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EXTREME

PERFORMANCE

ENHANCER

INTRODUCING THE NEW, TOTALLY RIPPED
TRITON EXTREME WORKSTATION.

The new TRITON Extreme is bursting with 160MB of samples, 120-note polyphony and thousands
of new and classic Korg sounds guaranteed to get your cardio kickin’. Our patented Valve Force
technology pumps out real tube-driven tone that goes from warm to snarling. Dual USB ports make
audio CD burning, data storage and direct computer file sharing fast and easy. As the newest
member of the team, TRITON Extreme sports the same versatile Open Sampling System, powerful
sequencing, dual arpeggiators, large Touchview display and performance control that have made

TRITON the unchallenged big kid on the block. It’s everything TRITON - taken to the Extreme.

Register your TRITON Extreme warranty online and get the second year freel
See korg.com/register for detalls. Check out the hot new TRITON sound library CDs at the
Korg dealer nearest you. © 2004 Korg USA, 316 S. Service Road, Melville, NY 11747 » (516) 333-8737

www.korg.com

TRITON
EXTREME




INSPIRATION
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The TRITON STUDIO is the only workstation that enables you to take your “For the first time, a keyboard offers the ability to go
music from the first spark of inspiration to a burned CD of your final mix — and from idea to finished disc without the need for outboard
all points in between. A vast array of killer sounds, PCM expandability and gear. This is big.” —Keyboard Magazine

advanced Akai® sample importing are sure to get your creative juices flowing. «‘When we had an idea for our new album, the TRITON STUDIO

Then TRITON STUDIO’s intuitive TouchView display, seamliessly integrated made it easy to get it down right away. It remains a continuous

MIDI+audio sequencer, powerhouse sampler/resampler and dual polyphonic source of Inspiration in a musically demanding environment.”

arpeggiators will accommodate anything you dream up. And with an upgraded -Lyle Mays
20GB hard disc and free factory-installed CD-RW, the TRITON STUDIO won't

Just light your creative fire, it will burn it, too.

Register your TRITON STUDIO warranty online and get the second year freel See korg.com/register for details.
Check out the hot new TRITON sound library CDs at the Korg dealer nearest you.
€ 2004 Korg USA, 316 S. Service Road, Metville, NY 11747 » (516) 333-8737

www.korg.com
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Command | 8

Introducing Command | 8" the new

compact control surface designed

oo L
spec1f1cally for Pro Tools* TDM and « Fully-featured control surface for Pro Tools

LE systems. Featuring analog monitoring TDM or LE systems

and a single USB connection to your
PC or Mac, Command |8 puts you

« Simple USB connection to your PC or Mac
« Eight touch-sensitive motorized faders
« Eight rotary encoders for pan/send/plug-in control

in touch with your mix effortlessly + Easy-to-read display for common track parameters

and affordably.

e Focusrite onboard monitor system

e Onboard 1-IN/2-OUT MIDI Interface

« Stand-alone MIDI controller mode — Works with
your favorite MIDI software

*»n> 2 1k _
Focusrite digidesigmn

For more information on Command |8, visit www.digidesign.com.

©3/04. Command 8, Digidesign, and Pro Tools are trademarks or registered trademarks of Avid Technology, Inc,
Lor its subsidiaries or divisions. All other trademarks are the property of their respective holders.
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THE ONLY THING BLACK AND

MENMIIEN
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Sound Never Looked This Good. Fantom-X is the world's first keyboard workstation with a 4-color graphic display.
Combined with its sleek, sculpted, silver body and finger-friendly, backlit pad bank, Fantom-X turns heads and provides a
first-class user-interface experience.

Audio Muscle. Beyond beauty, Fantom-X boasts a smokin' fast audio engine and a deep editing toolkit. Samples can
be time-stretched and locked to sequences with a single button push. Sounds and parts can be edited in real time.
Skipback Sampling captures the action as you play, so no note is lost. And with 128 voices, Fantom-X ensures
that your performances won't get robbed.

“Phantom” is a registered trademark of Phantom Guitar Warks. All trademarks are property of their respective owners. *Conversion software availabte Summer 2008. For direct contact info, call 323.890.3700.




PERFORMANCE PATCH SAMPLING
LAYER/ PATCH/

SAMBPLE PAD
SPLIT R’HYTHM EOIT SETTING
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CURSOR SAMPLING

SKIP BACK
SAMPLING

SHIFT EXIT ENTER

WHITE ABOUT IT IS THE KEYS.

WmirmEm

Platinum Presets. Fantom-X is loaded with 1,000 world-class presets. The crown jewel is the gorgeous new Grand Piano,
with distinct multisamples for each and every note. You can even convert and load Roland and Akai sample libraries”

Serious Storage. Fantom-X lets you input /output songs and samples by simply dragging and dropping via USB.
You also get nearly 1GB of sounds with presets, SRX expansion, and user sampling.

Size Matters. Fantom-X is available in four configurations: the Fantom-X8 88 hammer action, Fantom-X7 76 weighted
synth action, Fantom-X6 61 weighted synth action, or the Fantom-XR Sampling Synth Module.

=Agle!=1ale ]

WWW.ROLANDUS.COM/FANTOMX
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SWEET AND LOW

Here’s the lowdown on getting great electric-bass sounds in
your personal studio. Carmen Grillo, Ken Kessie, and Dusty
Wakeman—all professional engineer-producer-musicians—
have recorded artists ranging from Tower of Power to
Dwight Yoakam. Find out what gear they like to use for
recording electric bass, their favorite parameter settings,
and the signal chains they employ when tracking bass.

By Maureen Droney

COVER STORY: MAKING THE CUT

Today’s digital tools bring sophisticated audio-editing
capabilities to the masses. How can you wield them to your
best advantage? How can you steer clear of the trap of
overediting, which can kill a great performance? Read on
for professional sound-editing techniques you can adopt to
avoid an assortment of pitfalls and key in on the features you
need to get the job done properly.

By Nick Peck

cﬂ+E=s

You don’t have to be a karaoke singer to reap benefits from
this popular pastime. Producing karaoke CD+Gs (compact
disc plus graphics) can be a good way to expand your
studio’s potential sources of income. Learn about making
karaoke CD+G CD-ROMs in your personal studio, the
special hardware and Windows software required for the job,
and basic marketing strategies. :
By Will Connelly T \
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DESKTOP MUSICIAN: Conquering the DAW

Look before you leap into the world of digital audio workstations.

RECORDING MUSIGIAN: Sizzle, Punch, and Groove

Successful strategies for mixing drum tracks.

WORKING MUSICIAN: Taking Care of Business

Establish billing and booking policies for your studio.

FINAL MIX: In Defense of the Lone Arranger

The underappreciated benefits of going it alone.
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REVIEWS

ANTARES AUDIO TECHNOLOGIES Filter 1.0 (Mac/Win)
filter plug-in

RADE NT2000

condenser microphone

EMAGIC Logic Pro 6 (Mac)

digital audio sequencer

MO00G MUSIC PianoBar

piano-to-MIDI converter

EVENTIDE Clockworks Legacy Bundle 1.12 (TDM)

vintage effects plug-ins

EDIROL UA-1000 (Win)

USB 2.0 audio interface

PRESONUS Eureka

channel strip

u“":l( PICKS: sibelius Software Sibelius 3 (Mac/Win) notation software;
Trillium Lane Labs TL EveryPhase 1.1 (Mac/Win) phaser plug-in;
i3 Software DSP-Quattro 1.5 (Mac) multitrack audio editor; Sony
Pictures Digital Rhythm and Twang (Acidized WAV) sample library

www.emusician.com



FIRST TAKE

Producing Good Music for Bad Singers

One reason that choosing topics
for EM stories is such a challenge is that our read-
ers have such a diverse range of production ex-
perience and musical taste. In order to help as
many electronic musicians as possible, we usually

focus on genre-neutral, bread-and-butter subjects.
For instance, in this issue we have Nick Peck’s
“Making the Cut” about audio-editing techniques;
Maureen Droney’s “Sweet and Low,” in which top

producers discuss how they record electric bass;
Brian Knave’s “Recording Musician” on mixing
drums; and Kevin Smith’s “Desktop Musician,”
which explains how to get your computer ready for service as a DAW.

Once in a while, though, we like to offer a story you probably didn’t anticipate
We have a good one this month with “CD+G=$,” in which author Will Connelly gives
us the inside scoop on producing graphics-enhanced compact discs for karaoke.

Admittedly, karaoke production is an unusual field for many musicians. Most of us
think of ourselves as original and creative artists, and karaoke is all about covering the
hits. Besides, many karaoke singers are so bad that we’d rather listen to a catfight, and
some musicians have a hard time accepting the idea of producing music for such a
purpose. But a lot of people love to sing karaoke, and if you can make the right busi-
ness connections and deliver the goods, producing the needed CD+G discs can be an-
other modest revenue stream for your studio. So check it out; I assure you, reading
the story is painless, and you will not be required to listen to bad singing!

In the “they come, they go, and the beat goes on” department, long-time asso-
ciate editor David Rubin has left our staff and returned to the freelance life.
David has been a linchpin of our team for the past seven years, and we hated to
lose him. Ironically, you may see his byline in EM more than in the past because
he now has more time to write articles.

Fortunately, we got lucky and were able to add not one but two outstanding new
associate editors: Len Sasso and Rusty Cutchin. Len Sasso needs little introduction
in these pages; his byline has appeared in more than 80 EM articles, mostly about
products and techniques for desktop music production. It should be no sur-
prise, then, that Len has taken over David Rubin’s “Desktop Musician” column.

Rusty Cutchin is also a familiar name to many in the music industry because he
is a former editor of Home Recording magazine. Rusty is a fine writer and re-
searcher who has a strong audio-engineering background and is equally at home
recording with hardware and software.

I could not be more pleased with our two new “bandmates,” and I am confident
that our readers will be just as delighted with the results.

Steve Oppenheimer

Editor in Chief
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GIGAPULSE

The real-time convolving
reverb plug-in that lets you
" sample actual acoustic spaces.

Even the most “realistic” conventional reverb
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"All you need
for most productions.”

{EQMagazine)

The ultimate sound workstation.

* 1,500 Sounds 4.5 GB of samples, every instrument category
« 3 Synth Engines: STRETCH™, Time Stretch and Sampler
« 32 Effects 5 per Instrument
« Import WAV, AIFF, SampleCell®, AKAI®
= Zone Control

* Loop Sync

“SampleTank® 2 s probably all you need for most productions.” EQ

“Given the price point, sample library, programming flexibility, effects
selection, and ease of use, I'd say SampleTank® 2is a winner!” Keyboard Etheimasamieaneienc
“You have an extremely capable workstation suitable for a wide range of and an untimited world of sounds
uses.” Music Tech
with the powerful new SampleTank® 2

“You're looking at a fine product” Computer Music XL$499 - 45GB of samples, 1500 sounds

“All of the things you'd expect and need really.” Future Music L $299 - 25GB of samples, 500 sounds

www .sampletank com , 954-749-3016, usinfo@ikmultimedia.com

http:/fvvww.sampletank com/STDistributors.ftml

For listof IK dealers go here: !KU SM' y ILIATNI SME Q IA



MIX WELL

Kudos to author Maureen
Droney and the editors of EM! Unlike
the elusive article about mastering en-
gineers (“Masters on Mastering,” Sep-
tember 2003), Ms. Droney’s article
(“Mixing Strategies of the Pros,” April
2004) offered some great insights.
When it comes to mixing, it’s so easy
to get tunnel vision while thinking,
“This is how it should be done.”

I would like to thank the three
recording engineers whom Ms. Droney
interviewed for sharing their thoughts.
I hope to fill their shoes someday!

Cary King
Creative Sound Images
Fort Wayne, Indiana

GREAT PERFORMANCES

Sean Carberry’s “Tracking
the Elusive Vocal” (April 2004) per-
fectly summed up what it takes to geta
great vocal performance: making the
vocalist feel confident, setting up a va-
riety of mics and switching between
them as the vocalist warms up, and
helping the vocalist keep the vibe.

Many of my clients gripe about en-
gineers who have no patience or
diplomacy and leave no room for ex-
perimentation. One guy evidently tells
his clients, “It’s your money, dude!”

I wish I had had your article years

14 Electronic Musician June 2004
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ago. It would have saved me a lot of
breath in explaining to new engineers
how to “track the elusive vocal.”

Joe Danger

Joe Danger Records

ACOUSTIC SOLUTIONS

Ethan Winer’s piece on small-
room acoustics (“A New Approach to
Personal-Studio Acoustics,” April 2004)
nailed the problem. When Mr. Winer
talked about the hideous problems in
bass perception caused by a small room,
I recognized my own bedroom studio
and the last dozen mixes I've done there.

However, Mr. Winer did not nail the
solution. The acoustics in my bedroom
studio suck at 80 Hz. What do I do about
it? Mr. Winer’s only concrete suggestion
is to check out stereo mixes in my car.
Okay, but I can’t mix in my car, so this is
nothing like a complete solution.

I understand the problem, but what
next? I suggest that this should be the
subject of a detailed follow-up piece.

Richard Hunter
via e-mail

I generally agree with Ethan
Winer’s points in his article “A New Ap-
proach to Personal-Studio Acoustics”
in the April 2004 issue of EM. However,
I must challenge his old-school think-
ing with respect to the use of sub-
woofers and equalization.

You can’t tune a world-class monitoring
system to a smooth frequency response
using only wideband absorption panels,
as Winer suggests. Proper room treat-
ment includes some wideband absorption
and diffusion. In some cases, calculat-
ing the room’s length, width, or height
for axial-mode trapping will treat the pri-

mary mode and its octaves. This is im-
portant for designing any control room.

You can achieve a fullfrequency and
accurate monitoring system with the fol-
lowing steps. First, carefully position the
subwoofers and speakers to attenuate
the first- and third-width axial modes in
the center of the room where the engi-
neer will sit. Second, choose highpass
and lowpass filter frequencies to fill in
dips where appropriate. Third, “polish”
the system with a high-quality parametric
equalizer using a 1/24-octave analyzer.
Finally, make sure the system is correctly
phased using 360-degree phase control.
Mixes from this environment should
travel extremely well from playback sys-
tem to playback system.

I suggest that Mr. Winer switch from
an RTA measuring method to a time-
frequency domain FFT method, such
as the Meyer SIM system or the SIA
SMAART system. Measure a monitor
system at the sweet spot in a control
room before treatment and then after
treatment to see the limitations of using
only wideband absorption panels. A
good dual-sub system and parametric
EQ can show how wonderful the mar-
riage of all the elements of a control-
room monitoring system can be.

Carl Tatz
Carl Tatz Design

I was wondering if you could
clarify something for me. On p. 34 of
the April 2004 issue, in the sidebar en-
titled “Acoustical Physics,” the formula
to determine the resonant frequency
between two walls reads as follows:

1,130

Frequency=

Feet x 2
I'm wondering what the mathematical

www.€musician.com
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Cubase System|4. It's never been
easier to get an
amazing sound.

———
[ — —
'%:" A

OCubaSB oSL.

For the first time, it really is as simple as that. An ideal unison of music-making hardware and software, Cubase System|4

is the integrated system for music production and audio editing. Here's just a taste of what’s on offer:

W Full file compatibility with Cubase SX and Nuendo
B Unlimited number of MIDI and Audio Tracks

CUDESE L SL, @ New VST 2.3 audio engine

B Up to 16 virtual instrument slots (VSTi's)

B Includes VST Audjo and MIDI plug-ins

8 4 audio IVO 24-bit/96 kHz USB Interface

B 2 professional quality microphone preamps g g
B 16 channel MIDI /O Creativity First
B S/PDIF 2-channel /0 www.steinberg.net
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Visit us on the Web at www.emusician.com,
the online home of Electronic Musician.

Online this month:
—Current issue contents
Get text files for every story.

+—EM article archives
Download the text of past features,
columns, and reviews—for free!

—EM Web Clips EM
The Web Clips icon at WEES
the end of various articles ‘353 uug
indicates that we have provided
supplemental multimedia files for those
stories. The files will be posted on the
first day of each month.

—Online News and Features

Get the latest scoop on the most up-to-date
topics in the industry, including information
about hot technologies.

Services for EM readers:

—Free reader service! Our reader-service card
is now online. Get the product information
you need directly from manufacturers.

~—You can subscribe to Electronic Musician
or get help with your existing subscription.

function is between [1,130] and [Fre-
quency]. Wouldn’t the resonant fre-
quency also depend on the material the
wall was made of? Thanks!

Jamie Harding

via e-mail

Author Ethan Winer replies: The most ef-
Jective solution for low-frequency response
errors in small rooms like Richard Hunter’s
is to add a sufficient number of broadband
bass traps. Bass traps reduce reflections that
skew the low-frequency response, and they
reduce low-frequency modal ringing. Modal
ringing is not unlike reverb; it contributes to
a muddy low end and makes it difficult to
distinguish which notes are being played by
bass instruments.

Carl Tatz refers to world-class monitoring,
but my article addressed getting good results
in the small-sized rooms commonly used for
personal studios. I wanted to explain why
small rooms have unique problems that can't
be solved using the traditional methods.

A large control room with a high ceiling
would be a great place to build custom bass
traps and line the entire rear wall with QRD
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diffusors. But in small rooms, the walls are
generally too close to the mix position to ben-
efit from diffusion. Moreover, when every
wall is nearby, the room modes are less im-
portant than the comb filtering that occurs at
all low frequencies. Reflections from close
walls are also very strong, and response nulls
of 30 dB or more are typical. You simply
can'’t correct such large aberrations with an
equalizer. That’s why broadband absorption
makes more sense (for small rooms) than
trapping that targets specific frequencies.

1 agree completely with Mr. Tatz regarding
room-measurement software. I use Acoustisoft
.com’s ETF program, which is excellent and
affordable. However, my goal was to show
readers how they can get a fully accurate
measurement of their room’s low-frequency
response using tools that they already own.

The formula Jamie Harding inquires
about is very simple, but its formatting was
scrambled. It should have read:

1,130
Feet x 2

As I explained in my article, the natural
resonant frequency between two parallel sur-
Jaces is related to the distance between them.
Reflectivity is also an important considera-
tion. In order to foster resonance, the surfaces
must be sufficiently rigid to reflect the waves.
Cardboard “walls,” for example, would allow
low frequencies to pass right through. In truth,
all room boundaries reflect, absorb, and pass
sound waves—all at the same time—in vary-
ing amounts depending on the frequency.

Frequency =

PLAY YER MIDI GUITAR

In the March 2004 “Square
One” column, “Tricks for Tracks,” au-
thor Jim Aikin writes that there is usually
no reason to use sequencer tracks that
can transmit data over multiple MIDI
channels. I must point out that such a
feature is a common editing tool for
MIDI guitarists and other musicians who
are not oriented to using keyboards.
Because each string of a MIDI guitar
controller can transmit on its own MIDI
channel, a multichannel MIDI track
preserves discrete assignments of events
from the controller’s MIDI data stream.
That's especially handy for Pitch Bend
messages issuing from individual strings.
The multichannel track retains the con-
troller’s guitarlike performance.

Tracking of stringed-instrument con-
trollers has vastly improved, bit there
are still occasional glitches. Conse-
quently, the ability to view and edit MIDI
guitar events in a single track-edit win-
dow is a huge time-saver.

Marty Cutler
via e-mail

INSPIRED REFLECTIONS

Larry the O’s informative
and insightful “Final Mix” column is al-
ways a great read after absorbing the
rest of Electronic Musician. His March
2004 column (“Where Do You Want to
Go in This Life?”) ranks with his best.

I, too, have been drawn to music.
Coming from a musically inclined fami-
ly, I was inspired to follow music, as well.
But other distractions and vocational at-
tractions have pulled me in diverse di-
rections throughout the years, and only
now do [ realize that that is okay. Not
everyone has an immediate calling to
his or her eventual profession.

I've come full circle and discovered,
as so eloquently stated in Larry’s article,
that I now have a deeper knowledge
and appreciation for all that I do in
work and life. I was unable to clarify
and distill my thoughts on this subject,
and now Larry has put into words what
I could not.

Bravo! Thank you, Larry, for shedding
light on a murky subject: sometimes a
jack-of-all-trades can find his or her call-
ing after all, and ultimately bring more
to the table because of his or her expe-
riences. You have made a difference in
my life through this observation, and
for that you have my gratitude.

Paul Quinn
Pipedreams Recording Studio
Springfield, New Jersey

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

Inspiration > Speed > Precision

In today’s fast-paced production world, it's not enough to have all the features at
your fingertips. SONAR 3 offers a complete software-based production environment
that expands your creativity with fast, intuitive controls that capture and excite your
inspiration; and powerful, precision tools for true real-time editing. And SONAR 3
provides unparalleled customization, allowing you to fine-tune your studio to match
your workflow. Take your music to new heights with SONAR 3 today.

Completely redesigned Ul

Cutting edge mixing environment

Advanced MIDI routing & synth layering

Integrated per-channel EQ and assignable FX controls
Universal Bus Architecture

Smoother audio engine with gapless effects patching
ACID™ loop & MIDI Groove Clip support

DX, DXi, ReWire, VST, VSTi support

Integrate MIDI-compatible control surfaces
Import/export OMFI & Broadcast WAV

VSampler 3.0 DXi multi-format digital sampler
Ultrafunk Sonitus:fx audio effects suite

Lexicon Pantheon Reverb

ASIO & WDM compatibility

Multi-port MTC transmission

Confidence recording

Full plug-in delay compensation SDNARB

Multiprocessor optimization

$719 MSRP
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Get more information & download the trial version at: http://www.SONAR3.com/emusician
Or call 888.CAKEWALK (617.423.9004 outside the U.S.)
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With the optional VS8F-3 Expansion Board,
you get the best software plug-ins on top.
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THE NEW VS-2000CD IS THE MOST INDULGENT
DIGITAL WORKSTATION IN THE HARDWARE WORLD.

Just plug it in and go. 8 XLR mic inputs, 40 channels of automated mixing, PCM drums with sequencer,
onboard COSM?® effects and harmony generator, and USB 2.0. Top it off with stunning VGA output
and crash-free, mouse-based graphical editing. Eat it all up, but make sure to save room for the plug-ins.
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W VIRSYN CANTOR

irSyn Cantor (Mac/Win, $349) is a new
Vsoft synth that emulates human singing.

Just enter the lyrics in plain English
and then play the melody on a MIDI instru-
ment, add vibrato and breath noise for ex-
pression, and even change gender in real
time. Go offline to alter the base spectra
of vowels and consonants, enter note and
performance data, or define the formant
structure and noise characteristics of even
the tiniest of phonemes.

Cantor provides 8-part vocal synthesis
and supports microtuning. It runs either
standalone or as a VST, RTAS, or Audio
Units plug-in. To use Cantor on the Mac,
you'll need at least a G4/400 MHz and Mac
0S X. PC users will need a minimum Athlon
XP or Pentium 111/600 MHz and Windows
XP. Both platforms require 256 MB or more
of RAM. VirSyn Software Synthesizer; tel.
49-7240-202-956; e-mail info@virsyn.com;
Web www.virsyn.com.
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'V BEHRINGER B-CONTROL

othing beats real buttons, knobs, and
Nfaders for controlling sequencers, ef-

fects plug-ins, virtual instruments, and
MIDI hardware. To that end, Behringer has
announced its new B-Control series of
USB/MIDI control surfaces. The BCF2000
($299.99) is a tabletop device
that provides eight
motorized 100 mm
faders. The BCR2000
($199.99) is a similar
unit with 24 rotary en-
coders, each with a 15-
element LED ring. Both units
also have eight infinitely variable
push encoders (also with LED rings)
that you can turn and press to send var-
ious MIDI data, as well as 20 illuminated
buttons that can send MID1 on/off mes-
sages. In addition, the BCR2000 has two
footswitch inputs and the BCF2000 has a
footswitch input and a footpedal input.

'V ROLAND FANTOM-X SERIES

oland has begun shipping its Fantom-X
Rinstruments. The series includes three
keyboard workstations—the Fantom-
X6 ($2,395), the Fantom-X7 ($2,895), and
the Fantom-X8 ($3,395)—and one single-
rackspace module, the Fantom-XR ($1,595).
The X6 and X7 have 61- and 76-note synth-
action keyboards, respectively, and the X8
has an 88-note progressive hammer-action
keyboard. All four instruments offer 128-
note polyphony, 128 MB of onboard wave-
form ROM, and significant expansion
capabilities. In addition to master reverb
and chorus, every Fantom-X has three
multi-effects processors with COSM guitar-
amp modeling, tempo-synced delay, multi-
band compression, and more.
The most remarkable feature of the three
keyboard models is a large color LCD. Each
also has 16 Aftertouch- and Velocity-

You can easily assign every control ei-
ther manually or by using the B-Control's
MIDI Learn mode. Write-in fields allow you
to label custom control functions, and a
4-digit LED displays abbreviated param-
eter names and values. The BCF2000 and

the BCR2000 store 32 user presets,
each with four controller groups.
Behringer promises that
a dedicated editor-
librarian and driv-
ers for popular
software will be

available soon.

Both B-Control models
also operate as 32-channel
MIDI interfaces with one MIDI In
and two MIDI Qut ports. A MIDI merge
function enables you to cascade multiple
B-Control units for even greater control
capabilities. Behringer USA, tel. (425) 672-
0816; e-mail sales@behringer.com; Web
www.behringer.com.

sensitive gel pads, a D Beam controller, a
V-Link interface, and resampling capabili-
ties. A high-resolution sequencer lets you
record and edit audio and MIDI data. The
keyboards also have four SRX expansion
slots and DIMM slots that accommodate
a maximum of 544 MB of sample RAM. The
Fantom-XR has slots for six SRX boards
and tops out at 528 MB of sample RAM,
but it has no sequencer, no color LCD, and
fewer real-time controllers. On all models,
a PC Card expansion slot gives you up to
1 GB of user sample storage.

Every Fantom-X sports a USB port for
exchanging audio and MIDI data with
computer software. Computer-based
patch-editing software (Mac/Win) is in-
cluded. Audio jacks include four %-inch
outputs, two %-inch inputs, and S/PDIF I/0.
Roland Corporation U.S.; tel. (323) 830-
3700; Web www.rolandus.com.
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All in one box.

Logic Pro 6

Music and Audie Production

The most widely used program of its kind for professional
music creation and audio production is now more attractive
than ever before. The new Logic Pro 6 contains all Emagic's
superb plug-ins and software instruments, making it not only
the best-equipped music production software available, but
also the one with the most unbelievable price/performance
ratio. Emagic’s considerable expertise and experience in
music composition, audio recording, sound generation, nota-
tion editing and publishing, post production, and film scoring
is now all in one box —in Logic Pro 6.

www.emagic.de or www.apple.com/software/pro
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» ROGUE AMOEBA NICECAST 1.5

ant to get your music on the air?

Nicecast {(Mac, $40), from Rogue

Amoeba software, allows any
computer running Mac 0S X to stream
audio directly to the Internet. Nicecast
includes a broadcaster and a server.
The broadcaster captures audio from
any CoreAudio input device or from any
audio application currently running on
your computer and broadcasts it to the
server of your choice. You can use Nice-
cast's built-in server {the simplest
choice) to stream the audio to the In-
ternet, or you can set Nicecast up to
broadcast to any external server of your
choosing. Once you start streaming, you
can choose to have Rogue Amoeba add
your stream to its MacStreams.com
Web site. You can then e-mail the link
to your friends and link to it on your own
Web page.

In the simplest case, setting up Nice-
cast is straightforward. Launch Nice-
cast, choose an audio source, and click
the Start Broadcast button. You might
need to take care of some additional set-
tings if you connect to the Internet from
behind a firewall or through a router
such as an Apple AirPort Base Station. If
s0, step-by-step documentation can help

V YAMAHA 188X

amaha recently introduced the 188X

{$1,295), a 1U rackmount mLAN-based

audio and MIDI interface. The i88X pro-
vides 18 simultaneous channels: 2 balanced
XLR inputs {with %-inch inserts), 6 balanced
“-inch inputs, 18 balanced /-inch outputs,
stereo S/PDIF 1/0, and 8-channel ADAT
Lightpipe 1/0. The first input can handle
high-impedance instruments in addition to

you out, and the process is really quite
simple. | use an AirPort Base Station
from behind a firewall, and | was on the
air in about ten minutes.

If you choose to add your stream to
MacStreams.com, you can provide in-
formation, including an icon graphic,
which will appear with the stream list-
ing. If your source software supports it
(as iTunes does), that information can in-
clude the name of the currently playing
track. In fact, using iTunes Shuffle and
Repeat All options, you can set up a con-
tinuous broadcast of any iTunes Playlist,
although iTunes hung several times when
I tried to do that. Nicecast also includes
an effects-processing matrix featuring
15 built-in effects as well as support for
VST and Audio Units plug-ins.

