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Get a $200 rebate or
FREE gear from Korg.

Find out more at your Korg dealer,
or www.korg.com/promo. | R

Korg invented the first music workstation with the MT. =

Twenty years later we continue to bring you groundbreai(ing'}\,
great-sounding musical instruments that inspire and invigorate'y HUr M -
Take advantage of our anniversary for amazing savings and FREE giﬁs. 1
But don't wait - this celebration won't last forever! d

TR Music Workstation (all sizes). FREE choice of one:
padKONTROL, mini-KP or EXB-SMPL (up to a $299 value)
(Offer valid from 1/1/08 through 6/1/08)

@ R3: $200 Rebate (Offer val d from 4/1/08 through 6/1/08)

©2008 Korg USA
316 South Service Road, Melville, NY 11747 ¢+ (631) 390-8737 « www.korg.com

Thes offer is valkd an anynew Korg TR or R3 keypcard purchasad in the U.S. from an authorized Korg dealer. TR offer valid from January 1, 2008 through June 1, 2008.
R3 offers valid from Al 1. 2008 through June 1, 2008 Ab coupons, copies of ordginal receipts, onginal UPC codes and warranty cards must be recetved by Korg USA by June 30, 2008.
Go to wevw.korg.com/promo for full detalts, Otfers valid while supphes last.
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It’s true: NOTION software goes to your head, transfcrming raw creativity

_into'real music. Because with a fully-integrated library of samples recorded
byprincipal soloists and string sections of the London Symphony Orchestra,
every note, every articulation, and every expressive nuance plays back
instantly, just as you hear it playing in your mind. Then, use NOTION’s real-
time performance control to add the final touch - your own rubato. With its
incredible sound, ease of use and real-time control, NOTION is the best way
for you to REALIZE MUSIC.

TO EXPERIENCE NOTION OR FIND A DEALER, @
VISIT: WWW.NOTIONMUSIC.COM NOTION Music




GO GLOBAL

AUDIO * FILM - PRODUCTION
CERTIFICATE « DIPLOMA « DEGREE"

LSNESHS ST U, T E

www.sae.edu

OPEN HOUSE

May 17th: Atlanta, Los Angeles, Miami, Nashville
May 18th: New York City

*programs not offered at all locations
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New York 212.944.9121 - Atlanta 404.526.9366
Los Angeles 323.466.6323 « Miami 305.944.7494 - Nashville 615.244.5848

Over 50 institutes in: USA FRANCE GERMANY HOLLAND SWEDEN BELGIUM AUSTRIA SWITZERLAND SPAIN ITALY SLOVE
GREECE KUWAIT JORDAN AUSTRALIA NEW ZEALAND UNITED ARAB EMIRATES INDIA MALAYSIA SINGAPORE
Soon in: TURKEY and JAPAN




FROM THE KEYS =
TO THE CROWD: CONNECT.

You've practiced your set, and you know your songs inside and out. But to really deliver your performance, you need a
serious stage piano. Meet the new RD-700GX and RD-300GX from Roland, and experience a whole new level of power and
expression when you dig your fingers into the incredible PHA Il “Ivory Feel” keyboard (RD-700GX) — a true extension of
your creative voice. The pristine stereo-sampled pianos deliver that elusive high-end acoustic piano sound, and you can even
custom-design your own piano voice with the Piano Designer feature. So don't just run your set; connect with your audience
and get inspired with the new RD-700GX/-300GX. Because the ultimate stage piano performance starts with you.

To see the new RD-700GX and RD-300GX in action, visit www.RolandUS.com.
RD-700GX

ALY

RD-300GX

BRIAN
CULBERTSON

#1 Billboard Contemporary Jazz
recording artist, songwriter and producer
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Joerg, BEHRINGER Germany Software "CK” harnessed the power Hua runs the machine that makes ail Susan, BEHRINGER Speaker Engineer,

Engineer and professional Mad of the B412DSP’s intemal DSP Jason did the super-complex of our speaker cones. Al BEHRINGER helped design the high-resolution
Scientist, mutated groundbreaking engine for uitra-flat and musical CAD/CAM mechanical design of the transducers are made in-house for compression driver. You hafta hear it
DSP algorithms for our active speakers. frequency response. B412DSP enclosure. ultimate quality control. to believe it.

CROSSBREEDER GOLDEN EAR

Mega-expensive
touring systems
sound so good be-
cause their sound is
processed through
racks of sophisti-
cated digital signal
processing gear. We
know. We're one of
the companies that
make those 24-bit
outboard speaker
processors.

B412DSP.
600 watts
of whoop
ass meets
the ruler-
[} -
flat precision Now BEMRINGER
= e has applied a whole chain of DSP including
0' 24-blt dlgltal crossover, dual mode limiters,

dynamic equalization process-

" signal processing ing to super-affordable twelve 8
g n and fifteen-inch active speaker L‘
5 systems. Powered by high- T R
1\5 efficiency internal amplifiers development f the 84120
¢ with a hefty 600 watts total output.
To hear the B412DSP is to be totally blown
3’ away. By keeping signal processing in the digital
IL | domain, it’s able to deliver a whole new level of
X | accuracy — as well as butt-kicking dynamics and
smooth audience-wide dispersion.
i Log on for the complete story or
i get your nether parts whooped at a
. BEHRINGER dealer today. ’
The new 600-watt BS12DSP, B415DSP and B412DSP active systems.

