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IT'S YOUR MUSIC.
TAKE CONTROL

[he ultimate solution for music qroduction

Introducing the next generation V-Studio,

the SONAR V-Studio 700 provides the ultimate
solution for creative music production through
a complete offering of finely-tuned and
tightly-integrated hardware and software.

* SONAR 8 Producer

* VS-700C V-Studio Console

¢ VS-700R V-Studio Interface

¢ Integrated Roland Fantom VS synthesizer

e V-Link for video integration

Roland and Cakewalk, two music technology leaders, have
combined the best of their engineering talent to address the

growing needs of modern music professionals.

Whether you’re a modern music producer, systems integrator
or post production specialist, SONAR V-Studio 700 offers unique
features, professional quality components and unparalleled

support that will transform the way you work.
The SONAR V-Studio 700 puts you in coptrol.

It’s your music after all.

cakewaii(

by Roland
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For Serj Tankian, recording music is a passion. That's why Serj chooses Shure recording mics as staples in his
studio. From the KSM line, which balances exceptional sensitivity with application flexibility to the legendary and
durable SM mics, Shure has a recording solution that will fit your budget and need. Why settle for an ordinary
studio session when you can have a legendary one? Check out what Serj knows. Visit shure.com today.

®
m“ ~ Hear Shure mics in action SHUE

on Serj Tankian's album, LEGENDARY
Elect the Dead. PERFORMANCE™
’

www.SerjTankian.com © 2009 Shure Incorporated




' A‘ PRO TOOLS
N Y SOFTWARE /
</ | —
PRO TOOLS LE "
S \ iy 7. /
@ Pogags R \ ' f
SOFTWARE . : J
y

Retno Pach

f '.'-

=0 =

The Retro plug-in line from McDSP is a new class of plug-ins with vintage style and completely original
designs, backed by McDSP's reputation for superior reliability and customer support.

PROFESSIONAL AUDIO PLUG-INS FOR PRO TOOLS

WWW MCDSP.COM
To try a free demo of our entire product line in your own studio, visit www.mcdsp.com
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Your Vision. Amplified.

CAREER TRAINING FOR THE AUDIO AND FILM INDUSTRIES

www.sae.edu

CREATE YOURSELF WITH SAE

. visit our web site for mghe ig
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Atlanta 404.526.9366 // Los Angeles 323.466.6323 // Miami 305.944.7494
Nashville 615.244.5848 // New York 212.944.9121 // San Francisco 415.344.0886
Over 50 Institutes in: USA FRANCE GERMANY HOLLAND SWEDEN BELGIUM AUSTRIA SWITZERLAND SPAIN ITALY SLOVENIA

GREECE KUWAIT JORDAN AUSTRALIA NEW ZEALAND UNITED ARAB EMIRATES INDIA MALAYSIA SINGAPORE
TURKEY JAPAN SOUTH AFRICA
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OUT NOW

Ableton Suite 8 and Ableton Live 8

For movies, more info and a free 14-day license, visit:
www.ableton.com

ableton
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MITCH TOBIAS
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OMMNISPHERE

30 MOVIE-MUSIC
MAESTRO

Working primarily from his
home studio in Los Angeles,
composer Tyler Bates has
scored the movies 300 and The
Day the Earth Stood Still and the
Showtime series Californication.
In this interview, he talks

about the challenges in scoring
Watchmen, ofters techniques for
composing under pressure, and
gives advice to would-be film
Composers.

RADICAL
RECORDING TIPS

Sometimes you just have to do the

wrong thing to get the right sound.

We provide ideas and approaches
for finding unique timbres using

unusual mics and nontraditional

resonators.

DEPHETHMEHTS
FIRST TAKE
FRONT PANEL
WHAT'S NEW
MARKETPLACE
MASTER CLASS: CLASSIFIEDS
GET INTIMATE
WITH OMNISPHERE
In this tutorial, we take you deep into
the heart of Spectrasonics’ flagship
soft synth. We begin by showing you |
some shortcuts for creating your
own Omnisphere patches. ity =l f
1260
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PRO/FILE

PAINTING WITH SOUND

Charles Cohen's explorations on the Buchla
Music Easel.

TECH PAGE

TOUCHY-FEELY

Roland's new V-Piano redefines digital pianos.

MAKING TRACKS

CREATIVE PITCH CORRECTION
With Celemony Melodyne, pitch correction is
just the beginning.

SOUND DESIGN WORKSHOP

SCREAMIN’ DRUMS

Propellerhead Reason’s Scream 4 makes a ver-
satile effects processor for drum and percussion
tracks.

SQUARE ONE

BALANCING ACT

Balanced lines, like balanced thinking, reduce
noise and improve clarity.

INDUSTRY INSIDER

Q&A: KEVIN TEASLEY

Behind the scenes in the world of movie-trailer
composing.

IN SESSION

GOSH, | SOUND GREAT!

Nathaniel Kunkel explores the big picture
regarding the popular use of tuning plug-ins.

SUC(.IEEDING
< MUSIC

rbwh—u-—v
B .

FrQUICE PICES

>> sE Electronics sE4400a

FFREVIELL

54 MOTU Digital Performer 6.02 (Mac) digital audio sequencer
60 UNIVERSAL AUDIO UAD-2 (Mac/Win) DSP accelerator

64 YAMAHA DTXtreme Il electronic drum kit

FrUTRED REUVIELIS e EMUSICIAN.COMY
SUBMERSIBLE MUSIC KitCore Deluxe MIDI drum instrument

€=1) | EmusICIAN.COM | 04.09

condenser microphone

> Sample Logic Synergy (Mac/Win)
software instrument

Cakewalk E-mu Proteus Pack
sound library

70
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Get all of your gear at Abe's of Maine
All Your Music & Audio Needs In One Place!
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In a recent email exchange with

M a ke M U S I C a reader on the subject of what

gear to buy, he astutely noted, “1

know that the weakest link in the chain is me. It's no longer easy to blame the equipment.” It takes guts to

admit such a thing, once you finally have that realization. And with all this technology to harness, it's easy to
let the details box us in.

For example, EM editors are often asked what the best resolution to work in is. The person asking seems
creatively paralyzed by the fact that they might not be getting the best possible sound quality. They don’t want
to waste their time if things are not recorded perfectly.

“You should work at the highest resolution you can afford, all things considered,” 1 typically answer, sug-
gesting that the computer and the amount of drive space are also determining factors (not to mention that
a $99 interface offering 96 kHz capabilities probably doesn't sound as good as one costing ten times more).
Obviously, that's not what they
want to hear.Instead of answers,
that raises more questions.

In the case of resolution,
as with all aspects of recording,
everyone’s needs are different,
and they extend to what your
delivery format is. Working to
picture that is destined for DVD
release? Work at least at 24-bit,
48 kHz (or a multiple thereof).
Glitchy electronic music for CD
and MP3 distribution is prob-
ably fine at 16-bit, 44.1 kHz. If
you have the disk space and CPU
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power to record, use effects, and mix your 32-track masterpiece at 24-bit, 96 kHz, why not do it?On the other
hand, i your computer supports the track count you need only at CD resolution, go for it. We're on this planet
only for a short amount of time, and we all have plenty of music to make.

Predictably, after my lecture explaining bit depth and sampling frequency, the students in my recording
class want to know what resolution they should use. Many of these young people create and sell beats to each
other, so they take this discussion very seriously. 1 almost hate to tell them what data compression really does
to a file, because 1 know they might worry about it to the point where they lose the creative spark. “Should |
even use that MP3 file my friend emailed me?” is a typical question.

