external 

interfacing required save the usual 14-inch TS 

instrument cable used to plug the guitar into 

an amplifier, a direct box, or a preamp. Unlike 

a MIDI guitar, the VG Stratocaster imposes vir¬ 

tually no tracking latency. 

The instrument requires four AA bat¬ 

teries to power its digital processing (guitar 

models and alternate tunings). Rechargeable 

NiMH batteries yield about 10 hours of oper¬ 

ation, whereas disposable AAs provide a bit 

ment cable is plugged in and battery reserves 

are high. The LED flashes when the batteries 

are running low on juice and goes out when 

the batteries are completely drained. If your 

batteries go dead and you’re caught without 

fresh replacements, you can still play the VG 

Stratocaster in Normal mode like a regular 

electric guitar. 

Fender deliberately chose battery power for 

the VG Stratocaster so that musicians wouldn’t 

be tied to cumbersome and easily misplaced 

proprietary adapters or cables. This arrange¬ 

ment makes the instrument extremely easy to 

use. The battery is under load only when an 

instrument cable is plugged into the guitar, so 

removing the cable when the instrument is not 

in use preserves battery life. 

The VG Stratocaster comes with a hard¬ 

shell case. You also get a tremolo arm, a 10-foot 

instrument cable, an adjustable guitar strap, 

and an owner’s manual. 

Axe to Grind 
First and foremost, the VG Stratocaster is a 

high-quality musical instrument. Guitarists 

will appreciate its good intonation and fast 

action. My review unit (which featured a rose¬ 

wood fingerboard) had no problems with fret 

buzz anywhere along its neck, and the trem 

arm didn’t throw off tuning with vigorous use. 

Minutes after receiving it, I put the VG 

Stratocaster to use in a country-music record¬ 

ing session that was already in progress. With 

the instrument in Stratocaster mode, set to its 

virtual bridge pickup and 12-string tuning, I 

plugged into the DI input of an SSL XLogic 

Alpha Channel channel strip and let er rip. 

When I double-tracked slow-hand arpeggios, 

panned the two tracks hard left and right, 

and added stereo chorus to taste, the results 

sounded absolutely phenomenal. Check 

FIG. 2: Whenever you engage any of the VG Strat s modeled guitars, it bypasses the three single-coil pickups in 

favor of the Roland GK pickup mounted near the bridge. 
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REVIEWS VG STRATOCASTER 

out Web Clip 1 to hear the VG Stratocaster 

played in Normal, Stratocaster, and 12-string 

tuning modes. 

1 often fight induced 60-cycle hum while 

recording with my vintage Strat in my con¬ 

trol room (this is a common problem with 

guitars that have single-coil pickups). The VG 

Stratocaster’s Strat model not only provided a 

classic, ducky tone that 1 immediately loved. 

but also was immune to hum and gave me 

instant access to alternate tunings without 

changing string tension. You won’t have to 

worry about fret buzz when using VG tunings 

that drop a string’s pitch a whole step. That said, 

the VG Stratocaster’s alternate-tuning modes 

had other problems I will discuss shortly. 

Playing through a Roland MicroCube gui¬ 

tar amp miked up with a Royer R-121 ribbon 

PHONIC 
WWW.PHONIC.COM 

control Freak 
Time for an upgrade? 
Call 800-430-7222 
Monitor four independent stereo analog inputs and two digital inputs 

Three separate studio monitor outputs 

Talkback assignable to studio out. record out. monitor, or alternate 

Volume control knob with digital display for precise level adjustments 

Independent left and right cut button and stereo - to - mono button 

mic, the VG Stratocaster delivered excellent 

rock tones in Normal, Stratocaster, Telecaster, 

and Humbucking Pickups modes. Relative 

levels for the normal and three modeled elec¬ 

tric guitars were fairly close to equal, which 

should aid live performers switching between 

modes midsong (see Web Clip 2). 

You can argue about how close Fender 

came to achieving realistic models of the 

included electric guitars, but which particular 

instruments do you compare them to? No two 

instruments sound exactly alike, especially after 

they age. From the outset. Fender researchers 

avoided modeling the VG Stratocaster after 

any particular instrument and aimed instead at 

emulating the basic tonal qualities inherent in 

the product lines being modeled. For the elec¬ 

tric guitars, at least, they succeeded. 

The five modeled acoustic guitars, on the 

other hand, sounded nothing like the real 

thing. Depending on the model, the acoustic 

guitars sounded either pinched and cutting, 

muddy, or merely like a Dl’d electric guitar 

(see Web Clip 3). All exhibited an electronic-

quality that decried their “acoustic” label. The 

reverb in Acoustic mode was also disappoint¬ 

ing, exhibiting a fluttery tail. Far less critical 

but nonetheless counterintuitive, the two 

brightest acoustic guitar models were assigned 

to the blade switch’s neck-pickup position. 

On a happier note, you can easily access 

the VG Strat’s battery compartment on the 

back of the guitar’s body without using any 

tools. Inside the compartment is a double¬ 

sided cradle that lifts out for quickly exchang¬ 

ing the batteries. It took me only about a min¬ 

ute to do so. 

Let It Bleed 
During songwriting sessions, I found it inspir¬ 

ing to have alternate tunings available at the 

flick of a switch. However, the Drop D, Open 

G, D Modal, and Baritone tuning modes all 

had problems with secondary pitches bleed¬ 

ing through. Using these digital tunings, I 

could often hear the real pitch of the string 

being voiced along with its processed pitch, 

albeit at a lower volume. The bleed-through 

pitch was generally most audible in modeled-

Strat mode (see Web Clip 4). 

The pitch bleed was mostly a problem 

when it formed a dissonant interval with the 
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I was inspired to have 
alternate tunings at the 

Plick oP a switch. 

modified pitch, such as when playing a string 

whose pitch was dropped a major second 

interval by using a particular tuning mode. 

For instance, D Modal tuning dropped the B 

string’s pitch to an A, which clashed with the 

original pitch of the B string bleeding through. 

Strangely, if 1 played the guitar’s B string 

in Open G tuning mode without muting the 

other strings, 1 could hear the D Modal tun¬ 

ing’s pitch for that string (which is a whole 

step lower) bleed through. Inexplicably, mut¬ 

ing the unpicked strings silenced the bleed¬ 

ing note (see Web Clip 5). 

On rare occasions in Baritone tuning 

mode, doing palm mutes on the VG Strato¬ 

caster’s low E string briefly and randomly 

produced the string’s true pitch (E) instead of 

its processed pitch (B). 

Mixed Results 
I almost rated the VG Stratocaster a 2 for Value, 

given the instrument's high price tag vis-à-vis 

its unconvincing acoustic guitar models and 

the pitch-bleed problems that plague most tun¬ 

ing modes. However, the pitch-bleed problems 

might not be noticeable during live ensem¬ 

ble performances when using, for example. 

Humbucking Pickups mode. More important, 

the normal and modeled electric guitars all 

sound great in both Normal and 12-string tun¬ 

ing modes, and the instrument’s playability and 

ease of use are excellent. 

If Fender (or Roland) can fix the pitch¬ 

bleed problems in a future generation of VG 

Stratocasters, it will have a runaway hit on its 

hands. Until then, value-minded studio musi¬ 

cians might balk at the high price for an imper¬ 

fect instrument. But for those who don’t use 

alternate tunings and just want a versatile elec¬ 

tric guitar that plays well, the VG Stratocaster 

has a lot to offer. 

EM contributing editor Michael Cooper is 
the owner of Michael Cooper Recording in 
Sisters, Oregon. Visit him at www.myspace 
.com/michaelcooperrecording. 
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Panorama 

MasterVerb 5 
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O Uncompromised Sound Quality 

TackPlug 5 

MultiDynamics 5 E. 

o 
o 
o 
o Totally Compatible 
o Affordable Price 

Professional Design & Ergonomics 
Extremely CPU Efficient 
Flexible Licensing Policy 
Excellent Customer Support 

TrackPlug is a comprehensive channel 
strip in one plug-in: dual compressors, 
10-band EQ. Gate with sidechain 
modes & much more. CPU efficient 
Masterverb provides a variety of early 
reflection patterns with very powerful 
envelope & EQ controls. A versatile 6-
band compressor and a professional 
peak limiter and volume maximizer 
deliver sonic clarity and punch totally 
unavailable at this price. Get Power 
Suite 5 at a dealer today! 

PowerSuite 5 sets a new standard in 
plug-ins for mixing, mastering & sound 
design. They are the brain child of Dr 
Bill Gardner, founder of Wave Arts. 
Who is Bill Gardner? Bill spent 7 years 
as a Senior Software Architect at 
Kurzweil and was instrumental in cre¬ 
ating such timeless calssics as the K2S0 
& K2000. Now, we proudly introduce 
the latest gem from this true American 
master - Power Suite 5 - a set of 5 
must-have plug-ins. 

Ralph Muha, Chet Graham & Bill 

Gardner at Kurzweil K250 software 

development station, cira 1985. 
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on the front panel, which override the mic inputs on the 

back when a plug is inserted. 

Focusrite 
SaPPire Pro 26 
A sophisticated multichannel FireWire audio interface. 

ÍZ PRODUCT SUMMARY 

i multichannel FireWire audio interface 
$699.99 

PROS: Clean mic preamps; good audio quality 

overall. Internal mixer for low monitoring latency 

during tracking. Dual headphone outputs can 

; have somewhat independent mixes. Expandable 

through ADAT I/O ports. 

CONS: Onscreen mixer and control panel dif¬ 

ficult to read and not very intuitive to operate. 

: Documentation reasonably complete but scat-

; tered in too many places. Fussy about external 

clock synchronization. 

ï FEATURES ¿I 
: EASE OF USE 2 
i AUDIO QUALITY 4 
: VALUE 4 

Focushte 

www.focusrite.com 
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--- By Mike Rivers 

W
indows and ASIO are strange 

bedfellows—for example, a pro¬ 

gram that uses the ASIO device¬ 

driver model can talk to only one unit at a 

time. So I was pleased to hear that Focusrite has 

designed its Saffire Pro series of multichannel 

FireWire audio interfaces so that up to three 

can be combined to theoretically provide as 

many as 78 inputs and outputs for a Windows¬ 

based DAW (depending on the computer and 

other bandwidth-limitation factors). The series 

also plays nice with Mac OS X, which natively 

supports multiple, simultaneous ASIO devices. 

The top-of-the-line Saffire Pro 26 accom¬ 

modates sampling rates from 44.1 to 192 kHz. 

Also available is the Saffire Pro 10, which 

tops out at 96 kHz and has fewer connections 

(more on this shortly). Power is supplied by the 

FireWire bus or a lump-in-the-line power sup¬ 

ply with a sturdy, locking connector. 

Software drivers and the SaffireControl 

Pro virtual control panel and mixing console 

are provided for Windows XP SP2, 64-bit XP, 

Media Center, and 32- and 64-bit Vista. On the 

Mac side, the minimum requirement is OS X 

10.3.3, though the manual says “may require 

updates.” As one who flies on the trailing 

edge of technology, I tested the Saffire Pro 26 

using Windows XP on a laptop with a 1.2 GHz 

Pentium 4 CPU and 256 MB of RAM. 

Gozintas and Gozoutas 
Both Saffire Pro models offer eight mic pre¬ 

amps with gain controls and clip LEDs on the 

front panel and XLR connectors on the rear 

panel. The 48V phantom power is switchable 

in two banks of four channels. 

Eight front-panel line-input jacks override 

their corresponding mic inputs when a plug is 

inserted. Line inputs 1 and 2 can be switched 

to become high-impedance instrument inputs 

for things like electric guitars. You also get a 

S/PDIF coaxial input, MIDI In and Out/Thru 

(switchable), and two FireWire 400 ports. Each 

audio input has a corresponding output, and 

the analog outputs are grouped in pairs. 

The Pro 26 offers some extra goodies, 

including a switchable highpass filter on each 

mic/line input, a low-impedance (3OOÍ2) switch 

for mic inputs 1 and 2, and polarity (phase) 
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J-J- Each analog input has a corresponding output. 

C€ ® 

2 ?§§•••••••• 

» Eight mic inputs provide 48V phantom 

power in two groups of four. 

In addition to eight XLR mic inputs, the Saffire Pro 26 provides two AOAT ins and outs, S/PDIF 

in and out. MIDI In/Out/Thru. two FireWire ports, and word clock in and out on BNC connectors. 

reverse on input 1. A button on the software 

console converts line inputs 5 and 6 to insert 

jacks for channels 1 and 2. Two ADAT inputs 

provide 16 additional channels at 44.1/48 kHz 

or 8 channels at 88.2/96 kHz using the S-Mux 

protocol, which combines 2 channels for each 

data stream at the higher sampling rates. Finally, 

there’s a word-clock input and output. 

The Monitor volume control is digital with 

1 dB increments, causing zipper noise when you 

spin it. Also, there’s quite a bit of hash in the out¬ 

puts while the Saffire is starting up, so you’ll want 

to power up your monitors last. That’s always a 

good policy, but not everyone does it. 

The operating levels are in the profes¬ 

sional range, with a maximum output level of 

+20 dBu. At maximum input gain, -45 dBu 

into the mic preamp corresponds to full-scale 

record level (0 dBfs), which is about 5 dB more 

sensitive than many other mic preamps in its 

class. Quiescent noise at full gain is -75 dBfs, 

which is pretty good considering that it’s rela¬ 

tive to a +20 dBu analog output level. 

The Saffire Pro retains all its analog I/O at 

all sampling rates, but at higher rates, function¬ 

ality and digital I/O is reduced. At 88.2/96 kHz, 

you lose an ADAT input and output to the 

S-Mux protocol. At 176.4/192 kHz, all ADAT 

I/Os and the mixer are unavailable, so you also 

lose direct input monitoring. 

Mixmaster 
An important feature of the Saffire Pro series 

is its digital mixer, which is controlled by the 

SaffireControl Pro software. When tracking. 

you can monitor all the inputs and a stereo 

mix of recorded tracks with substantially less 

latency than when the input source must take 

a detour through the computer. The mixer 

retains its current settings when disconnected 

from the computer, so it can serve, for example, 

as a keyboard mixer on a gig, though its con¬ 

trols are limited. 