The quality of your music stream and
the number of listeners you can support
depends on your Internet connection and
the speed of your computer. NiceCast en-
codes audio in MP3 format on the fly be-
fore streaming. That is necessary to make
the stream bandwidth manageable, but
itis a CPU-intensive process. Fortunately,
an encoding-quality control allows you
to reduce the CPU drain. You can also set
the streaming data rate to accommodate
your connection speed. The rate you

mic- and line-level signals, and peak LEDs
are provided for the first two inputs. Two
mic preamps, which were designed by the
engineers who developed the DM2000 and
02R96 mixing consoles, supply switchable
48V phantom power. The i88X's master
clock lets you select an internal source or
an external ADAT or mLAN source. As with
other mLAN interfaces, all digital audio and
MIDI data travels over FireWire.
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choose is per listener; choosing 128 Kbps,
44 kHz Stereo with a DSL or cable-modem
connection will allow one to three listen-
ers, whereas a lower-quality 24 Kbps,
22 kHz Mono stream will support three
to ten listeners. You can restrict the num-
ber of listeners allowed at one time and
thereby ensure that no one experiences
dropouts, or you can allow the process to
self-regulate.

Nicecast is a nice idea, and it turns out
to be quite CPU efficient. If you want to
add audio streaming to your Web site or
just go fishing through the MacStreams
.com and your fan club doesn’t number in
the thousands, give it a try. You can
download a time-limited, fully functional
demo from the Rogue Amoeba Web site,
www.rogueamoeba.com.

—Len Sasso

The i88X can be used either standalone
or as an expansion unit for an existing
mLAN system. The A/D converters ac-
commodate 16- or 24-bit audio at 44.1, 48,
88, and 96 kHz sampling rates. The 188X
includes drivers for Windows XP, Mac
0S 9, and Mac 0S X. Yamaha Corporation
of America; tel. {714) 522-9011; e-mail
infostation@yamaha.com; Web www
.yamaha.com.
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® WHAT'S NEW

SOUND ADVICEA 4 4 4

A SHIROKUMA

f you've always wanted an immense
lpipe organ but couldn’t afford it, the

new Notre Dame de Budapest Pipe
Organ Samples ($499.95) is for you. At
nearly 9 GB, this 2-DVD GigaStudio library
is undoubtedly the most massive compi-
lation of symphonic-organ samples ever.

The collection features the symphonic
organs from two Hungarian cathedrals:
the 99-stop Rieger-Kloss organ in Notre
Dame de Buda and the 38-stop Varga
organ in Notre Dame de Kipest, both in
Budapest. All the most useful combina-
tions of stops were recorded at 32 bits
and 96 kHz and then downsampled to 16-
bit, 44.1 kHz recordings. Each sample is at
least 30 seconds long, and pedal notes
are a full minute. The cathedrals’ natu-
ral reverb was captured and stored in the
release samples. A MIDI expression
pedal controls the swell-box effect and
crescendo, and MIDI Breath Control af-
fects tremolo. A user’s guide provides de-
tailed registration information. Shirokuma
Ltd./EastWest (distributor); tel. (800) 833-
8339; e-mail sales@eastwestsounds.com;
Web www.soundsonline.com.

'V BIG FISH AUDIO
ig Fish Audio’s new Tool Shed Per-
Bcussion ($99.95) isn't your average
sample library. It's a unique collec-
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tion of drum-kit loops that feature fake-
leather luggage, metal buckets, circular-
saw blades, a propane tank, and dozens
of other found instruments, in addition to
traditional drums and cymbals. Odd sound
sources include a metal bolt in a water-
filed mixing bowl and a leaf rake scraping
across a wood floor. Even some of the
less radical instruments, such as African
goat hoofs, bowed cymbals, and a march-
ing bass drum played with brushes, are
a little unusual. The documentation is
quite complete and sometimes rather
amusing; for example, an instrument
called Gut Drums is described as “hand
slaps on a large, round human belly.”

tool shed .
____percussion
-

¢
multi-layered
foops & samples

Tool Shed Percussion comes on four
discs: two audio CDs and two CD-ROMs
containing Acidized WAV and REX2 files.
Each pair of discs contains 49 construc-
tion kits, each with a percussion-loop mix
and its individual loop elements, for a total
of more than 600 loops. Disc 2 also sup-
plies a large assortment of individual hits
ranging from kick drums and cowbells to
pitchforks, tape measures, and T-squares.
Big Fish Audio; tel. (800) 717-FISH or (818)
768-6115; e-mail info@bigfishaudio.com;
Web www.bigfishaudio.com.

V AM6

hanks to a large potential user base,
several developers have begun of-

fering soundware for Apple Sound-
track and GarageBand users. British
sound designer AMG is one company

supplying GarageBand instruments as
well as Apple Loops. SynthPack for
GarageBand (£30) adds more than 150
vintage synth sounds to GarageBand's
arsenal of software instruments. Sam-
pled analog classics range from the
Memorymoog and ARP 2600 to the Roland
MC-202 and Oberheim Matrix-12.

At least seven AMG sample discs are
available in Apple Loops format. 2Step
Ahead (£60), produced by Leo Cavello, is
an assortment of dance-oriented samples
categorized as Groove Kits, Processed
Beats, Keys & Synths, Vocals, Fx, and One
Shots. Each Groove Kit supplies a folder of
loops you can organize into a complete
mix. Another Apple Loops disc is Luke
Cage’s Ultramagnetic Beats (£60). Its 58
hip-hop grooves are also broken down
into their constituent loops. Every folder
contains loops of the bass, the drums, the
melody, and the full mix, and some supply
additional or alternative parts.

The sample discs are available in other
formats, too. Prices are in British pounds
only and include worldwide shipping. You
can also order AMG samples from Apple’s
online store at the current exchange rate.
AMBG; tel. 44-125-271-7333; e-mail matt@
amguk.co.uk; Web www.samples4.com.
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CD1: Sampled Acoustics
i e IR-1 comes with an extensive library of over

60 carefully sampled impulse response files that
recreate both the acoustics of real spaces and
the sounds created by classic electronic devices.
Waves worked with leading acoustician professor
Angelo Farina to develop new and innovative
techniques to create a library that establishes
new benchmarks for clarity and accuracy

in sampling reverbs.
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® WHAT'S NEW

> RADIKAL TECHNOLOGIES SPECTRALIS

erman manufacturer Radikal Tech-
Gnologies has announced the Spectralis

($2,500), a 5U rackmountable or table-
top groove box that combines 48-note DSP
synthesis and sampling, monophonic
analog-modeling synthesis, real analog fil-
tering, 32-track polyphonic step sequenc-
ing, and matrix-style drum sequencing. The
analog-modeling section has four digital
oscillators with ring modulation, FM, and
continuously variable waveshaping, as
well as a 4-pole lowpass and a 2-pole
multimode analog filter. A programmable
analog fixed filter bank provides one low-
pass, one highpass, and eight bandpass
filters; 20 VCAs handle complex routing
between the filters. The analog electronics
can process external audio signals and

W NATIVE INSTRUMENTS GUITAR RIG
ative Instruments’ Guitar Rig (Mac/Win,

N$499) is a virtual modular studio for
electric guitarists. Guitar Rig's onscreen

use them as modulation
sources.

The Spectralis can re-
sample synthesizer voices
and patterns, allowing you
to play analog-modeled
sounds polyphonically. In
addition to sampling, the
DSP section will accom-
modate new synthesis al-
gorithms as they become
available, according to the
manufacturer. Drum and

synth sampies are stored

in 32 MB of onboard ROM, and 128 MB of
sample RAM comes standard. The Spec-
tralis provides two Smart Media card slots,
and a USB 2.0 port allows it to exchange
data with a computer. Additional I/0 in-

rack contains assorted computer-modeled
analog electronics—classic and modern
guitar amps, speaker cabinets, mics, stomp-
boxes, and tape decks—that you can com-
bine in any order. Guitar Rig comes with the
Rig Kontrol, a hardware unit that supplies an
integrated DI box, four footswitches, and a
footpedal for real-time parameter control.
Guitar Rig’s tube-modeling technology
emulates the Mesa/Boogie Rectifier, the
Fender Twin Reverb, and the Marshall 50W
Plexi. Virtual mics and cabinets supply 5
mic types, 4 recording positions, 15 speaker
types, and as many as 8 speakers at a time,
each with its own mic configuration. You

> UNIVERSAL AUDIO UAD-1 PROJECT PAK

UAD-1 Project Pak (Mac/Win, $499), an

entry-level bundle comprising the
cross-platform UAD-1 DSP expansion card
and 15 version 3.5 plug-ins. The software
supplies users with many of UA's most pop-
ular dynamics and effects processor em-
ulations, including 1176SE, Pultec EQP-1A,
RealVerb Pro, CS-1, and Nigel. The CS-1
suite models a complete channel strip
consisting of the EX-1 EQ and compressor,
DM-1 delay modulator, and RS-1 reflection
engine. Nigel, UA’s guitar-processing mod-
eler, furnishes amp and cabinet simulations,
echo and delay effects, a modulation filter,
a phase-shifter, and more. You can expand

Universal Audio has announced the
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the UAD-1 Project Pak by purchasing addi-
tional software plug-ins, such as LA-2A,
1176LN, Fairchild 670, Dreamverb, or Cam-
bridge EQ.

The UAD-1 card is compatible with PCI
and PCI-X expansion buses. It can run
alongside other DSP cards, and you can in-
stall as many as four UAD-1s in a single
computer. UAD-1 plug-ins support VST, DX,
Audio Units, and MAS hosts in Mac 0S 9,
Mac 0S X, and Windows 98SE, 2000, ME,
and XP. For Pro Tools users, Project Pak also
includes a UAD-1-specific version of FX-
pansion’s VST-RTAS Adapter. Universal
Audio; tel. (866) 823-1176 or (831) 466-3737;
Web www.uaudio.com.

cludes two audio inputs, two analog-synth
outputs, six DSP-synth outputs, and three
MIDI ports. Radikal Technologies; tel. (201)
836-5116; e-mail info@radikaltechnologies
.com; Web www.radikaltechnologies.com.

can split the signal into two paths, process
them independently, and then mix or cross-
fade them. Virtual Tape Deck modules are
on hand for recording, overdubbing, and
learning songs. There's also a tuner, a
metronome, and a library of audio loops.
Guitar Rig operates standalone or as a
VST, RTAS, DX, or Audio Unit plug-in. On
the PC you'll need a Pentium/700 MHz or
Athlon/1 GHz, Windows XP, and 128 MB of
RAM. On the Mac you’'ll need a G4/733
MHz, Mac 0S X 10.2.6, and 128 MB of RAM.
Native Instruments USA,; tel. (866) 556-6488;
e-mail info@native-instruments.com; Web
www.native-instruments.com.
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Drum Kit

V-Pro Series

RODE NT2000
The most flexible

studio condenser
\ under $600!

Digidesign Mbox 1
Get info Pro Tools
for a song!

ADAM Audio P11A
Uncompromising studio monitors!

Killer 24-rack State-of-the-art in s P~ : )
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(800) 222-4700 » www.sweetwater.com
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® WHAT’'S NEW
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'V ADOBE AUDITION 1.5

pproximately one year ago, Adobe
ASystems acquired Cool Edit Pro 2.1

from Syntrillium Software. Now
Adobe has announced a new edition of
the popular audio editor. Along with nu-
merous other enhancements, Audition
1.5 {Win, $299) adds support for ReWire
and VST plug-ins to its already extensive
list of editing, effects-processing, mixing,
and mastering features. The program’s
post-production capabilities now include

anacs ooy

nemmg e E Wouli

video thumbnails, which make it easier to
sync sound to picture, and support for
native DV, MPEG, and Windows Media
Video (WMV}. Now you can correct pitch
and eliminate pops and clicks more
quickly and easily. The new Center Chan-
nel Extractor can accentuate or attenu-
ate certain instrument or vocal parts.
Spectral View lets you isolate a sound
by its frequency and location in time so
you can apply edits.

Audition 1.5 comes with 500 new 32-bit
music loops in various genres, bringing
its bundled library to more than 5,000
loops. Additional new features include in-
tegrated CD burning, clip time-stretching,
user-definable keyboard-shortcut sets,
and 20 factory-programmed sample ses-
sions that you can customize to suit your
needs.

Upgrades from Audition 1.0 or Cool Edit
Pro 2 are $69; upgrades from previous
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versions are $169. Audition 1.5 requires a
minimum Pentium/400 MHz, Windows
2000 or XP, 64 MB of RAM, 55 MB of disk
space, and DirectX 9.0 for video import.
Adobe Systems; Web www.adobe.com.

TASCAM GIGASTUDIO 3

ascam has announced a complete
rewrite of its sampler program for

Windows, GigaStudio 3 (GS3). Avail-
able in three versions—O0rchestra ($599),
Ensemble ($369), and Solo {$199)—GS3
sports an updated GUI and sup-
ports VST effects plug-ins; 24-
bit, 96 kHz samples; and ReWire
connectivity. GS3 is a true multi-
channel sampler that can simul-
taneously record as many as 32
live audio inputs. An expanded
128-channel mixer section offers
compression and 4-band EQ on
each channel. Quick Edit allows
you to modify envelopes, filters,
and other parameters in real
time. GigaStudio’s MIDI capabil-
ities have been expanded, and
you can load all the instruments
you want on a single MIDI channel.

In addition to a new sampled piano
called GigaPiano 2, GS3 includes Giga-
Pulse SP, a convolution engine that mod-
els physical environments, instrument
resonances, and even microphones. GS3
Orchestra also includes GigaPulse Pro
for importing impulse responses, as well
as Sample Translator for importing for-
eign formats. GS3 Solo and Ensemble are
96- and 160-note polyphonic, respec-
tively; GS3 Orchestra’s polyphony is lim-
ited only by hard-drive and processor
speed. Windows XP is required to run
GigaStudio 3. Upgrades range from $50 to
$375. Tascam; tel. {323) 726-0303;Web
www.tascam.com.

P> PRIMERA TECHNOLOGY BRAVO Il
or anyone publishing recordable CDs
For DVDs in quantity, Primera Tech-
nology has announced the Bravo Il

Disc Publisher {(Mac/Win). Two models
are available: the Bravo Il CD Publisher
{$2,195), with a 52x CD-R recorder, and
the Bravo 11 DVD Publisher {$2,695), with
a Pioneer A07 DVD+R/CD-R recorder
that burns DVDs at 8x and CDs at 24x.
Like the original Bravo, the Bravo Il of-
fers hands-free, automated duplication
and printing of as many as 25 CDs or
DVDs in succession, and its Kiosk mode
doubles that capacity. A robotic arm
transports discs to the built-in disc
recorder and then to the integrated
printer, which prints in full color directly
on their surfaces. Primera says that
compared to the original model, the
Bravo Il has a 10 percent faster disc-
production rate and a 15 percent faster
printing speed while doubling print res-
olution to 4,800 dpi.

The Bravo |l includes Charismac En-
gineering’s Discribe 5.0 duplication soft-
ware and Magic Mouse Production’s
Discus printing software for the Mac.
For the PC, itincludes Sonic Solutions’
PrimoDVD 2.0 and the SureThing CD La-
beler Primera Edition. Windows-based
networking software is available as an
option. Bravo Il is compatible with any
PC running Windows 2000 or XP that
has a USB 2.0 port, and with any Mac
running Mac 0S X. Primera Technology;
tel. (800) 797-2772 or (763) 475-6676;
e-mail sales@primera.com; Web www
.primera.com. ®
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POWERFUL AND EXCELLENT MONITORS

The BM Series monitors - both passive and active - are clean,
powerful and accurate. The transparent sound ensures
the most realistic listening conditions for a wide variety of
monitoring environments. Comprised of renowned Dynaudio
driver technology, BM monitors have become the standard
when it comes to high performance. In combination with the

new BM10s and BM12s subwoofers, BM Series nearfields are

also perfectly suited for multichannel applications.

Main Features for the BM series
= Full magnetic shielding for use alongside video monitors
» Unique linear phase and frequency response

» 28mm soft dome tweeter with neodymium magnet
and aluminum voice coil

» Every monitor matched to any other monitor within +1.5dB

» Magnesium sificate impregnated polypropylene (MSP)
bass driver with exceptionally large aluminum voice coil

v

Gold plated professional binding post

Internal damping for minimum cabinet resonance

v

Thermal protection of the tweeter

dynalld&OIIStiCS

IFIT'S THERE - YOU'LL KNOW IT

BM 6A .

BM 15

BM Series -
Nearfield Monitors & Subwoofers

o .

BM 125

TC ELECTRONIC A/S DENMARK = ¢ + 45 8742 7000

TC ELECTRONIC INC USA » «

(805) 373 1828 » [FAx] (B05) 379 2648

WWW.DYNAUDIOACOUSTICS.COM
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Advice from three
top pros for
recording
great-sounding
electric-bass
tracks.
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Sweet & Low

n an ideal world, recording master-
I quality electric-bass sounds in your

studio would be a piece of cake.
You’d simply connect the bass to a DI
and maybe to a preamp, adjust gain to
avoid overload, slap on a compressor,
press the record button, and off you’d
go. But reality is more complicated. You
have to take into account the quality
and sonic signature of the outboard
gear, the condition of the instrument,
the skill of the player,
the musical style, the
acoustics of the con-
trol room, whether
the sound of an amp will be added into
the equation (and if so, what mics will
be used), and so forth.

To help sort through these variables
and others that are integral to bass
recording, I consulted a panel of ex-
perts: three veteran engineer-producer-
musicians. All have labored in the
trenches of both home and pro record-
ing and have plenty of useful advice to
offer on capturing great bass sounds.

By Maureen Droney

MEET THE PANEL
Quadruple-threat Dusty Wakeman
(dusty@maddogstudio.com) is a bass

player, an engineer, a producer, and
the owner of Mad Dog Studios in Bur-
bank, California. A Texas native who
migrated to Los Angeles, Wakeman
worked in recording-system sales and
studio design at West 1..A. Music before
scoring his first big break—engineering
for producer Pete Anderson on the
cow-punk classic A
Town South of Bakers-
field, a compilation
that featured Dwight
Yoakam, among other notables.

Wakeman went on to engineer 12 al-
bums for Yoakam and to produce and
engineer records for artists such as Lu-
cinda Williams, Jim Lauderdale, Rosie
Flores, Me’Shell Ndege'Ocello, The
Bonedaddys, Reacharound, and the
Lonesome Strangers, all the while con-
tinuing to tour and record as a bassist
with artists such as Jackson Browne and
Michelle Shocked.
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Magic Wand

The cold, hard facts of room acoustics challenge every studio, large and small. JBL engineers thought it was time for a
litle magic. Introducing the LSR6300 Studio Monitors, the first reliable solution for tackling the real-world problems
inherent in every room. Featuring the exclusive JBL RMC™ Room Mode Correction system, you can accurately
measure boundary-induced low frequency modes with the included hand-held acoustic analyzer and then adjust each
speaker’s 1/10th octave parametric equalizer to correct problems in your room. Designed from the ground up, the
LSR6300’s uncompromising specs and features give you total control of your music production. See your JBL Dealer
today and experience the power of LSR6300 Studio Monitors with RMC - magic you can really put your hands on.

LSR6300 Studio Monitors - Mix Without Boundaries.

Learn more about the power of the LSR6300 Studio Monitors and RMC at www.jblpro.com/LSR

JBL
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Carmen Grillo (carmen@carmengrillo

.com) is a singer, songwriter, and gui-
tarist who teaches audio recording as

——

a mentor for Recording Connections
in Los Angeles. Rita Coolidge and Bill
Champlin are just two of the artists he’s
toured and recorded with; he also spent
ten years as a member of the legendary
funk group Tower of Power. During his
tenure with TOP, Grillo taught himself
engineering and began recording the
band’s rehearsals and album demos.
Word got around, a home studio re-
sulted, and soon he was as much in de-
mand for his skills as a producer and

engineer as for his musicianship. The
studio is now called Big Surprise Music,
and it’s where Grillo did most of the
work on Everybody on the Bus, the solo
album he produced for TOP’s leg-
endary bassist Francis “Rocco” Prestia.
That project reunited the members of
the band’s mid-1970s rhythm section:
Prestia, guitarist Bruce Conte, key-
boardist (and longtime Santana band
member) Chester Thompson, and
drummer David Garibaldi.
Producer-engineer Ken Kessie has
amassed plenty of bass-recording ex-
perience working on platinum albums
in major studios with R&B artists such
as Tony! Toni! Toné!, En Vogue, and
Bel Biv DeVoe, and with rockers like
Santana, Blue Oyster Cult, and Ronnie
Montrose. Like most pro engineers
these days, he also has a home studio.
That’s where he recorded an indie CD
for Los Angeles rockers
Sevensoft and two well-
received, Billboard-
charting major-label
jazz albums, Hidden
Agenda and Midnight
Morning, for trumpeter
Greg Adams (who, co-
incidentally, was the
original horn arranger
for Tower of Power).

ROOM OF DOOM

The panelists agreed
that one of the biggest
problems facing project-
studio owners trying to
record proper bass
tracks is bad-sounding
control rooms. Although
correcting a misleading
listening situation is be-
yond the scope of this
article, an abundance of
helpful information is
available from many
sources. (For instance,
see “A New Approach to
Personal-Studio Acous-

KEN KESSIE

Although Dusty Wakeman generally records his bass through
high-end compressors like the UREI 1176 or the Empirical Labs
Distressor, he sometimes uses a Boss CS-3 compressor pedal for
its abundant sustain and particular tonal quality.
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tics” in the April 2004
issue of EM, online at
www.emusician.com.)
The important thing
to realize is that to get

a great bass sound, you need an hon-
est and trustworthy reference from
your monitors and from your control
room. If you don’t have that, you may
think the instrument or your record-
ing technique is causing the uneven
bass response, when room sound
adding or subtracting frequencies is
the real culprit. With any sound, but
especially with bass, effective room
treatments will make more difference
than your preamps or EQ in your final
product.

Even if you have an accurate-
sounding room—and especially if you
don’t—it pays to use as many kinds of
monitors as possible. A couple of dif-
ferent pairs of bookshelf speakers, a
boom box, your car system, computer
speakers, headphones—take advan-
tage of them all. But do have a pri-
mary set of quality monitors that you
know well.

And at all stages in the recording
process, don’t forget to use reference
CDs of your own and others’ music.
Not only do reference CDs provide
inspiration and create challenges by
giving you a sound to aspire to, they
will also keep you from going too far
astray.

HIRING THE BEST

“I’m going to let you in on a secret,”
says Kessie with a laugh. “One of the
main reasons the big-name engineers
and producers sound so good is that
they use the best musicians.” So if
you’re not playing the bass parts your-
self, make sure to get the best player
you can. Don’t hire a jazzer to handle
an aggro drop-tuned rock track. Don’t
get a country guy to play funk, or vice
versa.

Of course, there will be many situa-
tions in which the choice of bassist isn’t
yours to make. But any time it is, get
the most qualified player you can. This
will save you hours of corrective work.
Not only do great players have good
time and tone, but their instruments
are usually in fine condition.

TOP-NOTCH AXES

That brings up another important point:
you should record the best possible

www.emusician.com



instrument you (or whoever the bass
player is for the session) can get your
hands on. Don’t waste time on a bass
with fret rattles, buzzes, or hums. Get
new strings and break them in a day or
two ahead of time. Make sure the in-
strument is set up and intonated prop-
erly. Good bass tuning is essential in
maintaining clarity in the low end. Have
an effective and easily accessible tuning
systermn. (You might want to assign a bus
on the console to your tuner and feed it
with a clean, preeffects split from your
direct box so you’re always set up to
check tuning.) On the other hand, don't
rely completely on your tuner. Some-
times shifting the pitch a cent up or
down can make a track glow and
shimmer.

String choice, of course, can make a
huge difference. “For rock, round-
wounds are my usual choice,” says
Wakeman. “They’re bright, and when
you’re recording rock, that brightness
helps the bass compete with the gui-
tars and bass drum. Having edge on
the top also helps if you're going to
add any kind of distortion. For coun-
try, blues, reggae, or even a McCartney
kind of sound, flatwounds give you a
tone that’s darker and warmer and
rounder.”

THE DIRECT RESULT

These days, the direct box is almost al-
ways the first part of the signal chain
for bass recording. Even if you're mik-
ing up an amp, you're still likely to be
using a direct box to split your signal so
that you can also send a direct feed to
the multitrack (often passing through
preamps and compressors on the way).
Direct boxes run the gamut from ex-
pensive tube and solid-state models to
battery-powered “stage” boxes like
those made by Countryman and Whirl-
wind, but your basic choice is between
active and passive. Active boxes are
powered by either an internal battery or
phantom power; passive boxes simply
transform your instrument’s signal to
mic level without being powered. Ac-
tive DIs generally have user controls
such as volume, tone, and impedance
selection; they also tend to have more
headroom.

www.emusician.com

Wakeman alternates between two
favorite DI boxes, using an Avalon Ub
for a clear sound and the popular
Demeter STDB-1 tube model when he
wants more grit. Kessie’s favorite DI is
an '80s-era active box by Audio De-
sign. “It’s the only one I have,” he ad-
mits. “It has no controls on it at all,
but I like its fat tone and the fact that
it’s bulletproof—I never have prob-
lems with it.” Other DIs that Kessie
likes and deems “affordable” are the
JDI Mk3 Passive and JDV MKk3 Active
Class A from Radial Engineering and
the Avalon U5.

For Prestia’s bass on Everybody on the
Bus, Grillo used a simple signal chain
(see Fig.1) that included a DI he con-
structed himself. “It’s a passive direct
box,” he says, “and it has almost noth-
ing in it—just a transformer, a ground
switch, a pad, and a jack. The best way
I can describe it is to say it sounds
‘old.’ Its simplicity gives a strong, clear
signal.”

PREAMPS
All three panelists gener-
ally avoid using their con-
soles when recording
bass. Remember, one of
the keys to getting a good
sound is recording with
the shortest signal path
possible; avoid even the
patch bay if you can.
There are plenty of pre-
amps to choose from: you
could use one of the pop-
ular vintage models by
Neve and API that many
recordists swear by or one
of the sleek new designs
from Martech, Avalon,
Manley, or Focusrite—to
name just a few. While
professionals readily ac-
knowledge that a great
preamp is worth its high
price, real pros also make
the most of whatever tool
they have available. If

structure of your signal path. Every
piece of gear has its “sweet spot,” a
designed-in optimal setting that you
should not ignore. Your manufacturer
may provide information on what the
most favorable setting is. If not, a three-
quarters-on setting is a good place to
start.

Unless you're going for distortion,
what you generally want on bass is as
big, clean, and full-frequency a sound
as you can get. If you're looking for a
little rasp or even some flat-out blaz-
ing distortion on your track, keep in
mind that you might be better off get-
ting it at a later stage. Distortion locks
you into a sound that is difficult to re-
vise. It’s preferable to get a nice,
clean, fat sound and mess with it in
the mix.

Also keep in mind that a preamp is
not always necessary. For example, on
Prestia’s bass for Everybody on the Bus,
Grillo found that his home-built DI
(into a dbx 160X compressor-limiter)

that’s the console preamp
on a Mackie board, so be
it. Use your ears and try
to maximize the gain

Carmen Grillo recommends a medium attack setting on the
compressor when recording bass. If settings are too fast, you can
lose the sound of the finger or pick plucking the strings.
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E-MU° Digital Audio Systems

Professional PC Audio at an Unbelievable Price

E-MU’s Digital Audio Systems deliver everything you need to produce audio on your PC
with professional results - 24-bit/192kHz converters, (the same A/D converters used in
Digidesign’s flagship ProTools® HD 192 I/O interface), hardware-accelerated effects and
mixing, and seamless compatibility with your favorite PC audio and sequencing
software for less than $500. These Digital Audio Systems stand toe-to-toe with the
most advanced and expensive audio systems in the world, and will change your

expectations of desktop recording forever.

