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Virtual Voices, Real Results
HARMONY4

Natural, intelligent vocal harmony for ProTools HD and PowerCore
If you've dreamed of producing a hit song, you've surely thought about great harmonies. Now think
about arranging and stacking the perfect harmony parts long after the singer has done the main
work and gone home. How about adding that one last high harmony part... during mixing! Maybe
you could quadruple each of the three parts your singer did in three quick passes through the
plug-in. These are your options with Harmony4. With a choice of MID! controlled and automatic
control methods, anyone can take advantage of this new way of working regardless of instrument
skills. The sonic difference lies in TC-Helicon's research and implementation of humanization
features, the accuracy and speed of the patent-pending pitch detection and other great algorithms
you'll discover when you use Harmony4 on your next song.

Features:

» Creates convincing virtual harmony tracks from a single vocal

» Latest generation harmony technology with robust input pitch detection and smooth harmony sound
» Produces rich vocal harmony and memorable special effects

» Individual voice control of humanization features and more

> Harmony voices can sound like clones of the lead singer or 4 different singers
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Perfectly Connected.

The Audix i5, D2, D4 and D6 are finest examples of dynamic
instrument microphone technology today.

Designed to bridge the gap between stage and studio, artist and engineer.

Designed to capture your creative genius.

AUDIX

PERFORMANCE IS EVERYTHING
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THE SOFTWARE PARADE

Winter NAMM. And the endless floor spreads long, wide, and far,
and dancing in our heads is the riddle: How DO you do an issue
devoted to software in any kind of a meaningful way that's more
than a catalog and less than a textbook? Mics? Easy peasey.
They've got dimension and measure. Next month's issue?
Speakers? Same deal. But software? s there a way to wrangle this
beast to the floor and make it behave?

“Oh, that’s simple” It was my man Tobias Thon from Native
Instruments. “Just talk to the top guys in the field and see what
THEY have to say about it”

And it was my Eureka moment.

“Eureka,” said . “I'm going to STEAL that idea from you, pass it
off as my own, and accrue great social credits for having done so!”
And Tobias, ever the gentleman, nodded in assent at my sudden
burst of think tank level thinking: Talking to the players who ushered
in the software revolution was stunning in its simplicity. How they
did it, why they did it, what they did to change the entire face of
modern music production is THE untold story.

So we got them to tell it. EVAN BROOKS, CHARLIE
STEINBERG, ERNST NATHORST-BOOS, DAVE OPPENHEIM,
STEPHAN SCHMITT, ERIC PERSING, and more, more, more.
Candid and open and detailing as much as can be remembered
about the days that changed the world, or at least our corner of it.
Throw in a great Craig Anderton meditation on his ringside seat to
the revolution, our NAMM software round up, and a GEARHEAD
that covers software tips, tricks, and apps, as well as our usual
bleary bevy of exhaustively examined doodads and you've got an
April that's in no way, shape, or form fit for fools of any kind.

And what's more we gotta introduce to you two new staffers
with whom we are greatly pleased. MATT HARPER as Assistant
Editor [he plays, he records, he ridicules] and the lovely and talented
MARI DEETZ, she formerly of EM, on sales. So, enjoy, like it was
meant to be enjoyed: intensely.

Cheers,
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Session File

by Steph Joragl

MH

STILL:

RECORDING VOX

PROJECT: Recording Joss
Stone and Elton John's
vocals: Elton John's
Christmas Party

ORTES OF RECOROING: July
2005 - August 2005
MOBILE STUDIO: Matt Still's
home studio ported out to
The Colosseumn at Caesars
Palace (Las VVegas)
RECOROING STUOIO:
Sanctuary Town House
{London)

LOCRTION(S): Las Vegas.
NV, and London. England
ALBUM: Elton John's
Christmas Party
PROOWUCER(S): Elton John
and Matt Still

ENGINEER: Matt Still

From Elton John's Peachtree Road to
OutKast's Speakerboxxx, Grammy-
winning engineer, mixer, and producer
Matt Still has managed to etch his
name straight across the industry by
working from all spectrums of the
recording world. After co-producing
tracks with Elton in the past (as well
as being commissioned to produce his
upcoming release) Still was called in
to record the Joss Stone/Elton John
collaboration "Calling It Christmas”
from Elton John's Christmas Party.
Fresh off the tail of mixing the vocals
of two of, arguably, the greatest
singers alive, Still sat down with us
and coughed up the details regarding
the capturing and releasing of such
critically acclaimed pipes.

SIGNAL PATH

The vocal chain consisted of two differ-
ent mics going through an Avalon
AD2022 pre amp as well as a Universal
Audio 1176LN compressor — feeding
straight into Pro Tools at 96K. "I used
Digidesign 192s clocked to an Apogee
Big Ben, recording into a Power Mac

G4 Dual 1.25 and running Pro Tools 6.2 with a HD3 Accel

card,” says Still.

For Elton's vocals, he used a Telefunken 251 mic. “I've
worked with Elton for 13 years now, and |'ve used a lot of
vocal mics on him,” he says. “The 251 is a great match
for his voice, as it truly captures that silky midrange that
helps his vocals sit down in a track just perfectly.”

Still had never before worked with Joss, so he started
the sessions with both a Neumann U47 and an AKG C12.
"They are both great mics and will always give you a

Matt Still (with
Ms. Stone) on
the Avalon 2022
and ambidex-
trous multitask-
ing. “It's very
clean and true.
When | track
vocals, | like to
ride the mic pre
gain while
recording—so a
lot of the time,
I'll have my left
hand on record
and my right
hand riding

the vocal”
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great recording, provided they're well maintained. | ulti-
mately decided on the U47 for Joss's tracks. It had a
smoother presence that suited her voice.”

MIC POSITION

Still placed a pop filter about two inches away from the
mic for both vocalists. | had Elton positioned about eight
inches from the mic and Joss about two to three inches,”
explains Still. “Elton has the most powerful voice I've ever
recorded, so | normally put him a little farther away than
the standard six inches. This project is the first chance I've
had to work with Joss, so | started her out about six inches
away. But after a few takes, 1 realized | had to move her in a
little closer to capture all her vocal nuances.”

PROCESSING

To ensure a more even vocal capture, Still tweaked the
gain while tracking. "The Avalon 2022 is a great pre for
vocals” he says. "It's very clean and true. When | track

“She belted out a line
that was perfect and |
told her, ‘That’s it, now
let’s record it,”” he says.
“That’s when | realized |
was still recording — and
that particular take was
what ended up making
the final mix.”

vocals, | like to ride the mic pre gain while recording —
so a lot of the time, I'll have my left hand on record and
my right hand riding the vocal.”

Still applied the necessary reverbs from his TC
System 6000. 1 used an Eventide Eclipse to add a Iittle
doubling to a few tracks as well.” He also used a little
delay on the vocals, empioying Line 6's Echo Farm. "It
has a very gritty sound which | prefer to some of the
other more clean sounding delays.”

TRACK NOTES
At the end of one of Joss' takes, Still and Joss tossed
around the idea of having Joss laying adlibs onto the
track. “She belted out a line that was perfect and | told
her, ‘That's it, now let's record it,” he says. “That's when
| realized | was still recording — and that particular take
was what ended up making the final mix.”

Still adds, "It was just luck that | accidentally
recorded it.”



™ Power Tools

=2 for power players

One performance. Get it right.
Pros demand the best from the tools they use.
Power Tools... by Radial.

Dave Nalale

LA V-
Radial JD7 Injector - suggested list $849 US
Guitar freaks rejoice! Drive up to 7 amplifiers at the same
time without changing the original tone of the guitar and do
it without buzz or hum caused by ground loops. Record a dry

- .
T B pogict
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Ul track with the built-in DI and send the signal back to the

Chick Eovea 5 JD7 and re-amplify it to 7 amps and effect pedals. Addictive.

Radial J48 Active DI - suggested list $199 US
For great sound without choking, look no further than the
Radial J48. Features a 48V phantom supplied active drive
circuit with a unique DC-to-DC transformer isolated switching
power supply to provide amazing headroom while
eliminating hum and buzz caused ground loops. Radical.

) Radial JDI Passive DI - suggested list $199 US
Rob 'Cubby’ Coltiy . - Jensen Transformer equipped, the Radial JDI has become the
. standard passive DI in the business. Exceptional noise rejection
- eliminates troublesome ground loops and virtually zero phase
distortion at any level makes the JDI a must have for studio
‘ “ ' and stage. Available in single, stereo or 6-pack. Magic.

)

s N Radial X-Amp Re-Amplifier - suggested list $199 US
= Ever wish you could go back and change the sound of a pre-
ey ~ recorded guitar track? Now you can with X-Amp. When
_— tracking, record a spare dry track and play it back through the
Bave Bortrit X-amp after the guitarist has gone home. Two outputs lets you
: drive amps and pedals to create thick new textures. X-plosive.

Radial JPC Stereo DI - suggested list $199 US
Designed specifically for PC sound cards, DVD players and
all those cool consumer devices that cause nothing but
havoc, the JPC is 100% transformer isolated to eliminate
nasty ground loops and equipped with a 48V active drive
circuit for long cables. Easy to use. Great sounding.
Indispensable.

John Patituccl

Radial JDV Super DI - suggested list $449 US

There is no finer DI than the Radial JDV. 100% discreet

Class-A topology with a feed forward design that

sounds so true, it'll make the hair on your arms twitch.
Drag™ Control pick-up load correction, A or B
inputs, 4 instrument amp outputs, hi-lo filters and
amazing headroom combine for the most

powerful DI ever made. Unbeatable.

=

#mWarren

-y . Radial...The world's finest direct boxes

LS v radl®

-9 engineering
Phil keaygy 1638 Kebet Way, Port Coquitlam BC V3C5W9 teli80
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)y Robert Stillman

FEELING ROOM: HORSES

0 Tonal
Achievement: Robert Stillman

December 2005
: Avast Studio
ON: Seattle,
Washington
Horses

Robert Stillman/Troy Tietjen

| was inspired from reading about The
Band crammed in together among
baffles, mics, and consoles in Sammy
Davis Junior’s pool-house when record-
ing their self-titled record, so | wanted
everyone to track live in the same
room, minus headphones, so we could
get the feel of playing together as a
group, and also to get the effect of the
different sounds interacting with each
other in the shared air-space. There
was concern about bleed at first, but
we placed baffles where they were
needed and tried to work with the

bleed as opposed to against it. In a few cases during the
mix we got the instrument sounds we wanted from a
room mic that was set all the way across the room.
During the first take of the session it became clear to
everyone involved that this tactic was, sonically, the right

| was inspired from reading about The Band
crammed in together among baffles, mics,
and consoles in Sammy Davis Junior's pool-
house when recording their self-titled record.

thing to do — since we had captured the feeling of our
surroundings in addition to the audio.

Being somewhat familiar with Avast Studio | was
wary of what the acoustic character of the live room
would be — as the last record | worked on had been
tracked there one instrument at a time. Upon listening to
the playback of the first take, we were met with a sound

that was incredibly mysterious and dark in character — not
the traditional wood and high-ceiling live room — it was
intimate with an almost ethereal quality. To this ear, it
seemed as if the sonic movement of the tones finding
their way to each little corner of the room was being cap-
tured. With a few minor exceptions, all the reverb on the
album was obtained naturally by placing mics to capture
natural ambience.

Engineer Troy Tietjen's talent and wealth of knowledge
made him an invaluable resource during the recording.
Prior to the session, Troy and | conceptualized so that he
could get a good sense of what equipment would be
most appropriate. He suggested recording 16-track to
2-inch tape at 15 inches per second to give the recording
that dark, saturated, classic sound and using old tube
condensers and ribbon mics. Since the band entered the
studio well rehearsed, we were able to use a majority of
our time there getting good sounds — track a take and
then make a few changes after playback, ad hominem,
until we arrived at a sound we liked.