\\I Each also Indudes a built in 3-channel mixer with mic preampl
I

g [BEHRINGER]

] www.behringer.com




Professional recording— straight to your iPod

I MultiMix 8

iMultiMix8 USB ALESIS



Check out the new VLZ3s at www.mackie.com/vlz3

Two new ultra-compact VLZ3s. Same great VLZ3 performanc

More room for the stuff you need.
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MASTER CLASS:
RACK 'EM UP

Ableton Live 7's Drum Rack virtual
instrument opens up a wealth of
new sequencing and slicing tech-
niques. Here are five ways to get
more life out of Live.
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IT'S EASY BEING
GREEN

It’s in everyone’s best interest to
adhere to eco-friendly practices. We
show you practical ways to reduce
consumption and lower your stu-
dio’s impact on the environment.

COURTESY CHUCK CONOVER/ZAPYS.CO

BUDGET MICS,
BIG SOUND

In the past, few home-studio
owners could afford quality
large-diaphragm condenser
microphones. Today, a mere
C-note buys a good large-
diaphragm condenser. We
compare four inexpensive
models, focusing on sound
quality and craftsmanship.

BPEFHETHMEHT X

ONLINE
@EMUSICIAN.COM

FIRST TAKE
LETTERS
FRONT PANEL
WHAT'S NEW
MARKETPLACE
CLASSIFIEDS

EM

emusician.com | £5T)



ELECTRONIC MUSICIAN

PRO/FILE
MYSTIC VOICES IHE%%IPERING

Carl Stone’s new album was created with
Cycling 74's Max/MSP. e

PRO/FILE

TRANCE FORMATION

Get an inside look at an ambient remix of
Michael Brook's RockPaperScissors CD.

TECH PAGE

DIY RESURGENCE

DIY-ers rejoice—two new projects offer
the ultimate in control.

MAKING TRACKS

LOOP-OVERS

Use loops to add sparkle to your live
drum tracks.

SOUND DESIGN WORKSHOP
TO THE REXCUE

A little creative patching can transform
your work into something wildly new.

SQUARE ONE

DULY NOTED

What to look for when choosing a music-
notation program.

INDUSTRY INSIDER

Q&A: DEREK SIVERS

CD Baby's founder discusses achieving
success as an independent musician.

IN SESSION
MY GOODNESS, | HAVE
BEEN HERE 15 HOURS

Nathaniel Kunke!l wonders if computers
really make life easier.

»»+QUICK PICKS 14

>> Notion Music Progression
(Mac/Win) notation program

>> CEntrance MicPort Pro USB audio
interface

>> Novation nio 2|4 (Mac/Win) USB
audio interface

FREUVIELIS

80 CAKEWALK Sonar 7 Producer Edition (Win) digital audio sequencer
84 SONY PCM-D50 compact digital recorder

88 ADOBE Audition 3.0 (Win) digital audio workstation »> Synaptricity Flashback 1.0 (Mac)
92 DANGERQUS MUSIC D-Box monitor controller/summing amplifier recording plug-in
98 DIGIDESIGN Pro Tools LE 7.4 (Mac/Win) digital audio workstation >> MusicLab RealStrat 1.0

(Mac/Win) software instrument

102 UNIVERSAL AUDIO UAD-Xpander (Mac/Win) DSP plug-in host

~
108 COCKOS Reaper 2.0 (Win) digital audio sequencer o

10 A1) | EMusICIAN.COM | 05.08



HOW’S YOUR SIGNAL?

Pro Tools" S D N A R 7

TRUE HD

SONAR 7 is still the only end-to-end 64-bit Digital Audio Workstation.
That means you are working with the highest audio-quality in the industry
...No rabbit ears required.

BETTER MIXES
> HIGHER AUDIO FIDELITY
> MORE HEADROOM
> EXTENDED DYNAMIC RANGE

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

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

offer: SONAR 7 Producer £dition, Project5, Dimension Pro & Rapture

cakewaik
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&% The Electronic Century

Part 1: Beginnings
When and where did electronic music start? This
article from the EM archives is the first in a 4-part
series that explores the instruments, artistic ideas,
business concepts, musicians and entrepreneurs,
and technical breakthroughs in music technology
beginning in the early 1900s and leading into the
21st century. Part 1 covers the earliest instruments,
from Thadeus Cahill’s Telharmonium to the RCA
Mark II synthesizer. emusician.com/tutorials/
electronic_centuryl

¥ Resonance and Radiation

A little knowledge about the physics of sound can go a long way in
the personal studio. Learn about the resonant radiation patterns of
various acoustic instruments—strings, brass, woodwinds—which will
allow you to determine mic placement that will yield optimum audio
reproduction. emusician.com/tutorials/resonance_and_radiation

=3 Shoptalk with Shel Talmy

The sounds of the ’60s British Invasion can be attrib-
uted in part to the work of American-born producer EM Cast

Shel Talmy. In this archive interview, Talmy shares  Qur twice-monthly Podcast features interviews with Stacy Jones of
some of the secrets that helped him make bands American Hi-Fi, producer-engineer Michael Barbiero (Counting
such as the Who, the Kinks, Manfred Mann, and Crows, Ziggy Marley, the Allman Brothers), producer-music director

Small Faces a success. emusician.com/em_spotlight Ray Chew (Showtime at the Apollo), and sound designer Scott

Sanders (Ear Candy studios). emusician.com/podcasts

12 £21) | EMusICIAN.cOM | 05.08



Helping you choose the right gear...
Making sure it arrives on time...
Taking care of you after the sale...