“Absolutely!” 1 answer. “If the track is pumping, who cares? Once it's in a mix, you often cannot tell it's an
MP3.1f you can, then find a creative way to deal with it, like the pros have always done.”

To demonstrate my point, | fire up the multitrack stems from the Beatles’ Sgt. Pepper’s Lonely Hearts Club
Band album. When heard as a rough mix, the songs pretty much sound like you remember. Solo the tracks,
however, and it hits you: they are nowhere near pristine. in fact, they are messy. But the producer and engi-
neers knew how to work around the rough spots so that they didn’t distract the listener from the songs them-
selves. Some of their gear was state-of-the-art, and some of it wasn't. They used it all and got the job done.

Obviously, before there was beat quantization and pitch-correction software, the acceptable margin of
error that people would tolerate in a pop-music track was much higher. Yet today’s young listeners, who have
grown up on ultraedited hits, often rock out when they hear older songs that weren't digitally massaged.

Don't get me wrong: 1 love using pitch correction and beat quantization when it's called for. And 'm not
at all interested in giving up the editing and processing power of my DAW for the tape-splicing block. My point
is that we shouldn’t let the quality or fidelity of our current recording system—no matter what it is—spoil
our fun. If people look back at our studios 40 years from now,
they'll probably laugh at the fact that we were working with
“primitive” 24-bit, 96 kHz files. If we waste time worrying
about our specs and not being creative, we might not leave
them much to listen to.

Gino Robair
Make music, not excuses. Editor
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Buying Music Gear?
Sweetwater gives you
more for your money.

Imagine being able to wring every last drop of value from
your dollar and to put it fo work for you.That's what we do
here at Sweetwater! When you shop with us, you get more
than just the gear you're looking for — you get valuable

advice, service and support after the sale, money-saving
FREE shipping, and more. When you choose Sweetwater,
you know you're getting the absolute best value
for your dollar!

FREE Shlpplng > FREE\
We offer the best e e &
shipping deal in

the industry — most items ship FREE!
What's more, we work hard to turn
around orders as quickly as possible,
so you'll get your gear soonar.

FREE 2-year Warranty

You won't find 1 F
this kind of
protection
anywhere else!
We automatically cover your gear for
the first two years after the purchase,
giving you added peace of mind.

FREE Professional Advice

Our staff is made

up of nighly trained

pros who love gear

as much as you do

They're happy to help

you find what works

best for your particular setup.

FREE Tech Support

Have
questions Sweetcare £

about your

gear ofter you've raceived it? Our
Tech Support team is here to help.
/» We also offer a wealth of online
rasources you can access anytime.

X,
=44

Music Instruments & Pro Audio

(800) 222-4700 + www.sweetwater.com
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xoxos Plug-ins (Win)

hen you want to create a synthetic rain forest and populate it with elec-
W tronic animals, birds, and insects, Rurik Leffanta of xoxos (xoxos.net]

has you covered. Having spent as much as he coutd afford on hardware
synths, Leffanta says he became “determined to make freeware abundant so that
anyone with a PC could make music.” His first VST plug-in for Windows was
released in 2002, and there has been a steady stream ever since. Most are
free, and those that are not are modestly priced.

The plug-in offerings run the gamut from algorithmic generators for MIDI
and audio to sound effects, percussion, and music synthesizers to utilities and
effects processors. Many of them use physical modeling, which makes them edgy. often
chaotic. and generally great-sounding. Pair up Pling2 (plucked string) with KL Tract
(vozals) for a synthetic duo you won't find in your favorite sampler. For drum sequencing
there s Ordinate, featuring three probability-based sequencers and a fourth sequencer

! ONLINE

| BONUS
MATERIAL

X

to switch between them.
Load up three drum sam-
ples, then follow Ordinate
with the stutter-effect plug-in Muchacho, and you have a ghitch-ready drum machine.

As for the aforementioned rain forest, the five plug-ins in the Sounds
of Nature collection (free), winner of the KVR Developer Challenge 2007,
together with the more recent Fauna ($33) do the job nicely (see Web Clip 1).
Wind, Rain, and Thunder use filter-sculpted noise and modulation to emulate
these sounds. Oscine Tract models the songbird's vocal tract and provides
controls to shape and sculpt the chirping. Synsect routes an impulse clock through
a series of resonant filters; it's truly buggy. Fauna uses waveguide, vocal-tract, and
mass-spring modeling to produce animal vocal sounds. Al of these plug-ins include
an ample selection of presets along with extensive control panels.

Time or Reason
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Learn a few keyboard shortcuts, and you can
speed up vour Propellerhead Reason work flow
dramatically. One of my favorites comes from
Propellerhead’s Gerry Bassermann: Option-
clicking (Alt-clicking in Windows) on nearly
any knob or fader will create an automation lane
for that control in the sequencer. That avoids the
mile-high parameter list you'll see if you use the
automation pop-up menu in the sequencer itself.

The Option/Alt key is also your friend in

By David Battino

= - aAr oy
} R

the Dr.REX loop player; Option/Alt-clicking
on a loop slice will audition it. In the Redrum
drum machine, Option/Alt-clicking on a trig-
ger pad inputs a lower-than-normal Velocity,
whereas Shift-clicking inputs a higher one. The
pads light up in different colors to indicate low,
normal, or high Velocities. Command/Ctrl-
clicking on a knob will reset it; Shifi-clicking
will put it in high-resolution mode temporar-
ily. Grab a PDF of all the keyboard shortcuts at

FRRRRTRRERLL LR

@ cfonitn -

- e A

33+ Dont waste time browsing long controter hsts in

Propellerhead Reason {propellerheads.se). Option-click
(or Alt-chick) on the control instead.

tinyurl.com/d989tg. (For more about David

Battino’s work, visit batmosphere.com.)

/ EMUSICIAN.COM | 04.09



THIS MONTH'S

These albums encompass a diverse range of styles and composition methods,
from ambient and avant-garde to electronica and pop.

DENNY RENSHA

s | MYTHOMANIA (ASTHMATIC KITTY
y ABOUT A GIRL (PAPER BAG) | E ‘ s Inventive arrangements wrapped around
I The band’s distinctive sound combines catchy l ‘ ﬂ stylish pop songwriting and vocals make this
</ melodies, driving beats, and a pleasantly retro \ *J ) DIY recording a winner.
3 vibe thanks to their vintage keys.

DANCE MOTHER (1AM SOUND
L Electronic dance music and dreamy
vocals that reach both forward and
back in time.

POINT CONCEPTION
Two absolutely gorgeous works for overdubbed
acoustic pianos—one with four instruments and
one with nine. For fans of Glass and Reich.

JENAFER GILLINGHAM

JON HASSELL: LAST NUGHT THE MOON CAME
DROPPING ITS CLOTHES N THE STREET (ECM

Trumpeter Hassell weaves electronic and acoustic
materials into a seamless, dreamlike fabric. Subtie
and sensuous.

Sting EW2 Electronic
% Wind Instrument

z Speaker Array Logic
N Tl'"ij .;apanese»made C;alec.trorlnc Studio Monitor
wind Instrument used a single The SAL system, which

cable to connect the nickel-
plated controller Technos Acxel Resynthesizer

tothe synth  Featuring Sound Mouiding in Real Time
MU, (SMIRT}, the instrument promised SN B o e O
"MIDI-controlled real-time additive controf room to “hear

synthesis’ capabilities. ‘ l =. exactly the same sound.