There were a few very different 'spaces’ | wanted to
open up in various songs — the circus big-top, the west-
ern saloon, huge mountain valleys, the feeling of flutter-
ing and breathing in nature, and so on. Transposing these
fairly abstract notions to specific sounds associated with
different equipment and techniques was a strenuous yet
exciting process, but Mel Detmer, the mixing engineer,
did an amazing job of placing each sound we achieved,
spatially and dynamically, in the mix — giving it a more
clandestine feel.

| was lucky to have the access to such resources
when recording this album. If the artifice they constructed
is any good, then this should serve as a good example
of how to translate idea into sensation all while using
the tactics of the days of old.

8 EQ APRIL 2008 www.egmag.com
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Digidesign Music Production Toolkit

Announcing the Digidesign® Music Production Toolkit.
With an impressive collection of plug-ins, increased track
count, and a comprehensive set of additional capabilities,
this add-on package offers an easy way to expand the
power of Pro Tools LE™ and Pro Tools M-Powered™ systems.

PRO TOOLS LE 7 SOFTWARE

More than $2,000 in effects and instrument plug-ins
- Digidesign Hybrid synthesizer

- TL Space™ Native Edition convolution reverb

- Smack!™ LE eompressor

- SoundReplacer™ drum replacement tool

- DINR™ LE noise reduction plug-in

Multi-track Beat Detective™

48 mono or 48 stereo audio tracks at up to 96 kHz

= Pro Tools MP3 Option

PRO TOOLS "1 - Dv i 2 7 SOFTWARE
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TUNE IN, TURN ON, PUNCH OUT BY

THE EQ STRFF

HOWTHE HELL

"Making the album Physical World was a
long and fractured experience,” says Sylvia
Gordon of urban new wave act Kudu.
Along with beat master Deantoni Parks,
Gordon has been shaking up the scene by
combining hip-hop, electronica, jazz, and a hefty dose of neo-soul. To
celebrate the release of Death of the Party, Kudu's newest full-length
offering, EQ contacted Gordon to pose the question that, as of early
March, everybody has been asking: “How the hell did you do it?”
"Well we knew that we wanted to do as much as possible on our
own, as we didn’t have much money,” Gordon relays; a situation we are
all, at one time or another, a little too familiar with. Parlaying dollars earned
from the D./John Cale tour nearly a year prior into equipment, Kudu
constructed the basis for what amounted to a bare bones operation.
A laptop, a Pro Tools 002 rig, a decent mic for pre-production vocals,
and a version of Reason made up the bulk of Kudu's arsenal. Given the
money/time constraints, it was imperative that Kudu focus on pre-pro-

10 EQ APRIL 2006
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duction and assorted preparation while they had the luxury to do so.
"Most of the base tracks were already written by D."” Gordon says, “|
just added the melody and lyrics as well as structured the tracks
around my arrangements — with bits of detail being added later during
the recording process.”

The album is largely electronicaily based {composed in Reason) with
the only live instrumentation you hear being an acoustic drum kit, various
voices, horns on one track, and just a smidgeon of guitar on another. "The
main advantage to using a portable studio is in that it lets D. create tracks
anytime/anywhere,” Gordon declares, ”he actually wrote the track for ‘Neon
Graveyard' in Las Vegas while on a tour bus as | was writing the lyrics to
it in New York, unbeknownst to either of us.”

"| struggled along with the production process, as I'm not an
engineer, but knowing what you want and having a basic working
knowledge of Pro Tools is definitely helpful in shaving off time in the
real studio. We were fortunate enough to have a friend, who is now head

“HALF OF THE ALBUM WAS RECORDED
ANDO MIXED IN OUR NEIGHBORHOOO AT
ISHLAB ON R VINTAGE MCI JH-B636 — A
36-CHANNEL CONSOLE PREVIOUSLY
OWNED ANO USED BY ERIC B. AND RAKIM,
KRS ONE, PUBLIC ENEMY, D] PREMIER,
AND SALT-N-PEPA.

engineer at Chung King, give us the ‘late night super special: Of course.
we woyld have to wait days, sometimes weeks, before time waz
available and, even then, we would sometimes get bumped for the big
time customers with major label funding, it was frustrating, but cheap.
When that deal began to wear on us, another generous friend stepped
in and offered us a comparable rate at his own local studio where the
equipment wasn’t quite up to par, but was still quite an impressive
place — especially for a guy not even out of school yet.”

“Half of the album was recorded and mixed in our neighborhood
at Ishlab on a vintage MCI JH-636 — a 36-channel console previ-
ously owned and used by Eric B. snd Rakim, KRS One, Public
Enemy, DJ Premier, and Salt-N-Pepa. In addition to that, we utilized
an Avalon 737 preamp/compressor/limiter, APl 3124 preamps,
Drawmer DS 3201 dual noise gates, and a Neumann UB7 mic.
The other half of the album was recorded and mixed at Chung King
in the Blue Room on a Custom Neve VRP72 with flying faders
and total recall — all with the help of a bevy of high end compressors,
pre-amps, and mics.”

The sum of the parts is a warm, entrancing album that pushes the
conventional boundaries of pop music with a production that succeeds
in being consistent, as well as suitably dynamic and swelling with life.
How the hell did they do it?

"With a little help from our friends.”
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TIPPING ALLOWED

- THE SECRET OF
RANDOM SWHP

LOOK SEE
TRAKTOR DJ
STUDIO IGNITE!

Attention all burgeoning DJs:

It's likely that most of you are familiar with
Native Instruments’ increasingly popular Traktor
DJ Studio; and if you are a hobbyist or just get-
ting started with this software then RD White's
step-by-step visual guide could very well give
you the tutoring that you so desperately need.

Traktor DJ Studio isn’t a particularly difficult
program to navigate and use; but there are a
lot of options to choose from and the screen
layout, while effective, can be a bit of a sensory
overload for the uninitiated — thus this easy-to-
read visual guide (which allots a corresponding
photo to nearly every step you will take on
your journey to controlling the club floors) is
quite handy; not to mention idiot proof in its
presentation.

At nearly 300 pages, the tutorial can appear
quite daunting, but the design is actually fairly
minimal and the information presented quite
palatable. In fact, my only real complaint lies in
the mediocre quality of the screenshots con-
tained herein; as they would benefit from a 20
percent size increase and/or being taken at a
higher resolution, but if you eat your carrots
daily you should be able to make it through
without too much squinting.

Those terrible beats and lopsided mix you

USTEN HEHR are pumping out? Yeah, now you only have your-
(W — o GUTBUCKET Sludge Test (Cantaloupe) Produced and self to blame; but we are only too eager to
: mixed by Jay and lan Pellici steer you on the right path to producing great
You want some hip taste in music? Gutbucket is a good name house/hip-hop/electronicaletc. Your increasingly
drop to memorize. Playing an at times serialist/at times jazz terrible fashion sense? Well, that's a fight you
version of rock 'n’ roll, Gutbucket (led by saxophonist Ken are going to have to win on your own.

Thomson) is an exciting, if not sometimes unnerving, listen.
Do you want a good idea to work off of for the next rock band

\\ 3 that’s going to bring a ghaytah into the session? Well, here is
our preparatory spin.
~— your prep Y sp
12 EQ APRIL 2006 www.egmag.com
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You got a company? And a pitch? Well, let’s hear it.

THIS MONTH’S PITCH IS FROM . . . eJamming

With fast computers, great software sequencers, virtual instruments, and an array of MIDI devices,
musicians today have the kind of freedom that they could only have dreamt of just 20 years ago.
Maybe you're too young to remember, but | myself vividly recall the beginning of all this. Keyboard
workstations and drum machines were commonplace and independence sought by musicians was
beyond seductive. Keyboardists were learning how to make the most of electronics and digitization,
and sadly, great drummers and bass players lost gigs left and right. Thinking of then and now, that
gear was so primitive. Even so, musicians with ears and good chops took tight-lipped tools and
made them sing. Man, have times changed.

Now, this independence is easily attained, and a broad spectrum of players are seizing it. A
few bucks down and all the tools you need fit in your room in a nice, neat case, and you can play
and program away. Whether you're a guitarist, a drummer, a keyboardist, or a woodwind player, you
can design full-blown tracks with your software. It's you and only you filling the space with sonic
self-satisfaction. Yup, MIDI's been a miracle in so many ways.

But we've paid a price, too. Though players still get together, more often than not it's about send-
ing files and overdubbing ideas. The Internet has made that so easy, but the accrual of solitary
moments has added up to one dimensional, maybe two dimensional creations. Good stuff, but who
knows what would have happened if two, three, or four players got together at the same time and
really interacted? To get that happening, though — in these overworked, traffic-laden days of a tight
economy — is no small feat. So you start to think, where are we going with all this? Isn't music
more than a conversation with yourself?

Well, we have a new technology. The eJamming Station. Lets you play together over the
Internet. To keep it simple, eJamming puts milliseconds of delay on the sounding of your instrument
until you receive the other players’ incoming note triggers, and they're played where they're supposed
to be, either on your tone generator or the soundset inside eJamming. And when you record the
session, any late or dropped notes caused by Internet traffic are placed perfectly on playback
because each note is time stamped and synchronized. eJamming can even connect people thou-
sands of miles apart.

With eJamming, you can connect with musicians thousands of miles away via a cable or DSL
Internet connection, effectively adding that third dimension to musical collaboration. So, when
you're sitting in your room trying to think of the right fill, you now have access to an online commu-
nity of musicians who can help out. Go to eJamming.com for a free trial.
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SHE WANTS REVENGE s/t
{Flawless/Geffen) Produced by
She Wants Revenge Mixed by
Michael Patterson

Joy Division worship ala
Interpol? Yes, but not nearly as
good as their predecessors.
Worship bands are only good for
one generation’s worth of dis-
placement — but if that is what
you seek then their mimicry is
spot-on. Recorded at Perfect
Kiss Studios in L.A., the sound is
stellar — though the e-drums are
placed in too traditional of a
space and could use a bit of EQ to
curb the subsequent annoyance
that arises from listening to this
at an audible level.

LISTEN HERR
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CAPRICORNS Ruder Forms
Survive (Rise Above)
Produced by Mark
Bihler/Capricorns Mixed by
Mark Bihler/Vitaliano Zurlo
Pensive and foreboding, Ruder
Forms Survive benefits from a
thick, bottom-heavy production
that manages to preserve a dark
atmosphere as well as a large
dynamic range. Reminiscent of
other modern heavy rock bands
such as Cavity and Pelican,
Capricorns manage to avoid all
the "post” nonsense,
unabashedly injecting a healthy
dose of Sabbath when fit.
Largely instrumental (minus a
guest appearance from £Q’s own
Eugene Robinson), this album
deserves a spin from the audio
community for the wonderful
hi-hat sound if nothing else.
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Punch In

by Lily Moayeri

For those who have never met her, the general perception of Beth Orton
is that she is an embodiment of all the sadness the human spirit can
muster. Or at least that's what comes across on her albums,
now numbering at four, hence the nicknames “the comedown queen”
and "the queen of heartbreak.” Though Orton’s life is not at all devoid
of unhappiness — much like anyone else’'s — she assures us that
misery is not the defining characteristic.