—_—
8 Line-®- Mic 7 ® Complete analog, digital and MIDI 1/0,
. 7N\ ‘\ g:’;”dég‘_‘, plus sync and FireWire® interfaces
d : - .
S L\ ~ @ TFPro™ Mic/Line/Hi-Z preamps- plug your
| —- . microphones, keyboards and guitar straight
SR T i into your system (no mixer needed)

® E-DSP hardware-accelerated effects
with over 500 presets

® Zero latency hardware mixing
and monitoring

® Works with your favorite audio/sequencer
software (ASIO 2.0, WDM and DirectSound®
drivers included)

® Audio recording, editing, mixing and effects
software package included

CUBASE
VS

Full version included
1820 and 1820M only
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I/O Configuration:

e Two TFPro” Mic/Line/Hi-Z preamps
(w/48V phantom power)
Six 1/4" Balanced Inputs
Eight 1/4" Balanced Outputs
Turntable Input {(w/ground lug
and hardware RIAA preamp)
24-bit/192kHz ADAT In/Qut
(switchable to S/PDIF)
24-bit/96kHz coaxial S/PDIF In/Out
(switchable to AES/EBU)
24-bit/96kHz optical S/PDIF Out
(switchable to AES/EBU)
Two sets of MIDI in/Out
Four stereo 1/8" Speaker Outputs
{configurable from stereo to 7.1)
Stereo Headphone Output
FireWire" interface

Sync Configuration:
o Word Clock In/Out

¢ SMPTE In/Out

s MTC Out

18 2 0 K8
LS SN 4

I/0O Configuration:

¢ Two TFPro Mic/Line/Hi-Z preamps
{w/48V phantom power)
Six 1/4" Balanced Inputs
Eight 1/4" Balanced Outputs
Turntable Input (w/ground lug
and hardware RIAA preamp)
24-bit/192kHz ADAT In/Out
{switchable to S/PDIF)
24-bit/96kHz coaxial S/PDIF In/Out
(switchable to AES/EBU)
24-bit/96kHz optical S/PDIF Out
(switchable to AES/EBU)
Two sets of MIDI In/Out
Four stereo 1/8" Speaker Outputs
(configurable from stereo to 7.1)
Stereo Headphone Qutput
FireWire" Interface

I/O Configuration:

Two 1/4" Balanced Inputs
Two 1/4" Balanced Outputs
24-bit/192kHz ADAT In/Out
(switchable to S/PDIF)
24-bit/96kHz S/PDIF In/Out
(switchable to AES/EBU)
MIDI In/Out

FireWire" Interface

* estimated street price

= — for a complete tour visit: - ¢
CREATIVE www.emu.com — E- l '
PROFESSIONAL 877.742.6084 -
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provided sufficient gain. “I just used
the output control from the compressor
to get the gain that I needed into the
ADAT we were recording to,” he
explains.

These days, Grillo is fond of using an
Avalon VT-737SP preamp, a 3-in-1
combo unit that combines a dedicated

 ——

instrument input with an optical com-
pressor and equalizer. He likes the
sound of the Avalon and the conven-
ience of having everything in one box.
“The compressor sounds good,” he
notes, “and it’s a very versatile equal-
izer. It has two bands of EQ with sweep-
able shelves on the high and low end. ]
use it a lot for bass to dial out a little bit
of 400 cycles. That seems to lift the bass
in the track and keep it from getting
muddy.”

Kessie’s first-choice bass preamp is a
classic Neve 1073 preamp-EQ module,
about which he says, “It’s fat and tough
sounding. I guess because of my R&B
roots, I like some grit in my bottom
end, and Neves tend to provide that.
It's not that they’re dirty, but they add
coloration. They’re warm, but some-
thing about the transformers always
puts the sound right in your face. I
can’t explain it—I'm not sure anybody
but Rupert Neve can—but that’s why
these units are so popular and in
demand.”

Obviously, there aren’t enough 1073s
around for everyone to own one even if
everyone could afford one. On the
other end of the price scale, Kessie sug-
gests the RNP8380, “an excellent and
very affordable preamp made by FMR
Audio. Some other reasonably priced
good pieces are M-Audio’s Tampa, the
Eureka by PreSonus, and Summit’s
2BA-221."

Wakeman loves classic gear and
reaches for Neve or API preamps when-
ever possible, but he also praises sev-
eral more modern and less expensive
options, including the Summit 2BA-221
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and the Bellari MP110 tube model.
“Good transient response is one of the
most important things to look for in a
preamp,” he says, “But it’s a very per-
sonal choice. I highly recommend de-
veloping a relationship with a music
store and a salesperson there. If they
know you will do repeat business, they'll
help you out. You can get to try out a
number of them until you find the one
you like.”

DYNAMIC CHOICES

Compressors are essential in modern
recording, but they're also overused.
Each panelist had favorites, both cheap

v

You should shoot for
3 to 4 dB of gain

reduction.

and expensive, but all cautioned about
the dangers of abuse during recording.
Once recorded, compression is diffi-
cult if not impossible to undo, so use it
sparingly. Grillo, Kessie, and Wakeman
recommend light compression to tape,
and they advocate saving final com-

pression choices for the mix. That said,
here are their favorites.

Grillo frequently stays “in the box”
with his Avalon VI-737SP for compres-
sion. “I tend to use a medium attack,
not quite half way up,” he says, “be-
cause I want to make sure I keep the
sound of the finger or the pick,
whichever is plucking the strings. I
don’t want that getting lost with an at-
tack that’s too fast. And I generally use
a fast release. Especially with someone
like Rocco, who plays a lot of notes, I
want the compressor set to give up the
note quickly enough so that it can start
working on the next note.”

Grillo also likes the dbx 163X on
bass but prefers to use it on mixdown
rather than during tracking. “It’s a
great compressor because it’s idiot-
proof. There’s just one slider, and it
does what it needs to do: it makes the
bass stick out in the track evenly. Notes
that were hit softer come up, those hit
harder come down, and overall it still
sounds good.”

Grillo’s wild-card compressor choice
is the 1980s-era solid-state Valley People
Dynamite compressor-limiter. “For
some bass players you might need a
little more impact, a more aggressive
sound, and the Dynamite is great for
that,” he says. “It only has two controls:

Ken Kessie uses EQ only as a last resort when tracking bass parts. He suggests first trying to get the
tone you want from your instrument, amp, or other components.

www.emusician.com



Die-cast metal construction syzcasns
that Spike is ready for the rigors of
non-stop recording on the road.
(‘Cunse how far can you really
take your music when your

gear is cheap plastic?)

Onboard DSP Processing
takes the load off your
computer with built-in
EQ., dynamics and low-
latency monitoring—all
controllable from your
Maucor PC.

Real Mackie Mic Preamps
give you higher head-
roon, lower noise, and
cleancr overall sonnd
ws. the competition.

Easy-to-use Tracktion wudio and MIDI Making music on your computer doesn’t have to be such a pain in

production software puts unlimited the butt. It could be as simple as Spike™, a compact 24-bit/96kHz
track count, ReWire and VST plug-in
support, drag-and-drop editing and d E —te - _ :
CI) ripping at your fingertips. the straightforward XD-2 USB audio interface, featuring clean,

high-headroom Mackie preamps and onboard DSP for low-latency

recording and production system trom Mackie. Spike starts with

monitoring and dynamics processing. And things stay simple with

Tracktion, the most intuitive recording and MIDI production
software in the world. Finally, Spike gives you a full version of
Ableton Live Mackie software—just the thing for inspiring your
sampling, loop-building and live-performance side.

Wanna learn more? Visit www.mackie.com.
Then visit your Mackie dealer...
and meet Spike.

¢ 800.258.6883 (Toll free within U.S.)
(' 425.487.4333 (Outside U.S.)
+ info@mackie.com
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input and release. The only way to de-
termine the amount of compression is
with the input control. It’s a strange
box, but it’s got a sound.”

As the owner of a commercial stu-
dio, Wakeman can take his choice of
a wide selection of compressors; UREI
1176s, Summit tube boxes, and Em-
pirical Labs Distressors are his top
picks. “If I could have only one com-
pressor in my studio, I'd make it a Dis-
tressor,” he says. He also has several
suggestions for more affordable com-
pressors. “The Summit half-rackspace
[TL.A-50] is quite good. Dbx 163s are
good on bass; I used to sell a lot of
those. And the dbx 161, the consumer
version of the 163, is a good choice if
you can find a used one. It’s the same
as the 163 but doesn’t have balanced
inputs. It’s perfect for home record-
ing and good for bass.

“Ultimately, I'm always recording
with the mix in mind,” he says. “I want
the bass to sit evenly instead of hav-
ing it coming and going. If I'm lucky
and the player is consistent, I won’t
have to compress a lot. Sometimes, if I
want to compress something a lot to
control the level but I don’t want the
sound of compression, I'll use a slow
attack and release so that you don’t
hear it working.”

= 00 20
mic compressor
preamp
multitrack

FIG. 2: Here's an effective signal chain for recording bass direct. Like the other setups shown in this
article, this signal chain bypasses the console to maintain signal purity.

By contrast, Wakeman at times uses
compressors to add color. “Especially
with a UREI 1176,” he points out, “you
can play around with the attack and re-
lease. Particularly on bass, it can sound
almost like you’re using EQ.

“Of course,” he continues, “the
amount of compression I use also de-
pends on the style of the music I'm
working with. Sometimes, especially
on rock stuff, I'll want to get some-
thing a little different, so I'll play
through a little blue Boss compressor
pedal—the CS-3. I'll record to tape
with that. I'm totally locked into the
sound, but I'm prepared to live with it.
Running through the Boss will affect
how I play: I'll use a different touch
because it gives me sustain, and a par-
ticular kind of suck on the attack.
That’s something important to re-
member: how you treat the sound can
definitely affect how the bassist plays.
It all works together to get the right
sound for the right part.”

instrument in

passive DI box

FIG. 1: When Carmen Grillo recorded Tower of Power bassist Rocco Prestia’s solo CD, he got good

results with this pared-down signal chain.
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Kessie often uses a Teletronix LA-2A
to add color; its tube sound provides
what he calls “tone and glue.” Other,
more budget-friendly compressors he
recommends include FMR Audio’s
RNC1773. “It’s an incredible box for
the money, and it has attack and re-
lease controls,” he says, “perfect for
dialing in a rhythmic bass part. I also
own an ART Pro VLA, which is very
transparent. And I've heard from other
engineers that the PreSonus APC-88
and Summit TLA-50 are great values
and easy to use.”

ALL THINGS BEING EQUAL
When it comes to EQ, the panelists are
adamant: they avoid using it during
tracking whenever possible, preferring
to get the sound right at the source. “I
used to EQ to death,” Kessie laughs,
“but I've learned that with less EQ,
sounds translate better on different
speakers.”

Wakeman says, “If I absolutely need
to EQ going in, I will. But I always try
first to get the sound right with the in-
strument and amp.”

Grillo agrees, saying, “It just sounds
more true in general if I don’t EQ dur-
ing recording. And when you do, and
then you EQ again in the mix, it builds
up and you lose the natural sound of
the live instrument.”

Speaking more broadly about EQ,
Kessie says, “Good hardware EQ is ex-
pensive, and EQ is an area where plug-
ins, in general, really shine. If you want
the good hardware EQ for your major
projects, consider renting instead of
buying. API 560 graphics sound great

www.emusician.com
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and are very easy to use. I also recom-
mend Audio Arts parametrics. I bought
a reasonably priced used pair some time
back, and they are very nice sounding.

IN THE BOX

Both Grillo and Wakeman are Pro
Tools owners and operators, and both
have used numerous kinds of plug-ins
on bass. “My favorites for bass and
other instruments are by McDSP,” says
Grillo. “They make great compressors,
and they also have excellent British-
sounding EQ. It has filters on the top
and the bottom and two bell curves in
the middle that help you dial-in what
you’re looking for. I like Waves’ Maxx-
Bass, which adds a kind of resonant
frequency that you can mix in with
your original sound. It’s great for bass,
kick drum, or any kind of low-end ma-
terial. I also like the Bomb Factory Joe-
meek compressor [now owned by
Digidesign], and their EQ, the Mee-
qualizer, works great on bass. It’s very
string friendly.

“I've used Digidesign’s Line 6 Amp
Farm for distortion on bass, and it
works very well. And IK Multimedia Am-
plitube is good. It can give you distor-
tion and EQ that really sounds tubey. It

totally goes to 11! [Laughs]
And it is great for emulation. If
you have a bass player who
normally plays smooth jazz,
but he’s the only guy you can
find for a rock ’'n’ roll date,
you might want to use Ampli-
tube on his bass to put him in
the band.”

While Wakeman loves his
hardware 1176s and LA-2As,
he also raves about Universal
Audio’s plug-in versions of the
same units. “The thing is,” he
explains, “once you get into
the digital domain, you want
to stay there. Because every
time you convert your sound
back and forth you lose some-
thing. I prefer to stay digital
rather than go through con-
verters over and over again. So,
once I'm digital, I'm happy to
have plug-in versions of the
hardware I like.”

Wakeman also gives props to
the compressor and EQ plug-
ins by JoeMeek, and he loves
Bomb Factory Sans Amp PSA-1
and Amp Farm. “But,” he says, “I'm still
waiting for the bass versions.”

MAKING CONNECTIONS
The panelists offered specific setup
suggestions for various bass-recording
needs.

Going direct. Using high-quality ca-
bles, connect the bass to the DI, the

0 G0

290

compressor

e G20

R

compressor multitrack

FIG. 3: The panelists recommend this basic signal chain for miking a bass amp.
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FIG. 4: One of Wakeman's preferred cabinet-miking
configurations consists of a Sennheiser MD421 aimed at
the center of the speaker, and a Royer R-121 ribbon mic a
short distance back and off to the side.

XLR output of the DI to the mic input
on your preamp, the line out of the
preamp to your compressor, and the
line out of the compressor to the multi-
track (see Fig. 2).

Adding an amp. If an amp is impor-
tant to your sound, try this setup: after
connecting the bass to the DI, run a
%-inch line from your DI out to your
amp head. (Hopefully, it’s readily ac-
cessible in the control room with your
bass player.) Next, run a line from the
head to the speaker cabinet. Record to
two tracks, one with the miked bass
sound and one with the direct feed
from the DI (see Fig. 3).

As for what microphone to use, the
panel had a number of suggestions:
the AKG D 112, the Sennheiser
MD421, the Electro-Voice RE20, the
Royer R-121, or the Soundelux IFET7.
Wakeman likes using two mics. “I usu-
ally put the 421 or the RE20 pretty
much right in the center of the speak-
er,” he says, “and then I put the Royer
a little off the center and back a bit”
(see Fig. 4).

www.emusician.com
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It’s important to keep your signal
chain clear and clean, because the bass

cabinet will probably add some dirt to
your sound. Of course, you’ll want to
record on two tracks, one from the mic
and one from the DI, and you can ex-
periment with how much of each to use
when you’re mixing. You’ll probably
require more of the amped sound for
heavy rock tracks and less for lighter
rock and country. Reference CDs will
be helpful in figuring out the best
proportion.

If you're recording on a DAW, time-
aligning your direct and amplified
tracks will improve your sound. (Time
alignment is necessary because the
amped sound will take a few millisec-
onds to reach the microphone, while
the direct sound is virtually instanta-
neous. Shifting the amplified track
forward until it lines up with the di-
rect track usually produces a “fatter”
sound.) Remember that if you’'re not

TONALTWEAKING

If the character of your bass’s tone isn’t what you want
for a particular song, you can alter it using some of

the following suggestions.

To sound brighter:

 Switch strings to roundwounds.

» Switch to a brighter bass.

* Use a pick, or pick closer to bridge.

 Switch to a brighter preamp or compressor {solid-

state units are usually brighter than tube).

* As a last resort, patch in a high-quality EQ between
the compressor and the recorder. Try removing sub
harmonic frequencies below 30 Hz, pulling out 2 or
3 dB around 400, or adding at bit at 1.8 kHz.

To sound darker:

* Switch strings to flatwounds.

* Switch to a darker bass.

* Use fingers, or pick closer to the neck.

ad L | o 88
XLR out mic compressor
preamp
instrument
o !
amp head 1
P mOm
compressor multitrack
o
90 C D90

9900

FIG. 5: For ultimate control of your bass sou

nd, Kessie suggests using this quasi-biamping

configuration, which involves two amps—one set for extra treble and one set for extra bass—and

a direct feed, all going to separate tracks.

happy with the amp sound, you can
always reamp the track on which you
recorded the direct signal. Or you can
add plug-ins like those mentioned ear-
lier for grit and attitude. Line 6 Bass
Pods are also popular amp substitutes.

For even more control, try record-
ing the bass using two cabinets and
two heads to achieve a bi-
amping effect. Get great
bottom out of one amp and
some cutting treble out of
the other. Record to sepa-
rate tracks, and use each in
the mix as needed. This is
a great way to compete with
sampled kicks and detuned
guitars (see Fig.5).

GETTING SET
Whether you’re going direct
or using a combination of
direct and amped signals,
it’s helpful to get your lev-
els maximized before you
record.

Start off with the bass’s
volume at 10 and the com-

 Switch to a darker preamp or compressor. (Tube
models are usually darker than solid state.)

» Live with it. You'll probably appreciate the high end
when the overdubs pile up.
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pressor set to 0 dB with the
ratio at 1:1. Have the bass
player strum some loud
three-note chords, and set
the preamp gain so that

you’re just overloading your recorder.
That way, when the bassist plays nor-
mal lines, you will have plenty of head-
room. If your bass player is planning
to play loud, strummed chords in the
song, turn the preamp down far
enough to let those loud phrases pass
through it without overloading the
recorder.

Next, have the bass player play along
with the track (or the band, if you're
recording live). Make sure the drums—
especially the kick—are loud and clear
in the player’s mix. Turn down anything
that won’t help him or her lock tight
to the groove.

If at that point you feel that the bass
is uneven, kick in the compressor. Try
a 2:1 ratio to start. Keep the compres-
sor attack slow enough to let you hear
the attack of each note. Keep the re-
lease fast enough so that each note is
not affected by the note before it. Be
careful: if the release is too fast, the
compressor will “chatter” and distort
as long notes sustain. (If you’re using
two compressors as part of a Dl-and-
amp setup, start by setting the com-
pressors similarly, then fine-tune them
to taste.)

You should shoot for 3 to 4 dB of
gain reduction. Remember, you can
always compress more at mix time. You

www.emusician.com



will probably have to increase the out-
put gain of the compressor slightly to
compensate for gain reductions

BASS-IC INSTINCTS
The central message that Wakeman
Grillo, and Kessie communicated to me
is this: your goal when recording bass
should be to get as clean and full-
frequency a sound to tape or disk as
you can. You'll achieve that more easily
by working in an acoustically treated
control room, or at least using moni-
tors that you’re familiar with. You wani
to use the best-quality instruments, DI
boxes, preamps, compressors. cables,
and mics that you can get your hands
on, and keep the signal path as short as
possible.

If you can, try to get your tone from
the instrument and the components

v

String choice can
make a huge

difference

you’'re using rather than with EQ.
You’re better off saving effects and
heavy compression for the mix, where
you can mess around with the track
to your heart’s desire. That way, you
have the option of going back to your
original sound if you want to.

On the subject of the mix, here’s a
suggestion {rom Kessie to leave you
with. If you're mixing from a DAW,
don’t move every note of the bass
track to line up with a kick or a grid.
You’ll probably waste hours and just
end up making everything sound
smaller. Of course you want to clean
up gross errors, but getting too pre-
cise can kill a groove. And a bass part
without its groove—no matter how
well recorded it is—is useless.

Maureen Droney is Los Angeles editor for
Mix magazine. As an engineer, some of her
own notable bass recording credits include
Rocco Prestia, Alphonso Johnson, Randy
Jackson, Pete Sears, and Larry Graham.
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of ubiquitous nonlinear hard-disk editing has changed the face of
music, for better and for worse. Systems like Nuendo, Pro Tools,
SAW, and every other DAW give us unprecedented speed, accuracy, and
flexibility in editing audio. We can fix mistakes, adjust timing, clean up

I diting has been a part of music production for 50 years, but the advent
-

recording flaws, experiment with rearranging the sections of our songs,
and generally fly things around and chop them up in unexpected ways.

Enhanced efficiency is perhaps digital audio’s greatest boon. One of
the most important efficiencies, a feature used so commonly that we take it
for granted, is the ability to make sophisticated edits quickly and to a level of
precision that analog just can’t touch. Even among some die-hard analog-
heads, it is now common practice to lay parts down to 2-inch, 16- or 24-
track tape, then fly the tracks into a digital audio workstation for editing.

But we can take editing to obsessive extremes, robbing tracks of
their feel as we try to attain a mythical perfection (see the sidebar “Overdoing
Perfection™). Music producers routinely use editing as a crutch for subpar
musicianship, fixing shaky timing and replacing wrong notes, cobbling to-
gether solos and vocal performances from dozens of takes, and disguising a
band’s sloppiness by painstakingly lining up and retiming the various tracks
after recording.

In this article, I'll examine a host of editing techniques that you
can use to change and improve your music production. I will also focus on
some tricks of the trade to increase your editing efficiency. You can take a
quick look at how the track-editing process developed in the sidebar “A
Brief History of Editing.”
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FADES, FADES, FADES

The simplest form of edit involves plac-
ing two regions next to each other in
time so that one region abruptly stops
as the other begins. This type of edit,
called a butt splice, is frequently all you
need to get the job done. Butt splices
have two disadvantages, though. If the
splice does not take place at zero-
crossings of the waveforms, a tick or
pop is often heard (see Fig. 1 and Web
Clips 1 and 2). In addition, this type of
immediate, direct transition can often
sound jarring or rough. This is where
fades enter the picture.

There are three types of fades: fade-
ins, in which the signal grows in ampli-
tude from silence to its nominal level
over a period of time; fade-outs, in which
the signal gradually drops to silence;
and crossfades, which are a combination
of the first two. Crossfades smooth over
edit points by fading out the old mate-
rial and fading in the new simultane-
ously. Crossfades can last from a few
milliseconds to several seconds and re-
quire sufficient material on either side
of the edit point to work with. Cross-
fades can be used to segue smoothly
from one song to the next, to fix mis-
takes in musical performances by al-
lowing notes to be replaced seamlessly,
and to create strange new sounds by
grafting different elements into a uni-
fied whole.

Fades and crossfades have amplitude
curves, which specify the rate of at-

tenuation over the length of the fade.
The simplest example is a linear curve
(which is actually a straight line), in
which the rate of attenuation stays con-
stant over the length of the fade. Lin-
ear fades are perfectly useful, but they
are far from being the only option.
Logarithmic fades start quickly, then
slowly taper off toward the end. Expo-
nential fades start slowly, then move
quickly toward the end. S-type fades
start quickly, slow down toward the
middle, then speed up again toward
the end. Each of these fades has a
subtly different effect and is useful in
various situations.

Many DAWs allow you to create cus-
tom fades by adjusting these basic fade
shapes or by drawing your own free-
hand fades. When creating crossfades,
you can specify the shape of the fade-
out curve and fade-in curve separately,
although symmetrical shapes are
commonly used. Linear (or equal-
gain) crossfade curves are often spec-
ified as the default crossfade type. In
my experience, though, equal-gain
crossfades often leave the impression
of a hole or dip in amplitude at the
edit seam. Logarithmic (or equal-
power) crossfade curves don’t exhibit
that characteristic, because the in and
out regions are both being played at
higher amplitudes around the edit
(see Fig. 2). This is the curve I use as my
default curve.

Many songs end by fading out over a
vamp or repeating chorus. Pay special
attention to these fades, because they
play an important role in the listener’s
final impression of the song. Start by
thinking about where you want the fade
to end. I tend to like fades that end ata
musical boundary, such as the end of a
chord progression. An-
other effective technique
is to fade gradually over
the length of a chorus,
then end the fade after
the beginning of the
next chorus. This creates

FIG. 1: Butt splices align two segments of audio end to end. The
butt splice on the left occurs at a zero-crossing, so no pop or
click should occur as it will with the edit on the right.
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the impression that the
song is continuing on
and on.

When creating song
fade-outs, use a mouse or

<<= Unh ~>> 5 $hape
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FIG. 2: Equal-power crossfades frequently work
best for seamless musical transitions.

control surface to create fader au-
tomation; don’t create a computer-
generated fade region. The manual
fade has a more human, musical char-
acter, making the fade feel like part of
the performance.

EDITING MULTITRACK MUSIC
Some vocalists are lucky enough and
talented enough to be able to deliver a
flawless performance of a song in a
single run-through. Those of you in
that category can skip this section; for
the rest of us, the art of vocal comping
(or compositing) comes into play.
Comping involves recording several
takes of the tune against the backing
tracks, then selecting the strongest el-
ements and combining them into a
composite performance.

The lead vocal of a song is almost al-
ways its primary focal point, so it’s very
important to assemble the most in-
tune, mistake-free performance you
can. However, musical perfection must
always be balanced against spontane-
ity and emotional delivery, both of
which tend to get lost after too many
takes. Having too much material to
choose from can also slow the creative
process to a crawl. So when you're
preparing for a vocal-comping session,
consider limiting yourself to a maxi-
mum of four source tracks. If the vo-
calist delivers more than four takes,
choose the best four to work with and
throw the rest away.

Next, line the tracks up in your DAW.
Listen through the takes a verse at a
time. Find the one you like the best

www.emusician.com
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Making

and use it as your primary track, re-
placing elements with materials from
other takes as necessary. The amount
of detail you apply to the vocal edit is
largely a matter of personal taste. Mu-
sical genre, skill level of the vocalist,
and the producer’s working style all
factor into your decision-making
process here. Some people like to
choose whole sections of music, some
work on the level of lines and phras-
es, some get to the level of words, and
some people even edit syllables of
words from different takes. How you
work is up to you, but remember that
pitch perfection can come at the ex-
pense of musical flow.

When the red light comes on, even
the most advanced musicians make
mistakes. This is especially true in im-
provised parts and solos. I feel that
the most important thing to capture
is the musician’s energy in a spirited
performance, so I don’t let the occa-

sional flub worry me too much.
However, there are times when
a beautiful solo is marred by a
particularly egregious honker. If
a note is a bit sharp or flat (with-
in a semitone or so of the desired
pitch), you can use pitch shift-
ing to correct it (see Fig.3). The
problem is that significant pitch
shifting disrupts the delicate at-
tack transients that are so im-
portant to a sound’s definition

and also changes the formant
relationship of the various over-
tones that define the instru-
ment’s timbre. Therefore, it’s a
good idea to try replacing a bum
note with another note from
elsewhere in the track. This treas-
ure hunt does not always pay off-—you
need to find a replacement note with
appropriate pitch, duration, and am-
plitude. Longer notes can be used to
replace bad notes if you trim their du-
ration carefully.

When you find a good substitute
note, paste it into an empty track di-
rectly above the bad note. Zoom in to
the beginning of the waveform and line
up the attack portions of the notes as
closely as possible. Drop the replace-

OVERDOING PERFECTION

In theory, digital editing allows us to
produce letter-perfect performances.
All the techniques discussed in this ar-
ticle are used every day to create audio
illusions: releases that are metrically
perfect and far beyond the musical ca-
pabilities of the band or musicians that
purportedly recorded them. But end-
lessly worrying a musical track to try to
perfect it can lead to sterility and a lack
of perspective. And all the editing in
the world won’t make a beginning gui-
tar player sound like Steve Vai. The
question is no longer whether we have
the capabilities of altering reality in
this way, but whether we should do
so. The reaction against false perfec-
tion has led to a resurgence in the
standard recording technique of yes-
teryear: recording whole bands in a
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room together with minimal overdubs.
This approach is finding mainstream
success in the records of such artists
as Norah Jones.

At the 2003 AES convention
in New York, legendary producer Arif
Mardin discussed this phenomenon
in his keynote address. In his opin-
ion, digital tools were all too fre-
quently overused to manufacture
performances. In effect, this amounts
to the “dumbing down” of commer-
cial music in an effort to pander to a
supposedly unsophisticated public.
Mardin felt that the public is far more
perceptive than the commercial-music
industries give them credit for, and
that Norah Jones's success shows that
honest, heartfelt performance is what
ultimately counts.

FIG. 3: Like other audio editors, Steinberg Wavelab
offers pitch correction. You can shift a note up or down
as many as 36 semitones in intervals of one cent {one
hundredth of a semitone).

ment note onto the old note’s track
and create crossfades before the at-
tacks of the new note and the note that
follows.

DOING DRUMS

Drums are one of the most difficult in-
struments to record well. A series of
distinct sound sources emanate from
different locations in proximity; mul-
tiple mics and tracks are often used to
allow greater mixing control. Every mic
picks up sound from all the sound
sources in the kit—the snare drum
bleeds into the kick-drum mic, for ex-
ample. Thus, any EQ or mix decisions
applied to the kick will be reflected to a
lesser degree on the snare drum on
that same track. The snare information
in the kick-drum mic will also be
slightly out of phase with the dedicated
snare track, smearing the all-important
attack transient. Multiply this effect by
7 to 12 mics, and a multitrack drum kit
can quickly become a dull, thuddy,
boomy mess.

This problem can be ameliorated
somewhat by carefully editing out ma-
terial on tracks for drums that are not
being struck at a given moment. In
practice, this usually works best with
tom-toms, since they are struck less fre-
quently than the kick and snare. Lis-
ten through the drum tracks for the
various tom fills. Delete everything on
the track except for the fills, fading the
regions you are keeping after the tom

www.emusician.com
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Big Fish Audio is the oldest and most estab-
lished sample library company in the world.
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relied on us to deliver samples worthy for
their platinum albums and blockbuster
films.You can too.

We were the first..We are the future.

Loopalicious RnB
’49%
Audio/REX/WAV/Acid

(Includes Audio CD &

l,wp CD-ROM)

This little treat is brand new from the producer of the leg-
endary Off the Hook. Trip out on these construction kits,
packed full of Off the Hook, signature guitar licks, piano
chops, Rhodes nastiness, sexy strings, tripped out leads and
pads, plus all those drum sounds you've been calling us about!
58-102 BPM, these kits are so produced and ready. Loop one
up for your lady tonight.