That’s our job...

Uy

Illl

m all about the gear — how it
works, why it does what it does, how
it compares to other products. | spend
time in my own studio and a lot of
time each week before and after work
training with manufacturers so I'm

on top of what's new. This way | can

_ quickly narrow down my customers,
"+ _needs, and make sure they get

"_’ _ exactly the right piece of gear.”

TECH
SHIPPING
“As a musician with a home studio, | “Every customer’s setup is unique to
know what it's like to pick out just the them, and | understand the challenges
right gear, and get excited waiting that come along with getting all those
for it to arrive. When the box shows pieces to work together. For all of
up on the day you expect it, and you us, any technical issue can be such a
open it up and see that everything’s creative roadblock. | like knowing that
perfect — that smile comes across I'm helping customers get on their feet
your face. | want every Sweetwater and right back into their projects.”

customer to have that feeling.”

g Whatever project you’re working on, whatever music
e you’re creating — our job is to help you see it through. Call us today.

SWeeiw
mobile L o

\

- e &

ST VIST NS view e

Music Instruments & Pro Audio

bﬂ?@éetwater.com 1 -800-22-47 00



#»FIRSTTAKE

Do you have a personal studio and use it
for pro-level, for-hire projects? Can you

Giving Back

sessions? Got room in your schedule to be a mentor? All around the country, the engineers of tomorrow

use an assistant engineer on some of your

are graduating from recording programs today. With the number of large-scale studios—once the proving
ground for people interested in pro audio—on the decline, where are these graduates going to cut their
teeth in high-level, real-world situations once they've mastered the fundamentals in school?

Sure, anyone with a few hundred bucks can assemble enough gear to build a simple studio. But there
is more to the recording arts than having the latest DAW or a collection of Class A mics and preamps. And
spending a few years of trial and error doesn’t guarantee a solid skill set or golden ears.

Besides the major-league schools, such as Ex'pression College for Digital Arts, Full Sail University,
Conservatory of the Recording Arts and Sciences, and the SAE Institute, there is a remarkable number
of music-production programs in city, state, and community colleges, and nonprofit groups such as the
Women'’s Audio Mission in San Francisco, not to mention public and private high schools. Once they
finish their courses, the students from these institutions will be looking for ways to hone their skills and
pay their dues.

As a part-time instructor at Diablo Valley College, in Concord,
California, 1 have first-hand experience with some of these bud-
ding recordists. The course 1 teach, Introduction to Pro Tools, is
part of the school's Music Industry Studies program. But it is just
as much a Recording 101 class, where 1 cover basic recording tools,
miking techniques, and effects processing. Agewise, my students
range from teenagers, some of whom are still in high school, to

&
g
-
3

retirees.

The more motivated of my students are chomping at the bit
to get out there and gain experience, and on occasion F've been able to foster contacts for them with local
studios. They want to learn how to solder cables; they want to learn how to organize a patch bay; they
want to learn mixing and mastering techniques. In fact, they usually want to know it all. Is that where
you come in?

We all have projects where, at some point, having an assistant would be handy. Why not look to your
local schools? 'm not suggesting you offer a full-on internship program—it could be as simple as inviting a
student to help set up the mics and Dis for a series of recording dates, and then help tear them down and
put them away. If you're doing live sound for a band, it might be as simple as letting a student assist you on
a sound-reinforcement gig. It might even be as easy as inviting an interested student to a mixing session
and letting them observe the process as well as ask appropriate questions. Although the latter scenario
doesn’t let you exploit their muscle, you do get the satisfaction of knowing that you helped someone
who's just starting out.

Obviously, one of the things the student will constantly be reminded of is that it takes a lot of work to
get things to sound their best. But knowing how things should sound is the key, and this is where your expe-
rience will be the most helpful. For example, anyone can figure out how to use a compressor. Knowing
exactly how much to use it during a mix—perhaps that’s where you come in.

So even though you may have the humblest studio in your area, if you're doing pro work, consider
sharing your time and wisdom with someone just getting into the game. Chances are you'll also learn
something valuable in the process.

Gino Robair
Editor
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Lexicon Reinvents Reverb

o'Large RHall 3 {Dark)

1:PreDelay 12318
2:MidRT +3.528
3:RvbOutFreq :1800.0Hz

PCM96 Stereo Reverb/Effects Processor

28 New and legendary Lexicon reverbs and effects
delivered by powerful hardware processors,

controlled and automated by your DAW.

Get the full story at www.lexiconpro.com

|exicon“‘

2008 Harman International Industries Incorporated. All Rights eSS
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SUBSCRIBER CUSTOMER SERVICE

ACTIVE MONITORS ey

“From film soundtrack to electronica to live bands, z 4

the V1-606’s are my preferred studio monitors to
track and mix with. They accurately represent any
style of music and I love them.”