Normally, when using the Saffire Pro for 

tracking, you’ll want to take advantage of the 

mixer. In Hardware Monitor mode, however, 

the analog inputs are routed almost directly 

to the analog outputs (they do go through 

A/D and D/A conversion), without passing 

through the mixer. This is useful if you pre¬ 

fer to use a hardware mixer for monitoring or 

mixing live to a 2-track recorder with more 

control than you have with the SaffireControl 

Pro mixer. 

Under Control 
The main act in the SaffireControl Pro software 

is the virtual mixer (see Fig. 1), which provides 

eight faders and pan controls with tabs to select 

which group of inputs they control (analog, 

ADAT1, ADAT2, or S/PDIF). Each of the four 

stereo outputs has a slider to adjust the balance 

between the input mix and DAW playback; 

a volume control (linkable to the hardware 

Monitor knob); Mute, Solo, and Dim buttons; 

and a switchable 12 dB output pad to fix the 

pesky “my outputs are too hot for my speak¬ 

ers” problem. Ihe S/PDIF output has only an 

input/DAW balance slider. 

The Control Panel section lets you specify 

the sampling rate and sync source, save and 

recall setups (mixer level and pan settings, 

sampling rate, and sync source), and, in a multi¬ 

unit configuration, select which Saffire Pro the 

console is controlling. 

You can also tell the software to keep the 

Control Panel display on top of other open 

windows and eliminate the input-mixer dis¬ 

play. I think the other way around—removing 

the less-often-used configuration buttons and 

leaving the mixer—would be more useful. 

The sampling rate must be set from the 

Control Panel; the Saffire Pro doesn’t adopt the 

rate set in the DAW program. ASIO and FireWire 

buffer size are adjusted from a separate control 

The SaPPire Pro’s audio 
quality is very good. 
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FIG. 1: The SaffireControl Pro software provides onscreen control of the digital mixer and many other features. 

panel that is not conveniently accessible from 

SaffireControl Pro; it must be opened as a sepa¬ 

rate program. ASIO buffer size can be adjusted 

on the fly, but the FireWire buffer size cannot be 

changed while SaffireControl Pro is active. 

In Use 
The Saffire Pro’s audio quality is very good; its 

mic preamps are transparent and reasonably 

quiet. Because I most often record acoustic 

music that isn’t very loud, 1 appreciated the 

THE 2 MS LATENCY CONSPIRACY 

You’re probably aware 

of the golden rule of 

mic placement: avoid 

picking up a sound source with 

two mies at unequal distances. 

When those mies are mixed, the 

difference in arrival time results 

in a degree of phase shift-and 

therefore cancellation-at the 

ffequencies directly related to 

the time difference. This is called 

'comb filtering" because the fre¬ 

quency response of the system 

looks (sort of) like the teeth of 

a comb. 

The same thing happens 

when listening to your own voice 

on headphones, because there 

are two paths from your vocal 

cords to your eardrums: the one 

through your throat and head 

and the one through the latency-

delayed headphones. Your voice 

will sound odd to you because 

it’s being comb filtered inside 

your head. 

You'll sound normal to any¬ 

one else listening to the same 

headphone mix or the control 

room speakers, because they are 

hearing your voice via only one 

path, not two. So when a singer 

questions the sound of their 

voice in the phones, they might 

not be nuts. 

Some singers are really 

sensitive to this effect, some 

don’t notice, and some run the 

headphone volume so high that 

the acoustic sound is swamped 

out and the comb "teeth" are 

negligible. Sensitive folk-music 

divas almost always give a better 

performance when not worried 

about how their voice sounds, 

and a good performance trumps 

technology anytime. 

The monitoring latency 

through the Saffire Pro is in the 

range where it can notch out fre¬ 

quencies that give a voice much 

of its character, around 430 Hz. 

860 Hz. 1,290 Hz, 1,720 Hz. and 

so on. Try it yourself and see if 

you can hear the change in your 

vocal character as you adjust the 

headphone volume. 

extra 5 dB of gain over some other preamps I 

have. It’s usable gain, too. Sure, you can hear 

hiss when you turn the knob all the way up, but 

the signal-to-noise ratio is what counts, and 

that’s quite acceptable. 

The Pro 26’s highpass filters are 3 dB down 

at 100 Hz, 10 dB down at 60 Hz, and 23 dB down 

at 30 Hz, so they should do a good job of keeping 

rumble out of your mies. (1 didn’t have enough 

rumble in my mies to really verify this.) 

There’s no metering other than a clip LED, 

which comes on a mere 0.2 dB below the onset 

of both analog and digital clipping. As a result, 

it’s important to set the gain conservatively and 

watch your DAW meters. 

It took a while to get the hang of using the 

onscreen mixer. It’s functional, but with more 

than one bank of inputs, it can get pretty con¬ 

fusing. Focusrite calls the mixer “low latency” 

rather than “no latency,” and low it is. A trip 

from the mic in to the headphone out takes 

2.3 ms at 44.1 kHz and 1.6 ms at 96 kHz, con¬ 

siderably faster than the typical 5 to 10 ms 

latency that occurs running through a well-

tweaked computer (see the sidebar “The 2 ms 

Latency Conspiracy” for more on this). 

I checked out the ADAT connections 

using a Mackie 800R 8-channel mic preamp. In 

addition to verifying the ADAT inputs’ func¬ 

tionality, it also offered the opportunity to com¬ 

pare the Saffire Pro preamps with those of the 

Mackie, which I’m quite fond of. 

It was really a toss-up. They sounded a 

little different, but it was hard to put a finger on 

the difference, and I never had a clear prefer¬ 

ence for one or the other regardless of the mic 

or program source. This wasn’t a pure analog 

comparison, because each signal path went 

through its own A/D converters, which almost 

certainly contributed to the small difference in 

sound. 

Working with the SaffireControl Pro con¬ 

sole was downright clumsy. Tiny screen fonts 

made legends hard to read, and it was difficult 

to tell at a glance whether a button was pressed 

or not. The sliding pink band around the pan 

knob to indicate its position made little sense to 

me. Why not just make the practically invisible 

scribe line on the pan knob big enough to see 

easily? With no way to label the faders, I often 

grabbed the wrong one, or the right one in the 

wrong bank. Moving any mixer knob produced 
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BE A TWEAKER. 
zipper noise, which got annoying after a while. 

Hardware Monitor mode disconnects the 

inputs from the mixer, but there is no indication 

on the Control Panel that you’re in that mode. 

More than once, 1 forgot that I had Hardware 

The next time you fire it up, if you don’t have the 

ADAT input connected, it won’t sync up until 

you switch back to internal sync, at which point 

the Saffire Pro disconnects and goes searching 

for the FireWire connection again. More than 

Working with the 
SaPPireControl Pro console 

was downright clumsy. 

Monitor enabled and wondered why the mixer 

faders didn’t work. Perhaps it would make sense 

to switch to the “no mixer” (192 kHz) display 

when in this mode. 

There are many ways to not get sound 

out of this gadget, and I think I found most of 

them. A more intuitive user interface would be 

very welcome. With a few extraneous buttons 

left over from a previous firmware version, the 

SaffireControl Pro display is due for a makeover, 

so 1 hope there will be some improvements. 

My biggest gripe is with the documenta¬ 

tion. I he only manual is a PDF file on the instal¬ 

lation CD. The Focusrite Web site contains addi¬ 

tional information in the form of an addendum 

to the manual, a FAQ with useful supplemental 

information, and release notes for the current 

drivers, but you have to know it’s there and then 

hunt for it. The Saffire Pro is a many-faceted 

interface that deserves a complete and well-

written reference manual. Focusrite assured me 

that it’s working on pulling the pieces together, 

and there should be an updated manual by the 

time you read this. 

The Kitchen Sync 
In addition to its internal clock, the Pro 26 

can sync to an external word clock through its 

BNC input, either of the two ADAT inputs, or 

the S/PDIF input. However, the device can be 

a bit fussy about external synchronization. For 

example, the sync signal must be present before 

you select it. 

Also, if you were using ADAT sync when 

shutting down the Saffire, it “remembers” that. 

once, this apparently hung up the FireWire bus 

and I had to restart the computer in order to get 

things going again. 

1 heard frequent pops when syncing the 

Pro 26 to the 800R ADAT output. With this 

configuration, I also had occasional sync drop¬ 

outs, which meant 1 had to restart the whole kit 

and caboodle. Switching the Saffire to its inter¬ 

nal clock and syncing the 800R to the Saffire’s 

word-clock output worked fine. If you have two 

ADAT input sources connected, they’ll need 

their word clocks synchronized, so things could 

get complicated without a master clock genera¬ 

tor or distribution amplifier. 

Summing Up 
The Saffire Pro 26 is an impressive unit with a 

lot of bang for not many bucks. Low price aside, 

it’s not really an entry-level product. You need 

some experience in order to get the most out of 

it. The Pro 26’s greatest potential is as a remote 

recording interface that can be expanded with 

the addition of more Saffire Pros as needed, 

though if I needed to mix that many mies in a 

room full of fussy musicians with headphones, 

I’d prefer to do it on a real mixer with real hard¬ 

ware controls. Still, the Focusrite Saffire Pro 26 

is hard to beat for the price. 

Mike Rivers has recorded albums for Rounder, 
Folkways, Folk Legacy, and other labels, as well 
as programs for public radio and field recordings 

for the Smithsonian and the Library of Congress. 
He is the author o/The Last Mackie Hard Disk 
Recorder Manual (Cafe Press, 2004). 
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SP2X STAGE PIANO 

However, it also requires memorizing the 

locations of your favorite patches. Fortunately, 

the unit has a quick-access bank, which allows 

you to recall your 16 favorite programs and 

setups with one button press. 

Four data knobs work in conjunction 

with a 3-way knob mode switch to give you a 

matrix of 12 knob functions. These functions 

include acting as MIDI continuous control¬ 

lers; controlling the zone’s main, layer, split, 

and rhythm levels; adjusting the effects set¬ 

tings; and setting the rhythm tracks tempo. 

Each user setup stores and recalls patch, split, 

and effects settings and mix levels. 

A series of dedicated mode buttons is 

designed to let you quickly turn reverb and 

other effects on or off, as well as assign layers 

and split points. Another series of buttons is 

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 
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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 
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famous in-depth applications articles 
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MIX^joks — 
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. 

reserved for editing, transposition, and key-

and Velocity-range selection. In the middle of 

the panel are two rows of eight buttons that 

are used to select patches, effects algorithms, 

and rhythm tracks. For patch selection, the 

top row selects the category (piano, strings, 

pads, and so on), while the bottom row selects 

the variation. An automatic layer/split func¬ 

tion makes creating layers and splits a fast and 

easy process. These 8X8 groupings make it 

quick to audition multiple patches within the 

same category. 

The rear panel is equipped with all the 

outputs that you would expect: a %-inch 

headphone jack, a pair of W-inch TRS line 

outs, %-inch sustain and continuous-

controller inputs, a USB port for interfacing 

directly to PCs, and MIDI In/Out/Thru (see 

Fig. 2). 

Sounds Like ... 
Sounds are, of course, what a digital piano is 

all about, and the SP2X delivers in this depart¬ 

ment. The flagship sound for the instrument 

is Kurzweil’s Triple Strike Grand Piano. This 

sample set is used for eight patches, includ¬ 

ing a bright hard-rock sound and a slightly 

detuned ragtime sound. Ihe straight-up stereo 

grand and concert grand patches are the stand¬ 

outs here. The samples are rich, subtle, and 

even across the keyboard, although you can 

hear slight timbrai differences at boundaries 

between samples. 

Overall, the voicing is moderately bright 

to my ears. The high treble keys, which can 

be troublesome in some piano sample sets, 

sound realistic, without any stretching of 

samples played beyond their believable range. 

My only complaint is that the loop section in 

the bass strings becomes noticeable when 

holding a single key down for longer than 4 

or 5 seconds and listening carefully. However, 

in a real-world playing scenario, this would 

rarely happen. 

Many of the electric piano sounds 

are pretty darn good (see Web Clips 1 

through 4 to hear examples of several pre¬ 

sets). Fagen Phaser is a credible imitation of 

the Steely Dan Rhodes sound, and Old Sly 

Rhds has a bit of touch-sensitive funky mid¬ 

range bite and a nice Velocity-driven timbrai 

shift. Big Red Wurly sounds authentic to me, 
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FIG. 2: The SPZX's back panel provides a host of I/O options. 

The SP2X has a USB port ror J-J- The %-inch stereo headphone jack makes 

communication with a Windows computer. the unit ideal for practicing in a quiet studio. 

if you adjust the mod wheel to bring in some 

Wurlitzer tremolo. None of them sound good 

when pushed beyond the range of the original 

instruments, but if you play them appropri¬ 

ately, they get the job done well. 

If classical organ is your thing, Pipe 

Organ is a huge, rich, all-stops-out organ 

sound drenched in reverb. Jazz organ doesn’t 

fare as well: Ballad of 3 Bar is the best of the 
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The hall and chamber reverb 
ePPects are particularly good. 

bunch, with a Leslie speed simulation on the 

mod wheel. The sound can work if organ is 

an occasional part of your bag of tricks, but if 

you are relying heavily on organ sounds, you 

should look for a device particularly suited to 

that task. 

Orch Pad and Film String are both lush, 

deep string pads well suited to filling space 

in an arrangement. Williams Brass or Brass 

Section could be useful for a keyboardist fill¬ 

ing in parts for a horn section, but neither is 

a perfect substitute for the real thing. I really 

liked the beautiful choir pad sound of Bright 

Voices, and Old Lead had me dusting off ’70s-

era Genesis riffs. 

The SP2X also has a small but well-chosen 

set of percussion sounds. Studio Drums 1+2 

gives you everything you need to sketch out a 

rock track, and Virtuoso Pere offers a nice variety 

of ethnic and hand percussion. Dual Marimba 

and Vibes both provide nice-sounding and use¬ 

ful impersonations of the real instruments. 

In Effect 
Kurzweil is especially proud of its 24-bit 

effects, stating that its DSP algorithms are of 

superb quality for products in this price range. 