Prior to her most recent fulllength, Comfort of Strangers, Orton was
flattened by a couple of life's tragedies. These events hit her hard
enough to raise doubts about whether
she would even make another record. The
resultant action was that Orton started
doing what she does best — writing songs
to spare her own sanity, the process of
whioh yielded a vantage point into a 'woman
being perhaps more honest with herself
than ever before.

"If you spend a year writing a song, it
becomes like speaking to yourself,” says
Orton. "l answer my own questions and,
within that, find solutions. Once the solu-
tions are found, | go back and re-write
until they become coded | hope that
through the course of writing, the songs
becomeo universal. It becomes a more
rounded pioce of work rather than the
ramblings of a madwoman screaming into
the void.”

Working in an acoustic environment this
time around allows Orton's hollow, hoarse
tones to be brought to the forefront,
becoming ever more soul-baring than
before. Part of this can be attributed to the
actual environment in which she was
recording — two weeks at Sear Sound in New York City — and whom
she was recording with: Sonic Youth's Jim O'Rourke, drummer Tim
Barnes, and accompanied by engineer TJ Doherty.

"It was understood that it was me at my most honest and vulnerable,
and a space was created,” says Orton. "It was just so safe . . . and fun,
as well. | could go in and sing something really beautiful, give it all the
emotion | had, but at the same time come out and really laugh, crack
some irreverent joke, and it would be beautiful. Musically it's really
honest. The sound is honest, an honesty that goes beyond the words,
and an openness that goes through everything.”

O'Rourke and Doherty managed to capture Orton’s tangible vulnerability
on Comfort utilizing a Shure SM-57 microphone for her voice, which —
along with all the instruments — are recorded in analog. This is primarily
what Doherty attributes the overwhelmingly acoustic nature of Comfort
to. “Her musicality was there, and she performed with such integrity that
it was simple to record her honestly,” he says. “We had great respect
for her musical ideas and she listened to us when we made suggestions.”

"There wasn't a thing we didn't discuss,” Orton concurs. "At the same
time, we didn't discuss too much. It was very spontaneous and instinctual.
I never felt it was taken out of my hands. It never went to this other place
| didn't understand. For the first time, | had a producer | had ultimate con-
fidence in. It was easier in that sense because | totally trusted his vision.”
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This sense of trust is new for Orton who, in the past, had a tendency
to bring in musicians to fill in the gaps she couldn't manage on her own.
On Comfort, Orton takes on the primary guitar playing duties — this
is after extensive weekly lessons with legendary guitarist Burt Yanch.
These lessons have had an effect, not only on Orton’s improved play-
ing, but also in opening up her style, which has taken on a bit of an
American country rock quality.

To capture this particular vibe, Orton used an acoustic guitar miked
with a Neumann U47 and a Beyer M160. O’'Rourke complements
Orton using a Gibson EB2 bass guitar
played through an Ampeg B12 and AKG
C12 bass amplifier. Barnes joins them
using a kit assembled from pieces gen-
eraled in Lhe '60s from Slingertand. His kit
is meticulously miked with Coles 40383 on
the overheads, a Sennheiser 421 and an
AKG D12 E on the kick, a Shure SM57
ribbon on the top and bottom of the snare,
a Sennheiser 441 dynamic on the hi-hat,
AKG C12As on the toms, and an AKG
C24 for the drum room. These are com-
pressed with a Fairchild 670, as well as
two compressors built by Bob Fine,
military compressors, an RCA BA-6A
limiting amplifior simplified schematic,
and two Teletronics LA-2A tube com
pressor/flimiters.

What is missing, but not missed, is
any effects or processing on the recorded
material. Focusing more on miking, Doherty
shares one particular tip that is exclusive to his
sessions. “The Sennheiser 441 is pointed
completely off-axis, about eight inches
away from the edge of the hat facing the
back of the kit. The hi-hat sounds more like a sample because there is
nothing there other than a hi-hat. No snare, no room, no kit."

Once recording is completed, O'Rourke steps up to the console for
the mix, but does so with the philosophy that the music comes first.
Doherty explains, "[O'Rourke] may be one of the only engineers | have
seen that mix for the music. Other mix engineers have all the bus
compressors and inserts and effects dialed in before they have even
plugged in the Firewire drive into the G5

He continues, "[O'Rourke] brings up all the faders and listens to the
song. Then he moves the faders around until he gets the most musical result,
after which | print it. Sometimes a hair of top was added because we were
working with 156 IPS. Mixing had the very occasional roll of 22 or 27Hz. Many
of the songs were tracked and mixed with no EQ, and the bulk of the songs
at mastering required no EQ. | thought that was extraordinary.”

"I needed the trust [in O'Rourke],” Orton admits. “It's been tough
for years. | had been drowning. | went into this downward spiral. |
stopped writing for months, then becoming really inspired. | didn't stop
writing. I'd literally have to force myself to sleep at one in the after-
noon after writing all night. They were written without being for any-
one but me. To a degree, you could call that confessional, which is a
word |'ve always balked at. | have nothing to hide in that way any more.
If that's what | do, that's what | do.”
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The scenario is one that is tragically familiar to
most of us: a slightly (or not so slightly) intoxicated
converser pulling out a copy of Live at the Leeds,
Get Yer YaYas Out, or — precariously enough — At
Folsom Prison, only to slur nostalgic about their
attendance at said event(s). The problem? Besides
their breath being an assault on all things olfactory
in nature; the aforementioned assailant is only 25
years of age — and lest we toss arithmetic to the
wayside, we must sit there in pensive amusement
as we are bombarded by vanity lie after vanity lie.
Such was an unavoidable occupational hazard
for those of us foolish enough to talk music, let alone
live recording, with imperfect strangers in the dark
hours of the night. Or so was the case until Eric
Welsh, Jake Walker, and Jim Coudal of The Show
{theshowlive.com) decided to take guerilla record-
ing to the next level of marketability and hit the road
with acts such as The Pixies and Dead Can Dance,
capturing every unigue performance and offering
weli-packaged, professional “"bootlegs” to rabid fans
interested in reliving that special night where
Frank Black crooned "Debaser” just for them.
Started with a mere few days notice whenThe
Pixies commissioned them to overtake the task of
recording their last 12 concerts of 2004, The Show
has since immortalized numerous live perfor-
mances in both North America and Europe. Their
setup is fairly simple, according to Welsh who
also co-owns and operates Chillhouse Studios in
Boston, MA (chillhousestudics.com). Three PreSonus
DigiMAX 96k units, patched via XLR audio splits,
covered the 20 input channels used by The Pixies —
which were then sent out optical/ADAT into the
Alesis HD24. The remaining four mic pre’s were
used for ambient microphones (Shure KSM32s);
two on stage and two near the front of the house.
The positioning of said ambient/crowd mics
can pose quite a challenge, Welsh informs us. “I
make it a point to place them in the best areas
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past girls to this. We sure did.
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KEANE MHopes and Fears (Interscope)
Produced by Andy Green/James Sanger

Not a brand-spanking-new album (or a very
solid one), Hopes and Fears is nonetheless
getting a lot of play in adult alternative circles.
Keane belongs to the same sub-category as
bands like Coldplay, yet is remarkably differ-
ent in that they are comprised of only voice/piano/bass/percussion —
which makes, from a production standpoint, for an interesting listen,
as the mix is similar to many alternative bands, but the piano occupies
the space generally reserved for guitars. Plus, you can get sad over

| have available, and
keep them in phase
with each other when
setting up a stereo pair.
Simple things like wind
and rain can ruin the
recording if you are not careful; and putting a micro-
phone next to the overzealous fan that can clap
with the strength of Bigfoot, or yell louder than
your grandmother, is generally not the best idea.”

The gear is connected to a backup battery sys-
tem in case of power failure. "You'd be surprised
how often power can go out during these big
festival dates where 10,000 generators are
feeding power to everything,” Welsh remarks.
"Once the concert is recorded to the removable
hard drive, a backup copy is made. After the tour
is over, | take the hard drives to Chillhouse and
begin mixing with the Yamaha DM2000."

But why use this particular set-up? Isn't it a
bit, dare we say, archaic, given the relative ease
and convenience of computer based recording?
"I have used Pro Tools-based systems on past
tours,” Welsh says, “and though nothing is wrong
at all with that approach, | feel more comfortable
with a system that does not require a computer
or leaves itself open to the many technical issues
that can go wrong while on the road. Equipment
gets tossed around a lot when shipping to other
countries, and it is also more cost effective and
a safer option, in my opinion, to have multiple HDR
units as opposed to a computer setup for the type
of work | am involved with. Simple and powerful
is what | am after”

Concerning the DigiMAX 96k, Welsh explains,
"The DigiMAX 96k’s offers exactly what | need —
clean sounding mic pre’s and limiters that | have
found very useful. Once audio hits the DigiMAX
96k’s, the path remains digital all the way to the
final mastered and mixed CD. | can record a nice
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hot signal and adjust the limiter so that it will only
engage if the audio signal peaks; thus, no mat-
ter how hard the kick is played, | will never clip
into the red on the HDR. If | see that the limiter
is getting hit too often, | simply turn the gain down
a little. This is perfect for a band like The Pixies,
who do not sound check. After a good line check
with the crew, | have my basic settings; and
after about a minute of the first song I'll have
maximum levels eating up all 24 bits.”

Though the business model isn't new per se,
The Show's approach is undoubtedly different
from what other “on the fly” companies offer.
Where other companies offered the final product
directly after the concert, The Show manually
flyer gigs (as well as working with the mer-
chandising companies) and sell vouchers that
are redeemable online or at one of their provided
on-site computers. Within a few weeks, the CD
is then shipped to the customer, who then
ends up possessing a high-quality, live record-
ing complete with unique packaging consisting
of pictures and a setlist.

And this approach may help save that part of
the world inhabited by those of us who simply
have neither the time nor the desire to listen to
another intricately woven, faux narrative consisting
of "that one time Gene Simmons pointed at me
during 'Black Diamond’ while they recorded Alive.
Can't you see me in the liner photos? Row ZZZ,
dead in the middle? The one with the long hair?”

.. .or it could be responsible for quite the
opposite; and please help us if that's the case.

—Matt Harper

AFRIKA BAMBAATA Dark Mattor
Moving at the Speed of Life (Tommy
Boy) Produced by everyone Mixed by
everyone +5

Afrika Bambaata is a hip-hop legend . . . and
there are plenty of good reasons for that.
Always the innovator (while retaining a sense of
retro charm and celebrating the roots of the

genre he helped create), Dark Matter manages to merge old-school hip-
hop with a bit of funk/psychedelia (think 2 Live Crew meets Parliament).
Wielding an incredibly balanced and lively sound, this album allows the

listener the opportunity to focus on every nuance, as opposed to simply

crushing the backing music with the vocal tracks. Are you producing a
real hip-hop album? Here is your blueprint.
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BY JOHN PAYNE

HING

All you kids out there mlght be surprised to hear about this, but there once was a time, and not too long ago,
when musicians, recording engineers, and record producers relied on magnetic tape, splicing blocks, and knob-laden con-
soles to compose, record, edit, mix, and apply effects to the sounds they were making. Sound incredible? But it’s true. The
development of software for audio application — variations of which are now commonly bundled with any basic Mac or
PC, and which your little sister is right now using to master her underground dance jams compilation — was initially a
slow one, the hardware and software worlds grudgingly coming to terms with each other’s potential cooperative
progress, and yet when the ball got rolling, it really snowballed, eventually changing everything we thought we knew about
the art and craft of composing and recording music. Here, in the words of the major creative minds behind audio software
design, is how the story unfolds. As we shall see, it rarely had much to do with “visionary” genius, and a whole lot to
do with concurrent advances made in hardware technology, enlightenment gleaned from like-minded but independent-
spirited musicians and technicians in the field of audio engineering, a lot of grit, desire — and sheer luck. . . .