REPRINTS

Drummer / Producer

Designed for class and built for power and precision, the M-Series O e
Active Studio Monitors easily produce a crisp and extensive range of
frequencies, perfect for professional studios seeking versatile monitors.
From small mixing environments to multi-channe! surround sound
setups, these monitors provide a truly professional level of accuracy,

PHOTOCOPIES

WWW

ARCHIVES AND MICROFORM

sonic clarity and transparency, giving you the e

ultimate combination of full range monitoring! IKEH GsN
ikey-audio.com A

CENTER FOR DIGITAL IMAGING ARTS PRIVACY POLICY

p vis We WW. !
CORPORATE OFFICE

PRINTED IN THE USA.

ALSO PUBLISHERS OF MIX ®, REMIX®, MUSIC
EDUCATION TECHNOLOGY ™, COMPUTER MUSIC
PRODUCT GUIDE™, PERSONAL STUDIO BUYER'S
GUIDE®, AND PERSONAL STUDIO SERIES.

la AUDIO PRODUCTION | CERTIFICATE PROGRAM {

Find out what it takes to design audio for music, television,
BOSTON film and interactive media. Learn current trends, use the
UNIVERSITY latest technology and get real experience. Apply today!
LAl 800-808-CDIA /'l INFO@CDIABU.COM WEB WWW.CDIABU.COM

—_— -
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“Radial makes a DI

'/ | —
box that does

exactly what it is

supposed to do.

No compromise.”

Paul Boothroyd
{FOH engineer - Paul Simon,
AC/DC, Paut McCartney)

“I'm really happy...

I replaced my old
DI's and found the
J48's to have more ]

output and less

coloration. Acoustic ) ‘

music has never N

sounded so good." ™

Jerry Douglas \ ,’
(Alison Kratsss & Union Station, A \

12 time Grammy winner} \\

“I thought Radials o
only worked on ; ~ Jerry Douglas

cars, but since my v
sound man f ) ]
hooked them up Whether you play a jumbo, dreadnaught, dobro or triple-0, the tone

to my guitar, | like / going from your guitar to the A system depends entirely on every
them even better. e & component along the way. And your DI box is the most
Gleatidariand ; important component of all: It takes the guitar signal, converts
pifie sadGd! the impedance from hi-Z to low-Z, balances the line and
Phil Keaggy then drives it hundreds of feet to the mixing console.

{world renowned
qguitarist/performer)

An active direct box like the Radial J48 is in fact
an instrument preamplifier. And like studio mic
preamps, the quality varies. But what

Ttis nice to find actually makes a great direct box? Simple:
great sounding = If you take the time to design the
industrial grade = circuitry so that you get the lowest

equipment stifl & harmonic distortion, virtually zero

being made today! o phase-shift, reduced inter

Daniel Lanois o modulation distortion and then

{U2, Robime Robertson, Bob 9

Dylan, Peter Gabrief o provide sufficient headroom so
A\

that even the loudest guitar
will not choke the input stage,
"Over the past 13 ) a funny thing happens...

years | have used a it sounds better.
variety of DI boxes.

The Radial J48 is Radial...
without a doubt
the best, cleanest
and most versatile
Dt 1've ever used.’

true to the music”

Paul Richards

(Cafitornia Guitar Trio)

“With a Radial DI
the difference is
surprising and
dramatic. The
sound is punchy,
warm, solid and
accurate. There's
no going back!"
David Oakes

(Front of house engineer
Pat Metheny group)

/V ° ®
“When it comes . The Radial 48 active DI empioys a unique digital switching power /== O IO
suppy 10 maximize headroom. (Uike hoving a nabocharged 500 | J/

to sonic integrity, / & ) .
nothing touches horsesower engine in a faxury sedan), Mo headroom means engineering
Radial. Great gear move signal. less noise and less distortion. This ensures the  J/

built by great . naturat rane. dynamics and fee! of your guitar is delivered 4
guys.”

without artefact. To get the fll story, WuIt ofir web site 4
e At I8 N el Fodor Gk The 7 WWW.radialeng.com
Q K L > f diale 1

and eheck out the Rodial Blae Repoet. It compares
(Billy Idol, Aromic Playboys, results are clear — the Radia) 148

outperforms them all,

soundtrack - Top Gun’)

nfolradiale

Worl.; 2ad
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SAVE A TREE: DELIVER
DIGITAL

Since for some reason | didn't get

my “analog” copy of EM this month,

| took a look at the “digital” copy.
Unreal! | have to admit I'm up on the
latest technology, thanks to you guys,
but when it comes to reading, I'm
old-school. But your team thought of
everything, including point-and-click
page zoom. Great stuff. We could
save a lot of trees this way. Plus my
wife will stop bugging me to trash my
over 100 old copies placed sporadi-
cally aver our house.

You guys keep amazing me.
MITCH CLYMAN/MUSO
PRODUCTIONS LTD.