4.09 | EMusician.com | (ST s

combined 64 speaker units
using DSP, was claimed to
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BLEND REVERD GENDER BENDER

LOW HARMONY
HIGH HARMONTY

VGCE Lowewan

MULTI HARMONY |

MULTI HARMONY 2
MULTY HARMONY 3

OCTAVES

hatmony maghing
UNISON+ WHISTLE

anc vacoden
vocooI

-
@ electro-harmor

MIC BYPass MADE IN NYC, USA

MOTU BPM

MOTU (motu.com) packs a lot of
wallop into its new standalone and
plug-in virtual drum machine BPM
Beat Production Machine (Mac/Win,
$295 [MSRP]). You start with thou-
sands of presets, aver 10,000 samples,
and more than 1,000 loops inits 15 GB
of content. Althoagh urban inspired,
the content fits R&B, rock, hip-hop,
and techno genres well, with special
attention paid to vinyl and old-school
beats. BPM provides 64 simultaneous
pads and a step sequencer that lets
you record, overdub, and quantize
patterns in real time. A categorized
browser, a powerful drum synth, and
drag-and-drop audio file import round
out BPM’s bag of tricks.

16 A1) | EMusician.com | 04.09

By Len Sasso

smean £ ECTRO-HARMONIX
B )| VOICE BOX

et ) | THIS BOX SINGS According to Electro-Harmonix,
w \( L '

the Voice Box stompbox effect
($214.50) is like having the Beach Boys, Dixie Chicks, or Supremes
do your backup vocals. It follows your singing to create 2- or 4-part
harmony on the fly and has two built-in reverbs to add depth inde-
pendently to your voice and the backup vocals. The unit also fea-
tures a 256-band vocoder with formant shifting for when you want
to go robotic. You get a balanced XLR input with phantom power
and a mic preamp with a gain switch, an unbalanced instrument
input,and abalanced XLR output. Hear and see it in a YouTube video
on the Electro-Harmonix Web site (ehx.com).

MIC GAIN

URBAN BEATS AND MORE




KEITH McMILLEN INSTRUMENTS
K-BOW AND STRINGPORT

Keith McMillen Instruments (keithmcmillen.com) has a better

idea for getting string players into the electronic-music act. The

K-Bow (Mac/Win, $3,995 and up) and StringPort($499) bring the

gesture and sound of stringed-instrument performance into

your computer for audio processing as well as for controlling

virtual instruments and other software. The K-Bow, which has
the weight and feel of a fine violin bow, translates motion along the x-, y-, and z-axes to MIDI or OSC messages. Messages can also be sent from
grip pressure, hair tension, tilt angle, and relative bow position. The StringPort is a polyphonic string-to-USB 2 0 converter. Both units come with
custom processing software.

13 DSP-QUATTRO 3
 TETER G hre

Quattro 3 (Mac, $199) from Italian developer i3 (dsp-quattro.com) has been redesigned
from the ground up to take full advantage of Mac OS X on both PowerPC- and Intel-based

computers. The playlist now has its own waveform editor. Managing regions, includ-
ing their overlaps and crossfades, is simpler and more intuitive. This version still hosts

virtual instrument and effects plug-ins, and there are separate insert siots for audio file
playback, audio input, recording, instruments, and the playlist. All popular audio for-
mats, bit depths, and sampling rates are supported, and you'll find a full complement of
destructive and nondestructive editing functions.

Sonar 8 Succeeding On the Record
Power! in Music
DJ ACADEMY

SUCCEEDING
< RUSIC

Tm:: Chags for Pertormers & Srﬂ-f—vnT
_ 9
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»WHAT'S

Sound Advice

Kontakt Libraries

Music & Sound for Film

Reaktor Spark
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LINE 6 POD
STUDIO KB37

Line6(line6.com)has released
ALL-IN-ONE SOLUTION the POD Studio KB37 (Mac/
Win, $349.99). The unit packs a full-size, Velocity-sensitive 37-key control-
ler keyboard; a USB audio interface; and pro-audio effects, including the
renowned POD Farm for your DAW, into a compact desktop package. You
get dual ¥%-inch analog 1/0, a headphone out, a %-inch guitar input, a pair
of phantom-powered XLR mic inputs, a S/PDIF audio output, and Line 6
Tone Direct Monitoring. The panel houses transport controls, four user-
assignable knobs and buttons, mod and pitch-bend wheels, sustain- and
expression-pedal inputs, and a pair of analog VU meters. Bundied soft-
ware includes 16-track Live Lite Line 6 Studio Edition, Reason Adapted, and
RiffWorks T4.

CAMEL AUDIO ALCHEMY

After four years of development,Camel Audio
(camelaudio.com) unleashes its newest soft
synth, Alchemy (Mac/Win, $249). This AU
and VST plug-in combines additive, spectral,
virtual analog, and granular synthesis with
sampling and resynthesis to produce a huge
variety of sounds. Two GB of sample content and 300 factory presets get
you off to a good start, while 2 add-on sound banks ($59 each) from major
sound designers are available, and more are in the works. Alchemy also
offers extensive performance controls, a groove-synchronizing arpeggiator,
easy MIDI mapping, and preset morphing and randomization.

PRESONUS STUDIOLIVE
16.4.2

PreSonus (presonus.com) hit the ground run-
ning with its new digital mixer, Studiolive
16.4 2 (Mac/Win, $1,999), which offers 16 input
channels, Firewire 1/0, 4 subgroups, 6 aux
buses, 3 stereo outputs, and a mono output for 32-by-18 FireWire recording.
DSP-based Fat Channel processing provides 4-band semiparametric EQ and
compression, limiting, and gating on every channel and bus. The StudioLive
also sports two stereo, programmable 32-bit DSP engines on dedicated buses.
QuickTouch design gives you fast access to all parameters using rotary encod-
ers. You can save and recall single-channel and complete setups. Each input
channel has a discrete Class A XMAX mic preamp and an analog insert point.
The mixer features 100 mm faders, fast-acting LED metering, talkback com-
munication, and PreSonus’s Capture recording software, which is designed
for the mixer, so no configuration is necessary. €=M
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BAND:IN-A-BOX

REAL Accompaniment is HERE! [T

EDITORS’ CHOICK |

Band-in-a-Box 2009 for Windows is here!

(Band-in-a-Box for Macintosh OS X is currently at Version 12)

The award-winning Band-in-a-Box for Windows is so easy to use! Just type in the chords to any song (like C, Fm7bS, or C13b9),
choose a musical style you like, and Band-in-a-Box does the rest, automatically genesating a full backing arrangement including
RealDrums and RealTracks. That’s right, LIVE audio recordings of actual musicians! And that’s just the beginning....

= Get to know the one-and-only Band-in-a-Box...

Band-in-a-Box automatically generates a full arrangement of piano, bass, drums, guitar and strings
With Band-in-a-Box you can enter a typical song ir just minutes. Arrange, listen to, or play along with
songs in hundreds of popular musical styles. You'll build up a hugd library of your favorite songs in no time.

The popular Band-in-a-Box program is jam-packedi with musical feazures and know-how.
The Soloist and the Melodist are popular “intelligent” features that generate professional solos or even
create whole new songs from scratch complete with chords, melody, an intro, and even a song title.
The on-screen Notation window shows you the notation, tablature, chords, and lyrics of your song.
Transpose your music to any key with a click of the mouse. Print out your complete song arrangement,
and save your file for export. Work on your chops with Band-in-a<Box as your ever-ready backup band.
0 e ™ Use the special practice features for sight-reading, ear training, and learning great new licks with the

T E T e X 33 included song files.