EVAN BROOKS, DIGIDESIGN

| started out as a musician and technologist, studying
electrical engineering and computer science at
Berkeley. I've been playing in bands since | was 13 or
14; Peter, who | started Digidesign with, we've been
playing together in bands since high school. Still do,
in fact.

Back in high school, we would record ourselves on
whatever reel-to-reel tape machines our parents had,
and then we invested in one of the first TEAC fourtrack
machines — remember that thing? Of course, once
you got a four track, with overdubbing and synchro-
nizing, and everything was edited to two track masters,
you'd do splices with the razor blade and grease pencil. We used
pencil [laughs]. | also did some rewiring and hacking of existing gear
to fix it. Sometimes it was done in sport, sometimes to improve
something or take care of a badly designed product. Or I'd make
some sort of a patch, or build kit synthesizers or synths from scratch
where you just sort of make it up yourself.

The earliest work that we did at the company came out of a num-
ber of years of just playing around with electronics and electronic music.
We had built a recording studio basically from scratch; Peter had gone
to college for recording arts. He bought a Drumulator one day — he's
a drummer himself — and he said, “We can certainly change these
sounds on it" And | had no friggin’ idea how to change the sounds on
that machine. So | said “sure,” and we just learned how to do that. We
went to the company and asked, “How do you change the sounds on
the Drumulator?” They said, “A lot of people have asked us how to do
it, and we're happy to tell you but nobody’s ever actually done anything
with this information.” | said I'd guarantee them that if they told me what
it takes, I'd do it.

He explained the process. So, of course, we had to sample these
sounds, and back then you couldn’t just go out and sample sounds; the
only samplers back then were the Emulators. So we hacked into the
Emulator to use its digital output; Peter wrote some custom software
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Lhat would let us take sound out. Then we
had to make a computer, and we had to
design some interface parts that would
sample into this computer.

Over time these drum machines got to
have higher and higher quality sounds, and
suddenly the Emulator’s recording wasn't
quite good enough. Remember the Sony
PCM? That was the high-quality sampling
machine of its time; actually it's still pretty
good. So Dana Massie [fact check] over at
E-mu shared this information with us.

We wanted a card with a digital output
that records things on the PCM and then
brings them over to this computer. But we were still getting ASCII
gibberish on the screen when it was time to edit it, because when
you'd record a drum sound, these drum chips were really tiny and the
capacity was really low. At that time it was: how do you fit a very long
decaying sound onto this really short chip? You have to use a lot of com-
pression, and a lot of really brutal editing. And it turned out that doing
editing like that was really difficult — you could never do it on tape, it
just doesn’t work; but doing it onscreen with a bunch of ASCII characters
was ridiculous. So it occurred to me that if only | could see the sound,
| could make qualified decisions about where to edit things.

This was at the time that the Macintosh came out, and suddenly,
when | created a bit-mapped illustration on it, the first thing that came
to my mind was, “Oh my god, |'d be able to see the sounds that | was
trying to edit on the screen.” So it'd be great if | could take the sound
out of this s100 hobbyist computer we had made, and transfer it out
over to the Macintosh.

The Emulator Il had come out at that time, and so we worked with
E-mu to actually write the software we needed using the Emulator ||
as the sampling part. The idea was, you'd sample yourself on the
Emulator 11, just download it to the digital interface that was included
with the Macintosh, where you could then edit the sound, and then
you'd play them in the Macintosh. But if you could edit them, you could



The idea

behind recording and
editing digitally was out

also do signal processing, because suddenly you had
a computer that had a serious crunch to it, relatively
speaking for that time. You could edit the sounds,
manipulate the sounds, and then you would send them
back. From there, you could move all the parameters
of the edit of a complex instrument.

MOTIVATION

A lot of people look back in hindsight and proclaim peo-
ple to be visionaries, and in fact | think we're all
pretty short-sighted. Motivation is the key ingredi-
ent. I'm mostly motivated by my own needs, and
what it is that | need at that point in time. Back in the
early '80s, | couldn’t meet my needs with the money
| had available. Back then, if you wanted to do digital
recording you had to buy a Synclavier for a couple hun-
dred thousand dollars each, right?

The idea behind recording and editing digitally
was out there, and it'd been put together by people who
had an enormous amount of money — but they could
never sell the thing. People over at Lucas were
doing state of the art things; they had money
and the time, and they had the expertise to
develop custom systems that were doing all
the audio and video editing, and they had the
processing power. But poople like us would look at that and go, " Yeah,
that'’s really cool, but I'll never get one of these things in my lifetime.”

But what you do is, you say, "Wouldn't it be neat if. . .?" Then you
turn your attention to your basic needs, like "How am | going to edit
this?” So for me, having all the experience with the technology and the
computers, it was a no-brainer to me that our music was moving into
the digital realm, because we were working with sampled sounds. |
needed something visual to be able to edit it with, something accurate,
something reproducible, and for God sakes, something that you could
undo, because | was not a good editor, and you make a mistake with
a razor blade, and it's just over. So for my needs, | needed something
where | could just say "undo.” And when that concept was presented
to the guys at Macintosh, it was kind of the obvious answer to the
particular problem of what we were doing at the time. In that sense,
| guess it's visionary in that | really believed that this is the way to go.
Was | thinking about 32 channels of multitrack recording and all sorts
of DSP? No, | wasn't, because it was not what | was doing at that time,
and it was just so far out in the future.

Once you're editing, though, you want to be able to hear what you're
editing, right? If you're editing this nice 16-bit audio, but the Macintosh
you're editing it on has 8-bit playback, you can't make any subtle
changes and actually hear it, because the sound quality is so crappy.
So | said to myself, “How do | improve this situation? Where am | going
to get better audio output?”

| started looking at the interfaces to the Mac, how to get high-
quality audio in or out of this thing, and that's when we came out with
an interface for that machine that had high-quality A-to-D jacks on it.
From there | plugged a Mac into it and | could see what | was doing,
but gosh, whatever | was doing sure took an awful long time. | could
sit there and type in some numbers and do a lot of crunch, and then
I have to listen to it, and if | don't like it | have to go back and type in
some more numbers and let it crunch and listen to it again.

And you start comparing that experience with the experience you
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had on an analog console, where you can just reach out and
grab something and turn it and adjust it, and you start to
realize that the thing that's missing from the experience is
that the modified listen cycle is all wrong for the digital
purpose: When you're adjusting something, it's a continuous
loop between your hands making the adjustment and your
brain listening to it, and you can't just tum it from here to there;
it's an interactive process. It's a loop. And you don't really notice
it because you're used to doing it all the time, but when
suddenly you have to slow down and do it piece by piece,
and there's a big gap between each piece of the movement,
you realize that it is a big loop and it's performed over and
over. And when you make it take a long time, it grows from
being ordinary to tedious.

So that was the next big thing that was missing from the
picture. Our focus started to become "How do we speed up
this process?” And there were several ways you could do
it: You could get more clever with your coding to make
things go fast, or how they do it with some Photoshop
types of filters where it will render only a portion of the pic-
ture you're working on. Or you can try to accelerate that
process in some fashion. And our answer to
that came in the guise of the Macintosh II; not
only was it faster than the original Macintosh, but,
lo and behold, it had card slots, and suddenly you
could fit things into this machine.

So the first thing that occurred to me was what can we do about
our problem here, our modified listen cycle? A good friend of mine who
used to be at E-mu, a guy named Terry Schott, was working for
Motorola at that time, and he said they'd been working on this
digital signal processing chip that would be well adapted to audio. Terry
got us an early prototype of this thing, and the very first thing | did was
design a card with a circuit board, put on some high-quality digital-
analog converters, and then we wanted our Sound Designer software
to take advantage of it, so that all the EQs and whatnot that you
could do in Sound Designer would actually run on this board. The
digital signal processor would run in real time on this audio, then
pump it out as analog output in 16-bit. And you could tweak the
parameters on the screen — and suddenly, everything was in real time,
and it was like night and day.

We took this board to the NAMM show, just to get some feedback
from people, and we were just inundated. People thought right away,
"Oh my god, this is amazing.” We figured out that we were gonna have
to add some analog inputs to this thing — that version we showed at
NAMM we had made in, like, two weeks, staying up all night at
Apple, who was working with us real closely at that time, to make this
thing work in time for the trade shows. It was only monophonic at that
juncture, but we came back and we tricked it out and came up with what
eventually became the Sound Accelerator.

Having solved the modified listen problem, the next thing that became
apparent was that the biggest limitation of editing in the Mac was that
you had to fit everything into memory if you wanted to hear it; using a
floppy was ludicrous, and if you did have a hard disk, it was excruciatingly
slow, you couldn’t actually play audio back in real time. So when the
Mac Il came out, the technology again had advanced by that point that
the hard drives were just barely fast enough to play two channels of
16-bit audio at 44kHz. What was happening was that these drives, as
you'd use them, would start getting hotter and hotter, and the metal
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Analog. Amen.

inside would start expanding, and the drive every so often would

revolution, like at the beginning of the life cycle

have to recalibrate itself, trying to figure out where all the tracks Hfguably the mOSt of a technology you tend to go through a rev-

were on the disc, because the size of the disc was changing.

So every N number of minutes, the drive would shut down tweaked data

and it would rescan the disk and figure out where everything a I'ChiUi ng

was again. And if you didn't do this, then you got a bunch of
drive errors.
This was a huge problem. You'd be recording to hard

standard in

olution, with big changes in the big picture.
The last kind of major sea change that we all
saw, and we're still on the tail end of, is the
migration along the lines of duty of these
workstations that have dedicated hardware
to drive the software. There are workstations

disk, and you'd get a glitch in the middle of it because the drive hlstory. . Dlglt al. that don't require external signal processors

had basically gone offline for a tenth of second, half a second,

whatever it was. And by then you'd be screwed. | brought in Dang. \\/hat the

a little device that would play the audio from the hard disk and

sure enough it worked. So we built that, and suddenly Sound heCk happened to

Designer went from being really a kind of sample-editing toot

or external boxes; a lot of computers now
come with high-quality converters built in, hard
drives that are large enough and that literally
can do anything straight out of the box.

As it turns out, what has happened is that

to being a real two-track ful-length audio production console. the \Uarm—groouy— people’s needs and desires have grown to

That was a huge shift. And again, it was this beautiful perfect

storm of the technology being there and a need being had at b Ig—fat—ln—your—

the same time.

The visionary part is being able to recognize that the faCB SOUﬂd?

technology that's there is going to be able to meet
your needs, and then you further saying, “Now
that my needs are met, what new things can we do
that we couldn’t do before?” Sometimes you
couldn’t do something just because the technology wasn't available;
or the technology was available, but you just couldn't afford it.

This technology was so much more useful and efficient to us [as
recording musicians and technologists] than the analog technology, that
we figured other people would be driven by that also. And suddenly
we realized that the technology was out there to make essentially a direct-
to-disk Synclavier for a small percentage of the cost. You could bring
these tools that are eminently useful into the vocabulary, because now
everybody would be able to afford to use it.

When we started the company, we decided to make a purposeful
move into hardware. And that was a very different step, because it had
been so expensive. We didn't have experience contracting out to
make circuit boards and purchasing electronics parts, testing, etc., so
it was a really big deal. Originally | was the hardware designer, but it
became clear to me that there were people who do this kind of thing
for a living day in and day out who'd do a much better job than me —
people who were doing parts buying for electronics,
people who understand the whole process of circuit
board design — and as we got into the more advanced
Pro Tools system, we had specialists in communica-
tions, as there was a need for developing techniques
to include people who'd use the product.