The unit offers two simultaneous effects per 

program: a reverb and an additional effect. The 

reverbs include the usual rooms, chambers, 

and halls. The additional effects include cho¬ 

rus, flange, delay, compression, distortion, fil¬ 

ter (an auto-wah), Lazerverb (a spacey, echoey, 

metallic reverb), and “mise.” The mise effect is 

context sensitive; on the piano patches, it cre¬ 

ates a detuned effect, and on the Hammond 

patches, it simulates the Leslie speaker. 

In keeping with the idea of simplicity of 

design, you can’t adjust any parameter on the 

effects except wet/dry mix—what you hear 

is what you get. Fortunately, the designers 

focused primarily on creating common, fairly 

generic effects. The hall and chamber reverb 

effects are particularly good, with a nice 

bloom and a clean, smooth tail. 

I Got Rhythm 
The SP2X’s rhythm tracks are a useful aid for 

practice and composition. These 64 patterns 

HE EVOLUTION OF AN AWARD-WINNING STANDARD. 
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are organized into 8 musical genres: bal¬ 

lads, Latin, country, and so forth. The tempo 

knob allows you to change the tempo of each 

groove from 40 to 280 bpm. There’s also a 

metronome that lets you choose between four 

time signatures. 

The rhythm patterns have been chosen to 

create a well-rounded collection, but like the 

effects settings, they are fixed. I wouldn’t plan 

on using them in performance, but as a quick-

and-dirty practice tool to help get your timing 

together, they can’t be beat. 

Get Connected 
The SP2X has a USB port, making a direct con¬ 

nection with PCs—no MIDI interface required. 

Unfortunately, drivers are available only for 

Windows XP at this time, so if you are a Mac 

user, you will have to use the SP2X’s MIDI ports 

with an external MIDI interface instead. 

The SP2X can double as the primary 

MIDI controller for a modest live rig or stu¬ 

dio. The unit supports 16 setups, which are 

individual configurations of internal sounds 

and/or MIDI control of external sources. Each 

setup has four zones, each with its own key 

and Velocity range, transposition, and MIDI 

The SP2X 
is built Por 

gigging-

channel. You can also assign the continuous-

controller value for each of the four data 

knobs on a per-setup basis. Programming the 

setup is hampered a bit by not having an LCD. 

If you require more-flexible MIDI control and 

programmability, as well as a more detailed 

display, you might look to Kurzweil’s PC series 

of keyboards instead. 

1 love reviewing products that rock. The 

Kurzweil SP2X is a really well-designed piece 

of gear that is tailor-made for the gigging key¬ 

board player. The weight and form factor, qual¬ 

ity action, useful sound set, simple interface, 

and modest price make for an appealing prod¬ 

uct. Add the rhythm tracks and metronome, 

and you also now have an effective practice and 

compositional tool. Though the absence of an 

LCD can be a detriment in some situations, it 

also keeps things focused on simplicity, which 

is what this keyboard is all about. If you are in 

the market for a new gigging piano, the SP2X is 

worth your consideration. 

Nick Peck is a vintage-keyboard freak living 
and gigging in the San Francisco Bay Area. His 
newest CD, Fire Trucks I Have Known, is now 
available. Visit http://underthebigtree.com or 
email nick@underthebigtree.com. 
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TriggerliO 

ALESIS 

By Markkus Rovito 

Although seasoned programmers can 

do amazing things with the tiny rubber 

squares in most drum pad arrays, tradi¬ 

tional drummers prefer the feel of a full-

size kit. To suit their desires, Alesis has 

introduced the TriggerliO ($149), an elec¬ 

tronic percussion interface that routes as 

many as a dozen 'A-inch drum triggers 

to a computer or sound module through 

its USB 1.1 and MIDI Out connections. 

The TriggerliO allows drummers to take 

advantage of the massive sound libraries 

in software instruments and to edit drum 

parts as MIDI sequences rather than audio 

recordings, without a lot of finger tapping 

and avoiding the aggravating task of con¬ 

necting an electronic drum kit's brain to 

your rig using old-school MIDI ports. 

Check Your Brain at the Door 
The TriggerliO is a bit larger than a VHS 

cassette case and is substantial ly weight¬ 

ier, with a sturdy metal chassis built for 

gigging. Four rubber feet anchor the bot¬ 

tom, and a Kensington lock provides a 

security option. Instead of a graphic LCD 

(which would increase the price con¬ 

siderably), the display comprises only a 

3-character LED and ten indicator LEDs. 

You navigate settings with four buttons: 

Function Up, Function Down, Value Up, 

and Value Down. 

The bundle includes FXpansion BFD 

Lite 1.5 (Mac/Win), which runs stand¬ 

alone or asan AU, DXi, or VSTi plug-in and 

supplies nearly 1 GB of sounds organized 

into 12 kits. Installing the TriggerliO and 

the software was straightforward and 

required no registration or drivers. 

The Trigger|iO's ’A-inch jacks accept 

TRS plugs for dual-zone drum pads or 

TS plugs for single-zone pads. Jacks 1 

through 8 are labeled Kick, Snare, Hi-Hat, 

and so on, allowing you to connect your 

pads to correspond with the Trigger|iO's 

presets. The unit also has a dedicated hi-

hat pedal input and an input for increas¬ 

ing and decreasing values with a dual 

footswitch. 

Audition 
I connected the TriggerliO to a Roland 

HD-1 kit and a MacBook Pro and then 

booted BFD Lite. Because the TriggerliO 

defaults to BFD Lite's assignments, the 

drum sounds were correctly assigned 

to the kit's corresponding pads. The 

TriggerliO automatically detected the 

hi-hat pedal input and assigned open 

and close commands. Although latency 

wasn't a problem, I wasn't happy with 

the kick pedal's response, but that prob¬ 

ably resulted from the HD-l's unorthodox 

spring action. 

BFD Lite’s presets include rock, electro/ 

dance, and jazz/brush kits. They bear the 

same high-quality sounds and Velocity 

layers that earned BFD 1.5 so much 

respect, but there's just not enough con¬ 

tent. If you're serious enough to own an 

electronic pad kit and a TriggerliO, you'll 

really want the enormous content of BFD 

or another large drum library. 

I also tested the TriggerliO using plug-

The TriggerliO connects electronic drum pads to software and MIDI instruments. With an optional third-party drum 

mount, you can attach it to a cymbal stand. 

ins within Abletor Live, Apple Logic Pro 

8, and Apple MainStage. The TriggerliO 

provides 20 presets (also called kits), but 

only 5 of them are preprogrammed (for 

BFD Lite,General MIDI drums,GM percus¬ 

sion, and 2 chromatic scales). To create 

the kits I wanted in the DAW environ¬ 

ments, I had to edit some other presets. 

The Trigger|iO's onboard menus let 

you assign a MIDI note and channel to 

every trigger of each kit, specify a MIDI 

Program Change for each kit, and set 

global parameters affecting all trig¬ 

gers across all kits. Global parameters 

include Gain, Velocity Curve, Threshold, 

X-Talk (which attempts to correct false 

triggering), Retrigger, and Trigger Type: 

all of them determine how triggers will 

react when engaged. To change global 

settings, you scroll to the parameter 

type with the Function buttons and then 

adjust the setting with the Value but¬ 

tons. Adjusting individual triggers is 

similar, but you engage the trigger first. 

To save your settings, scroll through the 

menus until you recurn to the Kit menu. 

Curtain Call 
The TriggerliO provides plenty of program-

mability, but it’s ironic that a product 

bridging electronic drum kits to the mod¬ 

ern world of software appears stuck in a 

'90s programming paradigm. Although 

most MIDI controllers include editor¬ 

librarian software to simplify editing and 

to save and load presets, the TriggerliO 

does not. Fortunately, you can transfer 

SysEx to and from a computer using third-

party software. However, beyond initially 

plowing through a potentially tedious 

editing process to set up some go-to pre¬ 

sets, the thought of frequently going back 

to create new kits is daunting. 

Nonetheless, the TriggerliO is a unique 

product that delivers on its promise and 

performs well at an attractive price. 

Using electronic drum pads to play soft¬ 

ware instruments over USB definitely 

will excite many drummers. However, my 

trigger fingers are still crossed for a much-

needed software update to improve the 

Trigger|iO's programmability. 

Value (1 through 5): 4 

Alesis 

www.alesis.com 
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TASCAM 

FireOne 
By Rusty Cutchin 

Tascam and Frontier Design have come 

up with a nifty little aud io/M I DI interface 

that also controls your DAW software. The 

FireOne ($399) gives you tactile interac¬ 

tion with your software, two mic preamps 

with phantom power, lots of function keys 

to help automate software tasks, and 24-

bit resolution over FireWire, all in a sleek 

and compact tabletop pod. 

Wheel of Functions 
The device's most striking feature is a 

large control wheel on the right side. 

The top panel and sides of the FireOne 

are contoured to fit the wheel, which is 

surrounded and lit from underneath by a 

multifunction LED. The light can pulse to 

the beat of your project when your appli¬ 

cation sends MIDI Clock information to 

the FireOne. 

Above the wheel are standard trans¬ 

port buttons. A Shift key to the left of 

the wheel adds functionality to the 

transport keys—for example, Shift + 

Rewind returns the playback position to 

0—and to eight function keys (labeled 

Fl through F8) arranged in an arc above 

the wheel. 

You can usually reassign whatever 

job the function keys perform (after you 

mate the unit with your software) in your 

recording application. The wheel itself is 

enormously useful for functions such as 

scrubbing, particularly when you’re locat¬ 

ing an edit point in a sequence. 

Interface Facts 
The FireOne’s top panel hosts channel A 

and B pots that provide 53 dB of gain to 

two rear-panel XLR/'/vinch combo jacks. 

The knobs are accompanied by LEDs that 

indicate an active signal and overload on 

each channel. Below each Gain pot are but¬ 

tons for 48V phantom power and -20 dB 

pad. Below the Pad buttons are level pots 

for the two front-panel headphone jacks. 

The middle section of the FireOne fea¬ 

tures a Mix control for setting the bal¬ 

ance between incoming mic or instru¬ 

ment signals and tracks playing back 

from the computer. A Line Out level pot 

controls the signal at the rear-panel out¬ 

put jacks (for feeding powered speakers 

or a mixer). The section also contains 

LEDs that indicate signals at the unit's 

FireWire and MIDI ports. 

The rear panel provides a footswitch 

jack and a slider switch that determines 

whether channel B gets its signal from the 

combo jack or a high-impedance guitar-in 

jack on the front panel. The rear panel 

also has a receptacle for the included 

12 VDC power adapter, but because the 

unit is bus powered, you may not need 

the adapter unless you use the smaller 

4-pin FireWire cable with a laptop. 

Into the Fire 
The included CD contains a control 

panel application and drivers for 

Tascam's FireOne is a sleek, bus-powered audio/M I DI interface and control surface with a host 

of programmable function keys, transport controls, and a large, illuminated jog/shuttle wheel. 

Cakewalk Sonar (Win), MOTU Digital 

Performer (Mac), and Steinberg Cubase 

or Nuendo (Mac/Win). On a Mac (OS X 

10.4 or later), you change most FireOne 

settings from within the audio applica¬ 

tion. On a PC (Windows XP SP2 or later), 

you control the FireOne mostly from its 

control panel. 

After all the drivers are installed, 

you need to check the included PDF file 

FireOne Application Notes for specific 

instructions on configuring your audio 

app to access all of the FireOne’s features. 

The documentation covers all the basics 

but is short on details. For example, the 

manual doesn’t make it clear that you 

must do a custom install on a Mac to get 

the drivers for Digital Performer (DP) or 

Cubase/Nuendo. 

After I got the installation sequence 

down, got my master keyboard com¬ 

municating with the FireOne and the 

Mac, and had the correct control sur¬ 

face assigned in DP, I couldn't get the 

FireOne’s transport controls to work 

until I eventually cycled its power. A 

little extra care with the manual would 

have helped considerably. 

Wheeling Around 
Once the setup issues were sorted out, 

the FireOne worked flawlessly for me, 

and I found it a very handy tool that 

will remain part of my permanent 

setup. The unit's jog wheel was great 

for pinpointing a video frame or audio 

sample in DP. I could rest my right hand 

on the wheel and use my fingertips for 

transport functions to move quickly 

from edit to edit. 

I also found the mic pres to be clean 

and quiet, and would have no fear of 

using them for vocal sessions in the 

studio or in the field. The mix control 

worked well for live recording, and as 

a guitar player, I liked the convenience 

of the front-panel jack for getting ideas 

down quickly. The FireOne works great as 

a desktop enhancement to a computer-

based recording studio, or as a lap¬ 

top accessory for field recordings and 

songwriting. 

Value (1 through 5): 4 
Tascam 

www.tascam.com 
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The Trigger! ¡0 connects electronic drum pads to software and MIDI instruments. With an optional third-party drum 

mount, you can attach it to a cymbal stand. 

Value (1 through 5): 4 

Alesis 

www.alesis.com 
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Liquid Drums 1.5.1 (Mac/win) 
By Marty Cutler 

UeberschalI's Liquid Drums ($199.95) is 

the latest in the company's Liquid Instru¬ 

ment series of sample libraries. Liquid 

Instrumentsare prerecorded performances 

that you can use over a very wide range of 

pitches and tempos. You can easily adapt 

the parts to different keys and scales, drag 

individual pitches up and down, move or 

delete notes, and change durations. 

I previously reviewed Liquid Saxo¬ 

phone (see the review online at www 

.emusician.com), which I thought was a 

great-sounding and tremendously flex¬ 

ible sound library. However, the complex 

interaction of drum kit pieces is more dif¬ 

ficult to implement in the Liquid format 

than is a steadfastly monophonic instru¬ 

ment like the saxophone. 

Ueberschall offers the Liquid Instru¬ 

ment player and plug-ins as separate 

AU (Mac only), RTAS, standalone, and 

VST installers. To install the library, you 

drag the sound banks to the drive of 

your choice, then locate and authorize 

them through the instrument's Setup 

menu. Because the Liquid Instrument 

interface can access multiple sound 

libraries, a simple challenge-and-

response scheme authorizes the sound 

banks rather than the player. 