VIA EMAIL

INDIE INSIGHT

I recently received EM for the first
time (with the February 2008
issue), and | enjoyed it very much.

| was particularly happy to read the
“First Take” editorial page and the
comments of Amber Newman in the
letter called “Real Indie Request.”

| was glad to see Gino Robair’s
response about offering more on

Music in Second Lire

®_ o _  Good article on performing concerts in Second Life!
e (See the March 2008 issue of EM.) The real electronic
® @ musicians out there will be interested to know that
there are many musical opportunities in Second Life apart
From concerts. | have collaborated with several visual artists
in Second LiPe on musical scores For ballets and machinima
(movies Filmed in Second Life), art installation soundscapes,
and on creating specific sounds For various uses within SL.

—ZEROONE PAZ (AKA M. KOHL),

indie artists and how they create
their music.

MIKE FLETCHER

VIA EMAIL

CELLOS TO CELLOS
I am a long-time fan of your maga-
zine and look to it for guidance and
unbiased opinions on the myriad of
electronic toys out there. | look for-
ward to reading new product reviews
each month, especially about sound
libraries, as my purchasing decisions
are based largely on your review
assessments. Until now, that is.

| was anxiously awaiting an EM
review of the new Garritan Gofrilter
Cello. | was expecting your reviewer
(see the September 2007 issue) to
compare Gofriller Cello with other
cello libraries, as is the norm—apples
to apples. Instead, the comparison
was made against a real cello, which
your reviewer just happens to own
and play. That is pla nly unfair. We ali
know that sampled sounds will never
replace real instruments, so the
reviewer did EM a huge disfavor and
caused me to seek other reviews from
magazines that did the job properly. |
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can only conclude that your reviewer
may have a personal agenda, or,

more likely, he was mare bent on
extolling his virtuosity and profound
experience on the intricacies of cello
technique. This is not your usual
standard of reviewing, and | wonder if
anyone else feels as | do.

JOHN BONICA

PORTLAND, OREGON

Author Jim Aikin replies: Mr. Bonica—
You're right that a product review
should compare apples to apples,
not apples to oranges. In the case
of a software instrument or library
that is aimed specifically at realism,
however, a comparison with the real
thing will be of vital interest to musi-
cians. If we didn't compare a software
emulation to the real thing, we would
have no benchmark by which to
measure its success or its shortcom-
ings. This is equally true of reviews of
software-based emulations of analog
synthesizers, by the way. Wherever
possible, EM compares the software
with the real thing.

I'm far from a virtuoso cellist;
I'm a very decent amateur, but I'm

not conservatory trained. The point of
comparing specific cello techniques
with the possibilities offered by
Gofriller Cello was certainly not to
boast about my abilities. Rather, my
goal was to educate readers (many of
whom are not string players) on some
of the subtleties of string technigue, in
order to illustrate how Gofriller repro
duces these subtleties, or attempts to.
In any case, Gofriller Cello is
not a sampled string library, so there
are really no other computer-based
products with which it could be fairly
compared. Gofriller uses some new
approaches to produce more-realistic

WE WELCOME
YOUR FEEDBACK

Address correspondence to:

Letters

EM

6400 Hollis Street, Suite 12
Emeryville, CA 94608

or email us at
emeditorial@emusician.com.
Published letters may be edited
for space and clarity.
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The POCKETRAK 2
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most portable digital re
in a shirt pocket so you can take it everywhere. The 2G

features 2GB of built-in memory so you don't need external
memory cards, and the built-in USB 2.0 connectivity mak

it easy to transfer your linear PCM or MP3 recorcings to

and from your computer. Long battery life with the eneloop
battery technology, a high sensitivity tilt-up stereo microphone
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complete recording studio in your pocket The
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JUNE 2008

COVER STORY
Production Values:
Victor Wooten

Virtuosic electric-bass player Victor
Wooten talks about recording

his latest CD, getting great bass
sounds, playing live versus record-
ing in the studio, and more.

FEATURES
Portable Field-Recorder
Roundup

EM compares nine portable stereo
field recorders.

Windows on the Mac

We describe the ups and downs of
running Windows on a Mac—in par-
ticular, the tribulations of loading
and running different audio applica-
tions and installing audio hardware.

COLUMNS
Square One: All About Dither

We explain what dither is, why and
when you need it, and which dither
to use for various purposes.

Making Tracks: Say What?

Find out what happens when you
set up a speech synth and hijack its
output.

Sound Design Workshop:
REX Tips for Propellerhead
Reason 4, Part 2

Learn how to process REX-file beats
using NN-XT, effects, and modula-
tion routings.

Industry Insider:

Q&A: Jordan Tishler

The head of Digital Bear Entertainment
talks about how you can develop
new business opportunities from
your studio.

... and much more!

B LETTERES

emulations of string playing than
are possible with normal sampling.
The review highlighted both the suc-
cesses of these approaches, which
are considerable, and the areas

where more work remains to be done.

STREET-SMART

I just read Gino Robair's editorial about
using MAP prices instead of MSRP
(see “First Take" in the December 2007
issue), and | want to thank you for
doing this. The manufacturers should

Electronic Musician

thank you as well.

There are many reviews in
publications from many industries
that use MSRP, and these prices
are often pretty shocking. MSRP

turns me off to the product because
it seems to put it out of my price
range, even though the street price
may be half of the MSRP.

Thanks for a great magazine.
CHRIS ADAMS
VIA EMAIL

EM'S MAKEOVER—YEA
OR NAY?