THE MUSICIAN
OF THE FUTURE
| think of myself primarily as a musician. That's what
I sit down and do everyday; I'm a piano player. It's cer-
tainly an indelible part of me; it affects how | think, how
I look at the world, and how | think about problems and
how | solve problems. Being a musician, | was mak-
ing products for myself. | can see the utility of the future
as it applies to music and musicmaking, because
that's my job. That's what | do.

Digital audio is pretty much a mature industry
at this point. People like to talk about evolution vs.
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keep pace with the capabilities of comput-
ers. What people were doing with ProTools
10 years ago you could probably do entirely
in software now, but the fact is that people
are doing a whole lot more than they
were 10 years ago, and they have a
whole lot more things that they want to
do, so they're still pushing the limits.
But that move toward software only is kind of the last big thing; every
s0 often you see people come out with new ideas, but mostly now it's
incremental — taking more functions and putting them strictly on
software, making it work more reliably together.

People coming out with things like synthetic singing, for example,
things that you can't do yet. Well it alt comes back to that old category
of "What can't you do?” Software that literally can understand enough
music to take polyphonic music and pull it apart, and you can edit it after
it's been mixed. These are the kinds of things that people will say,
"Wow,' about at some point in the future. | don't think they're anything
that people are particularty missing right now, ‘cause just about
everybody's needs have been met, but people keep pushing that
envelope and coming out with new ideas. As the processing power
grows, so does people’s ingenuity.

McDSP

Analog. Amen. Arguably the most
tweaked data archiving standard in
history. There were many techni-
cal and objective criteria, both of
which would change as the music
ndustry grew. Many thanks to the
brilliant folks who have gone before
us to give us this Holy Grail.

Digital. Dang. What the heck
happened to the warm-groovy-big-
fat-in-yourface sound? Computers
have a funny way of doing exactly
what we tell them, not what we
want them to do. Ditto when it
comes to processing and saving
our audio data.

And so the digital revolution
begins.

Where was 1? Like most of

COLIN McDOWELL,
K)
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THE SOF TWARE CHRONICLES

OK is this part of the revolution®
Industry pros with analog-

you, I'm just another foot soldier in the professional
audio space, trying to figure out what to do next. So this
will be kind of like embedded reporting.

PAST
After many joyful suit-wearing years at IBM, | started at
Digidesign in 1995. TDM was fairly new. Piug-ins were
in modest supply. Analog angst was in full swing. The
sound of any DAW was regarded as lifeless, without char-
acter, punch, or warmth.

Digital signal processing products of the day went
for flexibility, but with the exactness only a
computer could achieve. So while a user
could now precisely carve out frequencies,
or set up a compressor on every track, the end
product was still fairly sterile

| was tasked to improve the sound of the Digidesign EQ and
Dynamics plug-ins, while making the algorithms as efficient as possible.
The EQ Il and Dynamics |l plug-ins were done in 1996. During this time
| also created a 4-band EQ config called the GQ (it was green, getit?).
It used the same algorithm from the EQ I, just different filter shapes.
Dave Lebolt, then the Director of Product Strategy, was (still is!)

experienced
ears giving a
sonic nod to,
holy crap,

a software
plug-in?

pretty anal when it comes to the sound of things,
so | figured he'd give me some tips on how to
make it better. We went to a local studio where he
and Eric Valentine (Third Eye Blind, Smash Mouth)
checked it out. After 20 minutes of tweaking, to
which | assumed both would say "this sucks,” it was
instead received warmly (no pun intended).

OK is this part of the revolution? Industry pros
with analog-experienced ears giving a sonic nod to,
holy crap, a software plug-in? Never mind it was a
single precision, extremely minimal algorithm. It
had a sound that met some subjective cri-
teria known only to folks who spend
way too much time in dark rooms with
mixing consoles and big speakers.

So was it right then, to design products in the spirit of “as many
as possible on a single DSP chip,” or would it have been better to put
the sound quality above all other design criteria, and worry about
how many channels of audio it could process later?

If one considers all the overdesign that goes into analog gear, | think
you come to the same conclusion.

And so fesson number one was learned. It's the sound, dummy!

NAMM 2006

The powers on up said they were sending me to
NAMM. The ubiquitous “they” always say that the
first tour of duty is always the hardest, but still. .. .
It didn’t calm my nerves any when my pharmacist
said there was no such thing as Agent Orange
repellant. So | packed my bags, said goodbye to my
loved ones, and checked the list.

Bowie knife: check. Digital audio recorder:
check. Earplugs: check. Garotte: check. Pool ball in
a sock: check. Digital camera: check.

Ready to roll.

It turns out that it wasn’t really all that horrific.
0K, shell shock can affect you to the extent that
you'll find yourself saying “what?” a lot during
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conversations at the end of each conference day
(refer to item #3 on our checklist). That and your
knees will never forgive you. But | came back in one
piece, although F'Il always hit the deck when |
hear someone do a rapid roll on a snare.

And while you might not have been brave
enocugh, bold enough, or even otherwise able to
attend the 2006 NAMM convention in Anaheim,
here’s a helpful list of music software products
that you might have missed.

M-AUDIO PRO TOOLS M-POWERED 7

0K, so it's an update, but if you've already got
version 6, you can get the newer version for free, and

'World Radio Histol

10 + 1 COOL THINGS YOU MIGHT HAVE MISSED

perhaps enjoy features like how the software can
combine audio and MIDI capabilities on one chan-
nel, and how it's now compatible with ACID and REX
file formats. Newcomers still pay around $250.

SIBELIUS 4
Even though the software comes packaged in
what appears to be a box of tampons, we were

pretty excited aboutthis product. Sibelius 4 saves
composers a ton of time and lessens human error
by automatically revising all desired parts in a
score at once, or changing all the parts in a score
when altering one specific part (violins, for exam-
ple). The 1,700+, ready-to-use worksheets are then
ready to print. Expect to pay around $435.

You can also get just the sample library in
Sibelius 4, named the Garritan Personal Orchestra,
for around $210.



When a user finds something they can use, it will be their first call. It
doesn’t matter if it can do 128 audio channels on the head of a pin, or
does a mere two channels once it completes its required 24-hour warm
up cycle. Audio engineers need tools that sound good. All other mat-
ters are secondary. Just look at how many folks thought splicing tape
was a good way to work!

As my tenure at Digidesign continued, | began to note how the Pro
Tools application grew, and yet the signal processing aspects of it (the
plug-ins) were largely unchanged, or at least very low on the engineering
queue of work. The GQ never saw the light of day.

Well, | liked the signal processing part of it all, and later moved on
to Dolby Laboratories. We did DSP all day long. Life was good. Dolby
E was fun (I still say it should have been “Dolby G" and green).

| read all about how Dolby started, the first set of products, and so
on. It looked like even more fun. | figured if the dot-com folks could do
it, then so could |. My wife had a license to kill me in my sleep if all did
not go well. McDSP was born.

NEARLY PRESENT

McDSP’s first product, FilterBank had (has!) the highest level of
sound quality | could spec out — zero noise floor, no sample delay, flex-
ibility beyond any competing products, and sounded amazing (IMHO).

It could adapt to a variety of user criteria for “good sounding EQ”"

Our first trade show was AES in San Francisco in 1998. | had the entire
company on a dolly — one CPU and monitor, a box of lit, free slinkies
and product demos. | met our first customer, the very excitable Rob Barrett
Jr. | crashed and burned demonstrating to Jerry Harrison. My wife asked
Rhett Lawrence if he used ProTools. In short, it was awesome.

With each demo, | learned a little more. Every bit of potential
customer feedback gave me more insight into what folks wanted
sonically out of EQ (and later, compression), and every dang one
of those passionate comments somehow made its way into the final
version that shipped in early 1999. | have been asked many times
how | came up with FilterBank’s sound. The answer is simpie — |
didn’t, our customers did.

Let's call that iesson number two. It's the customers, dummy! Folks
in the pro audio space expect gear to sound amazing and work forever.
Why does a Neve 1081, a Manley SLAM, an API 560 command such
industry respect (and high retail price)? They are as reliable as they are
sonically superb. And when something goes wrong, there's a human
on the phone in about 30 seconds to explain how it can get fixed (or
how to download the update). Minimizing periodic update charges isn't
a bad idea either.

I expect many other "old” plug-in companies had the same kind of

BY ROBERTO MRRTINELLI

MOTU DIGITAL PERFORMER 4.5

Yeah, it's an update, but it's got new features like Beat
Detection, automatic delay compensation, retooled
EQ features, and Apple Loop support.

ADOBE AUDITION 2.0

The new version of this program features a new,
low-latency mixing engine, features 50 audio effects
and DSP tools, 5.1 surround sound support, and new
mixing and mastering tools, amongst others , . . a hot
ticket item, fo' sho. Buy the full one for $350, or
upgrade for $130.

MOTU MACH 5

This plug-in sampler supports every major pro-
duction plattorm on Mac or Windows, and allows
you to load samples from every major sampler for-
mat. It also supports 24-bit, 192kHz audio. Mac
users get screwed, though, and have to pay $70
more than the $300 Windows users will.

MOTU SYMPHONIC INSTRUMENT
For $280, you get MOTU's 8GB library of orchestra
sounds that can be loaded into a maximum of 16
different instruments per instance.

BIAS PEAK PRO XT 5

For about a cool grand, you can get this Mac-only
audio editing software, whose new features include

BIAS Freq v. 2.0 4-band paragraphic EQ, a new
compressor/limiter plug-in, and unlimited undo/redo.

MOTU MX4

With all these MOTU items in the list, you might be
raising an eyebrow. Well, it's partially because
this is the most METAL (my specialty) company in
this report. | mean, "MOTU” does stand for “Mark
of the Unicorn.” Wow! Makes you expect Dio and
Kai Hansen to team up and bust through your door
as soon as you install the Mac-only MX4 MultiSynth
with unlimited voices, polyphony, and instantia-
tions. Is $280 a lot to pay for just another song about
horned horses? Haha, no.

SYNFUL ORCHESTRA

According to Synful, the Orchestra plug-
in is a revolutionary program that goes
beyond acoustic instrument sampling or
synthesis — the sounds in the program's
library are all recorded phrases that can
be manipulated to levels unheard of in the
realm of simulated acoustic performance.
Another purportedly unique aspect is how
10 virtual players will divide the notes
played amongst themselves, rather than
all playing the same notes, as other pro-
grams would have them do. Can we geta
copy? Pleasssseee?

TASCAM GVI GIGASTUDIO PLUG-IN
According to TASCAM, this plug-in shares many
of the same attributes as the GS3, like 36kHz/24-bit
sample support, unlimited polyphony and embedded
GigaPulse convolution, but in plug-in form, that
should work with your Windows-based workstation
software.

TC-HELICON HARMONY4

This little plug-in allows you Pro Tools HO and TC
Power Core users to add one- to four-part har-
monies to vocals, even after the singer is long
gone. MSRP for this item is $745. We have a feeling
you'll pay less in the real world.
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experiences. Users wanted to integrate every
aspect of their work into a DAW session file,
and yet found the need for outboard gear con-
tinuing, if not increasing with the complexity of
new sessions.

And so the plug-in industry grew. As more
digital audio workstations found their way into every
day use, digital signal processing (plug-ins) became
a permanent part of the studio.

McDSP grew from the extra bedroom in the
house, to the dining room, to real office with
employees and cubicles. Heck, | think we're a real
company now.

PRESENT

Now the digital audio workstation market is
huge (have you been to Hall A at Winter NAMM
lately?). Many options exist, not just ProTools. Even
some of the big analog hold-outs (Neve, SSL)
have joined the ranks of plug-in developers.