PLUS... look at these amazing features in > Band-in-2-Box & RealBand Packages
Band-in-a-Box 2009 for Windows! v RealBand Pro... $129

d RealTt ot 1: RealDrums Set 1

Look Ma, no MIDI! - Make vour PC come alive with ReaiTracks—live recordings of fazz, Country, Rock and Metal .
studio musicians, playing along to your chord progeession. These are not MIDI, and they are not samples, but actual audio
recordings (“RealTracks"”) of studio musicians that can be easily added to your existing Band-in-a-Box songs and styles!

v Band-in-a-Box Pro... $129

¢ RealTracks - live audio recerdingsof musicians hat follow v Chord Window - Play along with your MP3, WAV, and A X
the chord progression for soios or accompaniments. WMA files. i 8and-in-a-Box and RealBand... $159
v RzalDrums - live audio recordings.of top studio drummersto ¢ MultiStyles make it possible to use up to 24 style variations
replace the MIDI drum track. in one song. R
4 !(ellS!ylels these are styles that contain no MIDI v Karaoke MP3/CDG file support, MegaPAK Band-and-in-a-Box & RealBand... $269
instruments, i
v K h. t bar; ot fi Itiple ki d ki Ly es start s §
¥ RealCharts - display the notation, tab and an-screen guitar si(jzdfur:;‘i?\ea.sin.gtl‘gso:;. Sl e Sy r
fretboard for many of the RealTracks. "+ Pliis KandFed g \
v Audio Chord Wizard to automatirally analyze, extract, and O

write chords from audio files. SuperPAK Band-in-a-Box & RealBand... $369

World-Famous Band-in-a-Box!

The one-and-only Band-in-a-Box 's the favorite of musicians,
students, and songwriters the world over—in 15 differert
languages. Visit www.pgmusic.com for acomplete list of all the
features!

“an
incredible
program”

Jarz Edugalion
Jouraal

;

“Editor's “Technical

o Excellence
Cheice it

“4-Star
Rating”

Macworld

b UltraPAK Band-in-a-Box & RealBand... $449
Maescrag PC Magazine 3 rt as

2 X B r al PAK
| §
N iD= UltraPAK Hard Drive “Audiophile” Edition

oD :/" ale 2009 Your All-in-One Audio Workstation Band-in-a-Box & RealBand... $549
- - dD

= o and Accompaniment Program 4

Getting a great sequencer is cnly the dirst step to getting a killer recording. You also nead a roster of smokin’ session
players.to fill out your sound. Now you can ge: all that in a single program—RealBand!

RealBand is more than a fult f2atwred sequencer and digjtal recording program; it can also automatically generate Audio
and MIDI tracks. Unlike other sequencer programs, RealBand combines the legendary power of Band-in-a-Box and
PowerTracks Pro Audio ptus PG Music’s revolutionary new RealTracks so you can create your own arrangements to eal
accompany your song, in the style of your choxce! f
With RealBand you can creata aniarrangement with Band-in-a-Box tracks; type in the chords, add RealTracks and
RealDrums that follow the chord char.ges, add your own tracks, and then edit and produce the finished song without
ever leaving the program! ReaiBand s loaded with powerful features that make it easy to produce your own song
arrangements as it you were in the recording studio with top session musicians.

VA

EverythingPAK Band-in-a-Box & RealBand... $499

RealBand opens totally new oppcrtuncties for musical creativity. There’s no end to what you can accomplish with this
exciting combination of musical intelligence and advanced production power. RealBand delivers!

RealTracks Sets for Band-in-a-Box or RealBand

Look Ma, no MIDI! - Make your PC come alive with ReaiTracks!—39 RealTracks Sets, with a total of almost 200 RealTracks
for Jazz, Country, Rock, Pop, Metal, Blues and Bluegrass!

RealTracks are not MIDI pattenns or samples of single instrument hits, but actual audio instruments recorded by studio

muslcians that reptace the MIDI track and play along in sync to the chord progressions you enter. Replace just one MIDI track [ q
or all of the tracks with RealTracks. PG Music Inc. - www.pgmusic.com

29 Cadillac Ave.,Victoria, BC V8Z 1T3 CANADA
DOWNLOAD Phone (250) 475-2874 « (800) 268-6272

30 DAY KIESr = vesp NOW! %
MONEY BACK gl i (888) PG MUSIC

WAVW. A International FREEPHONE + 800-4746-8742
G UARANTEE .pgmusuc.com/emZ Outside the US & Canada (where available)

www.pgmusic.com « sales@pgmusic.com
el g ot Fax (250)475-2937 « (877)475-1444




Home base: Philadelphia
Synth of choice: Buchla Music Easel

Vintage delay unit: Electro-Harmonix
16 Second Delay (original version)
Web site: myspace.com/
beepsandboops

Painting with Sound

Charles Cohen improvises “beeps and boops” on his vintage Buchla Music Easel

i

omposers of avant-garde electronic music tend to live on the periphery

of humanity, as the legendary Gershon Kingsley put it, and few know the

sacrifices of choosing that path better than Charles Cohen. Although he’s
been creating entirely improvised music since 1971 (drawing early inspiration
from free-jazz pianist Cecil Taylor and synthesis pioneer Morton Subotnick), he’s
rarely mentioned outside of a tightly knit coterie of devoted fans and fellow musi-
cians. But Cohen seems to relish flying under the radar, and like his instrument
of choice, a rare vintage Buchla Music Easel, he does so with a built-in sense of
daring. (Go to http://vimeo.com/902069 to see a video of him playing it.)

“I heard some music by Subotnick in
the late '60s and knew right away those
were the sounds | wanted,” Cohen recalls.
"Several years later | started acquiring a
Buchla 200 system a few modules at a
time—some used from third parties, some
new from Don [Buchla]. The module com-
ponents of the Music Easel were within
this first, larger system. Around 1976 |
decided to move the Easel modules into
Don's Easel carrying case to make it more
portable. | was getting into jam sessions
with al) sorts of folks and just couldn't
carry a full 200 system around. That's

when | discovered the liberating aspect
of improvising with ‘limited’ resources.”
Cohen's tireless penchant for live
performance has made him a fixture on
the underground music scene in New
York City, Baltimore, and his native city,
Philadelphia. His longest on-and-off
collaboration has been with keyboard-
ist Jeff Cain (as the Ghostwriters). But
New Yorkers will also know him
for his tenure with Straylight,
a space-ambient trio that per-
formed regularly at the Knit-
ting Factory in the mid-90s.
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Thriving as he does on the gig
circuit, Cohen has rarely found the
time for setting up in the studio and
recording, but a recent spate of releases
documents what many of us have been
missing. Planet-Y's Space Station
{Public Guilt, 2007) is a live duet with
Yanni Papadopoulos on Casio DG-20
guitar synth, and finds Cohen wrench-
ing waves of emotive character
out of the Buchla in the space
of less than 30 minutes (see
Web Clip 1). Those Are Pearls
That Were His Eyes (Ruby Red, 2007)

is another collaboration with drummer
Ed Wilcox, tappmg moods that are by
turns dark, whimsical, and otherworldly
(see Web Clip 2). Cohen also appears
on the Valerie Project's debut album of
the same name {Drag City, 2007), and
on the compilation Technicolor Hell,
curated by Philadelphia noise artist
Dave Smolen for his Malleable imprint.
Although he humbly refers to what
he does on the Buchla as “beeps and
boops,” Cohen demonstrates an uncanny
ear for the right sound at the right time,
which is what draws so many to his work.
“There's just one audio oscillator on the
Music Easel, so it's all about control,” he
explains. “Of cowrse, it's also fun to play
and sounds fabulous. I've got an effects
stable [Electro-Harmonix 16 Second
Delay (original), Lexicon LXP-5 and MPX
550, Alesis Ineko, Electrix Repeater, Korg
Mini-KP] that | use in varying combina-
tions, mostly for time-domain processing,
because the instrument itself is so satis-
fying on its own with regard to timbre.
But the primary experience for me when
I'm playing with someone is to listen—
then | want to respond quickly, honestly,
playfully, and intuitively.” =T

ZACH DI
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The Olympus LS-10 linear PCM recorder ul uPBand’s performances, rehearsals, and
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up every note thanks to their extreme sensitivity, By sensitive tve mean finely-tuned and
responsive, not moody and introspective like your bassist. The Olympus LS-10. Captureit all.
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23 FIG. ¥ The editing software that
comes with the V-Piano lets you adjust
the tuning of each note as well as many

other parameters.