Here is a little feedback on your
magazine redesign:

It appears that the type size
has dropped from 9 point to 8 point
(or you've just switched to a more-
difficult-to-read typeface). While
this may be great for an “airier” and
more contemporary look, it's hell on
old eyeballs. I have no doubt that
your average reader is considerably
younger than |, and perhaps you
shouldn't be concerned about the

more fossilized of your
readers. But if it comes
to a choice of wearing
reading glasses to
peruse your magazine
or to stop reading it
altogether, I will opt
for the latter. | vote for
larger type.

Small type is one
thing, but putting it
on a black background
with blue heads, like
on page 50 of the
February 2008 issue,
is really over the top.
Just the headline (on page 49,1
think; | don't have my glasses on)
scared me all the way to page 59,
where | hit that 8-point type again
and had to write this letter.

As far as the EM logo goes,
knock yourselves aut. | hope your
newsstand sales don't suffer too
much, though. | fear that you might
be a little too close to your publica-
tion in figuring that if you refer to
the magazine as EM, everyone else
does, too. For the guy buying off the
newsstand, Electronic Musician is a
lot more descriptive. The new logo
looks decent, though.

Okay, I'm done. All sarcasm
aside, | really enjoy the magazine
and get a lot of useful information
from it. But come on guys, give me
something | can read.

0ld guy with faltering vision . . .

JOHN STONEHAM
VIA EMAIL

| wanted to absolutely rave about
the direction that you have taken
EM in! The integration between print
and online is the best | have seen
anywhere in the publishing business
(and I've been really studying this
with my music partner and longtime
professional magazine editor Joel
Schalit). It is no small feat, and | do
not make this statement lightly.

And the content, the choice and
quality of the articles, have really

There are
many musical
opportunities
in Second LiFe

apart From
concerts.

1 i

i e

taken a quantum leap. The inclusion
of more-detailed, high-end how-to
articles is very much appreciated.
Finally, content that | can use:
technical articles that describe more-
advanced uses of technology. Tips
and tricks that are actually useful
to those of us who have been work-
ing with electronic-music tools for
more than a few years are a welcome
change. The quality of the writing
seems to be up across the board, too.
There was a time when | was
ready to blow all of the U.S. music
mags off as technologically sim-
plistic advertising books . . . but no
longer. Go cat go!
VANCE GALLOWAY
VIA EMAIL

START MAKING SENSE
| just wanted to drop you a note to
say | really enjoyed your March arti-
cle on vinyl mastering. (A big part
of my childhood music-listening
experience now makes sense!) | also
thought your intro remarks ("First
Take,” March) were very paignant.
VIVEK MADDALA

VIA EMAIL

ERROR LOG

March 2008, “Apple GarageBand ‘08
4.1.1," p. 109. To test GarageBand,
the reviewer used a late-model dual-
core 2.4 GHz MacBook Pro with 4 GB
of RAM and Mac 0S X 10.5, not 10.6.
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the perfect mix...

...of form and function

The new MC Mix brings the unparalleled speed, even workstations at the touch of a button— the
resolution and DAW integration of Euphonix’ touch-sensitive knobs, motorized faders, and high-
high-end professional consoles to your studio in a resolution OLED displays automatically set
revolutionary ergonomic, slim-line design. Effort- themselves to the currently active application
lessly switch between multiple applications and to deliver an unmatched mixing experience

° (1) = Fuphonix

Universal <
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IIDENSONGS

By Tracy Katz

Play with the Pros

Traditional instrumentalists, especially guitar players, should add the
video tutorials at iVideosongs (ivideosongs.com) to their arsenal of musi-
cal resources. Through its beginner-, intermediate-, and advanced-level
videos, iVideosongs provides focused instruction on how to play popular
songs (in a number of genres, from rock and folk to pop and R&B),
taught by studio musicians and/or the artists who wrote them.

Unlike the videos found on YouTube, these are presented in sharp,
high-definition MOV format and can be downloaded and viewed chapter
by chapter (intro, Verse, Chorus, for example). You can also view tab and
notation for each song to help you nail a certain chord or melody.

Each video shows close-ups of the instrument as the instructor plays

By David Battino

it, so you can see the correct finger placement and playing technique.
The biggest advantage is that you can play the lesson over and over
until you get it, without the pressure of an impatient instructor watching
you. At about $10 each, these tutorials are a real steal considering that
the price of a typical one-hour lesson from a professional musician often
starts at $50. The site has free tutorials as well, which teach playing
basics such as chord transitions and alternate picking.

Although iVideosongs is still in beta, its existing collection of tutorial
videos and instructional material is impressive and is sure to grow exten-
sively over the years. The site offers players at any level an efficient way
to learn a complete song and hone their skills at the same time.

and gea

Strutting in Stylus

Discover cool features lurking inside vopular programs

Spectrasonics Stylus RMX serves up great-sounding drum grooves as fast as you can click,
but it also has several hidden time-saving features: 1. Right-clicking (Control-clicking on the
Mac) on an effect panel in the FX rack pops up a menu that lets you save and load presets.
Right-click on the rack itself, and you can save and load entire racks of effects. Stylus comes
with quite a few tasty presets. 2. Like to explore? Beginning in version 1.5.1c, right-clicking
on the browser window shows a list of the sounds you've just auditioned. 3. Say you've edited

a Groove Element and want to hear what those settings (filter, effects, chaos, and so on)

sound like applied to a different groove. Just turn off the Settings button, select the new
JF¥ Unless you right-click, you might never know that

Stylus RMX comes with dozens of trippy effects presets. You
Car even save your awn.