There are tools both flexible and one-trick-pony-
like. Emulations and innovations abound in EQ,
compression, virtual instruments, reverb, and
guitar amp simulations. It would be
very hard to make a “bad recording”
these days.

And yet is this a good place?

We are overrun with plug-ns of every conceivable format, type, make,
and brand. Some are great. Some are not so great. How is the user sup-
posed to parse through all the information? Let’s go back to the days
of a few manufacturers with good reputations and know the gear we're
going to buy will be around at least as long as we are.

You could say the digital revolution has led us into digital anarchy.
Few file standards, many competing platforms, computers, and soft-
ware updated at such frequent intervals you wonder when you're
going to get back to making, what'd they call it, music?

Fortunately, we all have the same facilities that allowed us to
make choices in the “good old analog days” — our ears and the
space between them. Does it sound good? Can you use this feature?
Do you like the color green? [t all comes right back to the customer and
the customer’s needs will continue to drive the industry forward.

FUTURE

Like the giants that have come before us — Neve, SSL, API, and
many others — innovation, dedication to customer base, and reliabil-
ity will determine who among us will be around in the next 20 years.
Oh yeah, and it's gotta sound “warm." Here's to hoping it's green too.”

STEVE BERKLEY, BIRS, INC.

The story of BIAS, Inc. begins with Peak 1.0. | originally wrote Peak in
1995 because | used the audio editing tools of the day and found them
limiting. My perspective was, and still is, that of a composer, sound
designer, and keyboardist. Digidesign's Sound Designer and Passport’s
Alchemy were great tools at the time, but | became frustrated with some
of their limitations, and that was my muse.

Sound Designer was slow when working on large files. Alchemy was
super fast but had to hold the entire sample in RAM (remember
when RAM was expensive?). Sound Designer was destructive —
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Fortunately, we all
have the same
facilities that allowed
us to make choices
in the “good old
analog days”— our
ears and the space
between them.

Does it sound

good? Can you use
this feature® Do you
like the color green?

with only one level of undo, | always felt |
was one edit away from messing up my
source file. Another drawback: Sound Designer
required hardware.

When Apple began to ship the first Power
PC Macs in the early 1990s, | realized that
there was an exciting future for native audio
software. So | decided to write a dedicated
sample-editing application that had the best of
both worlds (fast and non-destructive) without
requiring extra audio hardware {native).

So the result was Peak 1.0 — a fusion of an
audio editor and a DAW. The editing engine
under the hood in Peak is essentially a DAW-
like EDL-based system but with a 2-track audio-
editor-style view of the EDL. This makes edit-
ing fast and non-destructive, and gives you
an unlimited undo/redo capability so you can
always try something out and go back later. As
a composer who likes to write my own sound
design tools, | also got to add many interest-
ing sound design tools into Peak, such as
Convolution, ImpulseVerb, Harmonic Rotate, and
Rappify.

My wife Christine and | took Peak
1.0 to the NAMM show in 1996,
hopeful that a few people might also
find Peak interesting enough to use. To our surprise, it was a huge hit.
There was a void in the market for sample editing, so it was good tim-
ing. That's how BIAS got started, and for the first year we operated out
of our rented condominium in Sausalito, California. Several other
talented people joined our cause, each of us working as a “distributed
company” out of our own homes in the San Francisco Bay Area.
Soon BIAS outgrew the home-operated infrastructure and it came time
for us to open our first office in 1998. We're still a very small company
relative to others in the M, just 20 people, mostly musicians like me
who believe passionately in our products and end-users.

ON NATIVE AUDIO SOFTWARE

AND THE EVOLUTION OF
SOFTWARE PLUG-INS

We've always placed a great deal of importance on supporting third-
party plug-ins. Allowing other companies to extend your product
via plug-ins is an extremely successful model |'ve observed other com-
panies like Digidesign and Autodesk use to build a large third-party
developer base, and keep their own products exciting by leveraging
and co-marketing with one another.

When Peak 1.0 first came out, processors had only recently
become fast enough to mix and apply gain to audio. As a result,
plug-in formats were all offline, except for the ones that used a
56k chip on a dedicated hardware card. OSC was supporting
Adobe Premiere’s audio filter plug-ins in Deck, so | decided to add
this to Peak 1.0.

This ended up being a great thing, especially for SFX Machine, a
sound effects monster that was once published by BIAS. We really pushed
the envelope with Premiere plug-ins, even allowing them to be used
in real time at one point {commonplace for plug-ins now, but very inno-
vative in its day).
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Later, we added support for Digidesign DAE
and TDM plug-ins in Peak 2.0. It was becoming
clear that processors were headed toward
exponential speed increases, and by the time Peak
2.5 shipped we had added support for what
had quickly become the dominant native plug-in
format, Steinberg’s VST. Peak Pro 5 now also
supports virtual instruments (VSTi), as well as
Apple’s AudioUnits plug-ins for real-time effects
processing and instruments.

ON THE EVOLUTION

OF THE MAC O0S

OS transitions are hard, period. And nobody
likes them. But we have to do them. After going
through the months of work that was involved
going from 68k to PowerPC, from Toolbox to
Carbon, from CFM to Mach-O, and
now working on IBM to Intel, Id say I'm
now ready for a littie break from tran-
sitions. But | think Mac OS Xiis a great
OS for audio and has a bright future.

and DSP.

ON AUDIO EDITING INNOVATION
Some features people may not realize were original Peak innovations:
Blending, Unlimited Undo/Redo with audio, Threshold, the Recording
Notepad, editing during playback, “Loop Surfing” to move loops points
alone or together in realtime during playback, Dynamic Scrubbing,
native third-party audio plug-ins running in real time. . . .

Dynamic Scrubbing is a feature that grew out of a sound effect
| used while working on some compositions | was writing using an
Ensoniq EPS-16+. Basically you could make a very small loop,
and then assign the loop position to a controller like the mod
wheel. The effect was very coarse, but it was exciting because you
could “play” through a sound at any speed, forward or backward,
without shifting the pitch. When | implemented this in Peak, |
was able to refine it by applying an envelope to the sound snippet
to eliminate any crackling.

The Playlist, which first appeared in Peak 2.0, was based on the old
Sound Designer Playlist, but with some novel ideas. First, it didn‘t require
all the regions to reside in one audio file — you could use regions from
multiple files. Also, we put native realtime effects plug-ins on each indi-
vidual plug-in event. The Playlist went basically unchanged for a while,
until recently. The Playlist in Peak Pro 5 has a graphic view, unlimited
undo/redo, and direct support for CD-burning with CD-TEXT, PQ-
subcodes, ISRC, audio-in-pause, and so on.

ON THE FUTURE OF
AUDIO SOFTWARE
As Peak was successful enough for us to grow the company with it,
we've been able to add engineers that have been working on new prod-
ucts for us like SoundSoap & SoundSoap Pro (Noise Reduction) and the
Master Perfection Suite (Sqweez, Reveal, Repli-Q, Gate-X, and
PitchCraft). We've developed a nice collection of mastering plug-ins, with
beautiful user interfaces that complement the editing and mastering
tools available in Peak.

Peak has evolved into a robust product, an industry-standard for
editing audio on the Mac, with a large and devoted user base. It's
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Software samplers
already existed

(I remnember the
now defunct
Bitheadz Unity), but
there was no strong
integration between
software, sounds,

not been easy, but we're doing great. Our
SoundSoap noise reduction products have been
very successful because we listened to users’
requests for easy-to-use noise reduction.
Peak’s users and beta testers have been
invaluable, providing lots of feedback over
the years that has literally shaped the fea-
ture set of the product, yet we've man-
aged to keep the product as simple to use
as a text editor.

The music software industry was originally
created and sustained by a group of innovative
companies with visionary ideas. Into the
future, the industry must continue to be
seeded with more people who have inter-
esting ideas. Great products are created by
people who can think of unique approaches
to solving problems, new ways of
processing sound, and are willing to
take bold risks to try new things.

There are a lot of exciting tech-
nologies | expect we'll start seeing more of in the next few years, and
| would also expect to see native processing power continue to
increase, with more distributed processing capabilities, and better
audio quality as a result”

ENRICO IDRI, IK MULTIMEDIR

| have an electronics educational background, but | started studying music
when | was 10 years old and then began playing the guitar. Then | moved
onto leaming everything | could about traditional recording and production
with my first experience in digital music in the late ‘80s and early '90s,
first with NeXT (anybody remember this Steve Jobs adventure?) and
then with the Macintosh, where | was able to work on digital audio,
making musical productions in dance and other styles.

| had been always passionate for computer music, back to the early
days of MID! sequencing with a Yamaha MX computer, one of the first
examples of a music-dedicated computer that was in retrospect per-
haps ahead of its time.

My first true digital audio-MIDI system was a Macintosh Quadra
840 doing eight audio digital tracks on Deck il (when it was made by
0SC) syncing MIDI with Metro. Then | moved to Pro Tools with Session
8 and the SampleCell card. There were no plug-ins back then, apart from
the first suite from Waves (L1, C1, etc.) running on Pro Tools NuBus cards.
Later | worked on Opcode Studio Vision that appeared as the first truly
integrated audio-MIDI sequencer working fully natively on the CPU,
and later Digital Performer with its off-line pitch- and time-stretching
capabilities, and then Cubase.

In the beginning of the ‘90s the sample market was in its earty stages,
with very few titles on the market. | actually had the idea for our first
software product from working with sample products such as those
from companies like Spectrasonics. It was by the late '90s that |
envisioned a huge potential in developing software instruments and effects
for the newly forming computer music market.

My musical background has been a great help in designing software.
IK was founded in ‘96 by myself and one of my main partners, Davide
Barbi, an audio engineer with a strong background in electronics, who
also happens to be a bass/guitar/keyboard player. Davide is our R&D
director today and the “ear” behind many IK products. We started as
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Usually there was so much room for improvements in the
synthesis engines of the instruments, and | was always

a multimedia company with a focus on audio
production, and by ‘97 we had designed our first
software called AXE, a preliminary version of
what became our first successfully sold product
worldwide: GrooveMaker, a loop-remixing tool with
included sample content.

disappointed that this was not used
by the manufacturers in the following
product generations. The user interfaces

Initially the goal was to develop instruments of most digital instruments Seemed aISO

that didn't exist in the hardware domain, using
the new possibilities offered by the computer.
When | went to Winter NAMM in '97 with our
first version of GrooveMaker, | was
demonstrating it on a Pentium | lap-
top, 76MHz, and our remixing soft-
ware was offered with sample con-
tent in both 44kHz 16-bit but also 22kHz/8-bit in order to be able
to run on a low-power CPU at that time. But hardware power has
made tremendous steps, quickly passing through to Pentium 1l and
11l and the Macintosh Power PC, that was an opportunity for us to
enter into the development of realtime effect processing and the
realization of completely native software, which we did in '98
with T-RackS, developing an all-in-one mastering station for every
user. This opened the possibility of having a high-end tool with a
studio-quality sound for the masses, with a price that anyone could afford.
T-RackS was then able to set a sort of standard in analog-modeled
mastering using computer.

The T-RackS 24 pioneered analog modeling with the com-
puter and was very well received by many musicians and
engineers. For us T-RackS was developed as an initial step
toward the development of a series of technologies that started
with the analog modeling of hardware for emulating EQs, com-
pressors, and limiters and modeling analog sound in general.
Actually, there are some extremely rare circuits modeled in T-RackS,
for example the EQ was modeled on an analog console at Abbey
Road studios in the '70s.