Touchy-Feely

ast year at this time, | profiled an interest-
L ing new synthesis technology from Roland

(rofandus.com) called SuperNatural, which
was unveiled at the 2008 Winter NAMM show (see
“What Goes Around Comes Around” in the April 2008
issve, available at emusician.com). At this years
show, Roland did it again with the V-Piano.

Roland has employed several technologies to cre-
ate piano sounds over the years, including Structured
Adaptive (SA) synthesis, sampling, and SuperNatural.
But unlike sample-based and SuperNatural instru-
ments, the V-Piano does not use PCM samples, which
can consume gigabytes or even terabytes of storage
for a full-blown piano. Another drawback of sampled
pianos is audible looping and Velocity switching,
both of which are dead giveaways that the sound is
not natural.

Instead, the V-Piano relies entirely on physical
modeling to reproduce the sound of a piano. In this
regard, the technology is closer to Roland's Composite
Object Sound Modeling (COSM), though in this
case, the acronym means Component Object Sound
Modeling, because each component of the piano—
such as the strings, frame, soundboard, and case—is
modeled independently and combined to create the
final sound.
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| By Scott Wilkinson

The V-Piano comes with graphical editing seft-
ware for Mac and Windows computers (see Fig. 1),
which lets you specify things such as the number
and composition of the strings cn each key and the
soundboard material. With all these parameters, you
can create a piano that would be impossible to make
in the physical world. How would a piano with three
copper-wrapped strings on each key sound? What
about silver strings, or a glass soundboard, er maybe
a 15-foot-long case?

Users can also “voice” the instrument from the
software or the front panel. In this process, you set
the tuning, the hammer hardness, several types
of resonance, and other parameters, which can be
applied globally or individually fos each key.

Another innovation is a new Progressive Ham-
mer Action (PHA-II1) Ivory Feel keyboard action with
its own dedicated CPU. This allows a higher repeti-
tion rate than most synthetic keyboards can manage,
more accurately re-creating the behavior of an acous-
tic keyboard, including hammer inertia. An escape-
ment mechanism emulates the feel of an acoustic
piano’s key release.

In Roland's hotel suite at NAMM, | heard an amaz-
ing demo of the V-Piano. Two of the presets—American
(probably a Steinway, though the rep could not offi-

cially confirm this) and European—sounded exquisite,
and far better than any sampled piano I've heard. The
voicing parameters were very effective at tweaking the
presets, and the editing software let me hear what a
piano with silver strings would sound like. I'm not a
keyboard player, but | heard several pianists remark
that the instrument offered far more expression and
control than any sampled piano they'd ever played.

The reason for their enthusiasm has much to
do with the instrument's sound, which is incredibly
convincing, but perhaps even more with the fact that
the tone is affected by the pianist's touch. This is
something no sampled piano can ever affer, because
different keyboard Velocities simply play the same
sample at different volumes or, at best, trigger differ-
ent samples. Such touch sensitivity puts the V-Piano
in a unique position: it's a digital piano that can be
used to teach touch in addition to the other aspects of
keyboard technique. Until now, you could learn touch
only by playing an acoustic piano.

So far, there is only one model of V-Piano, which
has an 88-note keyboard and should be shipping in
May for a list price of $5,895. But I'm sure the tech-
nology will be applied to many more products in the
future, and | lock forward to hearing—and feeling—
themall. €=M
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HORN SECTION

That undefinable magic that you can’t get from orchestral brass samples.
MOJO offers the most flexible and innovative approach to pop, funk,
jazz, and big band horns ever created in a virtual instrument. From
soloist to a sextet and doits to stabs, it’s all available on the fly
and at your finger tips. Includes: soprano, alto, tenor, and
baritone saxophones, trumpet (open and muted),
piccolo trumpet, flugelhorn, trombone (open
and muted), bass trombone,

and clarinet.
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aggressively EQ out the top end without
affecting clarity.

[ also use old Dictaphone microphones
on varnous sources because they have a low
threshold for volume and an extremely hm
ited frequency response. Recording piano
with only the Dictaphone mic gives mwe a
bedlt-in narrowed bandwidth simply becanse
the ¢ is ot very good. The resulting sound
is arguably more orgamic than what Id get
trom electromic methods of niltering. O1
caurse, you can use this setup as a supple
ment 1a a normal nuking scheme as well

When I use the Dictaphone mic as the
trash mi¢ on a drum kit, I usaally wrap the
capaule with a dense towel to lessen cymbal
wash and dampen the harsher frequencies.
Then you can compress the signal hiber
ally to increase the energy of the track.
Compression also fends o raise the mid
range trequencies of certam mstruments
such as paanae and gurtar, In addition, the
attack transients will often become aggres

sive, which can help the mstrament sit on

top of a dense arrangement.

Other mics you should consider trying
are carbon mics, crystal mics, and the often
overfooked electret condenser. Whether
vou use them exclusively or w complement
a normal setup, these mics will give you
spectacular distortion when driven hard.
And when they're used irresponsibly. they
provide character that nothing else can

come close to replicating.

Contactmicsare a \eemml_:l\ fnite source
of fun. Rather than picking up airborne
sound like a regular mic, they transmit
vibrations trom solid surfaces, giving vou
an entirely new perspective on whatever
it 1s that you're recording. You can plastet
them virtaally anywhere, and most contacy
mucs dhstort beautitully under duress,
l'nuildmg your own contact mic using
a piezo 1s simple and expensive (see
Fig. 2). and there are online sources that

show you how. You can also purchase them

World Radio History

premade: my favorites are from Cold Gold
(contactmicrophones.com).

Because ol thewr strong transients
drums are ohen a great candidate for con
tact miking One method s to tape the
mic onto the drumbead, although this will
atfect the drum’s sound. {Thit might not be
a problem because we'ne not going for pure
drum tone here.} It that's not an option
tape the mic onto the drums shell. In both
cases, you Il get an excellent thwack along
with the intimate resonances of the drum
itselt. Shape the results with £Q und com
pression, and don't be afraid to get heavy
handed when necessary.

Contact mics work extremely well on
resonant surfaces such as cymbals, a g
tar body, or the back side of a puano. [ ve
had some success athxing them to a singers
chest or throat, and even on a drummer’s
sticks, tThe latter technique requires a bit ot
caution.) Anywhere you put them. contact
mics provide a much different perspective

of an instrument.

EMuUSiclaN.COM €
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23 FIG. 1: Many inexpensive microphones have bizarre characteristirs. You can oiten find such mics &t flea markets.

Roll Tape

In some studios, the venerable tape machine
has been relegated to archiving duties or,
worse yet, the junkyard. But in my studio,
these old beasts are used as an unparalleled
vehicle for sonic manipulation. From subtle
color to outright destruction, tape recorders
are your most trusted accomplice in the quest
for quirk.