Producer's
Essentials

5699!
NNXT/Reason/REX/WAV

(NNXT patches, WAV/REX
CD-ROMs)

A "must have" collection of sounds, loops, riffs, and multi-sam-
ples that every serious producer should have in their sample
collection. Featuring drum machines, guitar riffs and multis
{acoustic and electric), bass lines (real and synth), keyboard
multi's and an exhaustive collection of awesome live played
drum loops recorded in crisp stereo make this the definitive all
round sample collection. Suitable for all contemporary styles.

Electro Magnetic
Pulse

gg=
Audio/WAV/REX

{Includes Audio CDs &
CD-ROMs)

This Breakbeat shockwave has enough Big Beat energy and Nu
Skool pulse to make even the hardest productions even hard-
er. Acclaimed producers Perry Geyer & Pirahna have record-
ed this pack of 2|st century, schizoid loops & FX. Electro, Big
Beat, Nu Skool Breaks, Mad House, hard, menacing beats; huge
drums; filtered basses; panned out tweaks and morphing, anni-
hilating, hallucinogenic loops are all in here.

Noize Loops: Toxic

Textures

‘9o
WAV

(Includes 2 WAV CD-ROMs)

After the huge success of the original, award-winning Noize
Loops, Toxic Textures follows up with a massive 2-disc collec-
tion of chemically aitered Atmosphere's. Ambient beds,
bizarre soundscapes, dark drones, evolving drones ,
Orchestral beds, Stingers, Hits, swells and more. A must have
for producer of movies, trailers, commercials, video games
and music production.

800.717.3474

African Secret
*12g%
Audio/WAV/Acid

(Includes Audio CDs &
Acidized WAV CD-ROMs)

The dark dusty tang of Africa's heartbeat comes to life
uncovering Africa's secrets. Steamy Shebeen Sophia Town
grooves, acoustic 6 &12 string guitar, sax, penny whistle, tra-
ditional accordion, drum loops on bass, djembes, and congo
skins, African harmonica & marimba loops. Human insect
stalks, bird calls, whistles & whispers of African secrets.
Male and female vocals, 76-160 bpm. if it's true African
hooks you lust after, then all you need is your imagination.

Cut'nit Up 3
.9955
Audio/WAV

(Includes Audio CDs & Acidized
WAV CD-ROMs)

The wait is over. Critically acclaimed, highly decorated,
award-winning producer John Tejada is back with more of
his signature Hip Hop. Cut'n it Up 3 has deep pockets full
of sounds nobody's got- construction kits, beats, basslines,
synths, guitars, FX, brass, kicks, snares, scratches & more.
Pick up this luscious pack of turntable Hip Hop & R&B, that
will surely add the flavor of authentic “off the record” feel.

Dirt Keeps
the Funk

» s

Audio/WAV/REX

CD-ROM)

The mothership has landed! Inspired by Parliament,
Funkadelic and other P-funk pioneers, the live played loops
and grooves on this unique CD are sure to shake any booty.
Dirt Keeps The Funk is jam-packed with bubbling, Bootsyrific
bass guitar lines, laid-back drum beats, wah-wah rhythm gui-
tars, go-go style percussion and psychedelic synth riffs, all
waiting to tear the roof off your sampler. P!Funk

The Hybridizer

-
Audio/WAV/Acid

(Includes Audio CDs &
Acidized WAV CD-ROMs)

THE HYBIIDIZER

The Hybridizer shatters through your soul with a slicing blast
of pure, electronica vitriol. Fuzz-laden basses, piercing sub-
sonic beats, frenzied melodic distortions, out-of-the-asylum
FX with bruising synthetic fragments. It will strike you sense-
less with incessant hooks; the methodic menace of these
tracks will grab a hold of your cranium, blow apart your
soundtracks & launch your media projects to new levels.

Blister Pak

Qg

Audio/WAV
(Includes Audio CD &
CD-ROM)

95 Q3

Pop out a kick or snare from this MASSIVE Blister Pak of
drums! Over 4000 electronic drum hits in WAV and audio,
created by the biggest sound designers/recording artists in
electronic music. This whole Pack is divided into easy to use
categories (kicks, snares, hats, etc.) plus huge collections of
related sounds. Over 600 kicks, 500 snares, 350 percussion
hits... you get the idea!

(Includes Audio CD & WAV/REX

Tool Shed

Percussion

sggm
Audio/WAV/REX/Acid

(Includes Audio CDs &
CD-ROMs)

A collection of some of the most unique loops and samples
ever released! This beautifully recorded library features
one-of-a-kind "found” instruments, such as steel tine leaf
rakes, singing saw blades, bowed gas tanks, crusty paint
rollers, pleather suitcases and thunderous sheet metal.
From hip-hop to film soundtracks, rock to electronic, these
organic percussion loops and samples, straight from the
tool shed, are sure to give your music unique flavor!

Smokers Delight

‘gge
Audio/WAV/REXTc

(Includes Audio CD &
CD-ROMs)

Smokers Delight is brand new from e-Lab... this joint is cold
packed with loungin MPC & turntable loops and phrases,
loads of funky & dubby basses, jazzy horns & flutes, mellow
guitars, vintage wurlitzers & rhodes, hip hop beats & crack-
lin' breaks. Possibly all you need to create that weed smokin,
head-spinning, chill-out monster you always dreamed of. All
this is sittin’ in audio, WAV and REX2 giving you all the nec-
essary tools to build the massively perfect mix!

LA Drum Sessions
'999!

WAV/Acid

(Includes 3 Acidized WAV CD-
ROMs)

LA Drum Sessions is just that: session drummers laying down
phat, thick, luscious beats in about every style you can think of.
Divided by style & tempo; recording setup; 3 versions of each
performance: dry, room-mic & mixed. Over 80 styles; over
6000 loops; Jazz, Rock, Disco, 60's Fun, Funk, Punk, Country,
Blues, Texas Shuffle & more. "if you can't work with this one,
then just consider hanging it up.” 8 of 10 - Interface Mag

Neo Soul

sgge
Audio/WAV

(Includes Audio CDs &
Acidized WAV CD-ROMs)

Reminiscent of 70's soul music combined with new millen-
nium Hip Hop, Jazz & R&B, Neo-Soul has been conquering
clubs the world over. Veteran producers, songwriters &
artists heat up this simmering cauldron of construction kits,
oozing Hip Hop & R&B at an ethereal level & celebrating
soul music's resurgence. Enhance your library with just the
right amount of sweat, longing and passion.

i
blgfish' :

professional sound libraries

™

bigfishaudio.com
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fills are completed. Although this may

sound unnatural when you listen to the
tom tracks by themselves, the stereo-
overhead tracks glue the whole sound
together, creating a smooth, clean-
sounding drum track in which the toms
jump right out of the speakers. Gates
are frequently used for this purpose as
well, but editing by hand avoids false
triggers.

The multitrack nature of drum re-
cording makes other types of edits a
challenge as well. When moving drums
around, you must remember to keep
all the drum tracks grouped and edit
them simultaneously. A drum edit’s
biggest giveaway is the unnatural decay
of the cymbals at the edit point. You
can sometimes disguise this by extend-
ing the crossfade region for the over-
head tracks a second or so past the edit
point. You can also fly in a new cymbal
crash right at the edit weld if that
makes musical sense.

KEEPING TIME
Digital-editing technol-
ogy gives users the ability
to retime acoustic-drum
performances, moving
the individual drum hits
around in time. You can
use this technology to
tighten up an unsteady
performance or even to
change the tempo, with-
in reason. In the past,
music producers have
used traditional time-
compression or time-
expansion algorithms to change a
drum part’s tempo, but this can’t cor-
rect for a sloppy groove. And this type
of digital manipulation can have dele-
terious smearing effects on nice, crisp
drum recordings.

An alternative approach is to chop
the drum tracks into a series of small
regions, using functions such as Pro
Tools’ Beat Detective. Beat Detective
works by analyzing a drum perfor-
mance’s transients in relation to the
tempo of the track, breaking it down
into user-specifiable subdivisions of
bars and beats. Once the settings are
dialed in, Beat Detective separates the

comans:O N O) ON O
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FIG. 4: Retiming a drum track can be time-consuming, but it is the best way to tighten up a shaky

performance. Tools such as Pro Tools’ Beat Detective (shown here) make the job easier.
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FIG. 5: Playlist editing can bring fresh perspectives by allowing you
to quickly rearrange the order of musical sections. In Sony Sound
Forge, the Playlist can be converted to a new file.

performance into dozens or hundreds
of individual regions (see Fig.4). These
regions can then be quantized against
Pro Tools’ metrical grid just like a
MIDI drum track would; even groove-
template and swing parameters can be
specified. Once everything is lined up,
Beat Detective applies a series of short
crossfades to smooth over the edit
points.

If your workstation of choice doesn’t
offer a feature like Beat Detective, you
can chop your track by hand, although
the procedure is a little more tedious.
Start by using a strip-silence command
to break the drum tracks into compo-
nent regions. You will have to tweak
the threshold and region-length set-
tings on a per-track basis for optimal
success. Be sure to leave enough time
before the threshold trigger so the very
beginning of an attack isn’t chopped
off. You can then use a quantize-region
feature to snap those parts in place
and a global-crossfade feature to weld
the regions together again. Try a cross-
fade time of 10 milliseconds to start
with. Listen through the tracks care-
fully, and you’ll find that you'll have
to fix a few things by hand (I end up
having to do this when using Beat De-
tective as well).

To be honest, I've had mixed results
retiming drum tracks in this fashion.
Sometimes it works beautifully, and
other times it makes the parts sound
weird and robotic; it varies with the
individual performance and musical
genre. If the performance feels good
but is drifting against the click, there is
an alternative to consider. Try breaking

www.emusician.com



Emulsator)X

Desktop Sampling Systems

The Next Generation of
Professional Sampling

Emulator® X is the culmination of over 30 years of sampler development; combining the pristine
sound quality, powerful synthesis and legendary filters of E-MU’s hardware samplers with the disk
streaming, file management, and interface advantages of software. Emulator X is a true professional
sampler from the ground up, providing you with breakthrough tools for automated sampling and

preset creation unlike anything that has come before.

CIEATIVE

L ]

[ EmulatorXX]

Ousktop Sampling System

¢ Automated sampling and preset creation
Effortlessly sample external sources and turn existing audio files
into playable presets in seconds with a single click of your mouse.

¢ Unmatched synthesis engine
Over 50 patented Z-Plane morphing filters, 36 patchcords per voice,
multi-wave LFQ’s, conditional voice modulation, clock modulation
and a host of other synthesis features deliver unmatched control
over your sounds.

o Hard disk streaming and RAM playback

o Standalone and VSTi operation

e Comprehensive sound format support
Includes EQS, EIl, GigaSampler’, Akai, HALion", EXS24, SoundFont" 2.1,

WAV and many more. Ships with over 2GB of sounds including a stunning wua
multi-layer piano, complete Proteus” 2000 sound set and more. ]
o Integrated waveform editor (EmulatorX
Easily edit your samples with a host of professional DSP tools. Dosktop Bamoling Byutem
\
« Hardware-accelerated effects processor ‘
Over 20 plug-in effects (more than 500 presets).
e $59999°
- o e

e 24-bit/192kHz 1/0

Mastering-grade converters guarantees pristine sampling and playback
of your audio.
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120dB SNR-measured
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Works with
Windows'
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the performance into one-, two-, or

four-bar pieces. Quantize these larger
pieces against the grid. This works be-
cause it lines up the downbeat with

the click, but the internal structure of

the groove is better preserved, creating
a more natural-sounding edited track.
Resyncing the drums every bar or two
maintains the track’s rhythmic inte-
grity while retaining everything we like
about human feel.

EDITING STEREO MIXES
A half-century ago, iconoclastic piano
virtuoso Glenn Gould created contro-

A BRIEF HISTORY OF EDITING

Analog audio editing has been around
as long as analog tape itself and is still
in widespread use today. The process
is fairly straightforward but demands
precision for good results. To start with,
locate the edit points by shuttling the
tape to the desired location. Then dis-
engage the playback motor and man-
ually rock the reels back and forth until
you can hear the edit point line up ex-
actly with the playback head. At this
point, place a mark on the back side
of the tape with a grease pencil and
then find the other edit point, repeating
the process. Next, slide the tape into
an aluminum tape guide (known as an
editing block) attached to the recorder.
There are narrow grooves in the block
at 90- and 45-degree angles. Line up
the marked edit point with one of
those narrow grooves (typically the 45-
degree angle groove, because this cre-
ates more of a crossfade effect), and
carefully slice the tape with a razor
blade.

Spool off the tape you don’t
want until you come to the next edit
point; one more slice there, and the
edited material is gone. The two ends
of tape that remain are then carefully
lined up, abutting each other in the ed-
iting block, and are connected with a
piece of cellophane tape known as
splicing tape. If the edit point is the
beginning or end of a song, the tape is
not spliced to more recording tape, but
rather to white tape known as leader
tape (see Fig. A). Leader tape is non-
magnetic and thus creates no sound
when passed over the playback head.
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Its contrasting color makes it easy to
visually pick out the beginning and
ending of the song on the reel.

This laborious process has
been common practice for 50 years
and has been used creatively in count-
less situations. When recording the
Beatles’ “Strawberry Fields Forever,”
John Lennon liked the first half of one
take and the second half of another
take; he asked producer George Martin
to splice them together. Unfortunately,
the takes were recorded at different
tempos and a semitone apart in key.
Martin accomplished this nearly im-
possible feat by gradually slowing
down the tape as it approached the
edit point. That edit happens at exactly
one minute into the song.

A significant limitation of ana-
log editing is that it is an all-tracks-
at-once proposition; it is impossible
using standard splicing techniques to
move one track in time relative to an-
other on the same tape. So if a bass
note is late relative to the kick drum,
the best option is to punch in and
rerecord it. Necessity is, however, the
mother of invention. The need to fix
tracks after the musicians were not
available led to a high-wire proposi-
tion of last resort: the infamous “win-
dow edit.” This technique involves
slicing a “window” of tape that cor-
responds to the location of a physi-
cal track lengthwise down the reel of
tape for the duration of the edit, then
slipping the window in time relative to
the rest of the multitrack tape, then
taping it back into its new position

versy throughout the classical-music
world by heavily editing his recorded
piano performances. His finished
recordings were composited from mul-
tiple takes, which sparked debate over
the nature of the recording process it-
self. Now, structural editing of 2-track
mixdowns is common across all musical
genres.

Finished tunes are routinely edited
for length; entire sections are removed

FIG. A: Engineers have been editing audio

since the early days of music production.
When an edit point is at the beginning or end
of a song, white tape (known as leader tape)
is used.

with splicing tape. Performing this
task in the digital world is trivial by
comparison.

Using technical innovation to
invent new genres of art is nothing
new. In the '50s, pioneering composers
such as Pierre Schaefer, Pierre Henry,
Karlheinz Stockhausen, and Edgard
Varese sliced up recordings of every-
day sounds: door slams, church bells,
children playing, and so forth. They
then recontextualized those sounds by
gluing them back together and pre-
senting them as unified compositions.
This early branch of electronic music,
known as musique concrete, was the
first form of music that could not have
existed without audio editing. The im-
pact of musique concrete was utterly
profound —echoes of this early work
have resonated through virtually alt
etectronic music to the present day.
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to make the songs more radio friendly.
Sections can also be moved around or
removed after the fact to tighten a song
up or improve its flow. Artists are often
too close to a song during primary pro-
duction to look at large-scale structural
issues. Once the mix is completed and
some time has passed, the song can be
looked at with a new perspective, at
which point editing can come into play
to improve pacing or momentum.
There are a number of 2-track audio-
editing packages such as Bias Peak and
Sony Sound Forge that offer a nonde-
structive playlist-editing feature. This
allows you to define musical regions in
your mixdown that can then be re-
arranged quickly within the playlist

window (see Fig. 5). Some
playlist systems provide
crossfades to help smooth
out the edit points. If the
playlist is not sufficiently
sophisticated for a pro-
ject’s needs, you can still
rough in your arrange-

4042 10 Puammint Fa- 194

ment ideas in a playlist,
then implement them in
greater detail within your
DAW software.

GOT LIVE

I love recording live performances;
there is often an energy, an improvisa-
tional spirit, and a lack of inhibition
that can’t be duplicated when the red
light goes on in the studio. But live per-

formances can also ramble: impro-
visatory expositions that are captivating
onstage can feel long-winded when
played back in the living room. Ag-
gressive editing can be used to turn 20-
minute jams into 8-minute gems.

—
<
5
by

Fire up your music. Rule the studio. Own the show. The FA-101 is a

FIG. 6: Mixing segments of different sounds is a great method for
designing unique effects.

Start by listening to the raw per-
formance several times. Draw out a
rough road map, identifying energy
levels, spontaneous arrangements, and
soloing instruments. Identify natural
areas of tension, build, and resolution.
Next, look for obvious places to tight-
en: meandering sections where no one
is really playing a lead, areas of solos
that feel aimless or repetitive, and sec-
tions where the band is not grooving
well. Remove those sections, looking
to leave logical in and out points to

cross-platform portable audio interface with a higher performance
resolution than any other FireWire device in its class — 24-bit/192
kHz - equivalent to the demanding specs of DVD Audio.

In the studio, the FA-101 will record and monitor 10 channels
of 24-bit/96 kHz audio simultaneously, with a plethora of inputs
conveniently positioned on both the front and back.

If you're a performing musician, you'll place a high value on the
fact that the FA-101 runs off the power from your computer; freeing
up power strips for your outboard gear, which can then be routed
through the FA-101. Now you can output to monitors, record your
performance on your laptop and, during the break, burn CD's to sell
right there on the spot

Experience the FA-101 for yourself — with phenomenal audio power
for the studio musician and the portability to take that power
anywhere, it's one scorching FireWire audio interface.
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join the remaining material. Try to
sculpt the piece to create a sense of
forward motion—of building toward
and reaching a climax, then building
again.

Making musical edits sound convinc-
ing can be a laborious process. Some-
times sections will fuse together
naturally, but often they won’t—it’s the
luck of the draw. If an edit isn’t con-
vincing, be honest with yourself about it
and look for alternative entry and exit
points. This process can force you to
discard your original notions but can
lead down interesting new paths. Some-
times the effect can be spellbinding.
With a little luck and some skillful ed-
iting, group free improvisations can
end up sounding like carefully com-
posed works.

IN THE MOOD

Film and television make heavy use of
preexisting musical works, fitting them
to picture as needed. In fact, music ed-
iting is a particular specialty job within
the post-production world. Successful
music editors have an encyclopedic
knowledge of a wide variety of musical
genres, as well as large music libraries
available at their fingertips. They can
identify the mood for a scene and cut
appropriate music to picture, often
using multiple pieces from a variety of
sources within a single scene. This skill
is frequently put to the highest test in
movie trailers, where the music editor
has 30 seconds to knock the audience
out of their seats.

There are times when the edit tran-
sition between two disparate pieces or
sections feels awkward or forced. A
music editor can soften the transition
by composing bridge material such as a
musical flourish or string pad or by
adding sound-effect whooshes or hits
at the edit. I often smooth over uncon-
vincing orchestral edits by applying a
bit of reverb to the tail of the outgoing
piece. This creates a subtle bridging
wash for a second or two under the in-
coming piece.

SOUND DESIGN AND EFFECTS
When you’re creating sound for pic-
ture, editing is your most important

www.emusician.com

tool—they don’t call them sound edi-
tors for nothing. Existing sound effects
are constantly trimmed, sliced, and
diced to fit the duration of events on-
screen, in films, television, or video
games. But in addition to simply trim-
ming sounds for length, editing can be
used as a creative tool for sound de-
sign. Different sounds are frequently
spliced together to create a new hybrid
sound, using, say, the attack portion of
an M-16, the body of a shotgun, and

Associate of Science
Degree |

h |

the tail of a jet fly by (see Fig.6 and Web
Clip 3). Using this mix-and-match ap-
proach, you can generate a large variety
of gunshots, explosions, and body falls
from a limited set of materials.
According to psychoacousticians, a
sound’s attack is the most critical com-
ponent in defining its timbre, so that’s
where I put a great deal of thought
when designing sounds. This approach
is particularly appropriate for trying
to get punchy weapon fire, explosion,
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or percussive sounds. Layering sounds
is a very useful tool, but there is only so
much energy you can build into a sin-
gle attack transient—digital 0 (that is,
all bits on) is still 0 no matter what you
do. So when I want to make a really
cool, impactful sound, I often take the
one-two-punch approach, grafting in
a low-frequency thud just before the
sharper high-frequency report of the
weapon (see Fig. 7). Listeners’ ears will
fuse this together into a single, seam-
less sound that is big and mean, with-
out my having to squash the dynamic
range through overcompression.

This technique can be used to create
new musical instruments for your sam-
pler as well. Years ago, the venerable
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Roland D-50 created a
new battery of sounds
by offering sampled

attack transients and

synthesized body wave-
forms. It was great fun
to graft a flute attack
onto a string body or
a string pluck onto a

horn sounds. You can
do the same thing now:
try replacing the first
250 milliseconds of a

your audio.

violin sample with the first 250 milli-
seconds of a piano sample of the same
pitch. Use crossfading to blend, and
presto, you've created a pianolin (see
Web Clip 4).

TIPS AND TRICKS

In editing, speed is power. You can
greatly increase your editing speed by
memorizing your DAW'’s edit-keystroke
commands. In Pro Tools, turn on
Single-Keystroke Command mode

FIG. 7: Grafting a new attack onto an existing sound can add punch to

(click on the little A-Z button in the
upper left-hand corner of the edit win-
dow), and keep your left hand on the
middle row of your computer key-
board. A and S trim the top and tail
of a region, D and G create fade-ins
and -outs, and F creates a crossfade in
the selected area. Also try turning on
Tab to Transient mode, which moves
the selection bar from attack to attack
with each stroke of the Tab key. Wean-
ing yourself from the mouse wherever

is extremely fortunate
in having at the helm of
its R&D department
some of the early
of synthesis

and electronic music.
With almost 40 years of
design

and inventions in the
music industry, not
only have they seen it
all, they have also done
it all (and more often

BYoDY

than not, they did it
).

Akai Professional has
brought these talents
together to produce a
rangé of VST plug-ins
that harnesses their

n
the field.

professicmal
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possible promotes maximum speed
and efficiency.

You can use pre- and postroll to test
your edits in context without having to
move the selection bar away from the
splice point. Setting a 2- or 3-second
preroll allows you to concentrate on
fine-tuning the edit without losing your
place. When selecting large regions of
music to be edited, it is all too easy to
lose track of your edit-in point while
hunting for your edit-out. Dropping a
marker at the edit-in point solves this
problem handily. Once you’ve identi-
fied your edit-out point, you can jump
right back to the marked in point to
quickly and accurately create your edit
region.

Many digital audio workstations sup-
port a global-fade function, allowing
you to create multiple crossfades over
a large series of regions. For a starting
point, try specifying an equal-power
curve with a 10-millisecond crossfade
length, then listen through for any
fades that don’t work and tweak them
by hand.

In video-game and multimedia work,
engineers are often called upon to edit
and batch-process hundreds of files at a
time. If you don’t have time to check
each file by hand, you can safeguard
against non-zero-crossing-induced ticks
and pops at the tops and tails of the
files by specifying a 2- to 5-millisecond
fade-in and fade-out within your batch
processor. AudioEase’s BarbaBatch is
an example of batch-processing soft-
ware that supports this very useful
feature.

People have been slicing, dicing, and
shredding their music for decades,
shaping their work in interesting and
useful ways. The art of editing is an ac-
quired skill and a critical tool in any
audio engineer’s bag of tricks. Try some
of these techniques in your next musi-
cal project and see how editing can
clean up, tighten up, and EM
open up new sonic vistas. GEDEAH

Composer, keyboardist, sound designer, and
engineer Nick Peck lives and works in the
Bay Area. He still likes editing with razor
blades on an old Ampex 440-B '4-inch reel to
reel. Find him at www.underthebigtree.com.

www.ermusician.com

HONIC

Full line of recording and live sound equipment

800.430.7222

www.phonic.com
Tampa, FL

Luaka Bop Artist Jim White

=M=

INTELLIGENT RUDIO SOLUTIONS
\ll_ j"'; —., . —

The worid’s most flexible
audio solution is now
even more affordable

samplitude 7
It just sounds better...

G Download the  woiw Best
sarmplity ] demo tOday- El}t%%i Audio

\ ;" ‘ 2 sanas i
Yy samplitude.com il Editor

More info on products and upgrades: o
info@synthax.com Voice: 330.259.0308 www.synthax.com = __;9

morrplituds



Karaoke disc
production

in the personal
studio.
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araoke is a relatively small but

rapidly growing segment of the

music-production business. Ac-
cording to one software manufacturer,
the market for karaoke products
(hardware, software, and recordings)
grew from roughly $1 billion in 2000
to $15 billion in 2003. If
you have a personal or a
project recording studio,
catering to that market
could improve your studio’s profitabil-
ity. Producing karaoke CDs involves ei-
ther turning out one-offs for artists and
other specialty users or creating mas-
ters for volume replication.

Virtually every form of music with vo-
cals has found its way onto a karaoke disc.
Everyone has heard the discs being used
in karaoke bars, where the music roars
from the speakers. song lyrics appear in
sync on a giant TV screen, and wannabe

By Will Connelly

singers dreaming of stardom warble into

a microphone. The bad news for musi-
cians is that a K] (karaoke jockey), like a
DJ, costs a bar owner less than a live band.
The good news is that studio owners can
still profit from this relatively new fron-
tier. You can find work arranging and
performing the music, mix-
ing and editing the tracks,
and creating master CDs
with the special software
(currently available only for Windows)
and hardware that the format requires.

If you use standard studio gear and
editing 100ls 1o process and mix tracks
that fit karaoke's vocal requirements,
you can use CD+G (compact disc plus
graphics) authoring software to record
karaoke discs. You can sell your services
to others or use them to turn your own
music into reproducible, marketable
karaoke discs.

www.€Imusician.com
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DESKTOP RECORDING STUDIO

Lexicon has taken a whole-system approach to desktop
recording. Omega Studio is an integrated computer
recording system that includes the Omega 8x4x2 USB
I/O mixer, Pro Tracks Plus 32-track recording software
and Pantheon world-class Lexicon reverb plug-in.
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Whether you're working on your first demo or your
fifth gold record, Omega has the performance to pro-

duce your masterpiece.
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Visit your local Lexicon dealer today and see what

Omega can do for your studio.

VER 30 YEARS LEXICON HAS BEEN IN
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ORDING STUDIOS

Omega 8x4x2 USB I/O mixer
Differentiating itself from standard computer
1/O boxes which are typically based on a
patch-bay paradigm, the Omega 8x4x2 USB

1/O mixer is based on a mixer paradigm and

includes input, output and mixing functions that support a variety of
hocki*‘-g/ monitoring applications while requiring no additional mixing hardware. The I/O mixer is
packed with professional features such as ulfra-transparent, high resolution A/D converters,
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PLAYING THE MARKET

The market for karaoke CDs is gener-
ally limited to KJs and to home enthu-
siasts who have karaoke parties or use
the discs to teach and entertain chil-
dren. Despite relatively few customers,
however, making the discs is still a po-
tential source of income. For small
record companies, selling hundreds or
a few thousand copies of a disc with
low production costs can be profitable.
Karaoke discs typically offer fewer songs
at higher-than-average prices. Discs con-
taining from five to eight songs, each
between three and five minutes long,
are most common. The CDs are often
packaged in multidisc sets at prices ap-
proaching $100.

Although sales volume is building rap-
idly, the karaoke market is not yet big
enough to be a part of the traditional
record-distribution system. Karaoke CDs
are sold through specialty distributors
and dealers that also sell pro- and home-
karaoke equipment. Manufacturers also

sell discs direct to users. You can find
such outlets by searching under
“karaoke records” on the Web. If you
choose to create and duplicate karaoke
CDs, those dealers and manufacturers
are your potential wholesale customers.
You can sell direct if you have your own
Web page, and you can find additional
customers on Internet newsgroups like
alt.karaoke.music.

The market appears to be growing.
Maijor retailers like Target, K-Mart, and
Radio Shack carry low-cost karaoke
players along with a few companion
(mostly children’s and party) CDs. A
strong indicator that the market will
expand is illustrated by a record distri-
bution deal struck in early 2004.
Warner Brothers has agreed to distrib-
ute karaoke CDs produced by a com-
pany called The Singing Machine, the
largest U.S. maker of karaoke equip-
ment and discs.