SampleTank appeared in 2001 and it offered for the first time
an integrated plug-in instrument with thousands of high-quality
sounds with built-in effects. Software samplers already existed (I
remember the now defunct Bitheadz Unity), but there was no
strong integration between software, sounds, and DSP. But you'll
hear SampleTank, Sonik Synth, and Miroslav Philharmonik being used
all the time on records, such as Eminem’s “Lose Yourself” from the
8-Mile soundtrack.

In 2002 we also developed a completely integrated guitar amp
and effects rig as a plug-in for all platforms. Here too there was
already one example on the market, but with limited functionality
and platform support. Our idea was to include everything the gui-
tarist needed all in one plug-in, from stomps to amp, cabinet,
microphone, and rack effects. We added AmpliTube for separate mod-
eling of the various components of the amplifier, offering thousands
of new amps from different combinations of the elements. It
allowed the guitarist to use the software like a custom amp cre-
ation tool. in 2003 we released SampleTank 2, and in 2006 we are
releasing AmpliTube 2, the sequels to our products in virtual
instruments and guitar and effect modeling plug-ins.

With the launch of our first two hardware products at the
2006 Winter NAMM show, for us the future is leaning toward
a stronger integration between hardware and software for the
ultimate exploitation of the computer as a super-powerful
musical instrument.
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completely unacceptable to me.

STEPHAN SCHMITT,
NATIVE INSTRUME

“| studied electrical engineering and worked as a developer of electronic
equipment (e.g., communication systems), where | got my original
theoretical background in analog and digital signal processing. As a musi-
cian | am mainly self-taught.

| started experimenting with electronic circuits in my youth, and
the most fascinating aspect for me was to create and manipulate
sounds with it. At the same time | had a big interest in music and got
some education on flute and piano. So it was quite natural for me to
become involved with the technical aspects of music. | was fascinated
by being creative in both the technical and musical domain and it was
sometimes hard to decide between both, even though today | would
recommend musicians not to let the technology distract them from
their music.

| was always looking for unusual sounds, and for new ways to express
myself with an instrument. Sounds can be a source of inspiration,
especially when you can improvise with them. | always saw it as an
interesting challenge to explore the complex behavior of electronic sound
sources like synthesizers. In my youth | read magazines on electronic
engineering to study schematics of oscillators, filters, mixers, and so
on. | then combined them in a small modular system. Guitars, distortion,
amps, and speakers were another field where | began experimenting
early on. The first keyboard instruments that | bought were the Rhodes
and the Korg CX3, because | was playing in rock bands. When the Prophet
2000 came out, it became my first sampler and | experimented a lot
with it while creating music for a theater project.

With all of those instruments | felt serious limitations after a certain
time. | tried to modify them, which was hard due to the highly integrated
digital devices. Usually there was so much room for improvement in
the synthesis engines of the instruments, and | was always disappointed
that this was not used by the manufacturers in the following product
generations. The user interfaces of most digital instruments seemed
also completely unacceptable to me. We had to learn to realize real-
time audio processing in the environment of operating systems like
Windows. Limited processor power made intensive code optimization
necessary. The latencies of the available soundcards made it hard to
make playable software instruments. Therefore Generator, our
first modular synth, was bundled with a low-latency soundcard that
we developed ourselves.

| was always fascinated by the expressive potential of acoustic instru-
ments, when played by good musicians, and one of my goals is to make
electronic instruments as playable and responsive as acoustic instru-
ments. You can get a dramatic range of dynamics and expression
from a synthesizer. Generator was my first software project. Before that,
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"{The TimewARP 2600 is an] awe-inspiringly
T | /\/\ E \/\/AR P 26 0 0 true emulation of the original... doesn't sound

like a plug-in; sounds like an analog synth."

The only one endorsed by ARP founder Alan R. Perlman —Keyboard Magazine, March 2005
Then. Now.
Introduced in 1970, the ARP 2600 was ,p’ The TimewARP 2600 is a completely authentic software version
one of the first commercially available Sl L of the ARP 2600-the only one endorsed by ARP founder

synthesizers. Its fat analog sound was ; Alan R. Perlman. Faithful in sound and operation, the TimewARP
popularized by music pioneers such as = y 2600 also brings significant improvements including MIDI with
- v

The Who, Weather Report, Stevie Wonder sophisticated velocity and aftertouch control, unlimited mapping

and Herbie Hancock. Featuring three of MIDI controller parameters, 8-voice polyphony, memory, and a
voltage-controlled oscillators, envelope follower, patch manager with hundreds of great factory

sample-and-hold, ring modulator, resonant filter and more, it was patches. Standalone or RTAS, VST, and AU

an extremely flexible modular synthesizer where musicians could host operation on Mac and Windows make

use patch cords to override “normalled” connections defining the this blast-from-the-past a unique cutting f

default signal path. While sounding killer, it pre-dated MIDI, lacked edge tool in today’s digital studio.
memory, was only monophonic and became difficult to maintain.

Preamp input provides unique effects
processing for guitar. vocals and more.

00, PC and MAC tampatible
e %

developedby WAYOUT WARE
an M Audo partner
ceTM-POWERED M-AUDIO
recording inferfaces | USB keyboards | studio monitors | microphones | preamps | sound libraries | music software www.m-audio.com
World Radio History
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They had originally conceived

it as a way to make better realistic sounds — what’s funny now
is that they don’t sound realistic at all.

| developed circuits for mixing consoles and similar hardware.

In the '90s it became clear that the future of audio would be
nearly completely digital, and when | saw the chance to implement one
of the first software synthesizers, | teamed up with a programmer and
transferred my experience with circuit design into the digital domain.”

ERIC PERSING, SPECTRASONICS

I've done many things, and being a musician is a very important part
of it. I'm coming from a completely creative standpoint, very much the
point of view of the user. But I've
worked with engineers for many
years to realize Sound Tools and
these kinds of instruments. A lot of
times when companies have been
driven by technical people, those
companies fail. | think you need to
know who you're making the product
for and why, and what is it you're try-
ing to do musically. Those are the
most important questions.

Since | was a kid, | was really
enthusiastic about this concept of
making synthesizers and things that
make noise. | would draw diagrams
of synths that | would love to make someday. So it's amazing to me
that now | actually have the ability to do that, and it was such a great
experience for me being at work with Roland. They considered me kind
of the voice of the American musician, and so | had this great gig where
| would go to Japan and they would show me all the things they
were working on, and | would give them my opinion of what musicians
would think of it. | started with them right at the beginning of MIDI; |
was one of the only people who knew how to use a MIDI sequencer,
so | was really fortunate in the timing of my work with Roland.

That whole process of working with engineers and explaining
my ideas and enjoying the process of seeing an instrument come to
life — and getting to see my ideas show up in an instrument like the
D-50 or the Jupiter series synthesizers — it was an exciting time to be
doing all of that. But what was even more exciting was when software
came along, and | realized that | could actually realize my dream
instruments and some of the things that | wanted to do myself
directly, and | could do that with my own company, without hundred-
million-dollar factories and a thousand employees, and that kind of
structure that was necessary in the hardware world. That's reaily the
revolution, | think, being able to implement your ideas in a very direct
way. So times have changed dramatically just because of that. We used
to work a year to two years on a synthesizer at Roland, and there would
be maybe one or two synthesizers introduced a year by a major man-
ufacturer. And now literally there's at least one new synth introduced
every day, so it's a completely different situation now.

1'd always been interested in sound recording, from when | got my
first reel to reel, playing with my dad's tape deck and that sort of thing,
and | got interested in feedback and when I'd patch things together and
they would freak out everything, and just unique sounds you could make.
And then when | played my first synth, a Minimoog, it was all over. |
still enjoy that process of discovering the personality of a machine.

But the challenge now is that there's so much of it, so it's a little
more difficult in a way, because there’s so much to sift through.
With Spectrasonics we put a lot of emphasis on trying to help show

EQ APRIL 2008 www.egmag.com

people how the product can be used, like we've done with video
tutorials. | think that part’s just as important as the innovation, because
if you only have innovation but you don't have the education behind it,
the application of it, it's kinda pointless.

The first thing | wanted to do with the synth was to be able to turn
it off [laughs). The first synth | had didn't have presets, and it was very
easy if you didn’t know what you were doing to just end up with an
infinite sustained sound, and it was very frustrating to me. | thought when
| was using those machines, too, that there was so much there — of
course | had some ideas |'d always wanted to try; par-
ticularly in the early days, it was such a feeling of there
being no end to all the things you could do with sound.
I'm kind of always searching, trying to get myself back
to that place, because it's so important that you push
yourself to expand your creative thinking.

| went into a recording engineering program,
to expand my knowledge, but at the time there wasn't
the kind of education structure that there is now; |
remember we had a recording engineering class
and a production class, and a songwriting class, and
there was a contest and the songwriting winner
would get to be recorded by the recording winner and
produced by the producing winner. And | ended up
winning in those categories, and they couldn’t accept
the idea that somebody would produce their own songs, and then they
almost kicked me out of school because | wanted to do it with elec-
tronic instruments [laughs). They said, "No one graduating here will ever
record a drum machine.” And for the last, what, 15 years no one has
recorded anything but drum machines.

ON THE DEVELOPMENT

OF THE D-50

There was a large team of people involved, and | was fortunate to be
in there right at the beginning of the creation of it. It was Roland’s first
all-digital synth, and they had been working quite a while to get that
together because they were kind of running behind the DX7, and so
they wanted to do something different. The first idea was to have the
sample attacks, like the clarinet attacks or cello attacks, but when | and
some of the other sound designers got ahold of it, what freaked us out
was some of the quirkier things you could do with it. We ended up putting
a lot of strange samples in it, and then that really became the personality
of the D-50 — it was the unique sounds it could make, not trying to
imitate clarinets. They had originally conceived it as a way to make
better realistic sounds — what's funny now is that they don’t sound
realistic at all. But the Digital Native Dance patch that | did for it, and
which became famous, was based on a joke that the engineer did,
because we thought it was funny that we had a little sequencer that
had a PCM attack and figured out a way to play around with the
processor in the D-50. We said, "No, don't take it out, that's great!” Then
of course that was the element of it that really made that synth unique.

FLYING SOLO

I'd done a lot of work with re-creating real instruments, and that cer-
tainly has its place. But where the really interesting territory lies is in
creating new sounds, and that's what software allows us to do. After
developing sample banks for Roland and others, | decided to develop
my own software, and the first thing we would do was create sample
libraries for all the different hardware samplers that were out there. We
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But for the big picture,

not much has changed from the urge to

did that for quite a while, and that was frustrating
because we were always limited by the technology
of the hardware company or whoever was making
the sampler.

That was very frustrating, because of what we
wanted to do in the development of sounds and instru-

ware instruments exclusively, and then we

were not only able to be involved with the

development of the sounds but also devel-

opment of the technology that played

those sounds. And so we were one of the first companies that devel-
oped virtual instruments, large sample-based virtual instruments. It's
now pretty commonplace, but at the time that was a novel idea. Then
in 2004 we made the shift completely into our own technology, and we've
got all of our software development in-house. So we've evolved from
a sound company into a music software company.

EARS AND EYES OPEN

| always have my finger on what we're doing in the industry, and | look
at the shareware developers and freeware developers and find out who's
doing what. We don‘t have a huge team, we have basically a small
team, but that team is very powerful, and very experienced. And that
lets us go with the direction that the industry is going, to respond to
changes that are happening in the business, which is very important
— you had companies like New England Digital or Fairlight that didn't
survive because they weren't fiexible enough to keep up with changes
in the industry.