You can find a unique and usable trait in
any tape machine, whether it’s a shaky trans-
port or a slightly overdriven front end. Many
decks allow you to adjust the equalization and
bias for alignment purposes; be sure to tweak
those parameters. And if your older machine
has a tube circuit, check out how it distorts.

Tape itself is very durable and can with-
stand quite a bit of abuse, so don't be afraid to get
physical with it. For example, while recording
the Portland, Maine-based band Timesbold, I
wanted an “underwater” vocal sound for one of
the songs. To get this effect, I spooled about 3
minutes of %-inch tape to the floor, scrunched
it up in my hands, and wound it back onto
the supply reel of a friend’s Voice of the Music
2-track machine. Next, I recorded the isolated
vocal part from Digidesign Pro Tools onto the
scrunched-up tape. Then I played the record-

ing back into Pro Tools and edited the timing

ONLINE |k
BONUS LA\
MA

so that the vocals were in the
right place. The result was the
creepiest and most unsettling

TERIAL™
and warbled sound I've heard
(see Web Clips 1a and 1b).
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Cassette machines are also useful audio
processors because of their inherent design
limitations. Many of the old consumer decks
include features such as a limiter, noise reduc-
tion, and EQ options, all of which you can
misuse. For instance, the built-in limiters are
usually of poor quality, but they add plenty of
vibe to a track. If the deck has a built-in mic or
mic inputs, try recording through the device in
real time. By simply sending audio through the

input circuitry, you're bound to walk away with
something interesting.

Garbage In

Filters aren’t new, but we mostly use them
as passive utilities instead of active tools for
recording. One of my favorite implements for
filtering is a metal garbage can.

On a recent session at the Clubhouse in
Rhinebeck, New York, with the band A Million
Billion, I suspended a large, perforated garbage
can above a grand piano (see Fig. 3a). Inside
the can, I placed two Oktava lavalier mics as a
spaced pair (see Fig. 3b). I pointed them toward
the bottom of the can, away from the piano. (I
also miked the piano in a traditional way.)

I ran the trash-can mics into my modified
Scully mic preamps and then into Pro Tools
with no additional processing. The sound was
incredible (see Web Clip 2). The holes kept the
garbage can from having an inherent pitch or
sympathetic resonance, but it retained all of
the interesting reflections that galvanized metal
provides. By adding a bit of slow compression,
I was able to create the longest and spookiest
sustain I've ever coaxed from a piano. At times
you can even hear the handles on the can rattle,
which adds some extra fuzz.

I've also used sheet metal as a reflec-
tive source. Place a piece of thin sheet metal

T3k FIG. 2: Harness your DIY powers and build your own contact mic to explore unusual sounds. Piezo discs are

inexpensive when purchased online. All you need is a 2-conductor cable, solder, and a soldering iron. This homemade

contact mic took cnly a few minutes to assemble.



“My #1 Country Hit
Started With a Phone Call to TAXI”

Elliott Park — TAXI Member
Photo: Elliott (left) with publisher, Michael Martin

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.

Although I love to write songs,
[ 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 |
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.

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. I
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, ‘I Loved
Her First,” and finally, I hit pay
dirt!

#1 Hit on Two Charts!

The group ‘Heartland’ cut our
song and released it as a single.
It started out slowly, then gained

)

A

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 |
signed my publishing deal, it was
TAXI that made that all important
first connection for me. And |
didn’t have to leave my
hometown to do it.

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.

The World’s Leading Independent A&R Company

1-800-458-2111



Radical

FIGS. 3a and 3b: | used a trash can as a filter on a piano (3a). Notice how the mics are pointed away from the

source to catch reflections off the bottom of the can (3b).

underneath a snare drum, and aim a mic at the
metal itself. This trick works great when you
need a bit of spit on an otherwise mundane
snare-drum track. You can accentuate the effect
by running the track through an aggressive
limiter. It'll also put a little hair on your kick
drum sound because the snares vibrate every
time the kick drum is hit.

When I used this technique on a tracking
session with the Brooklyn band Stars Like Fleas,
the new drum sound immediately changed the
direction of the song. Wed created something
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like a strange, short reverb, without taking up
the space that a normal reverb would (see Web
Clip 3).

New Resonances

You can use other common items to create
twisted reverb sounds. For example, 2 piano is
a great resonator. Try putting a small amp or
speaker under the lid of a grand piano, or in
front of an upright piano, facing the strings.
Send some audio into the amp, and when you
depress the sustain pedal, the piano strings

will vibrate sympathetically. Mic the opposite
side of the soundboard and print the track.
Swapping positions of the mic and speaker
will yield different timbres. Try loosely weav-
ing aluminum foil through the strings to get
light buzzing and rattling.

A large drum, such as a double-headed
kick drum or floor tom, also works well for
reverb. Aim the speaker at one of the drum’s
heads and mic the opposite head. Adjust the
tuning of the drum to get the desired tone or
resonance.

A classic reamping trick is to send individ-
ual drum tracks out to a speaker that is aimed at
the appropriate drum, while miking the other
side (see “Better Tone Through Reamping” in
the October 2008 issue, available at emusician
.com). This can quickly add fullness to anemic
instruments.

Parting Thoughts

Sometimes [ find that a simple experiment can
lead to a windfall of new timbres. For instance,
try building a song with adventurous sounds
from the ground up. You'll find that the track
will take on a much more specific direction
right away, and you won't spend as much time
trying to find one down the road.

Don't be afraid to commit to sounds. If
you like it, print it. Don’t get squeamish and
print a “clean” version for safety. The only way
you can move forward is if you get rid of old
habits and think in new ways.

Similarly, it's good to move quickly and
not overthink what you're doing. The more you
analyze, the less honest and direct the results
will be.

Be sure to let the musicians hear the sounds
you're recording while they play, no matter
how weird the sounds are. They’ll react to what
they’re hearing and play differently, giving you
a more engaging performance.

Above all, don't be afraid to experiment.
Ideas that may sound dumb and useless on
paper will sometimes be the funnest and most
rewarding to try. Just keep an open mind and try
something new. You'll be glad you did. €=M

D. James Goodwin is a producer-engineer in
Woodstock, New York. He is also the cofounder of
the independent-music consortium the Satellite
Union. Visit him at www.djamesgoodwin.com.
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Movie-Music

laestro

Inside the world of Hollywood film scoring
with Watchmen composer Tyler Bates.

By Mike Levine

yler Bates picks up his Togaman GuitarViol

(see Fig. 1), a six-string electric instrument

that’s tuned like a guitar and bowed like a
cello, and starts playing it into a Boss Loop Station
pedal connected to a Fender amp. He records an
initial legato pass and then layers several more ovet
it as it loops. The resulting piece of music is rich,
ambient, and heavily delayed. Bates is demonstrat-
ing to me one of the methods he uses for develop-
ing score ideas. “I explore textural ideas with it
he says of the instrument. “By using delays and
different bowing techniques, motifs and thematic
ideas often emerge in a crude form. I frequently
extrapolate elements from these little space

range of musical styles, frequently blending orches-
tral and electronic elements. The electronic aspects
of his music are often déveloped through collabora-
tions with Wolfgang Matthes (aka “Wolfie”), who
brings a deep knowledge of synthesis and sound
design into the mix. Bates told me that most of
the electronic and nonorchestral acoustic instru-
ments in his scores are played live rather than pro-
grammed. Matthes has been involved in most of the
scores that Bates has created over the past 11 years,
and the two have developed a unique work style,
with many musical concepts developed on the fly as
they bat ideas back and forth from their respective

keyboards in Bates’s studio. (For more on

jams that ultimately become central to the = gnEINE k Bates’s gear, see the online bonus material
orchestral aspect of a score. The GuitarViol MATERIALY | & emusician.com.)

was all over 300” (see Web Clip 1).