Although karaoke-CD production
and marketing may become more for-
mal and dominated by high-volume
manufacturers, three factors make
karaoke production an option for stu-
dio owners to consider. First, a small
producer of discs can still deal directly
with buyers at specialty stores. Second,
a producer can take a demo (and, if

Gotagetsomeshoesonluly - DART Karaoke Author

Fle Edt Soundack Lwics Kwacke Heb

Jaad 449 SJLJQQQM:Q?

Flagpole

FIG. 1: After you have synchronized the words and music, DART Karaoke Studio’s Authoring screen
lets you make timing corrections by dragging flagpoles and flags.
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necessary, someone to sing along with
it) into a karaoke bar, and the K] will
probably be delighted to audition the
work and gauge the audience’s reac-
tion. Third, for a while at least, any stu-
dio that is equipped to burn karaoke
CDs will have a competitive service ad-
vantage over one that isn’t.

TECHNICAL AND LEGAL
Invented by Philips NV in Holland and
developed primarily by Phillips, Sony,
Pioneer, and JVC, the technical stan-
dard that makes karaoke possible is an
extension of the Red Book specifica-
tion for burning audio CDs. The ex-
tension governs the creation of compact
discs in CD+G format, which enables si-
multaneous recording and playback of
music (WAV or MP3), text (TXT), and
graphics (BMP or JPEG) files.

Karaoke discs contain music and im-
ages, but a karaoke CD+G disc is nei-
ther an audio CD nor a standard
CD-ROM. Preparing the music file for a
karaoke CD involves the same produc-
tion tools used to make any other
recording. The musical arrangements
are written to support individual
singers, and the final stereo mix is
recorded with no lead vocals.

Karaoke disc producers sometimes
use vocal-suppression processing on
the original hit recording. In theory,
this process leaves bass, highs, and
overtones intact so that a shell of the
original instrumental chart remains.
(The two software programs that I'll
describe later include vocal removers.)
Vocal suppression is not always possible
or completely effective, however. The
degree of success depends upon fac-
tors such as the level of the vocal in
the original mix, the frequency range
of the singer’s voice, and whether the
source material was originally in stereo
or in mono.

Although most karaoke productions
are remakes of songs that are already
pop hits, a karaoke arrangement must
not violate copyright law. In the United
States, anyone who wants to record
any published song can legally do so
with or without the approval of the
copyright owner by obtaining a com-
pulsory license (usually through the

www.emusician.com
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ince its introduction in 1997,

Auto-Tune has stood alone as the
overwhelming tool of choice for
professional pitch correction.
Featuring transparent processing,
superb audio quality, and an easy-to-
use interface, Auto-Tune is used daily
in thousands of commercial, project,
and home studios around the world
to save editing time, ease the
frustration of endless retakes, save
that otherwise once-in-a-lifetime
performance, or create unique
special effects.

Now, with Auto-Tune 4, we've added
a host of new features that are
designed to provide powerful new
capabilities, while at the same time
actually streamlining operation.

KEY NEW RUTO-TUNE 4
FEATURES INCLUDE:

>> 192kHz compatibility (host and
hardware dependent)

>> The ability to specify target note
behaviors in individual octaves

>> Virtual keyboard for realtime pitch
display and target note control

>> Improved Targeting option
for problem vibratos

>> Enhanced Vibrato functions for
more realistic (or wacky) vibratos

>> A Hold function to help analyze
pitch errors in Auto Mode

>> Larger Graphical Mode Pitch
Editing Display

>> Seriously expanded and reworked
Graphical Editing Tools

>> Multi-level Undo/Redo
(up to 20 levels)

>> Vibrato Scaling for modifying the

depth of vibrato while maintaining

its shape and character

>> Streamlined Graphical Mode
navigation controls

>> Selectable Edit Display color schemes

>> And lots more...

5 S o S

Auto-Tune 4 will be available in a
veritable plethora of formats for
Mac and PC. Upgrades are available
for registered Auto-Tune owners.*
Check it out at your local Antares
dealer or come to our website for
more details and a fully functional
10 day trial version.

*If you purchase any version of Auto-tune 3 after
December 1, 2003, you will be entitled to a free
upgrade to Auto-Tune 4. See our web site for details.

DR. STURGEON SAYS

“SOMETIMES MORE IS MORE

4.0
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Harry Fox Agency) and paying the
statutory royalties set by the congres-
sionally mandated Copyright Tribunal.
But compulsory licenses do not cover
the charts, and most owners of the
arrangements of original hits will not
sell or license them and cannot be
compelled to do so. Legitimate
karaoke producers write or commis-
sion their own arrangements (which
are sound-alikes but not outright
copies) to avoid copyright infringe-
ment. Consequently, vocal suppression
isn’t always an ideal solution.

When the karaoke producer owns all
the intellectual property rights to a
song, its lyrics, and the charts, however,
legal and ethical questions are no
longer issues. Of course, singing new
original material might not appeal to
the average nonprofessional singer in a
karaoke bar, but a CD+G disc of origi-
nal music might come in handy for a
performer doing a track date at a dance
club or another venue equipped with a
professional karaoke player.

THE PRICE IS RIGHT

Less than five years ago, software to cre-
ate CD+G karaoke discs sold for
$15,000 or more. Two software suites
that currently sell for less than $200
are the only commercially produced
and supported programs I have found.
They appear to be among the music in-
dustry’s best-kept secrets.

Karaoke technology was invented
and developed by major consumer-
electronics firms, but none of those
giant corporations openly market the
software necessary to create CD+G
masters. In the United States, that job
has been left to two relatively small
companies—Dartech Inc. (DART) and
Micro Technologies Unlimited (MTU).
Both produce programs that assemble
music, lyrics, and graphics into a com-
posite file. Downloadable demo ver-
sions of the software are available on
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each company’s Web site. I tried out
the most recent versions on a PC run-
ning Windows 98SE, equipped with an
Athlon/1.6 GHz and 512 MB of RAM.

KARAOKE STUDIO CD+G

You can download DART Karaoke Stu-
dio CD+G (Win, $199.95; currently ver-
sion 4.1.6) from Dartech’s Web site, or
you can order a copy on CD-ROM for
$10 more. You can also download a fully
functional trial-period demo package.
DART Karaoke Studio CD+G contains
several interacting components, in-
cluding a basic version of the compa-
ny’s standalone disc-burning software,
CD Recorder 4.1.

Karaoke Studio CD+G runs on Win-
dows 98 or later and requires a 350
MHz CPU, 16 MB of RAM, and 1.2 GB
of temporary hard-drive space to store
the composite file for each 74-minute
(maximum) CD. A sound card and a
suitable CD-RW drive (more on this
later) are also required.

The program’s Wizard imports WAV
or MP3 files for music, and TXT files
for lyrics. In addition, it collects title,
writer credit, and miscellaneous notes
such as copyright information. (The
graphics files are added later.) Karaoke
Studio CD+G’s Wizard is intuitive and
easy to learn and use, but you can by-
pass it using optional file-opening and
-importing features.

To import lyrics, you pre-
pare them as a standard s
text file with any word
processor. Capitalization
and punctuation should be
used to match the vocal
and musical phrasing. Al-
though the program will
wrap long lines, the best
practice is to divide phrases
in such a way that lines con-
tain no more than six or
eight words (depending on

) Iowast s

creating a DAX file containing those
newly coordinated elements (see
Fig. 1). The object of synchronization is
to enable successive lines of lyrics to be
displayed on screen by either scroll-
ing or repainting the screen, and to
enable either individual words or
whole lines of lyrics to change color
just before they are to be sung.

As the music WAV or MP3 file is im-
ported, its stereo waveform is dis-
played. Standard waveform selection
and zooming tools are available. The
imported lyrics appear in a window
below the waveforms. You synchronize
music and lyrics by playing the music
and watching the lyric display. At every
point in the music that corresponds
to a word, you tap the computer key-
board Spacebar and a vertical “flag-
pole” marks the waveforms in both
channels.

At the top and attached to each flag-
pole, the lyric word or line appears as a
horizontal banner, or “flag.” Poles and
flags can be manually adjusted to cor-
rect for any mistiming of the Spacebar
keystroke and then locked in position.
Because the waveform can be magni-
fied to any desired level of detail, you
can move and position the flags pre-
cisely. As you’re placing the flags using
the Spacebar keystrokes, they are posi-
tioned on the waveform at a spot just

C\MUSICEARADY E \GomaetS omeSronort il UV be
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word length) to make it eas-
ier for singers to read from
the video display.

You can manually syn-
chronize words and music
in the Karaoke Author win-
dow that comes up when
you exit the Wizard screen,

¢ Dgmn e consted e i OART DG Player

Cad @ Cad @ Ce.d

Pespre—

FIG. 2: Manage the creation of recordable binary (BIN) files in
Karaoke Studio’s Generate CD+G Track window. You can
choose from file and display options and add graphics to the
opening and closing credits.
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before the word is to be sung. The
exact position is variable in millisec-
onds; the factory default is 100 ms. This
pre-positioning feature compensates
for the lag between the moment the
word changes color and the time the
singer can react. Commercial karaoke
discs typically include two separate
tracks of each song—one with and one
without the lead vocal audio. Both dis-
play the lyrics when played. The object
is to give entertainers the opportunity
to learn the song by singing along be-
fore attempting it solo.

For $14.95, you can upgrade the basic
DART CD Recorder program to pro-
vide vocal removal and some rudimen-
tary audio-editing capabilities. It
includes tools for creating WAV files
from MIDI or sound-card input, apply-
ing DirectX effects, equalizing, fading
in and out, and compressing WAV files
to WMA format. The bulk of the file
massaging will usually have been done
carlier, before the music and lyrics are
assembled into a DKX file, but these
tools may well prove handy.

A NEW GENERATION
Although Karaoke Studio CD+G will
work on compressed MP3 files, WAV

T X
Cumert e \GoltaGerSomeShoesonLudu bin

FIG. 3: Karaoke Studio’s CD+G Player can play
BIN files containing the fully assembled words,
music, and graphics of each song.
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Newlist - DART CD-Recorder
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FIG. 4: DART CD Recorder’s playlist lets you drag and drop tracks to set the order in which they will

be burned to disc.

files are preferred. Obviously, the WAV
or MP3 file imported into the Author-
ing window should be a finished mix.
Any audio editing must be done to the
source WAV file; the final binary file
from which a CD is burned cannot be
edited. When you exit the Authoring
window, the program automatically cre-
ates an intermediate DKX file contain-
ing the composite words and music and
saves it to your computer’s hard drive.

Selecting the Generate CD Track
command accesses the Generate CD+G
Track window, in which final assembly
of all music, text, and graphic images
takes place (see Fig.2). If this window is
accessed just after a song has been
synced, that song will be brought up
for processing. If a previous project is
being reopened, the DKX file for that
project can be called up instead.

Once the appropriate DKX file is in
place, you can specify what kind of file
you want the program to generate. The
choices are to create either BIN files,
which contain the fully assembled
music, graphics, and text that are to be
recorded as a karaoke CD, or CD+G
files, which contain all the graphics
data and assembly code associated with
the project, but no music.

If CD+G files have the same name as
MP3 or WAV files and both sets of files
are on the same CD or in the same
folder, then they can be played in sync
on any computer equipped with CD+G
player software (but not on karaoke
machines). The BIN files are fully
playable with word display and music
on professional and home karaoke ma-
chines and on computers with the
DART program installed.

Other options in the Generate CD+G
Track window include selecting how
many lines of lyrics will appear on the
performance television screen at the
same time. Another option is to choose
whether the onscreen words will be
scrolled or repainted as the song pro-
gresses. You can select whether lines
will be justified left, center, or right.
You can also choose the color of words
or lines.

The Generate CD+G Track window
screen also allows for the insertion and
preview of introduction and ending
BMG or JPEG graphic images such as
the logo of a record company. In addi-
tion, you can insert and preview textual
material such as song titles, key signa-
tures, songwriters’ names, and copy-
right notices. There’s also a provision to

www.€musician.com
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insert silence so that the music doesn’t
play until after the brief introductory
logo display.

Finally, you can specify that as soon as
the final composite BIN file is created,
it will be played back by the CD+G
Player program (see Fig. 3). At that
point, the OK button starts the assem-
bly and file-making process.

AUDITION AND BURN

The CD+G Player screen has the same
transport and track-selection features
as an ordinary computer CD player. It
also displays a simulated television
screen on which the lyrics and graphics
are reproduced, just as they would be
on a performance karaoke machine.
Despite its name, the Player subpro-
gram cannot read commercially avail-
able karaoke discs or discs created by
the DART software.

If the playback performance is satis-
factory, your next step is to burn the
karaoke CD. If the playback doesn’t
meet your needs, then you can go back
and revise the original source files and
repeat the steps in the generation
process.

At this point, your computer’s hard
drive will contain as many as seven files
for each song: the music; the lyric text;

the initial composite DKX
file; the intro and ending
logo files; a CD+G file; and
the final, fully assembled bi-
nary (BIN) file. The binary
file is the one that will be
burned to disc, but standard
CD-recording software such
as Ahead Software Nero or
Roxio CD Creator cannot

Drinkin’ gin by the pail

With a look that could kill

correctly burn a karaoke
disc; it must be burned with
the CD Recorder program
included in the DART pack-
age (see Fig. 4). When this
program is started or called
from a menu button, a page will ap-
pear in which all the songs to be
recorded on a new CD can be im-
ported from their resident folders and
placed in the desired order on a drag-
and-drop list.

When all of the desired song process-
ing has been completed and the track
list has been compiled, the final step be-
fore starting the burn is to set the record-
ing speed. As I'll discuss later in more
detail, karaoke disc burning is a tricky
process that is more likely to succeed at
the slowest speed available (typically 4x).

When the resulting karaoke disc is
examined with Windows Explorer or
other disk-management software, the
file names will have CDA suffixes like
other audio CDs. That transformation
is necessary because no CD-ROM drives
or players, including karaoke players,
recognize BIN files as audio files. It is
technically possible to record the bi-
nary files that DART software
creates to a CD using Roxio
or Nero software, and the

Annle stood at the rall,

Drinkin’ gin by the pait

'With a look that could kil
inhereye...

Then she hollered a curee,

{Whipped a rod

from her purse
Turned, and cut loose at
Casey, her guy

At that firet cannon's roar,
Twenty dudes hit the floor
And the moosehead

on the wall
bowed to pray. ..

speten] = types ] geumeanes]

3 BIN suffixes will show up on
a Windows Explorer exami-
» nation, but the discs will not
play in either conventional
audio-CD or karaoke players.

MTU KARAOKE SUITE 4
Micro Technology Unlimited
(MTU) offers a four-piece
software suite called Karaoke

FIG. 5: After music and text files are loaded in MTU’s KHP,
tapping the Spacebar in time with the music sets the color-

change points in the lyrics.
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Suite 4 (Win; $138.95 for
download; $150.95 on CD-
ROM). As of this writing,
Karaoke Home Producer

FIG. 6: KHP’s Adjust Lyrics screen allows you to correct
synchronization errors precisely.

4.103 creates CD+G files; Vogone 2.210
eliminates vocals; Keyrite 1.400 man-
ages pitch change; and Microstudio
2.517 drives the karaoke CD burner.
The vocal removal and pitch-change
components are standalone products,
whereas the creation and burning soft-
ware are interdependent.

Karaoke Home Producer (KHP) anti-
cipates that you will have all the nec-
essary files in final form before
embarking on a CD-recording project.
The program doesn’t offer detailed
audio and image editing. Lyric text files
should be prepared with singer phras-
ing, font size, and visible text lines in
mind. A provision for creating simple
text and graphics for the opening and
closing credits is included, but fancier
creations will need external programs.

When you start KHP, a plain vanilla
screen with a Windows Explorer-style
frame appears for selecting the TXT-file
lyrics (which will fill the blank screen
immediately) and the WAV audio file
(see Fig.5). When both files are loaded, a
single Place Lyrics button will appear.
Pressing it will access the Adjust Lyrics
screen and display the lyrics in reversed
type (see Fig. 6). The first word in the
lyric will be underlined, and when you
press the now-visible Start button or the
Spacebar, music playback will begin.

When playback starts, tapping the
Spacebar in time with the music moves
the underscore from word to word and
fixes the point at which a color change
will occur. There is no option for line-
by-line rather than word-by-word color
change.
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For correcting errors, you can tweak
the timing of individual words in the
Adjust Lyrics window. You can set a
playback loop for any number of words
before and after the one to be cor-
rected, and four buttons will move the
starting point and duration of the color
sweep for the word. The color-shift ef-
fect will be seen as the music loops.
This arrangement lets you select and
play individual words and sections for
precise timing.

Lyric font selection and graphics
management are handled on a clear,
easy-to-understand Song Settings page
that you access from KHP’s Edit menu
(see Fig. 7). You can import images for
the song’s intro and closing credits in a
variety of formats, including BMP,
JPEG, PNG, and TIF, and you can set
how long they will appear on screen.

Closing the KHP program creates a
KPR file that can be reopened and ed-
ited. The KPR file contains the lyrics
and the coded instructions for assem-
bling the music, the text, and the
graphics. You can play this file only
from within the program.

When the synchronization process is
finished, a single command in the File
menu creates and exports a fully as-
sembled CD+G file of the song, which
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FIG. 7: You can adjust font attributes and graphics
in KHP's Song Settings page.
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you can play in an onscreen replication
of a karaoke machine. The CD+G file is
also the one from which CDs are
burned using Microstudio.

Microstudio is a standalone program
that you open by clicking on its desktop
icon (see Fig. 8). The opening menu
provides access to the controls for drive
speed (6X is the maximum recom-
mended), caching, and jitter. Toolbar
buttons call up other screens for im-
porting the CD+G files (either from
the hard drive or a CD), devocalizing,
pitch change, and creating a savable
playlist that puts the tracks in the de-
sired order for recording. When the
playlist is ready, pushing the Write but-
ton burns the CD. The write process
begins with no warning, and if it is in-
terrupted the disc is spoiled. The fin-
ished disc is automatically ejected, and
the CD+G tracks will have CDA file
name extensions.

BURN, BABY, BURN

Most CD-RW drives are incapable of
burning CD+G discs because they do
not have internal firmware that recog-
nizes files containing the graphics ex-
tensions to the Red Book standard.
Some older drives capable of writing
CD+G files with earlier software are
listed on the DART Web site, but they
might not work with the new software
described here. Drive manufacturers
traded off the CD+G burn feature in
later drives to accommodate the
firmware requirements of new CD-
R/RW and DVD+R/-R/+RW/-RW
multifunction drives.

Specifications for several new drives
list CD+G file compatibility but do not
always reveal whether a drive is limited
to read-only capabilities. Old CD-RW
drives might not work with DART or
MTU software, and buyers need to be
careful in selecting a new drive. Be
sure the specs state that the drive reads
and writes CD+G and BIN files. All CD-
ROM drives will play the audio from
karaoke discs, but very few will play
the graphics files, even when the com-
puter is equipped with demodulating
software.

DART advises that the only drives
now in production that work with its

FIG. 8: MTU’s Microstudio manages the selection
of recorder burn settings, creation of a playlist,
and the final assembly of music, text, and
graphics.

current software are those offered by
Plextor America, which traditionally
has made drives for professional ap-
plications. According to Plextor, the
company’s drives have black trays to
reduce optical jitter effects and provi-
sions for future firmware updates via
download. I used a Plextor PlexWriter
48/24/48A while testing the software
and media discussed in this article.
Most but not all Plextor drives support
CD+G read and write; check the speci-
fications before you buy a drive. Al-
though Plextor drives contain the
technology to prevent buffer under-
run, as well as a PowerRec feature that
automatically selects the optimum
recording speed for conventional CD
burns, DART strongly recommends a
manual burn setting of 4x.

MTU recommends a rate no higher
than 6x. It also recommends only its
own karaoke-certified CD-ROM drives.
The company’s software worked with
the PlexWriter, however, and I did not
test an MTU drive.

Not all discs are created equal, and
not even the Plextor drive can suc-
cessfully burn all brands. You’ll need
to test discs from each batch you buy,
as formulations are constantly chang-
ing. Plextor recommends Verbatim
discs; DART has tested and recom-
mends Kodak and Fuji. MTU recom-
mends only its own branded discs.
Both companies caution against using
“audio” or rewritable discs, because
they simply don’t work.

www.€musician.com



Receptor features hundreds of plug-ins, including freeware and commercial software from companies such as Applied Acoustic Systems, Arturia, Dash Signature, discoDSP, FXpansi
'3

audio plug-ins. By the way, you have successfully passed the Muse Research visual acuity test. Congratulation

-

CONTACT INFORMATION
Dartech Inc. tel. (800) 799-1692 or (952) 844-

0217; e-mail info@dartech.com; Web
www.dartpro.com

Micro Technologies Unlimited (MTU) tel.
(919) 870-0344; e-mail sales@mtu.com; Web

www.mtu.com

Plextor America tel. (800) 886-3935; Web

www.plextor.com

FREEDOM OF CHOICE

I used software programs from both
companies that were the most recent
versions in January 2004. Each one
exhibited minor bugs that were cor-
rected during the course of writing
this article. DART had by far the bet-
ter tech support.

Karaoke Studio CD+G and Karaoke
Suite 4 both use copy-protection
schemes designed to prevent sharing.
Every MTU program installation (even

Plug-in, Play.

Introducing Receptor,
from Muse Research

Connect an external monitor to
Receptor for full editing of all your VST
plug-ins plus control over the mixer -
Muse Research makes it easy.

www.€Imusician.com

a rack full of

(imagine MRS

from the CD) demands a direct
or indirect (via floppy disk) In-

etemagl

ternet connection, requires
personal information, and com-
pels acceptance of a secrecy
agreement. It also limits the
number of times the software
can be installed and on how
many machines. I found this
mechanism to be irritating and
intrusive.

A discrepancy exists between
the two products in how the
final files are named. DART calls the
file containing the composite music,
text, and graphics a BIN file; MTU calls
it a CD+G file. Apparently, there’s no
industry standard.

The DART and MTU software ac-
complish the core job of creating discs
that can be played in home and com-
mercial karaoke machines. Both pro-
grams are complex and can lead to
some frustration and spoiled discs be-
fore you have mastered the entire pro-

synthesizers and a rack
full of effects processors,
all connected to a 32-bit
automated digital mixer,
and all crammed into
2-rack spaces. Receptor
is complete and ready to
go, right out of the box,
saving you tons of time
and hassle.

instrument/processor

that allows you to take
your VST software to a
gig, yet also integrates

via Ethernet with your producer.

Mac or PC when you

get home. Receptor is
remarkably convenient
and easy to use, providing
you great value.

(G ERthe latest
sounds and plug-ins from
the world’s top developers, museresearch.com
all pre-installed and ready
to inspire you, with 24 bit
96kHz audio performance.
Receptor gives you true
artistic freedom, whether
you play keyboards, guitar
or are an engineer or

duction process. The two products de-
mand some manual dexterity for the
word-by-word music synchronization
(DART'’s line-by-line option is a plus).
Assuming that the basic music, text,
and graphics files are ready to go, with
practice you should be able to process
one song to prepare it for recording in
a half hour or less.

Even assuming that you have to buy
a new CD-ROM burner, either pro-
gram will give you a foot in the door
of a fast-growing business for far less
than the cost of one good micro-
phone. And the great part is that you
can keep fussy, off-pitch vocalists out
of your studio and in the bars where
they belong.

Will Connelly leads the River Liffey Saloon

Jazz Band in Fort Lauderdale, Florida, and

has produced records, concerts, and televi-
sion. Special thanks to Nancy Franks, a
South Florida KJ who helped test CDs cre-
ated with DART and MTU software.
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Imagine it done.

Call (650)326-5400

or visit www.
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By Kevin Smith

Conquering the DAW

Preparing yourself and your computer for a digital audio workstation.

our computer purrs next to you
as you read the advertisements
touting unlimited tracks, real-time
digital effects, virtual-instrument
hosting, onscreen mixing, full au-
tomation, and on and on. You think,
“I’ve gotta have that!” But before you
march down to your local dealer or surf
to your favorite online shop, make sure
you take the steps necessary to ensure
that you need what you get and get

Electronic Musician June 2004

what you need. In this article, I'll walk
you through the crucial steps in choos-
ing digital audio workstation (DAW)
software that matches your computer,
your needs, and your budget.

Although the term DAWis often re-
served for high-end systems that in-
clude both hardware and software,
most of what I'll cover here applies
equally well to any software designed
to arrange and play back audio and
MIDI files. The charts for “Computer-
Based Digital Audio Workstations” and
“Sequencers” in the EM 2004 Personal
Studio Buyer’s Guide, available online
at http://psbg.emusician.com, list all
programs of that type.

The first question you must ask in
evaluating a DAW is whether your com-
puter is up to the task of running it.
To answer that, you need to know what
you have (or, if you’ll be buying a com-
puter, what you’re getting). Take the
time to research the main components
of your system. What type of the central
processing unit (CPU) does it have?
How fast is the CPU? How much ran-
dom access memory (RAM) is installed?
Can the memory be expanded? How
big is the hard drive? How much space
is still available? What types of expan-
sion ports do you have? How many of
each? What size is your monitor? What

www.emusician.com
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D1200mki

WHY WASN'T IT ALWAYS THIS

EASY?

D1600mklI

Remember when the “creative process” meant long
hours trying to patch song parts together from a dozen sources,
running more wire than the cable company, developing carpel
tunnel from navigating endless inscrutable menus, only to have
that creative spark disappear long before you ever captured
an idea?

With the D1200mk!l and D1600mkll from Korg, every-

thing just got easy. Go from inspiration to a burned disk with one,

WWW.KORG.COM
2004 Korg USA, 316 S. Service Road. Melville. NY 11747 » (631)390-8737

power packed, portable unit. You'll get up to 24-bit/44.1 kHz
audio with no compression, so your final mix stays true. 16 or
12 track simultaneous playback, a futl complement of effects,
a 16x CD-RW drive, and a streamlined, easy-to-use interface
make the whole process simpter than ever.

Check out the D1200mkIl and D1600mklI today. You'll
agree that when it comes to easy, high-quality sound, these
two studios really deliver.

Other recorders available from Korg: D32XD, D16XD, PXR4, CR-4
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resolutions does it support? Can you
add a second one? Finally, what version
of the operating system (OS) do you
have? Will your computer support an
OS upgrade if necessary? You shouldn't
overlook any of those questions; your
computer’s System Properties (PC) or
System Profiler (Mac) window can pro-
vide many of the answers (see Fig. 1).
It’s a little like finding out whether your
car has antilock brakes and air bags;
you don’t want to just assume it does.
Although PCs running Linux are be-
ginning to appear on the music scene,
for all practical purposes your decision
is between a PC running Microsoft
Windows and a Macintosh running
Apple OS X. I am often asked which is
better. Historically, the Mac has been

COMPUTER CHECKLIST

the computer of choice for music and
graphical design, but the PC has now
bridged the gap. PCs usually require a
little more research; Macs tend to be
more expensive. Not all digital audio
software runs on both platforms, so
your chosen DAW may make the deci-
sion for you. Compatibility with your
collaborators is another important con-
sideration. It ultimately comes down to
your personal preferences and the re-
quirements imposed by the software
you use and the environment in which
you work. (For some helpful tips, see
the sidebar “Computer Checklist.”)

SPEED IS KING
It’s true that DAWSs that include digital
signal processing (DSP) hardware, as

With so much riding on the decision, choosing the right computer is a critical part of setting
up your studio. Here is a checklist of some of the more important factors you should consider

in order to make the right choice.

v The computer’s age. You can update the processor, RAM, and hard drive in most computers,
but that's not the full story. A number of equally important features—bus speed, number
and type of expansion ports, number of hard-drive slots, and maximum RAM capacity—
usually cannot be upgraded. A current processor may make it easier to surf the Internet, but
if your computer is showing its age, consider a new machine for audio instead of an upgrade.

v Processor speed. You should usually get the fastest processor you can afford, especially
if your DAW is going to rely on it for DSP. A faster processor allows for more tracks, more
plug-ins, and increased stability. However, you don’t necessarily need to buy the latest
model to get a fast processor. Frequently, excellent used machines are offered at bargain
prices by users who do insist on the latest thing. Keeping your eyes open for such an op-
portunity can save you lots of money. Furthermore, if your DAW doesn't take advantage of new
features such as dual processors or 64-bit busing, you're wasting your money buying a ma-

chine that has them.

v RAM. Have at least 256 MB more RAM than the minimum stated requirements for your
DAW. More is always better, and 1 GB is now common on music systems.

v Hard drive. Have at least a 100 GB internal hard drive. Better still, have two internal drives
and dedicate one to recording and playing back audio files. Also consider getting a separate
hard drive (internal or external) for backing up your files.

v Expandability. Expandability extends the life of a computer by allowing your system to grow
along with your needs. It is an area in which desktop and laptop machines differ significantly.
Whereas laptops give you a variety of expansion ports, including FireWire 400 and 800, USB
1.1 and 2.0, Ethernet, and PC card slots, desktop models typically give you those as well as
multiple PCI slots, multiple peripheral bays, and greater RAM capacity. Think about your ex-
pansion needs and buy a machine that can meet them.

v Operating system. The latest operating system is not always the best choice, especially if
it represents a recent and major upgrade. Software and peripheral manufacturers typically
take some time to iron out compatibility issues, and if you've jumped on the bandwagon too
early, you can find yourself with a temperamental (or worse, inoperable) system. Before you
upgrade or buy a new machine, make sure the new version of the 0S is supported by all
your critical software and by the drivers for your audio card and other peripherals.
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Digidesign’s Pro Tools does, tax your
computer’s resources less than native
systems, which rely on your CPU for all
their processing. But a fast processor,
lots of RAM, and a big, speedy hard
drive are always better. Native systems
are less expensive, of course; however,
when you add the cost of the extra com-
puting power necessary to achieve
equivalent performance, the savings
you anticipated may vanish.