Element, and click on the Settings button again. (For more about David Battino’s work. visit

batmosphere.com.)
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These albums encompass a diverse range of styles and composition methods,
from down-tempo, electro, and chiptune to electronica and acoustic.

1. 46bliss: Wish Me Away

2. Pavmire: Cryosleep

3. Laromlab: Laromiab

4. Drifting in Silence: Fallto

5. Spottiswoode & His Enemies: Salvation

PAVMIRE
Inspired by the
likes of Depeche
Mode and other

retro luminaries,

this dark electro
album is com-
pletely original.

EMPOLL

46BLISS

TIEE 47 CALDAR

Dreamy and nostalgic songwriting combines with uplifting beats
and sweet vocals to awaken the senses.

LAROMLAB

The funked-out
pairing of old-
school games
beats, and songs
proves that you
can indeed rock

out to chiptunes.

DRIFTING IN
SILENCE
Unexpected yet
complementary
timbres come
together, melting
the boundaries

between all genres.

SPOTTISWOODE &
HIS ENEMIES
Composed with
steel guitars,
piano, and man-
dolin, this album
is chock-full of
acoustic goodness.

What 1s your main application for using a handheld recorder? a} Recording gigs ard rehearsals. b) capturing song ideas, ¢) recording ambient and nature sounds,
d) recording interviews, e) music mixdown and archiving, f} something else, g) | don't want or need one. Submit your answer to this poll and others at emusician
.com. Your participation allows the editors of EM to learn more about you!

EMUSICIAN.COM | =) 23
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Download of the Month

U-he

MFM2 (Mac/Win) o o

FM2 ($79) is a reincarnation of Urs Heck-
M mann’s first VST plug-in, More Feedback

Machine. It could be subtitled "Everything
you always wanted from a delay effect and a few
things you probably didn't.” it starts with four ste-
reo delay lines and a four-by-four feedback matrix
that lets you feed the output of any delay to the
inputs of any combination of the others as well as
itself. Needless to say, the feedback can get out of
control in a hurry, and, fortunately, there's a large
Pantc button. Six factory feedback-matrix presets
also help keep you out of trouble.

Each MFM2 delay has its own multimode filter,
which you can insert at seven points in the delay signal
path: at the left, right, or summed input; at the left or
right dry output; at the delayed output; and between
the delay and the feedback matrix. Each pair of delays

Broken Toys

»

also has a multi-effects processor with
five effects: SoftClip, Decimate, Phaser,
SideBand, and Filter. Unless bypassed,
the effects always come between the
delay and the feedback matrix. My
favorite is SideBand. It's a frequency
shifter that shifts all the harmonics
(sidebands) of the signal by the same amount, thereby
distorting their harmonic relationship and producing a
clangorous effect. A 4-band modulation matrix lets you
route various MIDI messages, four buiit-in LFOs, and
two multisegment envelope generators to virtually any
MFM2 parameter. Furthermore, you can modulate the
modulation amounts by the same sources.

MFMZ's flexible feedback system coupled with
delay times as short as 1 ms, sync to tempo, and sync
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The Bent Festival is making its way to Minne-
apolis, L.A,, and New York City for three days
(per city) of hardware-hacking fun in late April/
early May. Those fortunate enough to attend will

experience in its full glory the fantastic art form

known as circuit bending, which
involves the transformation of
existing instruments and toys
into new, unique instruments.
If you like modifying hardware,
messing with do-it-yourself elec-
tronics, and making weird noises,
you'll enjoy getting Bent.

The festival boasts the largest
number of circuit benders and
DIY electronics performers in
one place; they will teach work-
shops, perform nightly concerts, and inspire
attendees with their interactive art installations.
The Bent Festival is produced by the Tank, a
nonprofit organization run by volunteers. To
learn more, visit bentfestival.org. =T}

3 W 3 O

to pitch make MFM2 ideal for
resonator effects as well as long
muititap sequences {see Web

ONLINE k
BONUS L\
MATERIAL

collection of factory presets is a great starting point

Clip 1). The large, categorized

for exploring MFM2. From subtle to extreme delay
effects, you won't find a more capable or reasonably
priced plug-in. A demo version for both platforms is
available from the u-he Web site (u-he.com).

Want to circuit bend? The
following sites will help you
get started:

¥ The Art of the Creative Short Circuit
emusician.com/diy/art_creative_short

¥ Reed Ghazala's Anti-Theory Workshop

anti-theory.com

¥ Oddmusic Circuit Bending Section
oddmusic.com/illogic

¥ GetlLoFi Blog
getlofi.com

g3
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By Len Sasso

FLIHB T S

J. PRESEDO MASTER GAITA

1f you're wondering how to hone your bagpipe chops without being evicted,
look no further. Master Gaita ($371) from Spanish developer ). Presedo (arrakis
es/~jpresedo/ midig/mgengl html) is a MIDI bagpipe controlier consisting of a PVC
tube with nine touch-sensitive contacts connected by an 8 5-foot cable to a
plastic box with a MIDI jack, an on/off switch, and a fingering-mode switch.
You can play two independent drones and control instruments on two
MIDI channels. The unit is 9V battery powered but has a jack for an
optional external power supply (not inciuded).