Ueberschall Liquid Drums offers sampled 

grooves as stereo mixes, Individual hits, and 

layered performances. 

Stretch to Fit 
Liquid Drums per¬ 

formances auto¬ 

matically adapt to the host sequencer’s 

tempo. You drag-and-drop loops or 

phrases onto a virtual keyboard that cor¬ 

responds to MIDI Note Numbers, which 

means you can trigger phrases in any 

order and with as many layers as your 

CPU can handle. The Liquid Instrument 

interface offers common features such as 

controls for volume and pan position for 

all installed libraries. 

Three categories of performances are 

folded into two partitions, labeled Drums 

A and Drums B. Partition A holds layered 

performances divided into musical styles 

and further divided into substyles. The 

substyles are arranged by original tempos. 

A miniature waveform display illustrates 

the various kit elements and grooves at 

work: you drag them to the vertically 

arranged keyboard at the right of the win¬ 

dow. In addition to full stereo mixes of the 

layered grooves, Partition B contains indi¬ 

vidual hits. You can add these along with 

or in place of layered elements. 

All the Hits 
There is little audible intrusion from other 

kit pieces in the layered performances 

with the exception of the toms, where 

an occasional mechanical artifact such 

as hi-hat pedal noise sneaks in. There 

is also only minimal ambience to many 

of the parts. These characteristics help 

keep the sounds from exhibiting a ster¬ 

ile, anechoic quality. If sounds are too dry 

for your taste, you can send an individual 

element to any of 16 outputs for process¬ 

ing. (You'll find a number of demos with 

different ambiences at the 

Ueberschall site.) 

What constitutes a 

useful groove to one 

may not satisfy someone 

else: consequently, you 

can quantize the indi¬ 

vidual slices, move them 

manually, change their 

durations, and alter their 

pitch. Because the layer¬ 

ing technique separates 

individual kit elements, 

you can mix and match 

elements culled from dif¬ 

ferent grooves. 

Sonic diversity is not 

this collection's long suit: 

snares favor a tight, dry sound, and kicks 

tended to sound a bit thin for my taste. 

Nonetheless, with a bit of tuning, EQ, and 

compression, you can wring more variety 

from the sounds. If you are satisfied with 

the performances as a whole, you can use 

Partition B's stereo loops; these may be 

useful for quick mock-up arrangements, 

albeit at the expense of tweaking indi¬ 

vidual instruments. 

I was disappointed that some of 

the features I enjoyed in other Liquid 

Instrument products were not available 

in Liquid Drums. For example, although I 

could adjust pitch, neither the Formant 

slider nor the scale-mapping feature was 

functional. Ueberschall explained that the 

current technology underlying its software 

does not support altering drum samples in 

these ways, but that such a resource might 

be available in a future version. Mapping 

grooves to scales and modes might seem 

irrelevant when using percussion instru¬ 

ments, but subsequent alterations in pitch 

could produce interesting patterns. I hope 

this will be an option soon. 

When making radical changes to 

the original tempo, I often noticed that 

subtle variations in timing were exagger¬ 

ated. This occasionally resulted in some¬ 

what sloppy performances. I wouldn't 

blame this on the drummer or the 

programmers—it's logical that a groove 

that feels right at one tempo will not 

necessarily sound musical at another. 

Fluid Dynamics 
My favorite grooves were in the funk 

category, a number of which are clearly 

inspired by the Tower of Power school 

of busy but syncopated ———— 

playing (see Web Clip 1). ONLINE 

Overall, though, I found MATERIAL 
most grooves lacking in -_-

imagination and dynamic subtlety. 

Editing features notwithstanding, 

Liquid Drums is limited by the fact that 

it's a closed system—you are restricted 

to the samples provided by Ueberschall. 

Whether these sounds are your cup of tea 

is a matter of personal opinion, so give 

them a listen. 

Value (1 through 5): 2 

Ueberschall 

www.ueberschall.com 
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“My #1 Country Hit 
Started With a Phone Call to TAXI” 

I used to think that living in 
Clyde, Texas (Population 3,345) 
really limited my chances of ever 
having success in the music 
business. But all my friends and 
family members live here, so I’ve 
never wanted to move to 
Nashville. 

#1 Hit on Two Charts! 
The group ‘Heartland’ cut our 

song and released it as a single. 
It started out slowly, then gained 

Can TAXI do the Same 
Thing for You? 

If your music is competitive, 
the answer is yes! And if it's not 
quite ready yet, TAXI’s A&R 
people will help you with that 
too. You'll also get two FREE 
tickets to TAXI’s world-class 
convention with your 
membership. Just one ticket for 
some other conventions cost 
twice as much as your TAXI 
membership! 

Make the phone call I did, and 
see what TAXI can do for you -
no matter where you live. 

Tim McGraw, Rascal 
Flatts and Faith Hill 
Put My Songs on Hold 
Over the next three years, my 

songs were considered by a 
Who’s Who of Country Music, 
but the “big cut” eluded me. 1 
learned to be patient and worked 
even harder on my songwriting. 

Then, my publisher hooked 
me up with veteran songwriter, 
Walt Aldridge. Together, we 
wrote a song called, T Loved 
Her First,’ and finally, I hit pay 
dirt! 

Elliott Park - TAXI Member 
Photo: Elliott (left) with publisher. Michael Martin 

momentum, and eventually made 
it all the way to the Number One 
spot on the Billboard and R&R 
Country charts. 

Could that have happened 
without TAXI? Probably not. 

Although there were many 
people that helped me once 1 
signed my publishing deal, it was 
TAXI that made that all important 
first connection for me. And I 
didn't have to leave my 
hometown to do it. 

Although 1 love to write songs, 
I felt isolated when it came to 
getting them heard by anybody in 
the music business. Then a friend 
told me that TAXI would bring 
real opportunities for my music 
right to my front door. 

I Used a 4-Track 
I signed up and sent in songs 

that I demoed with my digital 
piano in my little home studio. 
The A&R people at TAXI liked 
my songs and began sending 
them off to some pretty high-level 
people in Nashville. 

All the sudden, doors started 
opening. With the connections I 
made through TAXI, I began to 
have meetings with some of 
Country Music’s top executives, 
and signed a staff writer deal with 
a great publisher in Nashville. 

The World’s Leading Independent A&R Company 

1-800-458-2111 
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EVENTIDE 

TimeFactor 
By Jon Chappell 

It's almost ironic that the TimeFactor 

($399) is part of Eventide's Stompbox 

series, given what the term stompbox 

conjures versus the wealth of features, 

I/O options, and deep sounds resident in 

this versatile delay unit. The TimeFactor is 

really more of a full-fledged, professionally 

built processor that happens to come in 

a small form factor. Still, it's true that you 

can operate it with your foot, making it a 

great hands-free performance processor. 

The TimeFactor offers nine stereo and 

dual-mono delay effects, as well as one 

looper, configured as two independent 

delays, with up to 3,000 ms of delay 

time for each. The looper has a 48-second 

maximum and includes varispeed and 

overdubbing functions. 

Bank on It 

Unlike most stompboxes, the TimeFactor 

allows you to store settings and recall 

them either through MIDI or with onboard 

Bank/Preset footswitches. The unit can be 

externally controlled in other ways, too. 

You can plug in an auxiliary footswitch 

and an expression pedal (not included), 

giving you foot-controlled access to many 

front-panel parameters. A USB port is 

built in for upgrades from the Internet. 

The TimeFactor is equipped with 10 

banks, each with 2 presets, for a total of 20 

onboard patches at a time, 

which should be plenty for 

live use. The rightmost foot¬ 

switch increments through 

The TimeFactor delivers high-quality 

Eventide delay effects in a stompbox 

format. 

the banks, and the bottom left and middle 

switches toggle between the two presets in 

the currently active bank. This works well 

enough except that you can't step down¬ 

ward through banks, only up. This limita¬ 

tion is mitigated because the unit lets you 

turn some banks off during performance, 

minimizing the wraparound time. You can 

also assign an aux footswitch for the decre¬ 

ment function, giving you 2-way travel. 

The only major criticism I have of the 

interface is the "billboard" display, which 

consists of large dots. The array of dots has 

the effect of making the characters less 

crisp and rather amorphous, at least when 

compared with a line-segment display of 

a similar size. It’s difficult to read some¬ 

times, and it's wearisome when you plan 

to spend a long session programming. 

Get Connected 

On the rear panel, four unbalanced 

'/«-inch audio jacks accommodate 

instrument- and line-level signals. That 

means the TimeFactor can be used in the 

studio as well as in a live situation. Two 

'/«-inch jacks allow for insertion of the 

aforementioned expression pedal and 

an aux switch, and around the side are 

two MIDI jacks (In, Out/Thru). The unit is 

powered with a DC-output wall wart. 

When operated independently, I nput 1 

feeds Delay A, and Input 2 feeds Delay B. 

The delays can also be fed by one input, 

in which case Delay A and Delay B receive 

the same input signal. You can't use two 

effects simultaneously, but for most of 

the effects algorithms, you can run the 

unit in one of three modes: Stereo I/O, 

Mono In/Stereo Out, or dual Mono In/ 

Mono Out. The TimeFactor automatically 

senses your cable configuration and 

routes the twin delays accordingly. 

As you'd expect with Eventide, the 

sounds of the TimeFactor are impressive. 

Even something as basic as a multitap 

delay (see Web Clip 1) yields a complex 

richness that surprises 

and delights. In Band 

Delay mode (which 

employs a low-, band-, 

or highpass filter), I stretched the limits of 

the parameters, finding smoothness al I the 

way to the edges and uncovering no seams 

(see Web Clip 2). For those outer-space 

effects, a bit of fun can be had in Reverse 

ONLINE k. 
BONUS 

Delay mode (see Web Clip 3), which pro¬ 

vides unexpected (and sometimes inspir¬ 

ing) results and shows off the unit's power 

and versatility. I found myself coming 

back to the staple Digital-, Modulation-, 

and Vintage-Delay effects with renewed 

respect; the TimeFactofs rendition of them 

offered both freshness and clarity. 

There are many features in the Time-

Factor that you can find only on higher-

end studio processors (including its ver¬ 

satile bypass modes and Killdry function, 

which turns the mix control into an “all 

wet" output-level knob). That Eventide has 

ported these down into stompbox format 

is commendable. I found myself regularly 

pulling the TimeFactor out of my gig bag 

and using it in my studio. (Because of its 

independent dual-mono flexibility, and 

handling of line-level signals, it works well 

in a channel strip when tracking.) 

The ultimate icing, though, is its rich, 

deep, and nuanced sound. Except when it 

isn't, and then it's delightfully experimental 

and wacky. If you're into Brian May, Brian 

Eno, orthe Edge, orotherwise treat the delay 

and modulated-delay effects in your signal 

chain as serious business, the TimeFactor 

clearly offers something special. 

Value (1 through 5): 4 

Eventide 

www.eventide.com 

DIGITECH 

Vocalist Live 2 
By Orren Merton 

DigiTech Vocalist Live 2 ($349) brings a 

new twist to vocal harmonizing: you don't 

have to set the scale and key manually. 

Instead, it tracks guitar chords and uses 

that information to generate as many as 

two vocal harmonies. Built-in compression, 

reverb, and an EQ-and-fiItering effect called 

Enhance round out the unit's bag of tricks. 

The Vocalist Live 2 is aimed squarely at 

the performing singer-guitarist. The back 

of the unit houses a 48V phantom-powered 

XLR mic input and alternative ’/«-inch line 

input along with an input-level trim knob. 

A '/«-inch Guitar In jack connects your gu i-

tarfor analysis, and a Guitar Thru jack relays 

the signal to an amplifier or P.A. The device 
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voices. As with the effects, you 

use the buttons to toggle indi¬ 

vidual harmony voices. 

IQ Test 
The Vocalist Live 2 uses a 

patent-pending technology 

called muslQdeveloped by 3dB 

Research Ltd. to analyze guitar 

notes and chords for key and 

scale. It then generates vocal 

harmonies to complement the 

lead vocal. You can use alter¬ 

nate guitar tunings as long as 

the tuning system is 12-tone 

equal temperament pitched at 

A 440 Hz. The tracking source 

need not be a guitar. I tried my 

Mono Evolver Keyboard and 

my Yamaha bass, and in each 
The DigiTech Vocalist Live 2 analyzes your guitar notes and chords to 

generate as many as two vocal harmonies for your lead vocal. 

offers stereo balanced or unbalanced ’/«-inch line 

outputs and an XLR Mono Out. The guitar signal is 

present only at the Guitar Thru jack. You also have 

buttons for ground lift and phantom power. 

Step on It 
The guitar input has an input impedance of 

3 Mil Because some passive acoustic-guitar 

pickups require 5 MQ or greater, you may need 

a preamp. When I plugged my 12-string acoustic 

equipped with a passive undersaddle transducer 

pickup directly into the Vocalist Live 2,1 couldn't 

get a strong-enough signal for the harmonies to 

track my chords accurately. 

LEDs on the top of the unit indicate guitar 

signal, vocal signal, and phantom power. The gui¬ 

tar and vocal signal LEDs change from green to 

amber to red to indicate when a signal is present, 

is approaching clipping, and is clipped. The tuner 

display panel is located directly under the indi¬ 

cator LEDs. Four knobs adjust the amount of the 

three effects (compressor, reverb, and Enhance) 

as well as the Harmony Mix level. Twelve buttons, 

arranged in three rows under the knobs, select 

effect and harmony setups. Each button has an 

LED to indicate if it has been selected. 

Two built-in footswitches toggle the effects, 

tuner, and harmory functions. A quick tap on the 

left footswitch toggles all active effects. (You can't 

toggle individual effects from the footswitch; ycu 

use the buttons for that.) Holding the left foot¬ 

switch activates the guitar tuner. The right foot¬ 

switch enables and disables both vocal harmony 

case, the device created accu¬ 

rate harmonies. 

The unit generates one or 

two vocal harmony parts. The first harmony is a 

third higher, a third lower, or unison. The second is 

a fifth higher, a fifth lower, or unison. When Unison 

is selected for both, the harmonies are slightly 

detuned to create a very thick vocal background. 