All of that means you need to be
realistic about your computer’s capa-
bilities. Whereas your die-hard Pen-
tium II1/466 MHz lets you surf the
Internet like nobody’s business and
never crashes, it will probably not be
able to handle 24 tracks of 24-bit,
96 kHz digital audio. Add DSP plug-
ins, real-time automation, virtual in-
struments, and so on, and you're going
to need a considerably more powerful
machine to get any work done. That
your computer meets the DAW’s mini-
mum system requirements simply
means the DAW will launch and suc-
cessfully record and play back a track
or two. You can set yourself up for suc-
cess by investing in a machine that is
designed to handle the workload you
intend to give it.

You can save money and headaches
by evaluating your needs carefuily. How
many tracks do you need to be able to
play back simultaneously? Will you be
recording live at all? If so, how many
tracks at a time—do you plan to record
your whole band at one go, or to track
them one instrument at a time? Are
you going to be doing post-production
mixing and finalizing, or will you simply
be recording and editing tracks? Do
you plan to use a MIDI control surface
for automation and a MIDI keyboard
for playing virtual instruments? Once
you’ve defined your primary goals, you
can find the product that meets your
needs, offers potential for growth, and
fits your budget.

Unless you are on the cutting edge
of technology, there’s a good chance
that other people are using the exact
system you’re contemplating. Find out
about their experiences. Don’t just read
the manufacturer’s brochures and visit
the dealer’s Web site; look for real-world

www.emusician.com



In search of the perfect sound?

ALIENWARE® OZMA™ DAW SYSTEMS...FIND THE PERFECT SOUND.

From Alienware, the leader in high-performance PCs, comes a new line of Digital Audio Workstations designed to achieve sonic

perfection. Work in a low latency environment without the constraints imposed by a lack of processing power. Built with AMD Opteron™
processors, Alienware Ozma workstations virtually eliminate limitations on track capacity and real-time signal processing. The Ozma's
ultra low signal-to-noise ratio ensures crystal clear audio free of undesired artifacts. Add Alienware's award-winning customer service

package with 24/7 phone support, and you have the ultimate turnkey studio solution

BUSINESS LEASING AVAILABLE

I I ENWARE To Receive a $100 Instant Rebate on the Ozma Visit:
WWW.ALIENWARE.COM/EMM | 1.800.ALIENWARE

HIGH-PERFORMANCE SYSTEMS (1.800.254.36921

herware Corporation. AMD, AMD Opteron.
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Systern Properties

FIG. 1: The Windows System Properties window
(shown here) is the best starting point for
gathering information about a PC; on a Mac, it's
the System Profile window.

accounts. Use your favorite Web search
engine to compare products. Just search
on the word review or compare along with
the name of the product you are con-
sidering. Yahoo Groups are another
great resource. You can use them to
connect with other users and learn
about potential pitfalls before you com-
mit to a product. Many companies host
user groups or product forums on their
Web sites. There, customers discuss is-
sues and exchange ideas with the man-
ufacturer. Some companies also provide
downloadable manuals. Reading the
manual is a great way to get a better
idea of the product’s features and re-
quirements and to get a feel for how it
works before you buy.

ROLL UP YOUR SLEEVES

Once you have settled on a program,
you are ready to prepare your comput-
er for digital audio. Here again, think-
ing ahead can save you a lot of grief.
You may not have anticipated the ex-
tent to which a DAW will take over your
computer. I strongly recommend ded-
icating a computer to your DAW. Keep-
ing your favorite games and graphical-
design software and their associated
drivers on the same machine as your
DAW will increase your system’s sus-
ceptibility to conflicts. Space is not the
issue—the days of small hard drives and
limited RAM are over. The problems a
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separate computer lets you avoid are
program and driver conflicts that lead
to crashes and loss of data.

If you’'re not in a position to dedi-
cate an entire computer to digital
audio, the next best option is to parti-
tion your hard drive and install an OS
on each partition, placing your DAW
on one partition and any software un-
related to audio on the other. Because
you have to restart your computer when
you want to switch systems, it’s not ex-
actly like having two computers, but
the added stability is worth the incon-
venience. Macs and PCs come with util-
ities for formatting and partitioning
hard drives (see Fig.2). Remember that
partitioning a drive usually requires
you to erase all of its contents, so be
sure to back everything up first.

Whether you're using two comput-
ers or two operating systems on the
same computer, I suggest running your
DAW on a fresh copy of the operating
system. That way, the only drivers that

reside in that system are those installed
by the DAW and its ancillary hardware
and software.

File management is another crucial
aspect of digital audio, and you need to
know how your computer works with
files and folders. DAWSs typically rely
on the operating system for file man-
agement. You need to know how to
save, retrieve, find, move, copy and
delete files on your system. Audio files
are just like other types of data and can
be handled in the same way. The dif-
ference is that you'll eventually have
hundreds or even thousands of audio
files to keep track of, and one mis-
placed file can be a showstopper.

I also recommend that you start with
a clean hard drive—one that has been
freshly partitioned or at least recently
defragmented—for your audio proj-
ects, and that you use that drive solely
for your audio-project files, not for your
software or operating system. Create a
folder hierarchy that makes sense and

TIPS FOR SUCCESSFULTECH SUPPORT

The success of your tech-support phone call is largely in your hands. Even well-trained,
patient tech-support representatives are only as effective as the information they are given.
| asked the highly regarded tech-support specialists at Digidesign to tell me the five most im-
portant actions callers can take to make a tech-support call successful; here’s what they said.

1. Be prepared. Having as much specific information available as possible will greatly improve
your chances of solving your problem. Know as much as you can about the components of
your system. Search for the answer in the manual and online before you call. Carefully note
the steps that led to the problem and the steps you've taken to try to solve it.

2. Have patience. The hold time for tech support for popular products is usually fong. Start-
ing out with a bad attitude because you've been hanging on the line for 20 minutes, however
understandable your frustration, is guaranteed to get the conversation off on the wrong
foot. Remember that in all likelihood, the tech-support representative just got off the phone
with someone who was as anxious as you are to get things up and running.

3. Have realistic expectations. The immediate solution to your problem may be a
work-around—a makeshift and possibly awkward way of achieving the desired result. Al-
though you should continue to push for a long-term solution (that’s what you paid for), bear
in mind that tech support’s primary objective is to keep you productive.

4. Listen. In many cases the solution will not be a simple, one-step fix. A tech-support rep-
resentative typically needs to make educated guesses to get to the root of the problem and
solve it. That means you need to listen, follow directions carefully, and be willing to repeat

something you may have already done.

5. Be courteous. Tech support may well be your only path to a solution, and courtesy can make
all the difference in getting results. Keep in mind that many tech-support representatives are
working musicians and can understand your position. And although they're trained to take the
heat for problems with the product, a personal attack will lead most representatives to ter-

minate the call.

www.€musician.com



is easy to follow. For example,
you might set up a folder for
each client; within those fold-
ers, you could create a folder
for each client project, and
within the project folders you
could have separate folders for
DAW project files, audio files
used in the project, and other
data files related to the proj-
ect. You might also have a fold-
er for audio resource material
and, within that, separate fold-
ers for different types of audio
files such as sound effects, in-
strument samples, percussion
loops, and so forth.

It’s vital to know where your files are
being saved by your DAW and to have
instant access to all your data. Diligence
in naming and dating your files is also a
must. Invariably you’ll wind up with
two versions of the same song (perhaps
the guitar player took a version home
to lay down some tracks) and want to
keep only one. If everything is clearly
named and dated, you’ll have a much
easier time sorting it out.

TAKE YOUR TIME

A rushed job is usually a botched job.
Not only is it important to take your
time when installing a new system, but
it’s crucial to do so only when you are
not facing an impending project dead-
line. It takes just one missing driver or
flaky piece of hardware to put you out
of action.

Whenever possible, I suggest doing
a new installation or an upgrade in
stages. If you are relatively new to the
process, try to work a couple of hours a
day for several days rather than doing
the installation in one marathon ses-
sion. Remember, it’s exacting work, and
when you're tired, you are more likely
make mistakes.

It’s also important to take your time
learning to use the system and your
software. You may not like reading
manuals, but doing so is well worth
your while. Also, don’t neglect any tu-
torials that came with the software.
Understanding your software will save
you time and money you might other-
wise spend on tech support. Hanging

www.€musician.com

FIG. 2: Apple’s Disk Utility has been greatly enhanced for
0S X. You can use it to format, partition, check, and repair
your hard drives.

on a long distance phone call for 20
minutes only to have the technician
point out that your question is an-
swered on page three of the manual
is avoidable.

On the other hand, don’t be afraid to
seek assistance from tech support if all
other avenues fail. To get the most out
of your tech-support call, be prepared.
Have your hardware, operating system,
product version, and registration in-
formation at hand before you call. Do
your best to formulate your question
clearly and omit unnecessary details.
Remember that the person you’re talk-
ing to is not looking over your shoulder
and has just started working on your
problem. The more information you
can provide succinctly, the better. See
the sidebar “Tips for Successful Tech
Support” for more suggestions on call-
ing tech support.

As the excitement of getting started
with your DAW takes hold, keep the
points I've discussed here in mind. Ad-
vance preparation is invaluable, and
making informed decisions will save
you time and money. Once you decide
on a system, take the extra time to pre-
pare your computer, because it is the
hub of your studio. There is no such
thing as downtime insurance, so avoid-
ing a crash, or at least its most dire con-
sequences, is your best hope. (Aren’t
you glad you made that backup?)

Kevin Smith is a San Francisco—based writer,
consultant, and musician. Visit his Web
site, www.familytreeproductions.com, to see
what he's up to.

imp ible!

Based on the rare and
classic British 0SCar,
the new GForce impOSCar
is redefining sonic
standards for virtual
synths!

Harnessing both additive
and subtractive synthesis
types, and featuring an
awesome filter section,
the imp0SCar gives you

an immense range of tonal
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It’s helpful to start a mix with a clear
vision of the song, a mental final mix of
how you think it should sound. Only
when you have some direction for the
song can you properly assess the role
of the drums. It’s all about context.

THINK 3-D

Every great stereo mix also sounds
three-dimensional—tall, deep, and
wide. Tall refers to frequency range
(how well all the frequencies are rep-
resented), wide to lateral positioning
(where the instruments “appear” left to
right across the soundstage), and deep to
depth of soundstage (how close up or
far away each instrument sounds in re-
lation to the “front” of the soundstage).

Therefore, think in 3-D terms, for
not only the whole mix but also for the
drums. A drum kit, after all, comprises
a bunch of parts spread out all over the
place. Reflecting a (believable) sense
of that spread-outness will deepen the
dimensionality of the whole mix.

One of my personal mix tricks is to
take the three dimensions one at a
time: width first, height second, and
depth third. That helps me focus on
maximizing each dimension. Here’s the
strategy, laid out in that order.

STARTAS IS

Once you have the vision for the song,
see how close you can get to realizing it
by manipulating volume levels and pan
positions only. Starting that way keeps
you focused on the song as a whole and

FIG. 1: The Waves Renaissance Compressor is a
cross-platform plug-in that can emulate both
VCA-based and optical compressors.
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helps avoid the easy distraction of solo-
ing and processing individual tracks,
only to find that they don’t work once
reintroduced to the mix.

Don’t worry—in the course of shap-
ing the mix using only the tracks as
they are, you will soon become aware of
what’s missing, what’s clashing, what
needs tweaking or muting, and so on.

SEE THE KIT

When panning drums, envision an area
on the soundstage where the kit is set
up. Note that you can mix as if look-
ing at the drums from behind or in
front of the kit—there’s no right or
wrong here.

What’s important is to choose one
perspective and stick with it. To that
end, make sure the panning of the
overhead mics corresponds with the
panned positions of the toms (assuming
they are individually close-miked). Sim-
ply solo the panned overheads (during
a tom-fill passage), note which direc-
tion the tom fill goes, make a mental
note of where each tom hits, and then
pan the individual tom tracks accord-
ingly. This will tighten the drum mix
and will help clarify the location and
punch of each tom in the stereo field.

The usual goal when panning is to
create an uncluttered soundstage in
which each instrument can clearly be
heard and its position identified. As-
suming you’re going for a natural drum
perspective (the best place to start, usu-
ally), keep the overall “width” of the
drum image consistent with the num-
ber of instruments on the soundstage.
In the case of an 18-piece big band, for
example, the drum kit would likely be
panned into a small area (between, say,
11 and 12 o’clock), so it won’t “step
on” the other instruments. A power-
trio mix, on the other hand, would
allow for wider drum pans.

LISTEN, DON’'T LOOK

When setting pans, don’t rely visually
on the location of pan pots. Pan pots
used in budget consoles are not very
exacting, with the result that their po-
sitions on the mixer don’t necessarily
correspond to the position of the in-
strument in the stereo field. The solu-

tion is to make panning decisions based
only on the sound. (I often close my
eyes while panning, to better focus on
what I'm hearing.)

A very useful technique is to finalize
drum-pan tweaks with the mix summed
to mono. That might not seem to make
sense, but it works. For example, to find
the best location for the hi-hats, sum
to mono, turn the hi-hat pan knob
slowly back and forth (in the general
area where you had assigned it), and
listen for a spot where the hats seem
to step forward a bit or come into
clearer focus. What you're doing, basi-
cally, is combing the mono sound field
in search of a slice of free space.

The mono-panning technique is help-
ful for positioning kick and snare, too.
Though it’s customary to pan kick and
snare drums on top of one another, typ-
ically dead center, try panning them
ever so slightly apart, again while in
mono, and listen for a spot where you
get a sense of separation (the same as
you get when listening to a live drum
kit). By putting a slight bit of space be-
tween the two drums, you unmask the
signals from one another, which helps
clarify each in the mix.

CHECK PHASE

If the tracks you’re mixing include
stereo overheads, make sure to check
the phase relationships between the
two mic signals—poor overhead-mic
placement is not uncommon, and its
results can ruin a mix. Sum the over-
head tracks to mono and listen closely
from top to bottom. If the sound col-
lapses, loses frequency content, or in
any way sounds weird, you likely have a
phase problem.

In that case, there are a couple of so-
lutions. One is to go into a DAW and
manually align the stereo sound waves.
If that’s not feasible, the easy fix is to
eliminate (mute) one of the overhead
channels. You can always create a faux-
stereo image later by panning an effect
opposite the mono track, delaying it a
bit, and equalizing it differently.

It also pays to check phase relation-
ships between the overhead mics and
any close-miked drums. Sometimes the
overheads are positioned at such a

www.emusician.com
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FIG. 2: If silence is golden—at least hetween hits—the Drawmer MX40 Punch Gate has the Midas
touch. Sophisticated yet affordable, this 4-channel noise gate features frequency-dependent
gating and a special circuit that adds dynamic punch to drum hits.

height above the kit that the sound
waves are practically phase-inverted
when they reach the mics (in relation
to the sound that’s captured by the
close mics).

In that case, you might find that re-
versing the polarity (“flipping the
phase,” as it’s called) on the overhead-
mic signals improves the drum sound—
for example, by making the kick and
snare sound fuller. But before making a
decision which way to go, be sure to
solo all the drum-kit tracks and listen
closely, in mono, throughout the song.
There are often trade-offs you must
make when changing phase relation-
ships, and you should take those into
account.

COMPRESS NEXT
After levels, pans, and phase checks, the
logical next step is dynamics processing.
Compressors tend to alter tonality a bit,
so it makes sense to compress before
getting into EQ and other processing.
Typically, the most important drums
in a mix are kick and snare, so it’s wise

to reserve your better compressors for
those tracks. Unfortunately, most inex-
pensive compressors don’t have what
it takes to get awesome kick and snare
sounds. This is one of those instances in
which the gear can make a big differ-
ence. (This explains why so many pro

mixers favor UREI 1176LN peak lim-
iters for kick and snare—they sound
marvelous.)

In my experience, the best affordable
pick for kick and snare drums is a full-
featured, VCA-based compressor. One
midpriced unit I’ve had great results
with, especially on kick drum, is the
Aphex 661 Expressor.

For overheads, you can usually get by
with a cheaper compressor (again, VCA
based). Lower ratios—1.5:1 to 3:1—are
good here, and only slight to moder-
ate gain reduction. The goal is to bring
up the low-level stuff enough to make
subtleties audible, but without crush-
ing the life out of the performance.

If you’'re working in a DAW-based
studio, you also have the option of
using one of the many plug-in com-
pressors on the market. (This holds
true for any of the compression appli-
cations discussed here.) Though in
many cases [ still prefer the sonic char-
acter of hardware compressors, espe-
cially when I'm going for sounds that
are more radical, there are many en-
gineers who swear by their plug-ins.
The Waves Renaissance Compressor is
an example of a sonically flexible and
relatively inexpensive compressor
plug-in. It sounds good, is easy to use,
runs on Mac and PC in a variety of for-
mats, and can be set to emulate either

FIG. 3: Don’t be fooled by the diminutive size of the Joemeek MC2 stereo compressor. This elfin box
has gigantic powers. Featuring photo-optical control and an auto-variable slope (ratio), the versatile
MC2 is perhaps the best-sounding inexpensive hardware-based compressor available—that is, if
it's attitude you're after. It works especially well on drum subgroups and room mics.
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a VCA-based or optical-controlled com-
pressor (see Fig.1).

If the toms are individually miked,
some form of noise gating is almost es-
sential. In the analog realm, my favorite
affordable gates are the 4-channel
Drawmer MX40 Punch Gate (see Fig. 2)
and those found on the Drawmer
MX30 Gated/Compressor/Limiter (an
excellent all-around 2-channel dynam-
ics processor). Of course, if you're
working on an automated console or a
DAW (or both), you can cut or reduce
noise any number of ways—with auto-
mated mutes, deletes and crossfades,
noise-gate plug-ins, and so forth.

TAKE A BUS

To help make the drums sound huge
and extra solid without sounding overly
compressed, try compressing all (or
most) of the drum tracks a second time
through a stereo compressor. Either bus
the drums to a subgroup with a stereo
compressor on the inserts or return the
compressor outputs to a pair of faders,
to allow for equalizing. Hit the com-
pressor fairly hard and bring up the
compressed channels just beneath the
other drum tracks. Mix to taste.

I prefer photo-optical-controlled com-
pressors for this duty. A very affordable
opto unit that works remarkably well is
the Joemeek MC2 (see Fig. 3). The MC2
is the least expensive unit I’ve found
that gets close to a high-end compres-
sion sound on snare drum. Opto-
controlled compressors are also great
for processing room mics. Another low-
cost analog compressor capable of giv-
ing near-high-end results is the FMR
Audio RNC1773, better known as the
Really Nice Compressor. A VCA-based
stereo unit, the versatile 1773 is useful
in many drum applications, including
stereo overheads, kick drum, snare, and
subgroups.

THE GREAT EQUALIZER

Back to the vision thing; it helps to
know why you are equalizing a signal, or
to at least know what you’re going for.
There are two main kinds of reasons
to equalize, and both describe types of
EQ: corrective and creative.

Trying to make an instrument sound
clearer, better defined, better bal-
anced, or just more natural all fall into
the corrective camp. So does carving
out space by juggling frequencies be-
tween competing instruments (kick
and bass, for example). Creative EQ,
on the other hand, moves beyond mere
correction of frequency imbalances.
Here, you try to make the sound into
something different—bigger than life,
as if recorded through a telephone, or
whatever.

When applying corrective EQ, work
to strike a balance between boosting
and cutting; too much of either will
typically make the instrument sound
unnatural. The idea is to keep the en-
velope as linear and consistent as pos-
sible. If you must favor one or the
other, favor cutting—cutting never adds
noise, but boosting often does.

Bring up the entire rhythm section
when dialing-in drum-kit EQ. It’s fine
to solo here and there from time to
time in order to focus in on a particular
instrument. For the most part, though,
keep the bass and other rhythm instru-
ments in there with the drums. Re-
member, the concept of equalization
pertains to a relationship among elements.
You need to balance the frequency con-
tent of the whole foundation—not of
just one element. The goal is to strike a
musical balance between all the ele-
ments, leaving each more audible in
the mix by ensuring that it isn’t fighting
other elements for the same sonic
territory.

Note that effects can be used to help

1
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FIG. 4: The T.C. Electronic M300 Dual Engine Processor is a real jewel for drum processing.
Surprisingly affordable given its top-notch audio quality, the M300 has a smart, easy-to-grok
interface that lets you quickly dial in two different effects and then blend them with the turn of

a knob.

www.emusician.com



equalize a signal. For example, if the
overheads sound too bright, process-
ing the tracks with a dark room rather
than a bright one can help take some of
the edge off. Better yet, route the ef-
fects returns back through spare fader
channels so that you can EQ the effect.

DRUM ‘N’ BASS

In terms of juggling frequencies, pay
particular attention to how the kick
drum and bass guitar work together.
Solo the two and listen closely. Which
produces the predominantly lower note
and which the higher?

Try accentuating this low/high rela-
tionship: carve out some space by equal-
izing so that like frequencies don’t
overlap. For example, if you boost the
kick at 60 Hz, cut the bass at 60 Hz. If
you cut the kick at 400 Hz (usually not
a bad idea), try boosting the bass a bit
in the same range. Again, the goal is
to find a musical balance between the
elements.

KNOW YOUR PATCHES

It pays to be well acquainted with your
effects processors, too, as they usually
play a big part in a drum mix. Keep a
list of favorite drum patches handy, or
save your favorite presets for your plug-
ins, so that you know you can always
dial up something that will work.

Drums tend to allow for more cre-
ative processing than do other instru-
ments, however, so it’s good to keep
your ears (and mind) open. Sometimes
the unorthodox—a lead-guitar patch
on a snare drum, for instance—can be
just the ticket.

Personal-studio operators are blessed
these days with a plethora of first-rate ef-
fects at low prices, be they plug-ins for
DAW systems or inexpensive outboard
multi-effects units. My current favorite
multi-effects units for drum processing
are the Lexicon MPX 110 and the T.C.
Electronic M300 (see Fig.4).

TWEAK THE TIMING

Time-domain effects, such as reverb,
and delay are where it’s at for making a
drum kit come alive in the mix. There
are many ways to use such effects to
create depth in a mix, but they all boil

www.€musician.com

down to the same idea: positioning
some instruments in the foreground,
others in the background, and others in
between.

Some engineers are quite finicky
about this process, to the point that
they calculate minutely different early-
reflection (predelay) times for different
ends (channels) of the same instru-
ment. Other engineers, including moz,
do it more by feel.

With multimiked drums, you might
need to factor in ambient sound cap-
tured by overhead and room mics. Even
leakage between close-miked drums can
affect drum ambience. The trick is in-
tegrating the natural ambiences with
any artificial ones you dial in.

One thing I like to play with that can
enhance drum-kit dimensionality is the
amount of effect in each channel. After
all, the wetter the signal, the farther
back it tends to sound. Even using only
a single effect, you can help dimen-
sionalize a kit simply by varying the
amount of effect returning to the dif-
ferent channels. Try, for example, put-
ting no effect on the kick, just a bit on
the hats, a moderate amount on the
overheads, even more on the toms, and
the most on the snare.

GET A REFERENCE
Any tricks of the trade that help with
mixing in general will help with mixing
drums. Those tricks include honoring
Fletcher and Munson by monitoring at
different levels, employing multiple mon-
itors (including a cheapie system such
as a boom box), and remembering to
check things in mono from time to time.
I’ll close with the most important
trick for those who are serious about
improving their drum-mixing chops:
compare your mixes with those of the
masters. When your drum mixes can
hold a candle to those of seasoned pros
such as Elliot Scheiner, Frank Filipetti,
and Bob Clearmountain (to name just a
few), you can put the reference discs
away. Until then, keep ’em spinning.
They will keep you honest.

Brian Knave is a former senior associate edi-
tor at EM. He lives in Salvador, Bahia,
Brazil, where the drums never stop.
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Taking Care of Business

Create billing and booking policies to keep your studio on track.

By Michael Cooper unning a successful commercial
recording studio takes more than
great technical and creative chops.
It also requires good business

sense. Maintaining a healthy cash flow—
a steady revenue stream that exceeds
your operating expenses—is critical to
your studio’s success. One aspect of this
is controlling and budgeting for both
capital expenditures (new equipment
acquisitions) and recurring expenses
such as phone and utility bills, advertis-
ing costs, and inventory replenishment
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(CD-R and DVD-R blanks, recording
tape, and such). It’s equally important,
however, to protect your business’s rev-
enue stream, and that means, in part,
making sure that studio bookings don’t
dissolve and that you get paid for the
sessions you execute for your clients.
Every time a flaky customer cancels on
the eve of a session or, worse yet, fails to
pay your invoice for completed sessions,
you lose precious time and energy that
could have been spent serving a paying
client. These problems have a direct im-
pact on your cash flow, top-line (revenue)
growth, and bottom-line (net income)
growth. Over the past 20 years, I've de-
veloped my own business guidelines to
help preclude these kinds of setbacks.

I WANT YOU COMMITTED

If you held a staff position at a “nor-
mal” job, you wouldn’t tolerate your
boss deciding at the last minute whether
or not you’d be working and getting
paid on any given day. Neither should
you put up with clients who fill up your
work calendar, only to cancel without
giving you enough notice to rebook the
sessions with other, more responsible
clients. Hey, it’s no skin off your client’s
nose if you lose money due to their can-
cellation! That is, unless you require
them to pay a deposit to reserve a

www.emusician.com
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A MATTER OF POLICY

Here are some ideas about what to discuss in your

studio policy sheet.

Studio rates (for arranging, recording, mixing, mastering,

and archiving)
Costs for archival and recording media

Costs for renting ancillary equipment, if available

Deposit requirements

Cancellation policy

Billing for late arrivals and no-shows
When payments are due

Penalties for bounced checks

big a deposit to require
from your clients. For
new clients and those
who have established a
perfect prior payment
history, I feel that de-
manding full payment in
advance is not reason-
able. Instead, I ask for a
deposit equal to one-third
of my full-day rate (one-
third of my typical pay for
a full day’s work) for each
day a client wants to re-
serve a studio session.
You’ll also need to de-

Qualifying for flexible payment terms with your studio

Responsibilities of clients who damage studio equipment

session. Once you’'re holding their
money, they share a common interest
with you to make sure the relationship
proceeds smoothly and equitably.
You'll need to decide for yourself how

cide how hardcore you
want to be about receiv-
ing a deposit for every
single session. Some stu-
dios require a deposit in all instances
from each of their clients, but I've de-
cided to place limited trust in estab-
lished clients who have a long and
perfect payment history with me. For

this group, I relax the deposit require-
ment for reserving a single session and
insist on receiving a deposit only if they
want to book mulitiple dates, either in
one contiguous block or scattered across
the calendar (because in those cases a
major cancellation would really hurt
me). If a formerly reliable client can-
cels a session with insufficient notice for
me to book with someone else, I require
a deposit from him or her thereafter for
any and all sessions they wish to reserve.
Of course, I always make an exception if
the cancellation was necessary because
of illness or a family emergency.

1 almost always require a deposit from
first-time clients. First-time clients are
an unknown entity: they have no pay-
ment history with your studio, and there
is no practical way to know ahead of time
whether they usually keep their com-
mitments. I'll waive the deposit re-
quirement for first-time clients only if
they contact me from out of town at the
eleventh hour to reserve a date that |

SURVIVAL OF THE HIPPEST.

PRESENTING TH&S""MOOG The synth master, Bob Moog, has

done it again. See what's new at Moog.

AGE % |
ANNIVERSARY EDITION Call 1.800.948.1990 or visit www.moogmusic.com
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have open and that's not otherwise likely
to be booked (that is, when there is in-
sufficient time before the session for
their deposit to arrive by mail or FedEx).
For clients who have cancelled sessions
repeatedly in the past, even with plenty
of notice, I always require full payment in
advance to reserve any session dates, be-
cause these people have demonstrated
that they are not serious about their com-
mitments. The same policy applies to
clients who have had trouble paying their
studio bill in the past, whether or not
they’ve ever cancelled any dates.