The big change was when we went to virtual instruments. | put
together these virtual instrument platforms because we'd already
designed the engine to work hand in hand with the sounds, so then
the instruments would work on all the different platforms, like VST, etc.,
that way you can sell one product and everybody can use it, instead
of what | was doing before, which was you'd have to make the same
product over and over again for each of these samplers.

We've seen some of our ideas get incorporated into hardware instru-
ments. It's been an interesting reversal, but it's all good, it’s all part of
the process of things moving forward. People get inspired by what other
people are doing, and that’s one thing | like about this business, it keeps
you sharp. What you did a couple of years ago, it doesn’t matter. It's
what you have coming next. And it’s not only what you're doing, it's
what other people are doing, too.

So there is a progression to the whole thing — but a lot of times,
the older ideas I've had as a studio musician and arranger and producer,
| still use those techniques all the time. So | draw on that — it's just
the habit of working on music, and that’s a really important thing. This
led indirectly, for example, to the development of a rhythm program called
Chaos Designer, contained in the Groove Control software, where you
can interface with your own playing in an improvisatory way. It's get-
ting to the idea of people understanding that they need other musicians’
input; it's great to be able to realize an idea, but when you're playing
in a band or interacting with another musician, there's that spontane-
ity, there's surprise — something can go wrong, but it might be cool.
Chaos Designer introduces an element of controllable instability, and
the ability to capture it.

The initial idea with the Distorted Reality series was, | just wanted
to make some weird sounds [/aughs). 1 just pushed myself to use any-
thing and everything | could find to create new sounds, and taking
a lot of those same techniques and ideas but bringing them into the

EQ APRIL 2008 www.eqmag.com

replace the
$1,000,000 studio
with something
ments. We made the shit in 2002 to doing soft- (OB affordable.

virtual instruments themselves so the end user
could bring their own spin to it. It's no longer just
about selling a library of sounds; those sounds are
the basis of the core of what we're gonna do, and
then we encourage the creativity of the end user
to really take this and customize it and take it to
where they want to go with it.

In coming up with new sounds, one of
my secrets is that I'll just do a whole lot of
crazy things, and | won't put many limitations
on myself, I'll just try a bunch of stuff, and

I'm just constantly recording. In the process of doing these experi-
mentation sessions, invariably | come up with something really excel-
lent, and then | do as many variations of that as | can "til I'm sick of that,
then I'll try some other things. Then | put that away and | come back
to it maybe a couple of months later, and then when | listen to it from
that point of view, I'm being an editor, I'm really critical and listening
purely from the point of view of “Let’s find only the good nuggets here,
get rid of everything else.”

I've created so many sounds now, |'m pretty harsh on myself, and
also there are people who | work with a lot, sound designers, and we
inspire each other, we criticize each other, and that's a really important
part of the process now. The coolest thing is that when we have an idea
for something that doesn't work as an instrument, we actually imple-
ment that into the virtual instrument so that it's not only the sound itself,
but it's the control of the sound, the generation of the sound. Instead
of only capturing or sampling the sound, we can actually capture the
process of making a sound.

For me, the key is that we're in the musical instrument business,
we're not in the software business, even if software is the tool that we
use to realize our ideas. | think that any company that really understands
that is going to do well; companies that make technology for technology’s
sake or don't really understand how the process can actually be used,
they're not going to do as well.

I'm constantly challenging myself to remember to make it musical,
and the experience of the product and the experience of what we sell
is in many ways an experience; it is virtual, you know, there’s not a phys-
ical thing that you hold or strum, but the experience is very important,
and we're doing all we can to enhance that experience in every
respect. But what's exciting about this software evolution is being able
to do that directly, and not having to ask a hardware company if they
can produce a watered-down version of my idea; | can actually do the
real thing now, and it's just a matter of time, and patience and
resources. But it's a great time.

CHARLIE STEINBERG, STEINBERG

Were you schooled in electronic music or audio engineering?

Charlie Steinberg: | had no schooling like that. | studied music at a
conservatory in Miinster, Germany, with the main instrument being
guitar. | then worked several years in various studios in and around
Hamburg as a freelance audio engineer prior to founding the com-
pany. But my motivations came from electronics in general. | used to
develop and build electronic circuits like analog synthesizers and
step-sequencers.

What was it about electronic music and/or audio software that
initially intrigued you?



CS: When | discovered the potential of computers as “soldering without
the soldering-ron;” | started to evaluate the possibilities of computers regard-
ing music creation. But | was into analog synths and any available gear that
would be able to control these devices. | remember a first, which was
Davolisint {gynthmuseum.conmydavolidavsint0ihtml). It had an interesting,
huge lever for controlling pitch-bend. The first serious unit | owned was a
Micromoog. Did | learn from it? Well, | spent countless hours finding pos-
sible modulation routing and parameters . . . but devices like the Moogs
were very exciting. | just definitely felt that computers had much more poten-
tial than what was achievable initially.

What was the first step in your development of new software?

CS: Figuring out hardware issues. There were MIDI interfaces for the C-
64, but there was no Internet or the like to easily find out how to control
this hardware as a programmer. The next step was how to describe tim-
ing information. The first sequencer we did (Multitrack Recorder on the
C-64) had a storage format that was almost identical to what ended up
as the MID! File Format. . . . But the very main problems were memory
issues. We squeezed the sequencer, score editor, drum editor, and key
editor into 64 kilobytes. We had much less because there had to be space
for storing the recorded data and so on and it was just 64KB altogether.
In order to even access some parts of that memory one would have to
switch several memory layers. There were no comments in the code because
that would have eaten way too much precious memory. . . .

My partner Manfred Ruerup, though, was into new gear, as he sold
keyboards in a music store, so we learned a lot from using E-mu-2,
Synergy, GS Il, DX7 step-sequencers and the like, which we used in
the studio. That was on the user-level; technically, | bought electronic
magazines for information and eventually developed some synths on
my own before computers appeared. Because of the modular nature
of analog synths, there was never any lack of vision as to how to expand
sound generation, modulation, or filtering.

But take Cubase, for example. Early in the company history,
Werner Kracht, another very smart programmer, came in. He already
had a program on the C-64: He introduced the “locators” (the left/right
locators, found on the arrange page of Cubase) things like that.
When the Atari came out (1040st), that was when he started to make
a program that was much more elaborate and that became “pro24” and
predated Cubase. The pro24, it had a pansl, so it was kind of like a tape
machine and one problem with it was that you couldn't really see your
musical structure. That's why we sat down and tried to think of how
to make it become visible. And that's how Cubase was born. We
really thought about it, because the Atari (like the Mac) let us use a
graphical user interface to make the events visible and playable.

When shopping for software, users commonly now see terms such
as meta synthesis, physical modeling, transform multiplication,
enhammonic and cellular morphing, sonic dispersion, convolu-
tion, transwave cycling, phase vocoding, harmonic stretching,
virtual analog synthesis. Has the process been one of one

idea leading to another? Is it somewhat like a detective
story, where one development makes the blg picture clear-

er, makes It possible to Imagine further what might be
accomplished?

CS: It IS somewhat like detective work. But for the big picture, not much
has changed from the urge to replace the $1,000,000 studio with some-
thing more affordable. If | look back that way, the evolution of DAWSs
was “foretold” 25 years ago: MIDI as a starting point, a realtime

engine to cope with timing issues (the "deck”), hard disk recording (the
“tape”), the virtual mixing desk, virtual effects, and virtual instru-
ments, with more to come. Developing new synthesis/modeling tech-
niques is still a process of putting things together in a unique way. This
starts with looking from a user’s point and imagining what could be
done, for instance by combining algorithms in a unique way.
Implementation has become much easier today, but at the same time
some areas have expanded to a remarkable complexity, like time
stretch algorithms. But sound generation will certainly continue to be
evolving as more innovative algorithms are being developed.

JIM COOPER, MOTU

In the early 1980s, when Apple Computer gave birth to the Lisa, the com-
puter predecessor to the Mac, MOTU engineers took one look at it and
said, “Now that's a computer musicians could relate to." More specif-
ically, the Lisa's graphical user interface allowed notes to be displayed
on the screen in what-you-see-is-what-you-get fashion. This was incred-
ibly exciting stuff. And work quickly began on a music software program
called Professional Composer, one of the first commercially
available music engraving programs. Programming was done in
Pascal. Yes, the same programming language used by legions of
Programming 101 students in the ‘80s.

As work on Professional Composer progressed, there was another tech-
nological development: Musical Instrument Digital Interface. Once the
MIDI spec was ratified, right around the time that the Mac became com-
mercially available (1984-1985), work quickly began on a MIDI sequencer
software application for the Mac: Performer.

Performer was an entirely different ball game than Prolessional
Composer from an engineering standpoint because of the realtime per-
formance considerations. Programming was done largely in both C and
native machine code, because of the importance of accurate real-
time performance tolerances. Timing had to be tight because musicians
would categorically reject computers in the studio if it wasn't. As a resuit,
most of the first 10 years of Performer and Digital Performer pro-
gramming centered around ways of getting around all of the obsta-
cles in the Mac hardware and software architecture that prevented accu-
rate reaftime performance. Performer Version 1, and many subse-
quent versions, went directly to the Mac motherboard's timing crys-
tal, completely bypassing the clock provided by the Mac system.
Originally, much of Performer was written in machine
language (the native code of the hardware chips
on the Mac motherboard) because that was the
only way to achieve the timing accuracy that
the hardware was capable of. Machine
code was much shorter and more con-
centrated than C. Like the dif-
ference between poetry
and prose.
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By June of 1987 we were already gearing up for Performer Version
2.This upgrade was going to have a mind-boggling array of new features
including a Conductor track {what the heck is that?) and {gasp!) meter
changes and tempo changes. For Performer users, who could barely
figure out how to insert their Performer floppy disc into their $5,000 512K
“fat” Mac, Performer 2 represented a breakthrough in what could be
done in a recording studio. | still remember talking to one hapless cus-
tomer, new to computers, who dutifully reported, “I peeled the hard
plastic cover off the floppy disc and inserted it into the computer, but
nothing happens.”

But we had enormous interface design challenges, as well. How
could we possibly package all of this functionality in a comprehensible
and intuitive design? We were breaking ground, and the early user
interface conventions we designed in Performer, such as the transport
controls and the event list, still reverberate today in just about every
piece of music software you can find. Early on, we decided that the
most probable road to success was to base the software design on

the standard, familiar recording hardware
of the time: tape recorders and mixing
consoles. Plus, we threw in an overall
graphic design that built on the conventions
being established by the Mac System
software (scroll bars, etc.}). We added artis
tic headers to dialog boxes that Performer
users overwhelmingly appreciated. Here
was a computer not acting and looking like a computer, but instead act
ing more like a familiar — and cool-looking — recording device

EDERIC BRUN, ARTURIA

Paris, January 1998 ed to take the Metro
from the Saint-Paul station to the Bastille. The train was almost empty
and | immediately found a seat. While opening my book, | noticed that
two eyes were fixed upon me from the other side of the coach, and
in some way his face looked familiar. After a moment of reflection, |
said to myself ”1've seen those side-burns before” But would | go and
talk with him or would | stay seated, enjoying my book and pretend
ing | had not seen him?

| didn’t spend too much time mulling this over before my inner
interrogation was halted by a smiling face moving in my direction. So |
stood up to shake hands with Mr. Gilles Pommereuil, aman | had met in
Grenoble three years before. Gilles was the conductor for the University’s
orchestra where | had played the violin, but we had only rehearsed

You Don't Know Me

But Audio Runs in My Famil

“like many independent producer/engineers, | have a pretty nice assortmet
of microphones in my locker. Interestingly enough, | find myse
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