Living in Harmony 
Thanks to its uncluttered control panel with no 

menus to d.g through, the Vocalist Live 2 is very 

simple to operate. I found the tuner accurate and 

easy to read. Ground lift and phantom power 

worked as advertised. 

Most important, the sound quality is good. The 

effects are all usable, thougn none are exceptional 

sounding. The unit tracks quickly and accurately, 

thickening vocals and sound¬ 

ing reasonably like harmoniz¬ 

ing singers (see Web Clip 1). 

I did find that on high notes, 

the harmonies sounded a bit chipmunklike. 

I would have liked guitar input and output 

level controls as well as additional footswitches 

to toggle individual effects and harmonies. 

Nevertheless, with its intelligent layout and the 

accuracy of muslQ chord analysis, the Vocalist 

Live 2 is a no-brainer to operate. Its sound qual¬ 

ity and features make it a compelling option for 

singer-guitarists looking to beef up their vocal 

performance. 

Value (1 through 5): 4 
DigiTech 

www.digitech.com 

X 
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Ohiccarelli 

r Ribbons 
121 ♦ Burbank. CÆ 
yerlabs.com 

Joe Chiccarelli 
(Producer/Engineer/Mi 
xer: The White Stripes. 
The Shins, Morrissey, 
Mika, Kurt Eiling, 
Beck, U2 ) 

talks Royers 
“Whether my recordings 
are analog or digital, I 
use ribbons to keep the 
signal as warm and real 
as possible. My 
Royer’s are all over 
everything I record -
guitars, drum 
overheads, trumpet, 
sax, even percussion 
and strings. They 
never get harsh or 
unnatural on the top 
end, and they find a 
home in the mix very 
easily.” 
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Black Bass 
By Babz 

Scaroee's first bass product, J-Slap'n 

Fingered (JSF), evolved over several 

versions to become one of the most 

advanced virtual basses 

around. Its extensive program¬ 

ming incorporated features 

such as articulation keyswitch¬ 

ing, release triggers, mod wheel selec¬ 

tion of individual strings, and footpedal 

switching between slap and fingered 

samples. Though it offered unprec¬ 

edented realism and versatility, all the 

keyswitching, mod wheel, and footpedal 

work made for a cumbersome interface 

for real-time performance. With 

Black Bass. Scarbee takes an evo¬ 

lutionary leap to the next level 

with more-intensive sampling 

LEARN FROM THE PROS! 

MARCH 

11AM 
Celebrating 30 years 

1977 - 2007 

Whether your goal is to be a pro audio engineer 
oj_tojriaTter the recording process as an artist 
^r producer, RIT provides the knowledge and 
J experience to make it a reality. 

The Recording Institute of Technology at Ml 
wifcrepare you for a career in the professional 

¡^recording industry by providing in-depth 
knowledge of the essential technical aspects 

^of recording as well as practical experience in 
Ml’s state-of-the-art studios. 

For more information: 
1.800. ALL PLAY (US and Canada) 
.462.1384 (International inquiries) 

visit us online: www.mi.edu 

ARE YOU PUSHING 
THE RIGHT BUTTONS? 

and programming and a much-easier-

to-use interface. 

Back in Black 
Black Bass ($99) is a sample library (no 

bundled player) for Native Instruments 

Kontakt 2.2 or later and is available 

on DVD or by download. It consists of 

2.8 GB—more than 4,000 samples all 

dedicated to producing the complete 

expressive range of a fingered electric 

bass. Installation is as simple as drag¬ 

ging the files to your hard drive. 

For the Black Bass sound, the folks at 

Scarbee took their inspiration from one 

of their favorite bass players of the 70s, 

the late Bernard Edwards of the classic 

funk-and-disco band Chic. But it would 

be a mistake to assume that Black Bass 

is suitable only for funk or disco. I found 

it a solid fingered bass for virtually any 

style (see Web Clip 1). It 

was recorded direct and 

has a wonderful harmonic MATERIAL ' 
character that sits just —--

right in a mix. Four "amped” editions are 

available separately; they present the 

original DI samples processed through 

various amp and cabinet emulations. 

Heavily Scripted 
What really makes Black Bass so 

extraordinary is its advanced Kontakt 

scripting. All the control features in JSF 

that made you wish for an extra set of 

hands and feet happen automatically 

in Black Bass, with little need for key¬ 

switching. Essentially, the scripting just 

takes your keyboard playing and intel¬ 

ligently translates it into bass guitar 

articulations in real time. 

Black Bass automatically selects 

between right-hand-index-finger and 

right-hand-middle-finger samples. There 

are samples up the neck for each of the 

bass's four strings, and playing position 

is selected automatically. Individual 

strings are monophonic, just like with 

a real bass, and hammer-ons, pull-offs, 

and grace notes are triggered automati¬ 

cally just by playing with the appropri¬ 

ate legato technique. There is even an 

animated graphic that displays which 

strings, positions, and articulations are 

being selected as you play. 

To put Black Bass's intelligence to the 



test, I pulled out my bass guitar and ran 

through a few classic bass lines, analyz¬ 

ing finger positions, and then played the 

lines on keyboard for comparison. Black 

Bass did an excellent job of selecting the 

fret positions a real bass player would 

use. But if at any time you are unhappy 

with the results, keyswitches are avail¬ 

able to override automatic string or 

right-hand-finger selection. 

You also get release samples; Velocity 

layering of sustains, mutes, and harmon¬ 

ics; trills; pickup claps; chords; cross¬ 

hammering; a unique approach to slides 

using the sustain pedal; and more. The 

slide interface is innovative and power¬ 

ful, and a big improvement over JSF, but 

it was the one area where I didn't find 

instant gratification. Bass playing often 

requires a fast downward slide on the E 

string. To do this on Black Bass, you must 

first hold a keyswitch to force a 12th-

fret note on that string, then press the 

sustain pedal, and then quickly play two 

notes in succession an octave apart with 

the correct Velocity. With much practice 

Scarbee's Black 

Bass gives you 

quality samples and 

access to an array of 

authentic bass-guitar 

techniquesand 

articulations. 

I'm getting better, but I still can't seem 

to call one up fast enough in real time. 

I would like to see Scarbee add a few 

instantly available downward slide sam¬ 

ples for this important articulation. 

Seeing Red 

At press time, Scarbee announced it had 

found a way to apply the Black Bass-style 

scripting to J-Slap'n Fingered. The new 

product will be called Red Bass, and the 

new scripting will be available as a $49 

upgrade for existing JSF users. 

An easy download and installation of 

new .nki and .nkm program files that use 

your existing JSF samples transforms 

J-Slap'n Fingered into Red Bass. Instantly 

it becomes about a hundred times more 

fun to use. Automatic selection of strings 

and articulations, alternation scripting, 

even the animated graphic display-all 

function the same in Red Bass as they do 

in Black Bass. A full version of Red Bass 

($199) is also available. 

Fade to Black 
Black Bass is one of the most realistic, 

expressive, and easy-to-use sampled 

instruments I have ever played. If you are 

a Kontakt user looking for an authentic 

and fun-to-use virtual bass, I highly rec¬ 

ommend that you give it a try. i^TI 

Value (1 through 5): 5 
Scarbee 

www.scarbee.com 

Master Engineer Series 

JAE MlftEg 

Evq ß^uriÄ 
BFD Compatible Expansion Pack 

BFD is a product of fxpansion drum heads 

Evi! Drums also includes bonus MIDI grooves performed 
by Pat Wilson (Weezer, The Special Goodness). 

ENGINEERED DRUMS FDR BFD 

www.platinumsamples.com 

^Boe Barresi’isisynpnymóus with Rock having 
h engineered «¿produced some of today’s great¬ 

est modern rock bands. Featuring 6 full drum 
*kits, 6 additional kicks and 6 more snares, the 
Evil Drums expansion pack is unlike any other. 
Recorded at two legendary rock studios to 

, analog tape using his own crazy assortment of 
I outboard gear, Joe Barresi has captured a 
diverse ensemble of drum sounds with as 
many as 250 velocity levels to create a unique 

Band exquisitely evil expansion pack. 

Tool, QueensTof The Stone Age, 
The Melvins, Bad Religion, Clutch, 
Judas Priest, Weezer, Turbonegro, 
Pen n^1^^7, Kyuss, Anthrax. Raging 
SpeeÖ^"Powerman 5000 
,Backyart^b/vb^ Lizard, 
tro M AHAWkJSkUNkTTO. 
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rketplace EM 
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Call or visit our web site for information on this and 
other packages - Free sample packet available! 
www.elsproductions.com 

100 Full Color RETAIL READY CDS just $240.00 

CDs/DVDs MASTERING/EDITING GRAPHIC DESIGN MULTIMEDIA 

WHERE SIGHT AND SOUND MERGE 

PRODUCTIONS 
259 W. 306 Sir»«, NX NY 10001 YOU FRÍEI-800-8I5-3444 « 212^95-6530 WWW.PUY-iTP1i00Uai0NS.Nn 

This package includes 1,000 replicated CDs in jewel cases witn 
one-page inserts, three-color on-disc printing, and poly wrap for 
$1,190. Ready in just 10 business days. 

Call today for your FREE DVD copy of 
our “Achieving Success with Your 
Music” seminar. Get inside information and 
tips from two of the inoustry’s top pros on 
marketing, A&R, record labels, and more. 

1-866-294-9013 • www.discmakers.com/em 

DISC MAKERS 

JOSEPHSON ENGINEERING C42MP 

The C42s sound like they cost 
twice as much, and they will get 

plenty of use in my studio.” 

- Gino Robair 
(Electronic Musician, Editior) 

“They have an excellent transient 
response, dimensionality 

and high-end clarity, making 
them great for stereo 
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REVIEWS SP2X STAGE PIANO 

are organized into 8 musical genres: bal¬ 

lads, Latin, country, and so forth. The tempo 

knob allows you to change the tempo of each 

groove from 40 to 280 bpm. There’s also a 

metronome that lets you choose between four 

time signatures. 

The rhythm patterns have been chosen to 

create a well-rounded collection, but like the 

effects settings, they are fixed. I wouldn’t plan 

on using them in performance, but as a quick-

and-dirty practice tool to help get your timing 

together, they can’t be beat. 

Get Connected 
The SP2X has a USB port, making a direct con¬ 

nection with PCs—no MIDI interface required. 

Unfortunately, drivers are available only for 

Windows XP at this time, so if you are a Mac 

user, you will have to use the SP2X’s MIDI ports 

with an external MIDI interface instead. 

The SP2X can double as the primary 

MIDI controller for a modest live rig or stu¬ 

dio. The unit supports 16 setups, which are 

individual configurations of internal sounds 

and/or MIDI control of external sources. Each 

setup has four zones, each with its own key 

and Velocity range, transposition, and MIDI 

The SP2X 
is built Por 
gigging. 

channel. You can also assign the continuous-

controller value for each of the four data 

knobs on a per-setup basis. Programming the 

setup is hampered a bit by not having an LCD. 

If you require more-flexible MIDI control and 

programmability, as well as a more detailed 

display, you might look to Kurzweil’s PC series 

of keyboards instead. 

I love reviewing products that rock. The 

Kurzweil SP2X is a really well-designed piece 

of gear that is tailor-made for the gigging key¬ 

board player. The weight and form factor, qual¬ 

ity action, useful sound set, simple interface, 

and modest price make for an appealing prod¬ 

uct. Add the rhythm tracks and metronome, 

and you also now have an effective practice and 

compositional tool. Though the absence of an 

LCD can be a detriment in some situations, it 

also keeps things focused on simplicity, which 

is what this keyboard is all about. If you are in 

the market for a new gigging piano, the SP2X is 

worth your consideration. 

Nick Peck is a vintage-keyboard freak living 
and gigging in the San Francisco Bay Area. His 
newest CD, Fire Trucks I Have Known, is now 
available. Visit http://underthebigtree.com or 
email nick@underthebigtree.com. 

Toft Audio Designs 
ATB Series 
Classic Analogue Console 

www.toftaudio.corr 

gend continues... 
Available in 16,24, & 32 Channels 

Starting at $3,999 

S68€5 80! 
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One Mic 
Scales the 

Competition 

The SCX25:A'deNverra pure, open-air 
sound unlikeariy other microphone, 
especially on acoustic piano. Used in 
conjunction with the Dflex clip, the 
SCX25-A can be mounted directly on to 
¿ rail and positioned in close proximity 
to the strings. Even when the piano 
must be used in short stick or closed lid 
position, the SCX25-A is able to 
maintain the sound integrity of the 
piano beyond its competition. 

With a patented shock mounted 
capsule design, the SCX25-A is a 'go-to" 
choice in the studio, reproducing vocals 
and acoustic instruments with 
exceptional detail and clarity. 

FOR A DEALER NEAR YOU CALL 1-800-966-8261 
TEL (503) 682-6933 FAX: (503) 682-7114www.audixusa.com 

AUDIX 
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QUICK PICKS 

VITAL ARTS 

Plectrum (win) 
By Marty Cutler 

Plectrum is powered by Tascam's GVI 

sample-playback engine (a pared-down 

spin-off of GigaStudio). At the time of 

my review, Plectrum was available as a 

standalone, VSTi, and RTAS instrument 

The secret of sampling's longevity is not 

just how realistically it can reproduce 

instruments such as drums and piano, 

but also that any sound you can record 

for Windows XP (SP2) only, although a 

Mac OS X version should be available 

by the time you read this. The instru¬ 

ment comes with a preauthorized 

is fair game for musical appli¬ 

cation. Sampling technology 

has given us wonderful instru¬ 

ments created from found 

ONLINE k. 
BONUS Ä 
MATERIAL 

copy-protection dongle from 

Syncrosoft. Installation was 

easy; however, I was constantly 

flummoxed by the copy protec¬ 

objects like plastic tubing and resonant 

pieces of metal culled from scrap heaps. 

We've also seen terrific sound libraries 

developed from traditional instruments 

played using unorthodox techniques. 