CANCELLATIONS
If a session goes as scheduled, I apply
the client’s deposit as a credit toward
their bill. If, on the other hand, the
client cancels a scheduled session with
less than 48 hours notice before the ses-
sion begins, and I can’t book the can-
celled date with an alternative client who
previously requested the same date, I
will politely insist that the client who can-
celled forfeit their deposit. I won’t keep
the deposit if I manage to book the can-
celled date with another client. Nor will
I keep the deposit if nobody else was ini-
tially interested in the cancelled date. 1
keep the deposit only if I turned down
another client for the same date, subse-
quently suffered a cancellation, and lost
business income because I couldn’t re-
book with the client I previously denied.
I always forgive a last-minute cancel-
lation if my client falls ill or has a family
emergency. That’s only fair. However,
clients who conveniently become sick or
suffer family “emergencies” time and
time again on the eve of reserved ses-
sions will eventually challenge my good
nature and be subjected to stiffer de-
posit requirements and penalties for
cancellations. The only way to handle
such ambiguous situations is to follow
your gut instinct and do what you feel
is equitable. You might even decide you
no longer wish to work with such unre-
liable people. No matter how you decide
to handle such clients, however, it’s im-
portant that you warn them, in advance
of their next infraction, the exact penalty
they’ll incur if it deviates from your stan-
dard policies. Nobody, not even a flaky
client, deserves surprise treatment.

www.€emusician.com

In all cases, it pays to have a waiting
list of alternative clients who have ex-
pressed an interest in booking dates
that are already reserved for someone
else. In the event of a cancellation, a
simple phone call or two to people on
that list may be all it takes to book the
cancelled session.

TIME IS MONEY
Is it just my imagination, or are musi-
cians more time-challenged than other

CARVIN

folk? Many of the clients I've worked with
could never seem to arrive at my studio at
the scheduled time for their sessions. For
this reason, I've instituted a policy where-
in the “clock” starts rolling within 20 min-
utes of the scheduled start time. That is, if
a client has still not arrived 20 minutes
after the session’s scheduled start time, I
begin billing them at the full rate from
that moment on. If you feel that 20 min-
utes is too long to sit around without get-
ting paid, set a shorter time limit. I prefer

CARVIN
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- CARVIN -

* Proven reliability

* Clean transparent sound

* Continuous RMS rated

* Large power capacitors for low-end power”

« Distortion-free optoisolator limiters

CARVINom

800.854.2235
T0 ORDER or for CATALOG & SPECS
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® WORKING MUSICIAN

to be a little more relaxed about it while
still covering my butt.

If a client is more than 20 minutes late
for a session, I call them to see if they're
on their way. In fact, it’s always a good
idea to confirm a session’s date and start
time with a client the day before a session
is scheduled. What if the hours pass, you
are unable to contact your client, and
they still have not shown up for the ses-
sion? Once enough billable time has
elapsed for the full amount of the client’s
deposit for the day’s session to accrue, 1
cancel the remainder of the session and
move on to doing self-sufficient work,
such as performing studio maintenance
or installing new software. That policy
keeps me from waiting around all day
for a client’s arrival when only one-third
of the day’s potential pay (in the form of
the deposit) is in my pocket.

GETTING PAID

I require the majority of my clients to
pay any outstanding balance, minus the

i
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deposit amount, at the end of each
single session or, in the case of multiple
bookings, at the end of a contiguous
block of sessions. The latter arrange-
ment gives clients a convenience incen-
tive to book back-to-back dates, thereby
reducing the amount of time I spend
setting up and breaking down mics and
repatching gear for alternating clients.

I often give select clients who repre-
sent large accounts and who have a long
and perfect payment history greater
flexibility in paying their studio bill. For
example, they might be permitted to
pay a portion of their balance within
30 days, instead of being required to
pay their balance in full immediately
after each session or block of sessions.
(Because I operate a small studio, the
exact concessions I'm able to offer vary
according to my cash flow requirements
at the time.) A flexible payment plan
encourages my very best clients to rack
up extra studio hours while maintaining
their positive cash flow.
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AKAI professional (USA) corp., ph: 817-834-1900, info@akaipro.com
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Occasionally, clients forget to bring
their wallets or checkbooks to the stu-
dio and will have no way of paying the
bill at the end of a session. This is usu-
ally an innocent oversight, but it can
also be a ploy used by dishonest peo-
ple who don’t ever intend to pay the
bill. In any case, I always insist that non-
paying clients sign a statement on their
bill before they leave the studio that
acknowledges that they are responsi-
ble for paying the bill and agree to pay
the invoiced amount. At least in the
state of Oregon, failure to secure such
signed documentation leaves you with-
out any power to collect payment, ei-
ther through the courts or a collection
agency. It’s a good idea to find out how
your state’s laws handle such matters.

Beyond maintaining their personal in-
tegrity, what inducement does a client
have to pay their bill? That’s simple: no
payment, no masters. I never release fin-
ished product—even to clients who have
a perfect credit history—before receiving

- - - - y -
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full payment for work performed to date.
I have no problem with releasing rough
mixes upon receiving a signed promise
to pay any balance due, but final mixes
and mastered product are never released
until I get paid in full for my work.

SPELL IT OUT

Most clients will accept all of the above
policies if you spell them out ahead of
time in written form. Prepare a policy
sheet (see the sidebar “A Matter of Pol-
icy”) that details your studio’s rates and
how your business handles such mat-
ters as deposit requirements, cancella-
tions, and scheduling of payments. You
should also note any fees for bounced
checks and damaged studio equipment
on this form. Regarding the latter, in-
form all prospective clients in writing
that they will be held responsible for
paying for the repair of all damage to
studio equipment arising from their
abuse, negligence, or misuse.

As a routine procedure, hand out
copies of your studio-policy sheet to all
people who tour your studio, or mail
copies to those who book sessions over
the phone. If a client later takes issue
with the details of their bill, you can re-
mind them that such matters were fully
disclosed in the studio policy sheet they
received before their first session. If you
really want to cover your butt, have your
clients sign a statement acknowledging
receipt and acceptance of the terms dis-
closed in your policy sheet.

The business policies I've outlined
here may seem too corporate or hard-
nosed to the studio owner who just wants
to make great music and form creative
bonds with clients. But you will only
come off as being hard-nosed if you pres-
ent and enforce these policies without
empathy and respect for your clients.
Your delivery is what determines whether
your clients perceive you as reasonable or
pushy. Be polite, but take care of your
legitimate financial interests. It's all part
of running a successful business.

EM contributing editor Michael Cooper is the
owner of Michael Cooper Recording, located
in beautiful Sisters, Oregon. Cooper’s studio
offers recording, mixing, and mastering
services.

www.€musician.com

F s
v MAﬂNE

MUSICIANSHIP
”

7
e 1Y
('I‘ -

Virtual Music

Rhythm Science

Paul D. Miller aka Dj Spooky that Subliminal Kid

Miller delivers a manifesto for rhythm science—the creation of
art from the flow of patterns in culture. He takes as his modei
the Dj, who hijacks the images, sounds and technologies that
bombard us daily and makes them his own.

Mediaworks Pamphlets series * 136 pp. $17.95 paper with CD (audio)

now in paperback

Machine Musicianship

Robert Rowe

“Rowe’s book is written for the DIY music hacker. . . . Machine
Musicianship could help you turn your old computer into your
new bandmate—able to do anything but help you carry your
gear to the next gig.” — Electronic Musician

416 pp., 169 illus. $25 paper with CD-ROM

now in paperback

Virtual Music

Computer Synthesis of Musical Style
David Cope

“Virtual Music is a joy to read.” — Electronic Musician
584 pp., 158 illus. $30 paper with CD (audio)
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ANTARED

FILTER 1.0 (MAC/WIN)
An effects plug-in that
delivers more than

its name implies.

hat’s in a name? In the case

of Antares Filter, not nearly

enough to thoroughly de-

scribe the variety of effects this

DSP plug-in can deliver. From

the control panel alone it’s
clear that a lot is going on here (see
Fig. 1). However, the panel’s complexity
belies the ease with which Filter can be
learned and used. For sound shaping
from the simple to the bizarre, Filter is
well worth investigating.

Filter is a four-stage processor; as its
name implies, each stage contains a fil-
ter. Each stage also has a tempo-synced
feedback-delay line you can place be-
fore or after the filter. Furthermore, Fil-
ter’s four stages can be configured in
any of six arrangements: parallel, serial,
and four combination routings. Add
four LFOs, four envelope generators,
two 48-step Rhythm Generators, a full
modulation matrix, and an envelope fol-
lower, and you have plenty to play with.
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Antares Filter 1.0 (Mac/Win)

Rode NT2000

Emagic Logic Pro 6 (Mac)

Moog Music PianoBar

Eventide Clockworks Legacy Bundle 1.12
TDM {Mac/Win)

Edirol UA-1000 (Win)
PreSonus Eureka

Quick Picks: Sibelius Software Sibelius 3
(Mac/Win); Trillium Lane Labs TL EveryPhase
1.1 {Mac/Win); i3 Software DSP Quattro 1.5
{Mac); Sony Pictures Digital Rhythm and
Twang (Acidized WAV)

LS "‘:." e
FIG. 1: Filter's dense control panel includes sections fF four fiftor anude ay stages (top), a
modulation matrix (right), a graphic response-curve display (center), two Rhythm Generators, and
four Function Generators (bottom).
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NEW!
US-2400

The plug-and-play DAW controller
with 2.5 motorized faders per finger.

Now you can use your
mouse and keyboard for
what they're good at...
interfacing with on-screen
graphical interfaces — and
use the wide-body US-2400
for what it’s good at — mix-
ing and hands-on control.
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@ Mute, Solo and
Select buttons on
® every channel beat
(@ the heck out of try-
ing to mouse and
click on-screen icons.

y Touch-sensitive
motorized faders
have 10-bit resolu-
¢ tion — FOUR times
" finer than many competi-
tors’ control surfaces. You
get ultra-smooth, big-con-
sole-quality fades. Hit the
FLIP button and the faders
can be used for writing
automated pan or aux send
moves while channel levels
remain accessible on the
LED rotary encoders.

LED ring
( W encoders give
—4% you hands-on

analog” of
you DAW'’s pan and aux
sends. A special channel
strip mode and meters
are provided for DAWSs
that support these
functions.

With 24
hands-on
channel
suses ew2s  faders, bank
switching is kept to a
minimum. But for really
big projects, the US-2400
is ready to control up to
192 channels!

» 7 Footswitch

jack for punch-ins

S4s-12  73-088

» In/Out point buttons

» Mac® OSX and Win-
dows® XP compatible

ﬂﬁﬂﬂﬂﬂﬂﬂﬂﬂﬁﬂ

QY', s
» Adjust DAW software
parameters such as 4-

band EQ via the rotary
encoders

Twenty-ﬁve, 100mm
touch-sensitive, high-
resolution motorized
faders.

Twenty-four com-
plete channel strips
with rotary encoders
plus T

Mute, Solo
and Select buttons.

The new US-2400
is fully mapped for
instant use with any
DAW that supports
HUI® or Mackie®
Control protocols.

For more info on the
first DAW controller
with enough faders to
handle a typical record-
ing session without lots
of bankswitching, e-
mail us for a brochure at
tascamlit@teac.com or
visit a TASCAM dealer.

Joystick for
surround
sound
panning.

Assignable
Function keys
can be set to
Autopunch,
Record arming,
Undo, etc.

Recessed jog/—
shuttle
-~} wheel
and solid-
feeling
transport controls.

CO-DEVELOPED WITH

SHANE
WARAVE

TASCAM. &

Mroo

©2004 TASCAM All Rights Reserved. All specifications are subject to change without
notice. HUI is a registered trademark of Mackie Designs Inc. Mackie is a registered trade
mark of Loud Technologies. SaneWave ts a trademark of some mad scientists lurking in
the basement of an old building in the Northwest logging town of Snohemish
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CONTRACTOR com

DJ AND
PRODUCER

PERSONAL
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® FILTER

Filter is available in VST and RTAS for-
mats for Mac and Windows, in MAS for-
mat for the Mac, and in DirectX format
for the PC. The plug-in supports both
Mac O8 9 and OS X, and an Audio Units
version is planned for future release.
The package includes a CD containing
all versions as well as a printed manual
(which is also provided in PDF format).
Filter uses challenge-and-response au-
thorization, which can be carried out in-
stantly online or within several days by
e-mail or fax. Filter will run unautho-
rized for a ten-day grace period.

Although Filter will run on any system
capable of running a compatible host
program, four stages of filtering and
delay can eat up a significant amount of
processing power. To run more than one
instance, you'll want a fast computer.
When I ran four instances of the VST
version in several hosts on a dual-
processor Mac G5/2 GHz, the hosts’
CPU meters registered about 35 percent.

-
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F4Freq

]

F3 Fdback

]

F2 Fdback

FIG. 2: Filter's 12-row modulation matrix lets
you route 39 modulation sources, including a
variety of MID) messages, to most of Filter's
settings.
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THE SIMPLE

Each filter can take on any of five
shapes: lowpass, highpass, bandpass,
notch (often called band reject), and
flat. Flat simply lets you use the stage’s
delay line without filtering. Each fil-
ter’s slope can be set to 12, 24, 36, or
48 dB-per-octave (also referred to as 2-,
4-, 6-, and 8-pole). With four multimode
filters, a flexible signal path, and a little
thought, you can create just about any
filtering configuration you want. The
thought involves analyzing how the fil-
ters will interact.

When you place two filters in series,
only the frequencies that pass through
both filters will be heard. When you
place two filters in parallel, all the fre-
quencies that pass through either filter
will be heard. For example, if you place
highpass and lowpass filters in series and
set the cutoff frequency of the highpass
filter below that of the lowpass filter, the
frequencies between the two cutoffs will
pass through. That gives you a bandpass
filter, with the advantage that you can
change the width of the band. If you
place the same filters in parallel with
the highpass cutoff above the lowpass
cutoff, the frequencies between the cut-
offs will be filtered out. That gives you a
notch filter, and again you control the
notch width. Place the parallel (notch)
filters after the series (bandpass) filters,
which is one of Filter’s routing options,
apply a little modulation, and you’ll have
a notch sweeping through an expand-
ing and contracting band. Web Clip 1
illustrates that effect.

Filter makes arranging the filters as
easy as possible by providing an inter-
active display showing the active filters’
response curves in bright, semitrans-
parent colors. You can bring any filter
to the top by clicking its corresponding
button beside the display or by click-
ing any uncovered portion of its curve
within the display. You can then change
its frequency and resonance by drag-
ging vertical and horizontal lines that
appear in the display.

As I mentioned, by setting the filter
types to Flat, you can use the delay lines
by themselves. And just as filter rout-
ing affects the outcome, so does the
routing of the delays. With the delays

Minimum System Requirements

Antares Filter 1.0

MAC: Mac 0S 9 or 0S X 10.2; compatible
host

PC: Windows 98 or XP; compatible host

arranged in parallel, Filter becomes a
standard four-tap feedback-delay line. If
you arrange the delays in series and in-
crease the feedback, Filter will produce
cascading echoes as later delays in the
series generate echoes of the echoes
generated by earlier delays.

When the delay times are very short
(below roughly 30 ms) and the feed-
back is set high, the delay lines act like
resonators. In that configuration, the
delay time controls the resonator pitch
and the feedback controls the decay
time. Resonators are especially effec-
tive with drums, turning ordinary drum
sounds into tuned percussion.

THE BIZARRE

Of course, multibank filters and multi-
tap delays are not hard to come by.
Along with Filter’s modulation options,
however, the interaction of the filters
and delays provide the most unusual
results. Web Clip 2 is a percussion loop
created from a single kick-drum hit
processed using two Filter presets that
combine delay and filtering with Fil-
ter’s Function and Rhythm Generators.

Filter’s four Function Generators
each combine an LFO and an envelope
generator. Although a Function Gen-
erator can display only one or the other
at a time, they can be used simultane-
ously. The LFOs offer ten waveforms:
sine, triangle, ramp up, ramp down,
square, short pulse, long pulse, and
three varieties of random—hold, slew,
and ramp. Random ramp is an unusual
and very useful construct that produces
a ramp down from a different starting
level on each cycle. It would be nice to
have full control of pulse width, but
the three choices provided are ade-
quate for most tasks.

You can sync the LFOs to the host’s
tempo, in which case their rates are set
in note values ranging from a 32nd note
to 16 quarter notes. Triplets and dotted
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notes are also provided. When an LFO is
not synced to tempo, its rate can be set
in either Hertz or beats per minute.
When using bpm, the LFO cycle length
is a quarter note at the chosen tempo.

Filter’s envelope generators are quite
flexible. They offer delay, attack, decay,
sustain, and release stages and can be
triggered by either of the two Rhythm
Generators or by MIDI. When con-
trolled by MIDI, the envelopes can be
either triggered, with a fixed sustain
time set by the Hold control, or gated.
You can set all envelope time parame-
ters either directly in milliseconds or
as a percentage relative to the Rhythm
Generator’s step size.

The Rhythm Generators are 48-step
gate sequencers. Both run on the same
clock and must have the same step size.
Separate clocks and step sizes would be
better, but at least you can set the num-
ber of steps for each independently.
Like the LFOs, the clock can be free
running or synced to tempo.

You can use the Rhythm Generators
either to trigger the envelopes or as
modulation sources. In the latter case,
any step that is turned on sends the
maximum value and any that is turned
off sends the minimum. The two-value

PRODUCT SUMMARY

Antares
Filter 1.0 (Mac/Win)
filter plug-in
$199

FEATURES 45
EASE OF USE 40
DOCUMENTATION 5.0
VALUE 40

RATING PRODUCTS FROM 1 TO 5§

Manufacturer
Antares Audio Technologies

tel. (888) 332-2636 or (831) 461-7800
e-mail info@antarestech.com
Web www.antarestech.com
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limit is mitigated somewhat by the mod-
ulation amount controls, which them-
selves can be modulation targets. That
capability allows you to create pseudo-
step-sequences, in which the step val-
ues are set by, for example, an LFO
controlling modulation amount.

Filter also has an Envelope Follower
that generates a control value based on
the level of the incoming audio. Its At-
tack and Decay controls allow you to
set how rapidly it reacts to changes in
level. The Envelope Follower has many
uses, the most familiar of which is the
auto-wah effect produced when it is
used to modulate a bandpass filter’s
frequency.

Filter’s modulation routing is con-
trolled by a 12-row modulation matrix
(see Fig. 2). Its 39 mod sources include
the LFOs, envelopes, Rhythm Genera-
tors, and Envelope Follower, as well as
MIDI Note, Velocity, Mod Wheel, After-
touch, Volume, and Pan. Each MIDI
source can be routed separately from
four different MIDI channels. Destina-
tions include all filter, delay, LFO, and
envelope parameters as well as the mod-
ulation amount for the top four mod-
ulation routings.

FILTER SATISFIES
Filter ships with more than 100 factory
presets divided into five categories
roughly indicating their intended use:
Beats, Effects, Instruments, Pad, and
Spectral. You can get a good idea how
Filter works just by exploring the pre-
sets. The manual is excellent and even
the presets are fully documented.
Filter is an excellent piece of DSP soft-
ware. Its filters are capable of everything
from subtle coloring to modulated,
resonant, slicing up of the frequency
spectrum. You can use the delays as res-
onators, for reverblike echo effects, and
as multitaps. The modulators are plen-
tiful and offer some clever twists. The
price might appear a bit high for a filter-
and-delay plug-in, but it’s justified by
Filter’s versatility and high EMWER'
sound quality. gooee
Len Sasso is an associate editor of EM. He
can be contacted through his Web site at
www.swiftkick.com.
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NT2000

A modern mic with a

vintage sound.

By Rob Shrock

have had the opportunity review a

number of Rede mics over the last

few years, and I've been impressed

enough to purchase several of them

for use on my own recording proj-

ects. So when I read that Rgde had
spent $1 million to design the mic cap-
sule for its new NT2000, my interest
was piqued and I wanted to hear it for
myself.

My chance came when EM asked me
to review the NT2000. I received a pair
of the mics and proceeded to test them
under real-world conditions. But be-
fore going into details about how they
performed, let’s look at some of the
NT2000’s features.

THE LOOK

The NT2000 has a unique appearance,
highlighted by silver control knobs on a
black background on the front of the
microphone’s chassis (see Fig. 1). The
three knobs control the polar pattern,
pad, and highpass filter. Although sim-
ilar controls have been featured on mic
bodies before, I've never seen any as
visible as those on the NT2000.

But the knob design of the NT2000
is not simply for aesthetics; these con-
trols are continuously variable. The
input can be trimmed anywhere from
0 to -10 dB, and the highpass filter
can be set to engage anywhere be-
tween 20 Hz and 150 Hz. Best of all,
the polar pattern can be varied con-
tinuously between omni, cardioid, and
figure-8, allowing you to dial in, for
instance, a setting somewhere in be-
tween pure omni and cardioid. I'll talk
more about this powerful feature later.
The knobs themselves have a notch
cut out of them so that you can see a
graded set of dots along the throw of
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the pot for easier replication of spe-
cific settings (see Fig. 2).

WORK IT

I first tried out the NT2000s while
recording acoustic guitar for several
artist demos I was planning to shop in
Nashville. Record executives in Nashville
know what a good acoustic guitar sounds
like, so I knew that the tracks recorded
with the NT2000 had to sound great or I
wouldn’t be able to use them.

I started by setting the mics up in a
middle-side (M-S) configuration, which
I like for stereo acoustic guitar. (For
those unfamiliar with this technique,
I'll explain briefly. M-S uses one mic
in a cardioid pattern pointed directly at
the sound source and a second mic in a
figure-8 pattern with one of the null
sides pointed at the source so the mic
picks up the room. On playback, the
figure-8 channel is duplicated to a
third channel on which the phase is
reversed; the two figure-8 channels are
then panned left and right and mixed
in behind the cardioid signal.) I also
set up a ribbon microphone so that I
would have another sonic choice while
recording.

The sound of the two mic setups was
quite different. Although the ribbon
mic sounded good and quite detailed, it
needed a lot more preamp gain and ul-
timately had to be moved closer to the
guitar. In addition, I had to add a
healthy amount of top end, something
ribbon mics frequently require. The
M-S setup with the NT2000s sounded
much more “finished” right from the
start. However, there was some obvious
low-end rumble that needed to be fil-
tered out, so I decided to try the rolloff
on the NT2000.

That was when I noticed that it is im-
possible to know exactly where you’re
setting the NT2000’s highpass filter, be-
cause only the extreme settings of
20 Hz and 150 Hz are labeled around
the knob. There are 11 dots that help
you find your way somewhat, but it’s
still a guess. I dialed the pot to the
fourth dot from the 20 Hz side, hop-
ing that it would be rolling off some-
where around 80 Hz. I can’t be sure
precisely how close I ended up getting,

but the guitar sounded much better. 1
did the same for the second micro-
phone and started recording tracks.

I recorded three songs in this config-
uration and was pleased with the re-
sults. I ended up using the NT2000 M-S
configuration for the two up-tempo
songs and for variety, I used the ribbon-
mic track on the ballad. Not that the
NT2000 tracks didn’t sound great—they

.
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FIG. 1: The large-diaphragm NT2000 condenser
microphone incorporates Rede’s newly designed
HF-1 mic capsule.
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“We made $18,973 from Film and
TV deals we got through TAXI”

Jennifer & Scott Smith -- TAXI Members

For the longest time, my
wife Jennifer and 1 were
skeptical about TAX1. What
songwriter, artist or band in
their right mind would pay
to have their material
pitched?

Truth be told, we really
didn’t understand how
TAXI worked, because we
didn’t take the time to get
all the facts.

After a friend told us he
had a great experience using
TAXI, we called and got the
information kit. The more
we read, the more TAXI
made sense to us.

Although we were still a
little bit hesitant, we took the
plunge and joined. We knew
that TAXI offered a money-
back guarantee.

That didn’t mean they
would guarantee us a deal,
but it did mean that they
stood behind the service
they promised.

I’ve got to admit, we
were very impressed.
TAXI’s staff was extremely
professional, and they
delivered the goods.

A few months later, we
landed our first placement in
a TV show. And the deals
just kept coming -- one after
another.

So far, we’ve made
$18,973 from Film and TV
deals TAXI helped us get.

Okay, so we haven’t sold
a million records yet, but
we're making money with
our music while we're
working toward that goal.

Can TAXI do that for
you? That all depends on
your music.

TAXI proved to us that if
your music is great, they
really can get it to all the
right people.

A

The World's Leading Independent A&R Company

1-800-458-2111

But TAXI is much more
than an excellent way to
shop your music.

The written feedback
you’ll get on your material
is like having a team of
industry veterans as your
own personal coaches.

You’ll also get TAXI’s
highly acclaimed newsletter,
and a FREE pass for you
and a guest to attend
TAXI’s annual convention,
"The Road Rally."

This private convention
is the best we’ve ever been
to, and worth much more
than the price of your
membership.

So, don’t just "think"
you know what TAXI is all
about. Take a little time to
find out about all the ways it
can help your career.

Whether you’re pitching
yourself as an artist, pitching
your songs, or going for
Film and TV placements,
TAXI is a great vehicle.

Pick up the phone, and
get their free info kit. We
did, and we’re really happy
with the results!



® NT2000

did. I simply wanted a different sound
for the ballad, and the ribbon mic had a
significantly different character that
worked well for the slow song.

VOCALIZE IT

When it came time for cutting vocals, I
set up the NT2000 alongside Rade’s
NTI-A, which I had previously used
with great success when miking the fe-
male vocalist who was on this project.
I also had one of Rpde’s K2 micro-
phones on loan; the K2 uses the same
HF-1 capsule as the NT2000, but in a
tube-microphone design. To provide
an additional point of comparison, |
also set up a Neumann U 87.

The singer had become attached to
the sound of the NT1-A, which has a
nice lift in the 5 kHz range and a
tame, neutral midrange that immedi-
ately sounds good in headphones. The
NT2000’s midrange is much more ag-
gressive from about 400 Hz to 1 kHz;
the U 87’s midrange is similar. The

réate anvw

NT2000 Specifications

Capsule

Polar Patterns
Frequency Response
Output impedance
Sensitivity
Equivalent Noise
Maximum Qutput
Dynamic Range
Maximum SPL
Signal-to-Noise Ratio
Power

Pad

Highpass Filter
Active Electronics
Dimensions

Weight

1-inch gold-sputtered, custom design
omni, cardioid, figure-8; continuously variable

20 Hz-20 kHz

20092

-36dB, +2dB

7dBA

+15 dBu (at 1% THD)

136 d8

147 dB (at 1% THD); 157 dB with pad at max.
84 dB

48V phantom power

0to -10 dB, continuously variable
20-150 Hz, continuously variable
J-FET transformerless

9.157 (L} % 2.36" {diameter)

1.83 Ib.

NT2000 had more air in the 10 to
12 kHz range than the U 87, which
on this particular singer sounded

somewhat honky and not quite natural.
We quickly eliminated the U 87 and
brought the Rgde K2 into the session.

e 7 will show

e

Hands On! Open House - two upcoming dates:
Saturday, June 5 2004 11:00am - 2:00pm _.o."
Saturday, July 24 2004 11:00am - 2:00pm

For reservation, call 1-800-255-7529 ext. 151

RECORDING ARTIST PROGRAM
WWW.ML.EDU

1-800-255-7529_-“"'-
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The K2 sounded quite similar to the
NT2000, and it took a lot of listening
back and forth between the two to dis-
cern the differences. The sonic signa-
tures of each eventually emerged in the
way that you would probably imagine:
the K2 exhibited that slight sizzle on
the top end and the larger-than-life
character with which tube microphones
often imbue a source. Granted, the dif-
ferences were subtle, but they were no-
ticeable nonetheless. Compared to the
NT1-A, both the NT2000 and the K2
sounded like they would later need a
slight boost at 5 kHz and a slight dip
in the 600 to 700 Hz range—exactly
what I usually do when working with
vintage mics such as the Neumann U 67
or M 49 on vocals.

In fact, both the NT2000 and the K2
reminded me of mature, vintage mi-
crophones. The bottom end was much
fuller on both the NT2000 and the K2
than the NT1-A, and overall, the sound
was bigger and meatier. I do love the
NT1-A; however, it is clear that the HF-1

FIG. 2: Continuously variable controls for pad,
pattern, and highpass filter give the NT2000
great versatility.

www.€musician.com

capsule in the NT2000 and K2 sounds
very much like an older, classic-mic
capsule.

The NT2000 is also whisper quiet,
with an extremely low self-noise rating
of 7 dB. The only microphone I know
that's any quieter is the NT1-A, which
has a 5 dB self-noise spec.

TESTING ONE, TWO
Because we were only at the point of
cutting rough vocal tracks while the

artist got comfortable with the songs,
I could conveniently try out the vari-
able pattern of the NT2000. We tried a
few passes at each of the three settings
(cardioid, omni, and figure-8) and at
different distances, with the singer “slat-
ing” the specific pattern and distance
for each take.