Bates, who has been busy scoring movies
since the mid-1990s, has been on a major roll
over the past several years. In addition to 300, he
composed music for The Day the Earth Stood Still
(the 2008 remake), The Devils Rejects, Halloween
(Rob Zombie’s 2007 remake), and the Showtime
series Californication, among many others.

He does most of his work from a modestly sized
but well-equipped studio on the ground tloor of his
L.A. home (see Fig. 2). Bates's scores cover a wide

I had a chance to visit Bates’s studio
and talk to him at length about Watchmen and
his approach to scoring.

You're comfortable with both orches-
tral and electronic scores, as well as
with hybrid ones. How do you decide
which approach is going to work?
I have no presumptions of what a score should
be. ! tend to think jn terms of what it can be,
with respect to the director’s artistic sensibilities.
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33 F16. 1: Tyler Bates often uses his Togaman GuitarViol for generating score ideas.

Regardless of how interesting an idea is, it has
to register within the director’s musical vernac-
ular; otherwise, he or she will have difficulty
understanding how it’s affecting their film and
ultimately will lack confidence in the score.
Time and budget are also important when
conceptualizing a score, as are its production
values. In my studio, we always ask ourselves,
“Does it sound expensive?” [Laughs.] Joking
aside, these details, in addition to the texture of
the film, lighting, editing style, and pacing, all
influence whether the emphasis leans toward
orchestral or nonorchestral music. Nearly all
of my scores end up as hybrids because of the
process | engage in from the beginning.

When you start on a scoring job, what are
you trying to figure out from the material
at hand?

It is critical to get into the emotional palette of
what the movie is and who the characters are
before writing any music. It is also important
to understand what the director wants to com-
municate with the film in general, and to know
whose scene it is when two characters share a
scene that consists primarily of dialog. I tend to
look for a connection between that material and
something that I have experienced personally.
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What inspires you musically when you're
writing a score?

1 don’t consciously think in terms like we should
do a [Gyorgy] Ligeti thing, or a Brian Eno-type
thing, or a Jerry Goldsmith thing, for that mat-
ter. I think I would be a bit embarrassed say-
ing something like that out loud. There’s no
doubt that music and images have seeped into
my brain over the vears, which must influence
my train of thought and my sensibilities. I guess
that’s what sets the parameters for any artist. I'm
not sure I can answer your question in a gen-
eral way. [ am always battling the insecure artist
within me. Maybe trying to kick its ass is my
greatest inspiration? [Laughs.] I'm not sure.

Let's forget scoring for a minute. Musically,
if you had to say where you're coming
from, where would that be?

The answer to that question is a cliché waiting
to happen. I would say that inherently I am
always looking to experience that feeling I had
as a kid when I put on a new record. It gave
the space I was in—usually my bedroom—an
ambience that was specific to that record. I des-
perately attempt to channel that s--t every day.
And once in a great while, it actually happens.
There is plenty of music that immediately trig-

gers that feeling for me, like Stevie Wonder and
Sly and the Family Stone, and even Kiss! There
are composers who dredge up that feeling in
me, like Samuel Barber. Don Ellis’s scores for
The French Connection movies get me pretty
worked up also. And, of course, those who
embrace dissonance and beauty in the same
frame, like Bartok, Ligeti, Gang of Four—all the
great masters of jagged rhythm and sadness.

Do you have a classical background?

Not in the formal sense. But after I heard the
cannon blast in Tchaikovsky’s 1812 Overture
for the first time, I learned that you can kick
some serious butt with an orchestra.

But you do have a rock background.

You could say that I do, but to be honest, before
I ever became a rock musician, 1 was exposed to
a broad spectrum of music of all genres. I spent
alot of time as a kid listening to records with my
mother, who was a music freak. She would buy
10 or 12 records a week, and listened to music
nonstop. She read the liner notes to me until I
learned to read them myself. I memorized the

Tyler Bates:

_reaits

Watchmen (Warner Bros., 2009)

Rise of the Argonauts video game
(Liquid Entertainment, 2009)

The Day the Earth Stood Still (Fox,
2008)

Californication TV series (Showtime,
2007 to the present)

Halloween (Rob Zombie's version;
Weinstein Company, 2007)

300 (Warner Bros., 2007)
Slither (Universal, 2006)

The Devil's Rejects (Lions Gate,
2005)

Dawn of the Dead (Universal, 2004)
Get Carter (Warner Bros., 2001)




J¥3k FIG. 2: Bates's home studio, with Wolfgang Matthes's Syrthesis Technology analog modular synth (right).

arrangements, musicians, and producers, but
for whatever reason, not so much the lyrics. 1
didn't give much thought to doing film music
until [ was in my twenties, but I have always
loved instrumental music that provided an
escape from reality.

How did you get started doing scoring?

I was in a studio in Chicago working an a proj-
ect, and my brother called from L.A. He was
line producing a low-budget film that ran out
of money and needed some rock cues. They
gave me the lengths of the cues and where they
wanted changes to occur in the arrangements.
I turned them around in a day, and $300 later
I had my first film credit. If only it were always
that easy! The producer of that film asked if I

was interested in scoring a movie he was direct-
ing, so I said, “Sure” I moved to L.A. and got
started. Fortunately, one led to the next, and
probably my first 15 movies happened in the
first three years I lived in L.A., which kept

any of those scores, I would seriously have to
apologize.

| bet it was a good way to hone your chops.
Sure. It was great. Most of the time, I was paid
enough to make my rent and to eat. | learned
along the way from directors, producers, mix-
ers, and music supervisors. | was fortunate that
most people I encountered were gracious and
patient with me. I didn’t meet an actual film
composer until I had done nearly 20 film scores.
I was pretty clueless for a while. After I did a
couple of movies, I was like, “Oh yeah, I guess |
need a computer, don't 12” [Laughs.] Then [ got
an [Alesis] ADAT and started from there. [ did
a bebop film called The Last Time I Committed
Suicide [Tapestry Films, 1997], just after my
band signed to Atlantic Records. After seeing
a screening of the film, my manager, Arthur
Spivak, said, “Tyler, you should do movies. The
rock business is for s--t.” I thought about it, but
my band was just about to make a record, so
that remained my priority for a while.

Was this the deal that Tori Amos helped
you with?

Yeah. She happened to be in town at the time
that our band was signing to Atlantic Records,
and she came to one of our shows and flipped
out over us. And she was like, “You guys have
to do a record now! I will finance your f--king
career if I have to!” That was a nice bump for
us at the time.

So what happened next?

Things went pretty well for a while. We recorded
our record at her place in Ireland. We managed
to get a song on the soundtrack album of The
Crow: City of Angels [Dimension Films, 1996).
That album went Platinum, which was cool.

The editor’s rhychm will be
incegral to the tempo of
the music in the cue.

my rent paid while my band, Pet, pursued the
rock 'n’ roll dream [laughs]. All of these films
were super-low-budget. If you were to listen to

We toured with some pretty big-name bands
before the rock 'n’ roll clichés got the better of
us and we fell off the tracks. But the experience
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olfgang Matthes is not only Tyler Bates's close friend, but the two also work together to develop nonorchestral concepts—which are

Woften synth and sample based—for Bates's scores. Matthes is usually credited with doing the “electronic development,” which means

that he carries out the sonic experiments that composers generally don't have time to do themselves when they're in the process of

writing a film score. Matthes's work yields unique and complex textural themes. “Wolfgang's understanding of programming techniques and
synthesis are far beyond my technical knowledge,” says Bates.