We don't often hear such collections, 

because some techniques are difficult to 

perform in real time, and most require 

voicing and tuning to conform to con¬ 

ventional tunings. 
Vital Arts Plectrum ($299) focuses 

on beautiful-sounding instruments with 

origins in found sources such as glass, 

ceramics, and metal, as well as guitar 

and piano strings, played using a variety 

of techniques: strumming, striking with 

mallets, flicking with the back of the fin¬ 

gernail, and even making objects collide 

with other objects. The resulting sounds 

have a familiar overall acoustic tim¬ 

bre, albeit with unusual overtones and 

attacks or a touch of chaotic resonance. 

Vital Arts Plectrum presents a very simple user interface. You load 

sounds from the categories on the left, and you adjust volume and 

tuning (the only user parameters) on the right. 

tion (for details, see the online bonus 

material atwww.emusician.com). 

Simple Player, Supple Samples 
Plectrum's interface could hardly be sim¬ 

pler. A vertical array of panels on the 

interface's left-hand side groups instru¬ 

ment categories in banks by materials 

and how they're played: ceramics, glass, 

metal, strummed or struck piano or gui¬ 

tar strings, and others. Clicking on any 

panel's triangular button opens its bank 

of instrument patches. Once you load a 

patch from a bank, you can quickly access 

any instrument in its category by using 

up and down arrows to the right of the 

currently loaded patch's name. On the 

right side of the window are sliders for 

volume and tuning, Plectrum's only edit¬ 

able parameters. 

The instruments are well programmed, 

and Plectrum behaves remarkably like 

an acoustic instrument, belying its elec¬ 

tronic source. Meticulous round-robin 

programming and Velocity switching can 

take any single note through plenty of 

realistic variations that are often difficult 

to predict—not only timbrai changes, but 

also pitch-shifts, often with pronounced 

but natural-sounding differences in over¬ 

tone content (see Web Clip 1). 

One of my favorite instruments was 

Jar Attack Piano, in which the strings in 

a piano harp are struck with and vibrate 

against a glass jar, providing an unusual, 

vaguely glassy front end to a beat¬ 

ing, barrelhouse piano sound (see Web 

Clip 2). Using a sustain pedal lets the 

ambience of the samples bloom beauti¬ 

fully (Plectrum has no built-in reverb or 

any other effects). There are several vari¬ 

ant patches, including one bolstered by 

a synth pad, and others that appear to 

have the attack rate subtly inverted with 

higher Velocities. 

Equally beautiful are the ceramic 

instruments, with an appealing, mildly 

out-of-tune sound and a decidedly non-

diatonic batch of found objects, scrapes, 

collisions, and stretched and bowed 

strings. Taps, Metals, GenPad is a gor¬ 

geous percussive combination of piano 

strings struck by a metallic object, along 

with a subtly blooming pad. 

Plunk in A 
Some of the sounds seemed like perfect 

candidates for playing with the Starr 

Z7s guitar controller, whose fret but¬ 

tons can serve as drum-trigger pads. 

The controller's preset was programmed 

to transmit over MIDI channel 10, but 

I could find no way to set Plectrum's 

receiving MIDI channel—only the port 

from which it would receive data. This 

was a problem only when Plectrum was 

in standalone mode, but it is one that 

should be remedied. 

I wish the manual provided more 

information on the instrument sampling 

and voicing. There is tremendous musi¬ 

cality behind the sound design, but the 

instrument shell is completely opaque. 

Fortunately, you can read about some of 

developer Geoffrey Gee's sampling and 

voicing techniques at www.emusician 

.com (see the online bonus material). 

Anyone inspired to alter or edit the 

samples from such compelling sources 

as those offered by Plectrum will be frus¬ 

trated. Many sample libraries paired with 

players offer access to envelope genera¬ 

tors, resonant filters, and other process¬ 

ing. I hope that future updates will pro¬ 

vide more user access. Even so, Plectrum 

is brilliant in concept and execution, and 

I recommend it to anyone who needs 

to be reminded of the truly wonderful 

things you can de with samplers. 

Value (1 through 5): 3 
Vital Arts/llio (distributor) 

www.ilio.com 
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For over 15 years Starr Labs has been hand-crafting custom electronic controller systems 
for the biggest stars in the world with each unique design costing thousands of dollars. 

Now we've taken everything we've learned and packed it into the most advanced, 
versatile, USB/MIDI guitar controller on the planet at an affordable price. 

The Baby-Z is a small, powerful, yet affordable USB-MIDI Guitar Controller. With al6-fret 
touch-sensitive fingerboard, 6 Rubber TriggerPads, 6 Integrated programmable 

Expression Pads, 8 rotary pots, and an Encoder wheel for data selection - it's got more 
contol capability than any other guitar-based MIDI instrument. Include a Sustain Pedal Jack, 
Volume Pedal Jack, MIDI In, MIDI Out, and USB and you have the connectivity you need 

for any system. With the optional Wireless feature you can go anywhere. 

The All New Baby-Z 



ALESIS 

Trigger|iO 
By Markkus Rovito 

Although seasoned programmers can 

do amazing things with the tiny rubber 

squares in most drum pad arrays, tradi¬ 

tional drummers prefer the feel of a full-

size kit. To suit their desires, Alesis has 

introduced the Trigger|iO ($149), an elec¬ 

tronic percussion interface that routes as 

many as a dozen %-inch drum triggers 

to a computer or sound module through 

its USB 1.1 and MIDI Out connections. 

The Trigger|iO allows drummers to take 

advantage of the massive sound libraries 

in software instruments and to edit drum 

parts as MIDI sequences rather than audio 

recordings, without a lot of finger tapping 

and avoiding the aggravating task of con¬ 

necting an electronic drum kit's bram to 

your rig using old-school MIDI ports. 

Check Your Brain at the Door 
The Trigger|iO is a bit larger than a VHS 

cassette case and is substantially weight¬ 

ier, with a sturdy metal chassis built for 

gigging. Four rubber feet anchor the bot¬ 

tom, and a Kensington lock provides a 

security option. Instead of a graphic LCD 

(which would increase the price con¬ 

siderably), the display comprises only a 

3-character LED and ten indicator LEDs. 

You navigate settings with four buttons: 

Function Up, Function Down, Value Up, 

and Value Down. 

The bundle includes FXpansion BFD 

Lite 1.5 (Mac/Win), which runs stand¬ 

alone or as an AU, DXi, or VSTi plug-in and 

supplies nearly 1 GB of sounds organized 

into 12 kits. Installing the Trigged id and 

the software was straightforward and 

required no registration or drivers. 

The Trigger|iO's ’/«-inch jacks accept 

TRS plugs for dual-zone drum pads or 

TS plugs for single-zone pads. Jacks 1 

through 8 are labeled Kick, Snare, Hi-Hat, 

and so on, allowing you to connect your 

pads to correspond with the Trigger|iO's 

presets. The unit also has a dedicated hi-

hat pedal input and an input for increas¬ 

ing and decreasing values with a dual 

footswitch. 

Audition 
I connected the Trigger|iO to a Roland 

HD-1 kit and a MacBook Pro and then 

booted BFD Lite. Because the Trigger)iO 

defaults to BFD Lite's assignments, the 

drum sounds were correctly assigned 

to the kit's corresponding pads. The 

Trigger|iO automatically detected the 

hi-hat pedal input and assigned open 

and close commands. Although latency 

wasn't a problem, I wasn't happy with 

the kick pedal's response, but that prob¬ 

ably resulted from the HD-Ts unorthodox 

spring action. 

BFD Lite's presets include rock, electro/ 

dance, and jazz/brush kits. They bear the 

same high-quality sounds and Velocity 

layers that earned BFD 1.5 so much 

respect, but there's just not enough con¬ 

tent. If you're serious enough to own an 

electronic pad kit and a Trigger!iO, you'll 

really want the enormous content of BFD 

or another large drum library. 

I also tested the Trigger)iO using plug-

The Trigger!iO connects electronic drum pads to software and MIDI instruments. With an optional third-party drum 

mount, you can attach it to a cymbal stand. 

ins within Ableton Live, Apple Logic Pro 

8, and Apple MainStage. The Trigger|iO 

provides 20 presets (also called kits), but 

only 5 of them are preprogrammed (for 

BFD Lite,General MIDI drums,GM percus¬ 

sion, and 2 chromatic scales). To create 

the kits I wanted in the DAW environ¬ 

ments, I had to edit some other presets. 

The Trigger|iO's onboard menus let 

you assign a MIDI note and channel to 

every trigger of each kit, specify a MIDI 

Program Change for each kit, and set 

global parameters affecting all trig¬ 

gers across all kits. Global parameters 

include Gain, Velocity Curve, Threshold, 

X-Talk (which attempts to correct false 

triggering), Retrigger, and Trigger Type; 

all of them determine how triggers will 

react when engaged. To change global 

settings, you scroll to the parameter 

type with the Function buttons and then 

adjust the setting with the Value but¬ 

tons. Adjusting individual triggers is 

similar, but you engage the trigger first. 

To save your settings, scroll through the 

menus until you return to the Kit menu. 

Curtain Call 
The Trigger|i0 provides plenty of program-

mability, but it's ironic that a product 

bridging electronic drum kits to the mod¬ 

ern world of software appears stuck in a 

'90s programming paradigm. Although 

most MIDI controllers include editor¬ 

librarian software to simplify editing and 

to save and load presets, the Trigger|iO 

does not. Fortunately, you can transfer 

SysEx to and from a computer using third-

party software. However, beyond initially 

plowing through a potentially tedious 

editing process to set up some go-to pre¬ 

sets, the thought of frequently going back 

to create new kits is daunting. 

Nonetheless, the Trigger|iO is a unique 

product that delivers on its promise and 

performs well at an attractive price. 

Using electronic drum pads to play soft¬ 

ware instruments over USB definitely 

will excite many drummers. However, my 

trigger fingers are still crossed for a much-

needed software update to improve the 

Trigger|iO's programmability. 

Value (1 through 5): 4 

Alesis 
www.alesis.com 
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Speaker Level Adjust 

Phones Source Source Source 

Cue Output Aux Input 

PHONO Speaker 

Dim Attenuation 

W PreSonus 

Based on the award-winning 

Central Station the Monitor Station 

delivers everything you need to 

control your recording environment 

and enhance your music creation. 

iNITOR STATION] 

Speaker 
Select 

Get better mixes faster with the Monitor Station. Hear your mixes 

on different speakers - with and without the subwoofer. Compare your 

mixes to your favorite CD's or vinyl. Listen in mono to check phase 

cancellation. Use talkback to communicate to the artists during 

recording. Send the Cue Mix to the four headphone amps and the 

Main Mix to your speakers. And best of all, it's totally legal. 
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lWAAÍlA/AtPt Sweetwater sales engineers are experts in computer reporting systems. They IS / ■1 S K 
'VVV^/eWwMMM recommend PreSonus because the combination of sonic quality and reliability that IÇ 
Music Instruments & ProAndio PreSonus systems offer can't be beat, www.sweetwater.com 800-222-4700. Wil" ■ I CwZKZf fVU 
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TASCAM 

FireOne 
By Rusty Cutchin 

Tascam and Frontier Design have come 

up with a nifty little audio/M I DI interface 

that also controls your DAW software. The 

FireOne ($399) gives you tactile interac¬ 

tion with your software, two mic preamps 

with phantom power, lots offunction keys 

to help automate software tasks, and 24-

bit resolution over FireWire, all in a sleek 

and compact tabletop pod. 

Wheel of Functions 
The device's most striking feature is a 

large control wheel on the right side. 

The top panel and sides of the FireOne 

are contoured to fit the wheel, which is 

surrounded and lit from underneath by a 

multifunction LED. The light can pulse to 

the beat of your project when your appli¬ 

cation sends MIDI Clock information to 

the FireOne. 

Above the wheel are standard trans¬ 

port buttons. A Shift key to the left of 

the wheel adds functionality to the 

transport keys—for example, Shift + 

Rewind returns the playback position to 

0—and to eight function keys (labeled 

Fl through F8) arranged in an arc above 

the wheel. 

You can usually reassign whatever 

job the function keys perform (after you 

mate the unit with your software) in your 

recording application. The wheel itself is 

enormously useful for functions such as 

scrubbing, particularly when you're locat¬ 

ing an edit point in a sequence. 

Interface Facts 
The Firedne's top panel hosts channel A 

and B pots that provide 53 dB of gain to 

two rear-panel XLR/'/«-inch combo jacks. 

The knobs are accompanied by LEDs that 

indicate an active signal and overload on 

each channel. Below each Gain pot are but¬ 

tons for 48V phantom power and -20 dB 

pad. Below the Pad buttons are level pots 

for the two front-panel headphone jacks. 

The middle section of the FireOne fea¬ 

tures a Mix control for setting the bal¬ 

ance between incoming mic or instru¬ 

ment signals and tracks playing back 

from the computer. A Line Out level pot 

controls the signal at the rear-panel out¬ 

put jacks (for feeding powered speakers 

or a mixer). The section also contains 

LEDs that indicate signals at the unit's 

FireWire and MIDI ports. 

The rear panel provides a footswitch 

jack and a slider switch that determines 

whether channel B gets its signal from the 

combo jack or a high-impedance guitar-in 

jack on the front panel. The rear panel 

also has a receptacle for the included 

12 VDC power adapter, but because the 

unit is bus powered, you may not need 

the adapter unless you use the smaller 

4-pin FireWire cable with a laptop. 

Into the Fire 
The included CD contains a control 

panel application and drivers for 

Tascam's FireOne is a sleek, bus-powered audio/MI DI interface and control surface with a host 

of programmable function keys, transport controls, and a large, illuminated jog/shuttle wheel. 

Cakewalk Sonar (Win), MOTU Digital 

Performer (Mac), and Steinberg Cubase 

or Nuendo (Mac/Win). On a Mac (OS X 

10.4 or later), you change most FireOne 

settings from within the audio applica¬ 

tion. On a PC (Windows XP SP2 or later), 

you control the FireOne mostly from its 

control panel. 

After all the drivers are installed, 

you need to check the included PDF file 

FireOne Application Notes for specific 

instructions on configuring your audio 

apptoaccessall of the FireOne'sfeatures. 