With the NT2000 set to omni and the
singer extremely close and singing
through a pop filter, the sound was ab-
solutely gorgeous. Omni mode doesn’t

these:

The world’s greatest problem solvers
since, well

professionals just like you.

Rolls - we've got something for the job.

Rolls Corporation specializes in solving problems. We make specialty mixers,
signal processors, amplifiers, interface devices, testing devices - in all different
shapes and sizes. While we can’t really hold your truck’s muffler up, or help
when you lock your keys in your car, we do provide solutions to almost any
audio problem. In fact, most of our products were designed by audio

CORPORATION

o, =)
’~ Y i
QROLLSY  pepsoNAL
MONTOR |
MIXER PLUS |

5968 South 350 West
Salt Lake City, UT 84107
(801) 263-90;3 -FAX (80
info@rolls.com - www.ro0

2 263-9068
s.com
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® NT2000

exhibit the proximity effect in the way
that a cardioid pattern does, and the
frequency response is typically flatter
and more natural sounding. On play-
back through the big speakers, it
sounded exactly like the singer was
standing right there in the room. We
both loved it.

We did get a few microphone over-
loads when she sang loudly while stand-
ing right up on the mic. Dialing the
NT2000’s pad to a -3 dB setting and
boosting the preamp to make up the
gain solved the problem, though.

PICK A PATTERN, ANY PATTERN
In the personal-studio environment,
where the acoustics are often less than
perfect, I've often wished for a polar
pattern that gave me the purity of omni
and the better isolation of cardioid.
With its continuously variable pattern,
the NT2000 makes such in-between set-
tings as easy as turning a knob.

On the day we were recording test

vocals, we found a sound we really liked
by starting with the omni setting and
slowly adjusting the pattern toward car-
dioid. We stopped when we’d removed
just enough room sound to clean up
the vocal sound while still retaining a
lot of the naturalness of the omni set-
ting. The setting we landed on in that
particular environment was almost to
the halfway point between the third
and fourth dots from the omni side.
The room sound was a little tamed
down, and the singer was still able to
get close up on the microphone with-
out a ton of boomy proximity effect.
Sweet.

Later, I tried some settings in between
the cardioid and figure-8 with my own
voice. These settings were a little less
dramatic, but it was nice to add some
sense of space to a primarily cardioid
sound by introducing some of the mi-
crophone’s backside. One problem with
the knobs is that they're a little tight
overall, and they aren’t very easy to ad-

just when the NT2000 is seated in the
shockmount, especially if you have big
fingers.

During my rattle-the-car-keys test to
check the high-frequency response,
there was a noticeable drop in highs at
the two side points of the NT2000 in
omni mode. Although omni mode
picks up sound in all directions, the
sides don’t sound exactly the same as
the front and back of the mic (typical of
all mics in omni mode). This could po-
tentially present problems if you were,
say, recording a group of background
singers positioned around a single
NT2000. But as long as you positioned
the singers so that nobody was singing
directly into the side of the mic, you’d
be fine. And the off-axis rejection of
the cardioid and figure-8 patterns is
very good.

THE RODE TAKEN
Apart from the two minor quibbles I
mentioned previously—the shortage

Join Cycling 74 and the worldwide community of extraordinary people moving
the present toward a future that looks and sounds like someplace you'd like to be.

MAX/MSP

JITTER

CYCLES

MODE

PLUGGO

RADIAL

Learn more about our work at cycling74.com. Cycling 74 * 379A Clementina Street * San Francisco, CA * 94103 » USA + (415) 974-1818
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PRODUCT SUMMARY

Rode
NT2000
condenser microphone
3899

AUDIO QUALITY 45
VALUE 45

RATING PRODUCTS FROM 1 TO 5

PROS: Tone quality reminiscent of classic
mics. Superquiet operation. Polar pat-
terns continuously variable between
omni, cardioid, and figure-8. Good off-
axis rejection. Polar pattern, pad, and
highpass-filter controls are on the mic
chassis. Includes quality shockmount
and carrying case. Affordable.

CONS: Knobs are a bit difficult to manip-
ulate. Insufficient indicators for the high-
pass filter control.

Manufacturer
Rede Microphones

tel. (310) 328-7456

Web www.rodemic.com

of indicators for the rolloff frequen-
cies and the slight difficulty of adjust-
ing the knobs when the microphone
is in the shockmount—I have nothing
but very positive things to say about
the NT2000. I like the microphone so
much that I intend to buy the two re-
view models I was sent and continue
to enjoy their vintage tones, flexibility,
and quiet operation.

And here’s the kicker: the NT2000
retails for $899, and it will probably
have a street price that's significantly
less. Considering that the NT2000
sounds like a composite of some of the
best vintage microphones, only quieter
and more flexible, it’s quite a good
value. (If you want the tube version,
an extra $100 gets you the K2, but with-
out a pad or highpass filter.) It’s a won-
derful world we’re living in when great
new microphones have become so
affordable.

Producer-composer Rob Shrock has worked
with a host of world-class artists, includ-
ing Burt Bacharach, Llvis Costello, LeAnn
Rimes, Aretha Franklin, and Ronald Isley.

www.€musician.com
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LOGIC PRO 6 (MAC)

More powerful, easier to

use, and a megabundle.

By Brian Smithers

hat happens when you take one

of the most complex music-

production applications to be

found anywhere and add a

bunch of new features? Would

you believe it becomes easier
to use? With the addition of new setup
and project-management features and
a couple of new tools, Emagic’s Logic
6.4 manages to do exactly that. To top it
off, Emagic has bundled TDM integra-
tion and all of its virtual instruments—
which formerly sold separately for well
over $1,500—for a measly $50 more
than Logic Platinum 6.3 alone.

Gone are Logic's previous flavors of
Platinum, Gold, and Audio or Silver,
leaving only Logic Pro ($999) and Logic
Express ($299). Logic Pro combines the
application formerly known as Logic
Platinum with ES1 and ES2 virtual ana-
log synthesizers, EVP88 virtual electric

piano, EVB3 virtual organ, EVD6 vir-
tual clavinet, EX824 mkII sampler,
EVOC20 vocoder, Pro Tools|HD Exten-
sion, ESB TDM system bridge, and the
new Space Designer convolution reverb.
(You can read more about several of
these plug-ins in the November 2000,
May 2001, and June 2003 [see “Is It Real
or Is It Emulated?”] issues of EM, online
at www.emusician.com.) Because Logic’s
attributes have been covered in these
pages before (most recently, version 5.5
in the March 2003 issue), I'll focus on
what’s new with version 6. Check out
the sidebar “Space Designer” for details
on that exciting new plug-in.

I tested Logic Platinum on a dual-
processor Mac G5/2 GHz with 2 GB of
RAM (see the sidebar “G5? Gee
Whiz!"), which Apple graciously pro-
vided in order to demonstrate Logic’s
optimizations for the latest generation
of Macs. The combination speaks well
for host-based systems, to say the least.

ENVIRONMENTAL CHANGE

The first thing anyone learns about
Logic is that its Environment is a pow-
erful and daunting tool for configur-
ing your studio. Long-time Logic users
scoff at the idea that it’s difficult to
learn, but Logic newbies scoff at the
scoffing. At best, it’s still a big part of
the program'’s overall learning curve.

Logic Setup Assistant

Core Audio Mixer Setup

You can set up Logic's internal digital mixer to suit your studio requirements by
choosing the number of channel strips from each category (hint: as few as possible
but as many as necessary). First try the Mixer Presets provided for suggestions,

Mixer Presets

Electronic Production )

Audio Tracks

Audio Bus Channels

Audio instruments

L Audio Inputs

Audio Outputs

The maximum number of audio inputs and outputs is determined by your audio

interface.

FIG. 1: The Logic Setup Assistant makes child's play of configuring a basic Environment. Its wizard-

style interface quizzes you on the pertinent details of your setup and preferences.
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Minimum System Requirements

Logic Pro 6.4
PPC/300 MHz; 256 MB RAM; 350 MB free
disk space; Mac 0S 9.1 or Mac 0S X 10.2;
free USB port for XSKey

Dumbing down the Environment
would risk limiting its power, so the
good folks at Emagic instead came up
with the Logic Setup Assistant to lend a
helping hand (see Fig.1). The Setup As-
sistant is essentially a “wizard” that asks
a series of questions to determine how
to configure new sessions. When you
launch the Assistant from the Logic
Preferences menu, it promptly closes
Logic, queries you about your needs,
and then launches Logic again with a
shiny new Environment customized ac-
cording to your feedback. Unfortu-
nately for some users, Setup Assistant
doesn’t work under Mac OS 9.

Having to launch Logic first seemed a
bit cumbersome to me, so I decided to
put the Assistant right on the Dock. Be-
cause it’s a hidden file in a hidden
folder, though, I had some trouble lo-
cating it; consequently, the easy solu-
tion was to fire it up from within Logic.
While it was running, I Control-clicked
on its Dock icon and chose Keep in
Dock from the pop-up menu. I can now
launch the Assistant directly from the
Dock any time I want. Of course, most
users will run the Assistant once or
twice to set up an Environment and
then leave it that way.

The Setup Assistant prompts you first
to choose your audio hardware from
CoreAudio’s list, and then to choose
how many audio tracks, buses, audio in-
struments, audio inputs, and audio out-
puts you'll need in your Mixer. Three
presets are available as a starting point,
including Electronic, Acoustic, and
Standard configurations that differ pri-
marily in the number of audio and
audio-instrument tracks they provide.
You can choose key-command sets, con-
figure which displays you want to use
in Screensets, and identify your MIDI
devices.

Of course, such details are just
scratching the surface of what's possible

www.emusician.com
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New Mac OS X A
compatible e
ReCycle 2.1 i
has gone from

tool to toolkit.

Your favourite loop chopping software now comes with Reason Adapted and Reload included,
for instant cutting, converting and composing. Creative loop sequencing in a box.

o 0 s e W i e W

Comimn . OF v - “ie emme UM we
Ve L w we ReCycle 2.1 Creative loop sequencing

@ s U fmn U e Gme e

B Got hardware?
Due to the diminishing
use of hardware sam-
plers, ReCycle 2.1 only
supports software sam:
plers and other music
software. But don’t
despar. If you own a
computer, and we think
you do, chances are
you alreagy own one or
two of the supported
music applications in the
st below. And even if
you don't, you're stil in
the clear: the ReCycle
2.1 tooMst contains alt
the software you need
to get creative with
your ReCycled lcops, 6
rooves and breaks.

# New in ReCycle 2.1:

Mac OS X Support
True Windows XP Support
< Multiple Undos
= Full 24-bit resolution
» Reason Adapted and Reload included
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SPACE DESIGNER
Emagic’s Space Designer is a real-time
convolution reverb plug-in. It's one of
the latest plug-ins that depends on a
process that until recently was too
complex to compute in real time. Con-
volution enables you to capture the
reverberant characteristics of a partic-
ular space, such as a studio or concert
hall, and apply them to an audio
source. It accomplishes that by multi-
plying an impulse response (IR, the
captured ambience) by the source
audio, which requires some heavy
number-crunching.

Because | tested Space De-
signer on @ machine that's currently
the fastest Macintosh with 2 GB of
RAM, processor load was not an issue.
A single instance barely moved the
CPU meter, and four instances pushed
the meter to about 20 percent of each
processor. Using exceptionally long
IRs or higher sampling rates will con-
sume CPU cycles, however. Emagic
recommends a G4 or G5 with 512 MB
of RAM, but the more horsepower, the
better.

Acting on impulse. Space De-
signer comes with over 1,000 IR files
and many presets based on them, cov-
ering everything from stairwells to
bathrooms to warehouses (see Fig. A).
Because convolution can also model
the behavior of effects processors (or
any other audio device), many presets
are devoted to emulating the sound of
big-name reverbs; some of those, in-
cluding some wonderful delays, are
excellent.

The Outdoor category repro-
duces the ambience of forests and
fields. When | applied those presets to
classical concerts recorded in dry
spaces, they sounded less claustro-
phobic. | was pleased that the outdoor
sounds are useful, because the one
glaring omission in the included IRs
and presets is a complete absence of
real concert halls.

You can record your own
impulse responses and deconvolve
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them in Space Designer
{under OS X 10.3). Be-

cause IRs can be AifF,
WAV, or SDII files, you
can trade them with col-
leagues {even if they
use other convolution
reverb software). Space
Designer also synthe-
sizes IRs.

The plug-in in-
cludes a resonant filter
that can operate in high-
pass, bandpass, or 6 or
12 dB lowpass modes.
You can shape filter fre-
quency with an enve-
lope. The cutoff, which in the initial
release had been expressed only as a
percentage, is now properly expressed
as a frequency.

Most Logic plug-ins have lots
of parameters you can automate, but
Space Designer has only three: direct
(dry) output, reverb (wet) output, and
Stereo Crossfeed, which can narrow
or even reverse the source’s stereo
image. The reason for so few auto-
mated parameters is that after each
parameter change, Space Designer has
to recalculate the convolution, making
you wait a few seconds before you
hear the effect of your tweak. Once in a
while | even heard a pop or click at the
end of the recalculation.

Keeping it real—or not. The
sound of Space Designer at its best is
quite good indeed. With the right IR,
it creates lively, interesting delays;
warm, lush, natural-sounding reverbs;
and stimulating special effects. | im-
ported an IR of an old church (down-
loaded from a competing plug-in's user
site) and applied it to a recording that
was too dry. With a quick adjustment to
the wet/dry mix, | was able to place
the performers in the hall they should
have played in.

Space Designer’s various con-
trols, though much appreciated, rarely
helped make a sound more natural.

FIG. A: Emagic’'s Space Designer reverb plug-in combines

real-time convolution with filter and envelope controls. Its
sound ranges from highly realistic to bizarre and unusual.

Rolling off some highs with the low-
pass filter sometimes improved the
sound, but everything else usually
made the sound more artificial. That's
not necessarily bad—for some sounds,
shortening the envelope to gate the
reverb or adding resonance to make a
sound ring was very useful and ap-
propriate. Using synthesized IRs gen-
erally yielded rich, dense, studio-style
reverbs. Space Designer is equally at
home with purists or experimentalists.
| have a few quibbles.The res-
olution of the reverb level slider works
in 0.5 dB increments, which is too
coarse. | got around that limitation by
putting Space Designer on an Aux
track, whose fader has slightly finer
resolution; that is a more traditional
use of reverb anyway. You can’t change
the delay time, because it’s a function
of the IR itself; that's not surprising,
nor is it a design flaw, but it's a limita-
tion unless you either create a set of
IRs with different delay times or time-
stretch an existing IR. | was also dis-
appointed that Space Designer doesn’t
directly support surround sound.

All told, though, Space De-
signer is a welcome addition to Logic’s
effects palette. It's a different sort of
reverb and requires some minor mod-
ifications to your expectations and ap-
proach, but it's worth the effort.

www,€Imusiclan.com



Peter Freedman
President

RODE Microphones
Sydney Australia

. be done...

How many times have you heard that?
How many times have you proven it wrong?

When we started the K2 project, some people said
we would not be able to achieve our goal to produce a
precision variable pattern valve microphone, and not
have to ask thousands for each one.

27 The RODE K2 represents everything we have learnt from
designing and building thousands of valve mics.

SO

The heart and soul of our sound

Named in honour of my late father, Australian audio
engineering pioneer, Henry Freedman, the Australian
designed and manufactured HF1 capsule is the
pinnacle of transducer technology. The sound quality
e combines modern high-end specifications with the
character and subtleties of the legendary 50’s mics.

The K2 gives you total control

Every polar pattern! Omni through to cardioid and
figure of 8, is infinitely variable - not stepped.

The K2 gives you the freedom to achieve what you
want in any situation.

You owe it to yourself

( Winner of the 2004 MIPA award, the K2 was voted
Best Studio Microphone by 58 of the worlds top music
industry magazines. Pitched against industry legends,

‘ RODE was the clear winner.

R@DE can offer this performance and quality because of
the volume we manufacture. Small volume isn’t better;
nor are those that charge a premium for a ‘badge’,

they are just more expensive!

Even if you are willing to spend $20,000 on a mic, listen
to our achievements for yourself. Once you hear the K2,
you too will believe it can be done!

Proudly designed and manufactured in Australia

www.rodemic.com

USA RODE LLC

hones, 107 Carnarvon Street P.0. Box 3279 Torrance CA 90510-3279 ®
2 NSW 2128 Australia Ph: 877 328 7456 (Toll Free within the U.S.)
5855 Fax: 61 2 9648 2455 Ph: 310 328 7456 Fax: 310 328 7180

rt MICROPHONES

: ._ B claiato e oo cae s aienane ozsupport@rodemic.com .

and Puerto Rico, contact:... usasupport@rodemic.com, or
N/ call: 877 328 7456 (toll free), or 310 328 7456
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= Save as Project: Options
Project Folder Name Tarzan
Audo fies used by Song Copy $
Sampler instruments used by Song Leave 9
Samgplea used by EXS wtruments Leave 9‘
Movie s used by Song Leave B
Unased Aot Leave 9
nclude Songs sharng Mes with this Song (]
Dalate empry folders after mowng 4
Set Song's sudko recording peth 4
[ Cancel ) (O

my that now lives along the left
edge of the Arrange window. It
is literally a copy of the current
track’s channel strip that allows
you to assign effects, change
1/0, adjust pan and volume,
and generally do anything you
can do in the Mixer without
having to toggle windows. In
fact, you might find that the
only time you’ll need to open
the Mixer is when you’re actu-
ally mixing.

FIG. 2: The new Save as Project option helps to ensure
that all of your audio files, samples, and instruments are

preserved as a group.

in the Environment, but that’s the
point. The Setup Assistant brings to-
gether the essential ingredients to get
you started—no more, no less. To top it
off, it saves your configuration as the
Autoload template so you will start from
the same point with every subsequent
new session.

The new Project Manager is essen-
tially a smart database applet that rec-
ognizes dependencies between song
files, audio files, video files, samples,
and more. It lets you see exactly what
assets belong to a given Project across
multiple volumes and even lets you add
one or two comments per file.

Building on that idea, Logic now of-
fers a simple means to collect and man-
age the files associated with a song. The
Save as Project function assembles song
files, audio files, samplers, and other
related assets into a Project folder (see
Fig. 2). It lets you specify whether files
should be copied or moved to the Pro-
ject folder or left in their original lo-
cations. There’s even an option to
include any songs that share files with
the current song, letting you back up
multiple versions of a song in one step.

MAKING ARRANGEMENTS

Various improvements have been
made in the Arrange window that not
only facilitate editing but also allevi-
ate some of the window-hopping that
was formerly necessary. The most ob-
vious addition is the Arrange Channel
Strip, a tiny slice of the Mixer window
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You can now zoom in to the
sample level in the Arrange win-
dow, though sample-accurate
editing still requires opening
the Sample Editor. You can do
time-stretching directly in the Arrange
window, and Time Machine now has
multiple algorithms optimized for dif-
ferent types of source material.

Smart Snap is a welcome enhance-
ment to Logic’s drag-and-drop behav-

G5? GEE WHIZ!

| always wince at Apple Computer’'s
ads comparing the performance of its
newest computers to that of PCs; they
always sound shrill and almost des-
perate to me. So | approached the
loan of a dual-processor Mac G5/
2 GHz for this review with a tiny bit of
skepticism. How could any machine
live up to the hype that Apple has
given the G5?7 After spending some
time using one, though, all | can say is
that there weren’t enough hours in a
day for me to drag this machine to its
knees. No matter how many audio
tracks, plug-ins, and virtual instru-
ments | threw at it, the G5 hummed
along as though it barely noticed me.
I'm impressed—moreover, I’'m more
enthusiastic than ever about the fu-
ture of host-based systems.

Apple briefed me on the tech-
nical details of the new machines.The
short version is that between the new
64-bit architecture, the increased in-
dependence of the dual processors,
and the increased memory and 1/0

ior. The edit grid varies according to
zoom level, with the assumption that
the farther you're zoomed in, the
smaller you want the grid. You can over-
ride the grid by pressing the Control
key. With Control pressed, the grid is as
fine as the current zoom will allow—
essentially whatever time increment is
represented by a single pixel.

Another new feature called Smart
Loop Handling lets you split loops with-
out messing up subsequent loops. For
example, if you decide you want to snip
a beat from the first iteration of a loop,
Logic will first duplicate the looped
clip and use that as the basis for the
remainder of the loops.

The new Marquee Tool, represented
by an unassuming little crosshair, al-
lows you to select data in the Arrange
window without regard for object
boundaries. You simply lasso the data
you want to copy, delete, mute, drag,
or otherwise edit across multiple

bandwidth, there's a lot of oomph in
that box. It will still take another OS
upgrade to realize the full potential
of the 64-bit processing, but signifi-
cant gains are already in evidence.

The new enclosure is de-
signed to be much quieter than re-
cent Gds, but the review unit turned
out to be the loudest computer in my
studio. The main culprit was a pro-
nounced whine that Apple suggested
might be the fan on the upgraded
video card it installed. It appears to
be an isolated problem, though; the
school where | teach has a classroom
containing 25 Mac G5s, and it’s pretty
quiet in there.

More interesting is the inclu-
sion of optical S/PDIF I/0 on the back
panel. It's capable of 24-bit audio at
44.1 or 48 kHz. If your software knows
how to tell CoreAudio to sync to the
incoming bitstream, it will lock up
nicely for bit-accurate digital trans-
fers. It also supports DTS and AC-3
streams.
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“] Switched”

Who: “Prince Charles” Alexander
Occupation: Music producer, mixer, multi-instrumentalist; based at Quad Studios, New York City

Honors: RIAA multi-platinum award-winner; Governor, Grammy Committee Board of Governors

Clients: Mary J. Blige, Jennifer Lopez, Faith Evans, Puff Daddy, Alicia Keys,
The Notorious B.I.G., Destiny’s Child, Aretha Franklin, and many more /""“-.

Why He Switched to Studio Precision 8
Biamplified Direct Field Monitors:
“When I’'m in the studio, | need the
artists to be excited about what
they're hearing. | can’t expect
them to imagine the bass
frequencies and high

end snap that my old

monitors simply didn’t

reproduce. So | switched

to the Studio Precision. It

gives me smooth, full-range
reproduction that sounds

great and has plenty of low

end thump—essential for

hip-hop and r&b production.

And they're ‘real world’ too. So |
know that when a client plays

my Studio Precision mix at

home or in their car, they're

going to hear just what they

heard in the studio.”

"Illllll

Now Hear Everything “ 1 i

PO. Box 4189 - Santa Barbara, CA 93140 -Voice: 805-566-7777 - Fax: 8055887771 - Email: info@eventl.com - Web: www.eventl.com
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objects and multiple tracks. By default,
the Marquee Tool respects Smart Snap
grid increments, but the Control key
overrides that behavior, too. Shift-
clicking lets you shorten or lengthen a
selection, and Control-Shift-clicking al-
lows you to shorten or lengthen with
fine resolution.

Another handy new function is the
ability to hide tracks in the Arrange win-
dow. If you click on the Hide button at
the top of the window, each track
sprouts a Hide button of its own. Click
on a track’s Hide button and then click
on the main Hide button again, and
the track will go away. Click on the main
Hide button, and hidden tracks will
reappear. Although this is a welcome
added feature, 1 found the clickety-click
implementation a bit unwieldy. A quick
trip to the Key Commands editor to find
the hot key for the track Hide button
and to create a hot key for the main
Hide button left me feeling much more
efficient, and the phrase “There’s noth-

ing wrong with Logic that
can’t be fixed by what’s
right with Logic” started
running through my
mind. By the time I set
up a couple of Screensets
with various subsets of
hidden tracks, I was feel-
ing pretty darned good
about life.

Any Logic user who
works with video will be
delighted by the Video
Thumbnail Track, which
provides a visual refer-
ence next to your audio
and MIDI tracks. In Mac
OS X, you can also play
QuickTime movies in DV format
through a FireWire device.

MAXED-OUT MIX

The new Channel EQ provides eight
bands of as much as 24 dB of hoost or
cut along with a cute overview of the

FIG. 3: Each audio, audio-instrument, and bus track now features
an 8-band Channel EQ. Its intuitive interface and editable graphic
display are well thought out and much appreciated.

curve displayed on the channel strip,
even when the Editor window is closed
(see Fig. 3). I rarely encounter some-
thing that really deserves to be called
intuitive, but I found the Channel EQ
to be exactly that. Its normal controls
are laid out sensibly enough, but when

Intellig
designes

1f you’re looking for
a smooth and neutral
sound like our B Series
microphones, or a full
rich coloured sound like
our C Series Microphones,
then look no further
than Studio Projects™!!
Feel the quality when you
hold it in your hands,
hear the quality as soon
you plug it in!
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I clicked on the graphic display to see
whether it was editable, something spe-
cial happened: I discovered that it’s not
only editable, it’s smooth, sensible, and
simple to tweak. Just grab the curve and
start moving it up, down, left, and right
until you hear what you want to hear.
The one thing that requires a fraction
of a second’s thought is the little circle
that appears now and then depending
on your mouse position. Grab the circle
just once and you'll see that it adjusts
the band’s Q. Enabling the Channel
EQ is as simple as double-clicking on
the blank graphic display just above the
Inserts. Channel EQ is also available as
a regular Logic plug-in along with the
usual EQs.

Controlling your mix is easier than
ever with the host of control surfaces
that Logic Pro supports. Everything
from the CM Labs MotorMix to the
Radikal SAC-2.2 can be put in charge.
Others include the Yamaha 02R96 and
Mackie Control, and you can mix and
match control surfaces.

For those of us who don’t have even
one control surface, the new One Fader
Automation lets you attach any MIDI
controller to an automation parame-
ter. When Automation Quick Access is
enabled, any slider, wheel, or joystick
on your MIDI keyboard is immediately
in control of the active track automa-
tion parameter. Nothing could be sim-
pler (or more appreciated).

To join tracks for editing or mixing
purposes, 32 groups are available. The
Group Settings dialog offers an im-
pressive degree of customization for
groups, right down to which of eight
sends will function as a group. You can
assign a track to more than one group
by holding down the Shift key, and you
can apply the most recent group as-
signment to a track by holding down
the Option key. Click again while press-
ing the Option key and you will clear all
group assignments on that track.

In addition to the newly bundled soft
synths, three new virtual instruments
are included with Logic: ESM (mono-
phonic), ES P (polyphonic) and ES E
(ensemble). All three are virtual analog
synthesizers and can produce interest-
ing and useful sounds. As for third-

www.€musician.com

party plug-ins, the transition to Apple’s
Audio Units plug-in format means
that under Mac OS X, Logic doesn’t
recognize VST plug-ins. Fortunately, FX-
pansion’s VST to AudioUnits Adapter
will make many of your favorite VSTs
feel right at home in the brave new
world of Audio Units.

UNDERTHE HOOD
Logic 6.2 and later updates include a
number of performance optimizations

_ FLECTHOMEC MUSICIRG

that enable the current version of the
program to run more efficiently than
prior versions. While some of the
changes were aimed at Apple’s new Mac
G5 machines, some benefits were in
store no matter which Mac you use. The
code has been rewritten to take better
advantage of dual processors on G5 and
G4 machines. According to Emagic,
having a second processor now comes
closer to doubling the capabilities of
having only one.
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Of course, any processor eventually
succumbs to a voracious appetite for
processor-hungry plug-ins, so Logic lets
you freeze tracks to reduce CPU load.
Freezing entails bouncing a track with
effects to disk, thereby trading CPU
load for an increased disk-playback bur-
den. Although some musicians have
been doing that manually for years,
Logic 6 was the first program to offer
Freeze as a one-step function. What
makes Freeze so cool is how simple it is:
you click on the snowflake icon and hit
Play, and Logic zips through the song,
bouncing all newly frozen tracks. On
the Mac G5, freezing multiple tracks is
several times faster than recording in
real time. You can specify that frozen
tracks will be bounced to 32-bit floating-
point format (so they will be sonically
identical to their unfrozen state) or to
16- or 24-bit format (to keep down the
strain on your hard drive). The track’s
appearance doesn’t change, and you
can unfreeze a track at any time.

\

MANUAL DEXTERITY

Logic Pro comes with no fewer than 13
separate manuals, including one for
each bundled instrument and three for
Logic itself. The Logic Pro Reference
Manual is almost 800 pages long. To
top it off, one of the three installation
discs is devoted entirely to PDF files of
those manuals in German, French, and
English.

This impressive volume of documen-
tation mitigates some of the quirks of
the online Help. For example, when you
search Logic Help, you also search Help
for every other application that uses the
Mac’s Help Center. When I queried
Help for information about MP3 sup-
port, I got much more information
about Apple iTunes than about Logic.

LOGICAL CHOICE

Emagic provides frequent updates
whenever Logic’s feature set or stability
can be enhanced. Logic 6.2 offered
ReWire 2 support, MP3 import and ex-

\

) MGST SYNTHS REALLY HAVE TO WORK FOR IT... THIS ONE WILL BE
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