But Matthes also helps Bates out with numerous other aspects
of a scoring job. “His spirit is connected to everything in the score,
including the mix,” says Bates. Over the years, Matthes has mixed
many of the scores that Bates has composed. “He's always involved
in the mix,” Bates says.

In addition, Matthes helps him integrate new gear into his
studio, something Bates is usually too busy writing music to deal
with. “Regardless of how much preparation time you have, there
is usually not much time to learn or research new gear, especially
to the extent that Wolfie does,” Bates says. "He gives me the
CliffsNotes!”

Matthes also brings along an impressive knowledge of syn-
thesis and a Synthesis Technology MOTM analog modular synth
rig {see Fig. A) that's often a key part of the electronic aspects of
Bates's scores. According to Matthes, the MOTM accounts for 90
percent of the electronic textures they use. “It's a classic,” Matthes
says, "basically like a Moog modular, but brought into the year
2000. | have 25 modules, which is midsize.”

Bates and Matthes have a collaborative work style that relies
on a lot of back-and-forth. “It's like a band jamming together,” says
Bates. "Often what we'll discuss are concepts. And then I'll work
on a framework for the film and an overview of the movie while he
goes off to his dungeon [studio] for a week or sa and experiments
with variations on ideas we've talked about. Next, we get together
to preview the work that he does. Gften he’s thinking of a sound
in a specific register, and I'lt be like, 'What if 1t's three octaves
this way or that way? He usually gives me an off-color glance and
pretends not to hear me [laughs]. This stage is always fun and
exciting because a lot of discoveries are made by chance that turn

3¢ FIG. A: Matthes with hus Synthesis Technotogy MOTM analog modular synth

out to be very cool.”

forced me to really consider the film-scoring
thing seriously. I knew at that point that I didn’t
want to work within the confines of a band.

Let's talk about the creative pressure

of scoring. Songwriters generally have

the luxury of waiting for inspiration to hit
before they write something. Whereas in
scoring, you basically have to create on
demand, right?

In the scoring world, especially television, there
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are no days off where you're like, “I'm not feel-
ing it.” You have to come up with two minutes
a day or else you'll end up behind the eight ball
and the music will suffer terribly.

Let's say you get in a situation and you're
not feeling it. Do you have any methods to
pull yourself out of that hole and come up
with ideas?

Itryand do something outside my studio. Once
in a while, you need to feel intense artistic pres-

sure, or even a bit of panic, in order to create
something impacting. I'm not talking deadline
pressure. I'm talking about artistic pressure.
When that becomes really intense, it shifts your
focus away from the peripheral stuff, like the
expectations of everyone involved in a project,
to just getting into your work.

Give me an example.
Let’s say I sit down in my studio and I have
nothing. I may pick up an instrument and
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3 FIG. B: Here

Scoring the |

n the prison fight scene from Watchmen (see Fig. B), Bates was faced with scoring an

action sequence that changed from real time to slow motion and back again and included

a lot of fast cutting. A scene like that, with a visual rhythm that varies so radically, can be
very challenging for a composer.

“The editing was really crazy,” Bates says. “There was no way to sort of rock through it
with a singular tone or tempo, so | looked at it in sections. There are certain shots that have
a specific attitude, which need to be supported in tone with music. When fast fighting stuff
is happening, volume and intensity are way up. There is a slow-motion shot of Silk Spectre
11 [one of the Watchmen characters], who just kicked the s--t out of somebody, so we break it
down to half tempo to give her an iconic acknowledgment—just rocking really heavy and low
for a second or two—then we pick it up again as the action continues in real time, and the
tone becomes more about kicking ass in a fun, almost '80s way."

Transitioning between the various sections was key to making the music accentuate the
rapidly changing visuals. “That's where this comes in handy,” says Bates, pointing to his Dave
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1. It features fast cutting as well as changes

fre
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Smith Instruments Evolver synth. Taking advantage of the Evolver's ability to generate tempo-
based sounds, Bates or Matthes would adjust its bpm control in real time as they watched the
picture, trying to match the visual tempo. “We just kind of spin it up really fast,” Bates says. A
lot of it is the transition, too. Let's say Wolfie is working with a filter; he might open it up wide
right up to the cut and then just slam it shut, and we move into the next section of music.”

It was necessary to write in some odd meters in order to make the music match the
picture cuts. Sustaining sounds were often used to mask the awkward musical transitions.
“It makes you forget about the actual rhythm at that moment and sort of sucks you in and
transports you into the next figure. It's such an intense sequence. It's like something that
comes at you like a train and rolls over you,” says Matthes, “and suddenly you find yourself in
the next section and you don't even know why you're there.”
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play a bit, or I might experiment with synths,
effects, or instruments that are not necessarily
related to the project I am working on, just to
get music flowing in some way. Then it is about
being steady and tenacious in this exercise and
not allowing yourself to procrastinate, which I
sometimes do anyway [laughs].

Do you spend a lot of time coming up with
tempos that accentuate certain hit points
in the music?

Sure. For instance, I am working on a fight
sequence, and the editing is MTV-style, hard-
and-fast cutting. In that case, the editor’s thythm
will be integral to the tempo of the music in
the cue. Depending on how intense the cuts
are, the editing can mandate the parameters
rather specifically, limiting your choices with
regard to tempo and color. But in some cases, a
director may not want you to hit the action or
accentuate the cuts. The story, the acting, and
the editing may make the point without knock-
ing the hell out of the picture. Obviously, with
genre films, you will most likely be directed to
hit the smash cuts, and if you're doing some-
thing that’s rhythm oriented, you have to really
land synchronous to the picture in order to
accentuate the action onscreen.

And how do you go about doing that?

1 work up an idea after finding a tempo that
feels right with the scene. With film music,
tempo tends to move around a bit. I try to
avoid drastic tempo changes in the middle of
complex sequences because it not only draws
attention away from the picture, but it's very
difficult to get the orchestra to execute cleanly.
That’s something you need to be mindful of
when writing for orchestra. However, if that’s
what’s called for, it might be best just to punch
in the orchestra at that point.

Do you start figuring out your tempo by

playing a click track against the scene?

I start with the tone of a scene, and then with
the help of a click, I find a comfortable tempo
that feels good against picture. For instance, [
may be feeling good with a section of music
with an average tempo of 130 bpm, and I need
to land a hit that coincides with a cut or an
event onscreen. | want to avoid having that hit
occur on a 16th note if I can make it work on
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the top of a beat. So in that case, I would ramp
the tempo up and down over time to naturally
hit my sync points, which also makes the music
feel more natural and exciting than it would at
a static tempo.

So talk more about how you approached
the music in Watchmen.

[Director] Zack Snyder tends to make huge
films that explore the headspace of his charac-
ters. It's common that an action scene will take
place behind narration in his movies, which
presents a lot of musical challenges. In general,
leneliness is a common denominator among

the characters in Watchmen. The score is the
din of the headspace of those characters. It is
intended to express what they can’t come to
terms with within themselves.

So how did that translate musically?

The musical approach is ambient and emo-
tional as opposed to what you might expect
from seeing the trailer. There is no leitmotif
[recurring theme] or typical superhero themes
in the score.

Is the music kind of angst-ridden?
Some of it is, and some of it is deeply sad.

In Ehe scoring world,
especially Gelevision, there
are no days off.
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