The documentation covers all the basics 

but is short on details. For example, the 

manual doesn't make it clear that you 

must do a custom install on a Mac to get 

the drivers for Digital Performer (DP) or 

Cubase/Nuendo. 

After I got the installation sequence 

down, got my master keyboard com¬ 

municating with the FireOne and the 

Mac, and had the correct control sur¬ 

face assigned in DP, I couldn't get the 

FireOne's transport controls to work 

until I eventually cycled its power. A 

little extra care with the manual would 

have helped considerably. 

Wheeling Around 
Once the setup issues were sorted out, 

the FireOne worked flawlessly for me, 

and I found it a very handy tool that 

will remain part of my permanent 

setup. The unit's jog wheel was great 

for pinpointing a video frame or audio 

sample in DP. I could rest my right hand 

on the wheel and use my fingertips for 

transport functions to move quickly 

from editto edit. 

I also found the mic pres to be clean 

and quiet, and would have no fear of 

using them for vocal sessions in the 

studio or in the field. The mix control 

worked well for live recording, and as 

a guitar player, I liked the convenience 

of the front-panel jack for getting ideas 

down quickly. The FireOne works great as 

a desktop enhancement to a computer-

based recording studio, or as a lap¬ 

top accessory for field recordings and 

songwriting. 

Value (1 through 5): 4 

Tascam 

www.tascam.com 
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IT'S OFFICIAL. 
THE AUTHORIZED VIRTUAL MODEL D IS HERE. 

In the new world of virtual grand pianos, you're not spoiled for choice. 
But if you're looking for the best, choose Garritan. Like Steinway did. 

The Authorized Steinway & Sons Virtual Model D is the only virtual 
grand piano to earn Steinway's approval, endorsement and name. 

Meticulously sampled and brilliantly recreated, our Model D 
springs to life with unprecedented realism, performance and 
stability in Garritan's revolutionary new ARIA audio engine. 

It's official. It's here. A brand new era in sampling 
technology and excellence. 

Bring the heart and soul of a Steinway to 
your recordings and performances today. 

s T E ! N W A Y & SONS 
AUTHORIZED VIRTUAL MODEL D 

Garritan 

www.garritan.com 

DEED CDs? THECH3ICEIS 
CRYSTALCLEAR Là 

DISC AND TAPE 

COS • OVDS ■ SHAPED DISCS • SPECIALTY PRCKRQNG • CASSETTES 

WWW.CRYSTRLCLEARCOS.COM ■ 1-800-880-0073 

uuf du a cuuuiVf j^íclal. 
1000 CDs * $999 (tonnen inm niton ‘5 

1000 PROMO CD PACK • $599 « 

1000 DVDs • $1499 (lonfiiTi «un 

TRUSTED EXPERIENCE FOR OVER 35 YEAR$! 

Bi-weekly Newsletter Delivers 
Hot deals, discounted gear, B stock, real estate, 

jobs and more to 85,000 music & audio pros. 

Call (800) 544-5530 to find out more I 

Don’t miss out on eDeals! 
Shop Now and Buy Anytime. 

eDeals sends the best buys to your inbox so they’re only a cbck away This bi-weekly 
e-newsletter brings you product updates and blowout deals on manufacturer overstock 

equipment, demo gear, discontinued products aed more. 

In addition. eDeals includes a services and 
employment section of interest to musicians and audio pros everywhere. 

Horidamusicco.com 
1-800-378-7599 

Florida’s premier high-tech music^store; 

Analog mixer with Integral 10 x 10 FireWire S 400 audio interface 
4 mono channels. 2 stereo channels (including 5 XLR mlc Inputs) 
Integrated digital effects processor with 16 effects 
headphone output with flexible source assignment 
compatible with all major daws including Pro Tools M-Powered 

The included NRVI0 interFX software lor Windows and Mac turns the 
N R Vt 0 and your host computer into an even more powerful mixing console 
complete with multi-effects processing 
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EM Classifieds 
ELECTRONIC MUSICIAN CLASSIFIED ADS are the easiest and most eco¬ 
nomical means of reaching a buyer for your product or service. The classified pages of 
EM supply our readers with a valuable chopping marketplace. We suggest you buy wise¬ 
ly; mail-order consumers have rights, and sellers must comply with the Federal Trade 
Commission as well as various state laws. EM sha'I not be liable for the contents of adver¬ 
tisements. For complete information on prices and deadlines, call (800) 544-5530. 

ACOUSTIC PRODUCTS 

800-833-1554 (or) 541-947-2603 
We Custom Manufacture and Ship Worldwide 

Be Professional, Buy the Best! 

Sound Isolation Booths 
And 

Sound Control Products 

^www.gkacoustics.com 

58 Xonntuck St., Northampton, MA 01062 
Info: (413) 584-7944 Fax: (413) 584-2377 

ORDER: 800-583-7174 
Acousticore Fabric Panels • 

Sound Barrier • Isolation Hangers 

Tube Traps Silence Wallcovering • 

WhisperWedge • ProFoam • Clearsonic 

i • Hushfoam • R.P.G. Diffusors • 

Sonex • Sound Quilt « More 

I www.silentsource.com 
I infosilentsource.com 
Ql AI.H Y » PRICED RIGHT • IM EGR1TY 

HAcousticsFirst 
£ 888-765-2900 

Full product line for sound 
control and noise elimination. 
Web: http://wwwacousticsfirst.com 

High-Performance 
Acoustic Treatment 

The room is so much flatter and true, 
the peaks and nulls remarkably 
smoothed out, mixing there is now 
sonically accurate and a real pleasure. 

RealTraps eliminated 
the guess work in 
getting my mix room 
acoustically correct. 
-Tony Maserati, mixer 
for Black Eyed Peas, 
John Legend, Mariah 
Carey, Destiny's Child, 

^^^■R Kelly, J-Lo, Tupac. 
Visit our web site for a list of all our 
products, plus tons of acoustics info 

www. RealTPAPScom 
Toll I 1866-732-5872 

VOCALBOOTH.COM, INC 
Professional Sound Isolation 
& Pro Audio Solutions 

www.vocalbooth.com 
Toll Free 866-330-6045 

informatlon@vocalbooth.com 

SOUND ISOLATION ENCLOSURES 

Celebrating over 17 years of 
reducing sound to a Whisper! 
Recording, Broadcasting, Practicing 

19 Sixes and 2 Levels or Isolation Available 

New! SoundUare Deflection System 
(Change parallel walls Io non-parallel) 

Immediate Shipping! 

www.whisperroom.com 

PH: 423-585-5827 FX: 423-585-5831 

ANALOG SYNTHS 

analogue gear and modular systems 

252A south mam street ■ pomona CA 91 766 USA 
www analoguehaven com 

email ^anatoguehaven com 1 909-622-4556 

Synthesizers. 
made of TUBES?? 

(....WHY NOT?) 

METAS0NIX 
WWW.METASONIX.COM 

PMB 109, 881 11th St 
Lakeport CA 95453 USA 

CABLES 

Custom Cables Made to Order 
Cañare* Neutrik* Mogami 

Microphone 
Instrument & Studio 
Hiring Solutions 

“Harmonically 860-667-7747 
Transparent” www.UDHafcmusfc.Coni 

Subscribe to 

millimeter 
WWW. 
digitalcontentproducer. 

com 

Read Watch Listen 

Go to 
www.aupioinsider.net 

to become an exclusive member today and get 
the best information about music production 

technology and recording! 
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EMPLOYMENT 

— 

Sales Engineer 
Sweetwater has an immediate opening on our award-winning sales force. 
We are seeking an individual with a strong background in audio and high 
professional standards. Your responsibilities would include building and 
maintaining long-term relationships with Sweetwater clients, selling pro 
audio equipment to the professional, educational, and consumer market, 
and staying on the cutting edge of product knowledge and current 
technology. If you love a challenge, are passionate about gear, and enjoy 
selling, visit our online career center today! 

Successful candidates must possess the following skills: 
• A firm understanding of and passion for audio and music 
technology 

• Excellent communication skills, both written and verbal 
• Self-starter and team player with a great work ethic 
• Professional and principled approach to business 
• A strong will to succeed and commitment to excellence 
• An orientation and desire toward a long-term career 

Excellent Benefits & Perks: 
• Best income potential in the industry 
• 401 (k), profit-sharing program, health & dental insurance 
• On-site health club, restaurant, hair stylist, and more 
• Employee purchase plan (buy gear at cost!) 
• A whole lot more... 

VISIT: 
www.sweetwater.com/careers 

CALL: 

1-800-222-4700 
Jeff McDonald x1052 

EQUIPMENT FOR SALE 

josephson.com 

JOSEPHSON ENGINEERING 

C700A 
Two-capsule condenser microphone 

Vanable pattern 
For vocals, spot and far-held pickup 

Subscribe to 

Mix online at 

ujiuuj.mixonline.com 

INSTRUCTIONS. 
SCHOOL 

The Mixing Workshop 

Or visit us at www.audloinstitute.com| 

FREE INFORMATION: 
ludio Intitule oí Imerirn 

BU 46tti Are, Suite F, Sari Francisco, CA 94121 | 

Come to Orlando For 
100% Hands-On Training 

in Our Hit-Making 
Commercial Studios. 
For More Information, 

Call Now! (321) 214-4177 
Get A Free Brochure Online: 
www.themixingworkshop.com 

* TRAIN AT HOME 
Easy Home-Study practical training in 
Multi-track Recording. Join our successful 
working graduates or build your own studio. 
Career guidance/ Diploma/Registered School. I 

emunm XTRAa 
Electronic Musician's 
weekly e-news¬ 
letter delivers 
the latest news 
direct to your 

inbox! 
Subscribe today 

at 

www.emusician.com 

FURNITURE 

►•••ARGOSY’ 
www.argosyconsole.com 

Studio Transformât! 
800.315.0878 ; 
furniture 

THE ORIGINAL 
RACKMOUNT YOUR G5 • WWW.ISO-8OX.COM 

ORDER TOLL-FREE: 888.5BD.91BB 

sound conscracDion E suDDiy Inc. 

«OO.5Í2 W» -HI” 2”’ 1 
www.omnirax.com 

OMNIRAX Studio fourniture 

Porce feries 

f’orce 24 Mt 

lflR7nnP RECRUIT > RETAIN > EXPLORE 
• •• J vJ D^UI lc |(’s s0 muc h more than a job bank. 

Entertainment Technology's JOBzone brings you the 

most user-friendly, network-wide online job bank that 

is exclusively dedicated to serving professionals in the 

Audio, Video, Broadcast, System Integration, Lighting, 

and Performance industries. 

Start your search today. Hit the JOBzone 
link at any of our magazine websites: 

emusician.com i remixmag.com I mixonline.com 
svconline.com I livedesign.com I digitalcontentproducer.com 
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MASTERING & PRODUCTION 

MASTERING 
Guaranteed to give you 
that “Big Label” sound. 

$475 ( ompk-tc Album Analog ä Dig1t.1l 
Mastering! 

New York’s Premiere 
Mastering Studio 

U Check Out Our Website... 
www.musichousemaslering.com 

1-800-692-1210 
Located <n NV. Servoq the US ... Since I 989 

Offering the 
finest facilities 
for all your 
audio needs, 
restoration, 5.1 
conversion, film 

www.highfidelitymastering.com 

For information on EM 
Classified & 
Marketplace 

call Kevin Blackford 

800-544-5530 

$839] 

www.yourmusiconcd.com 

100 FULL COLOR CDR PACKAGE $169 
1000 FU 

100 BULK DVDRS ■ $99 
100 BASIC DVDRS - $110 

7* 1000 FULL PACKAGE DVDRS - $1199 

500 FULL 
COLOR 

ft PACKAGE 
J Only $699 
TIME “SPECIALS!" 

PRO-MADE REAL DRUM TRACKS 
On Audio CDs - In Stereo - Set of 2 

Rock, Country, Alternative 
Full Lenght Live Drum Performances by Real Drummers 

Made in Pro-Studio with Avalon, Focusrite, SSL Mic-Pres & 
Compressors, for the finest tone in drum sounds! 

Songwriter Helper & Killer Drums for your Home Recording 

Use to make thousands of songs! $100 
(209)529-0374 

MUSIC SALES 

Musicians, Artists, Bands 
Your music is valuable! Don't give it away, start selling 

online. $39.95 gets you started. Call for your free 
internet starter kit. 

877.828.3886 
or visit us online at NoisyPlanet.Net 

RECORDS, TAPES, CDS 

WWW.CRYSTALCLEARCDS.COM ■ 1-800-880-0073 

1000 CDs « $999 KW'iminiiisun 1000 DVDs • $1499 Itonnmnunmor| 
1000 PROMO CD PACK • $599 500 DVDs * $999 «owini him mon 

NEED CDs? THE CHOICE IS CRYSTALCLEAR Là 
Bl SC A A 0 TAPE 

CHECK OUT OUR CURRENT SPECIALS! 

For the best price in CD Replication 

there is only one number you’ll need! 

1.888.891.9091 
"1^ WWW.McDlROMRHA.COM 

Subscribe to 

Electronic Musician 
www.emusician.com 

■ Whitewater Studios 
MASTERING • CDS ■ DVDS 

Professional Analog A Digital Mastering 

Tilt'll give your protect 
the ImtlvIOual attention It 

fteeerves' 

CompletaMastering $375 
Wto12 songs 

1000 CDs complete $1199 
design, color booMray card, cd screen. wrap 

1000 DVDS S1499 
deign full color m^rt. UVD c»m. wiap 

100 CDs with color covers $299 • DVD packages 
Serving the recording industry since 1987 

828-684-8284 
www.whitewaterrecording.com 

Remix 
Sign up for the 

REMIX HOTEL Newsletter 

www.remixhotel.com 

SOFTWARE 

BEGINNERS WELCOME!! 
Name-brand Software 
and Hardware to set up 
your computer for music 
recording, printing and 
education. Free articles 

and online catalog! 
www.musicmall.com/cmp 

^The Patch King 
SoundsForSynths&Samplers 
Used Music Gear ■ 3 NmiM 

718-732-0553 
www.kidnenro.com 

BAND-IN-A-BOX IMPROVEMENT PRODUCTS*** 

*You can put a Better-Band-ln-Your-Box.* 

‘Norton Music (since 1990)* 

www.nortonmusic.com 

SoUnDEnGlNe.com 
Loops & Mapped Instruments 

Sound Effects 

AKAI, Kurzweil, Ensoniq 
Giga & WAV Formats 

Vintage Synth Patches 

♦VU7.44O.7573 www-soundenfLne-corr 
Skype/AIM/Yahoo: soundengtnelnfc 
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Start with Digital Performer, a Mac 

Configure the MOTU Studio 
that's perfect for you 

Pro and a MOTU FireWire I/O, then 

add the latest desktop studio gear 

MOTU 8pre 
Eight mic inputs via FireWire 

Record 8 mic inputs at a time via FireWire directly into your 

computer, or connect the 8pre to an existing optical-equipped 

interface or mixer to add an addition 8 mic inputs. Either way, 

you get clean, pristine sound at a great price. 

8-Core Mac Pro Tower 
The fastest, most powerful Mac ever 
Why skimp? Treat yourself and your entire MOTU studio to 

the absolute fastest Mac ever. Make no mistake: these 

machines eat dozens of tracks, plug-ins and virtual instruments 

for lunch. Make DP5 and all your software truly sing. 

Waves API Collection 
Authorized by API 

Developed with Automated Processes Incorporated, the 

API Collection features four precision processors based on 

renowned API modules used by engineers worldwide on 

countless hit records. Put authentic API in your MOTU studio. 

www.sweetwater.com MOTU^B 



TC effects with double the DSP 

00 00 
BÍGPIG 

Music Instruments & Pro Audio (800) 222-4700 vxbr.m' tirer 
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IK Multimedia StompIO 
Ultimate Guitar/Bass Amp/Fx System 
AmpliTube brings thousands of authentic guitar tones and 

effects to your Digita1 Performer mix. Now control it with 

the on-stage feel and responsive touch of a hardware floor 

processor, without even looking at the computer! StompIO™ 

includes the full versions of AmpliTube® 2, AmpliTube Jimi 

Hendrix™, AmpliTube Metal, Ampeg® SVX, and the new 

AmpliTube X-GEAR (for complete access to all of the 

Powered by AmpliTube" gear within one interface for an 

astounding number of analog amp and effects models). 

Apply legendary TC effects, including new proccessing 

previously only ava lable in the renowned System 6000, 

to your Digital Performer mix with no drain on your Mac. 

Unsurpassed quality for the most demanding requirements. Focusrite Liquid Mix 
60 vintage EQ/compression plug-ins 
Imagine having 40 classic compressors and 20 timeless EQs 

seamlessly integrated into your DP mix with the DSP power 

handled by the Liquid Mix. Tens of thousands of dollars of vintage 

and modern classic gear, faithfully reproduced, is now yours! 

( T| □ IHl e « * • e» 

>n Sweetwater 
Music Instruments & Pro Audio 

(800) 222-4700 



Novation ReMOTE SL COMPACT 
Intelligent controller with Automap 
--~^«r=>mmarl and intelliaent control of Digital 

»IHSESSIOH 

What Are We Going to Do? 
Reflections on the changes in the music industry. 

By Nathaniel Kunkel 

It’s a new year, and with it come 

new music, new opportuni¬ 

ties, and new uncertainties. 

Whether you make electronic 

music or record only acoustic 

instruments, the instability of 

our business has never been greater. 1 

just finished spending a week sitting in 

on classes at Berklee College of Music, 

and when 1 spoke with the students, 

we talked about the same things that 

1 talk about with my friends. "What are 

we going to do? The music business is 

changing so much.” I hear it from a lot of 

people—students, engineers, and pro¬ 

ducers. The rub is that there isn't much 

we can do about the state of the busi¬ 

ness except continue to try to make the 

best music we can. I love to make music, 

I love to be in the studio, and 1 love to 

hear new songs. If 1 didn’t work in the 

g music business, 1 would still come home 

S every night and woodshed in a small 

1 home studio. It’s in my blood. So in the 

end, though 1 would like to make tons of 

money creating only hit records that 1 love, 1 don’t need that to stay in the music business. People who 

make music are, in my opinion, some of the coolest people in the world, and I wouldn’t want to work 

in any other industry no matter how dubious this one seems to be at the moment. So now what? We 

know we like to make music, so how do we deal with the uncertainty that we will survive while we do? 

In my opinion, the first thing to do is to lower our expectations of the business for a while. The music 

business used to be very lucrative, and with the influx of new talent and producers, there has been an 

expectation that it will remain that way. It will not. The way records are sold has changed forever, and 

it will continue to change. This fact makes some people worried and upset, but it doesn’t need to. 

We should focus on all the new and amazing ways there are to get our music out to people. It’s also 

time to create and exploit some new business models. 

One thing that basic engineering jobs will require is a diverse set of technical skills. As engi¬ 

neers and producers, we need to learn about computer networking, power distribution, electronics 

troubleshooting, data retention, and other related disciplines just to get our jobs done the right way. 

In the end, we need to remember that if music is our path, then we must pursue it with all of our effort, 

work as hard as we can, follow what we know to be quality, and retain our individuality. People will always 

listen to music, they will always need people to make it and record it, and there will always be money for 

it. The people who are in it for their ego or for money alone will get weeded out, and that’s fine. For the 

people with the conviction to be here, there will always be a place. What will make the music business 

work for you is that your sense of success will come from within yourself, not anyone else. That is what 

will keep you going until you find your niche. It just takes patience and a lot of hard work. 

Nathaniel Kunkel is a Grammy and Emmy Award-winning producer, engineer, and mixer who has worked 

with Sting, lames Taylor, B.B. King, Insane Clown Posse, Lyle Lovett, and comedian Robin Williams. 
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TC effects with double the DSP 
Apply legendary TC effects, including new proccessing 

previously only available in the renowned System 6000, 

to your Digital Performer mix with no drain on your Mac. 

Focusrite Liquid Mix 
60 vintage EQ/compression plug-ins 

Unsurpassed quality for the most demanding requirements. 

IK Multimedia StompIO 

Imagine having 40 classic compressors and 20 timeless EQs 

seamlessly integrated into your DP mix with the DSP power 

handled by the Liquid Mix. Tens of thousands of dollars of vintage 

and modern classic gear, faithfully reproduced, is now yours! 

H-G63A |MI «Jmocmmw | Mt — I, atoar» J MO. -I 
Ultimate Gurtar/Bass Amp/Fx System 
AmpliTube brings thousands of authentic guitar tones and 

effects to your Digital Performer mix. Now control it with 

the on-stage feel and responsive touch of a hardware floor 

processor, without even looking at the computer! StompIO™ 

includes the full versions of AmpliTube® 2, AmpliTube Jimi 

Hendrix™, AmpliTube Metal, Ampeg® SVX, and the new 

AmpliTube X-GEAR (for complete access to all of the 

"Powered by AmpliTube" gear within one interface for an 

astounding number of analog amp and effects models). 

(800) 222-4700 



® K0MPLETE5 NI KOMPLETE 5 and KORE 2 
Legendary Vl's with hands-on control 
For DP5 useis who want it all: 11 legendary instruments 

including KONTAKT 3 ana the award-winning MASSIVE, 

combined with instant hands-on control. Choose from 7,500 

presets in seconds and instantly tweak with real knobs. 

Novation ReMOTE SL COMPACT 
Intelligent controller with Automap 
Enjoy preprogrammed and intelligent control of Digital 

Performer and other popular audio software and plug-ins. 

No setup required. Feel inspired by 2 octaves of professional, 

semi-weighted keys with aftertouch (also available in 4 octaves). 

Shure KSM 44 
Multi-pattern condenser mic 

The flagship of the KSM line — and the new must-have mic 

for any MOTU studio. The KSM 44 has extended frequency 

response specially tailored for critical studio vocal tracking. 

Includes flexible polar patterns: cardioid, omni & bidirectional. 

Bias Master Perfection Suite 
Mastering at its finest 

Six stunning new plug-ins for Digital Performer: unparalleled 

spectral matching, linear-phase multi-band dynamics processing, 

super natura1 pitch correction/transposition, comprehensive 

analysis, 10-band paragraphic mastering EQ and high-quality 

gating - all at a breakthrough price. 

www.sweetwater.com MOTU 
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Configure the MOTU Studio that's perfect for you 

Mackie HR824mk2 
Active studio reference monitors 

These high-resolution monitors sound as smooth as they look. 

The new Zero Edge Baffle™ minimizes diffraction for a crystal 

clear image and controls sound waves for wide, even dispersion. 

Acoustic Space, LF roll-off and HF controls let you tailor the 

sound to suit your MOTU studio space — and your taste. 

Mackie Control Universal Pro 
Automated control surface 

The ultimate hands-on control for Digital Performer. Nine 

motorized, touch-sensitive Penny + Giles faders, eight V-Pots 

and more than 50 master buttons let you tweak to your heart's 

content. Apply the included custom overlay for Digital 

Performer for dedicated labeling of DP-specific functions. 

Presonus Central Station 
Control room monitoring with remote 
The missing link between your MOTU recording interface, studio 

monitors, input sources and the artist. Monitor from among 5 sets 

of stereo inputs (3 analog and 2 digital) and manage your sessions 

with hands-on control room features like talkback and listenback. 

Music Instruments & Pro Audio 
(800) 222-4700 
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What Are We Going to Do? 
Reflections on the changes in the music industry. 

By Nathaniel Kunkel 

It’s a newyear, and with it come 

new music, new opportuni¬ 

ties, and new uncertainties. 

Whether you make electronic 

music or record only acoustic 

instruments, the instability of 

our business has never been greater. 1 

just finished spending a week sitting in 

on classes at Berklee College of Music, 

and when 1 spoke with the students, 

we talked about the same things that 

I talk about with my friends. “What are 

we going to do? The music business is 

changing so much.” 1 hear it from a lot of 

people—students, engineers, and pro¬ 

ducers. The rub is that there isn’t much 

we can do about the state of the busi¬ 

ness except continue to try to make the 

best music we can. 1 love to make music, 

1 love to be in the studio, and 1 love to 

hear new songs. If 1 didn’t work in the 

g music business, I would still come home 

S every night and woodshed in a small 

1 home studio. It’s in my blood. So in the 

end, though I would like to make tons of 

money creating only hit records that 1 love, 1 don’t need that to stay in the music business. People who 

make music are, in my opinion, some of the coolest people in the world, and 1 wouldn t want to work 

in any other industry no matter how dubious this one seems to be at the moment. So now what? We 

know we like to make music, so how do we deal with the uncertainty that we will survive while we do? 

In my opinion, the first thing to do is to lower our expectations of the business for a while. The music 

business used to be very lucrative, and with the influx of new talent and producers, there has been an 

expectation that it will remain that way. It will not. The way records are sold has changed forever , and 

it will continue to change. This fact makes some people worried and upset, but it doesn't need to. 

We should focus on all the new and amazing ways there are to get our music out to people. It's also 

time to create and exploit some new business models. 

One thing that basic engineering jobs will require is a diverse set of technical skills. As engi¬ 

neers and producers, we need to learn about computer networking, power distribution, electronics 

troubleshooting, data retention, and other related disciplines just to get our jobs done the right way. 

In the end, we need to remember that if music is our path, then we must pursue it with all of our effort, 

work as hard as we can, follow what we know to be quality, and retain our individuality. People will always 

listen to music, they will always need people to make it and record it, and there will always be money for 

it. The people who are in it for their ego or for money alone will get weeded out, and that’s fine. For the 

people with the conviction to be here, there will always be a place. What will make the music business 

work for you is that your sense of success will come from within yourself, not anyone else. That is what 

will keep you going until you find your niche. It just takes patience and a lot of hard work. £-tTI 

Nathaniel Kunkel is a Grammy and Emmy Award-winning producer, engineer, and mixer who has worked 
with Sting, James Taylor, B.B. King, Insane Clown Posse, Lyle Lovett, and comedian Robin Williams. 
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alphatrack 
One Fader To Rule Them All 

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 jpg and shuttle strip 

Touch-sensitive parameter and effects knobs • 32 character backlit LCD 
Foot-switch jack • USB interface 

See the 

DESIGN 
GROUP www.frontierdesign.com 

Online Demo 



Why is the 8pre more than just an interface? 
Because it's two products in one. 

IVrOTTT 

16x12 FireWire audio interface 
with 8 mic inputs 

As a 16-input, 12-output FireWire audio interface, 

the MOTU 8pre delivers 8 mic inputs in one rack 

space, complete with five-segment level meters, 

phantom power switch, 20 dB pad switch and 

trim knob for each input. Now add eight more 

channels of ADAT optical digital I/O, even at 

88.2 or 96 kHz. Top it off with separate main outs, 

MIDI I/O and on-board monitor mixing, and you 

can turn your Mac or PC into a complete desktop 

studio that records your entire band. 

Mic pre to optical converter 
with 8 mic inputs 

The 8pre is really two products in one: it's a 

16x12 FireWire audio interface, and it's also 

an analog-to-optical expander that converts 

8 mic inputs to 8-channel optical. If you already 

own an interface or mixer with ADAT optical 

connectors, you can connect the 8pre optically 

to add 8 mic inputs to your existing rig and 

seamlessly integrate them into your current mixing 

environment, with no extra strain on the FireWire 

bus. Two for the price of one: now that's value. 

• FireWire audio interface for Mac & PC 

• 8-channel mic input-to-optical converter 

• 16 inputs and 12 outputs 

• One rack space 

• 96 kHz recording 

• On-board CueMix DSP mixing 

• 8 mic/line/instrument inputs 

• Individual 48V phantom & 20 dB pad 

• Individual front panel trim knobs 

• 8 channels of optical I/O up to 96 kHz 

• Main outs w/front panel volume knob 

• Five-segment metering for mic inputs 

• On-board SMPTE sync 

• Sample-accurate MIDI 

• Expandable — connect up to four I/Os 

• 2 FireWire ports for daisy-chaining 

• Mix & match with other interfaces 

• Includes AudioDesk “ software for Mac 

• Across-the-board compatibility 

MOTU 
motu.com 
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