IT'S IN THE BAG

P T T R )

NATIVE
INSTRUMENTS
KORE 2

Native Instruments(native-instruments.com) has upgraded
its combination hardware-and-software virtual-instrument
and -effects workstation. Kore 2 (Mac/Win, $559 [MSRP])
offers an improved hardware controller, a much easier
software interface, and a built-in sound engine integrating
the engines in Absynth, FM8, Guitar Rig, Kontakt, Massive,
and Reaktor. You get more than 500 KoreSounds, with new
KoreSound Packs being released regularly. Third-party plug-
ins are also supported. Each KoreSound has up to eight varia-
tions through which you can morph seamlessly in real time
using the hardware or onscreen controller.
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Mackie

I_| \/ I D I N STR U M E NTS O H M Mackie (mackie.com| has just released tne MR
series of powered studio monitors. The MR5
($149.99) and MR8 {$199.€9} have baffles molded

ULTIMATE CONTROL
to minirmize diffraction, and

a waveguide designed for

Livid Instruments(lividinstruments.com)is now shipping the Ohm

(Mac/Win,$790), aninnovative MIDI control surface aimed at the live- AFFORDADLE b &

performance D) or V). The 17 6 X 1.5 X 10 5-inch, 6-pound wood-paneled FIDELITY 4 B e e ch it

tabletop unit and the 5U, 8-pound rackmount unit feature switchable blue Bot units feature Class A/B
amplifier architecturz for flat

backlighting and include a USB cable, a 12V wall-wart power supply, and the full

version of Livid’s video mixing program, Union 2.5. Two 4-channel
mixers flank a 36-button clip-triggering matrix and high- and low-frequency adjustment. The MRS

crossfade slider at the center of the unit. You combines a S5W/30W hiamp w th a 5.2%-inch
also get 20 function buttons, 10 woofer and a 1-inch tw=eter. The MR8 gives you
rotaries, and a bpm tap a 100W/50W biamp,

button. an 8-inch woofer, and a

frequercy response, ard both have controls for

1-inch tweeter.

DAVE SMITH INSTRUMENTS PROPHET '08

Dave Smith Instruments (davesmith
instruments.com)has released anew table-
top, knobby-module version of its Prophet PROPHET S HRINKS
'08 synth.The 18.5 X 7 X 3 5-inch, 6-pound PRrophet os
Prophet '08 Synthesizer Module ($1,499)
presents a reorganized control panel and
lacks the keyboard but has the same clas-
sic Prophet look and wood sides. Road
warriors can replace the sides with rack
ears (included) and mount the unit in
a road case. Under the hood, the unit
is the same as the keyboard model;
it includes split or stacked layers,
Velocity and Aftertouch support, and
the full-featured modulation matrix.

8 | Emusiciancom | (S} 27



Acoustica

et Smart

Sound FX: Unlocking the Creaiive Potentlal of Secording
Studio Effects |$39.95) by Alex Case expieres effects
IOCessing. with emohasis on the home studio. The
book starts with audio essentlals such as waveform
signal flow, and petception, It then covaers amph-
tude- (distortion £Q compressien. and volume! and
time-based effects [delay. pitch-shift. and reverb).
L wraps up with chapters on basic and automates
mizing and examoles of applying 2fects to snare drums and piano tracks

avallable at the “ocl Pre~s Wel .ite (focaipress.com

Mas »'roVides.urn: (miacprovideo.coml is
a purveyof of downloadable video tutori-
als for Apple Macintosh users. A vanety
of Mac products are covered wiih an
emphasts on audic and video preduction

software such as the varicus apolica-

tions bundied in Apple Logic Studeis and

Final Cut Studio. Youll also find cover-
age of Ableton Live Digidesign Pro Tools. Propellerhead Reason. and Apple
GarageBand. Prices range from $9.50 to 549.50. and w:th a fast mternet
connection, yeu can download most titles in 10 minutes or so. The tuto-

nals do mot expire or self-destruct. and youre free to burn them to DVD

Bobby Owsinskis The Augic Mastering Handbook ($34.93

THEAUDIO ‘

L s \ upnd=t n af k Mastering Engineers Handbeok it
an T TV ;) Jpd=ted eqition si hus Mastering Engineers Handboox
MASTERINGY

HANUBUUKE covers mastering for optical media [CO, BVD, and 55 en
1

[MSRP]) from Course “echrnology |courseplicom! 1S an

ampressed and stieaming formats surround and vyl
Dwsinskl revea s the secrets of making hot mascers ¢nd
addresses compressior, frequency balancing, and mixing
with masiering In misc. Throughout the book legendary
miastering engineers 8efnte Grundman, Bob Ludwig, Gienn

oug Sax, and wihers share their expenences, tips. and ticks

28 A=) | emusician.com | 05.C8

YELLOWTOOLS

INDEPENDENCE PRO

Yellow Tools (yellowtools.us) has bundled and
updated versions of three flagship products in
the new Independence Pro (Mac/Win, $499). You
get Independence 2 with a 70 GB sound library,
Independence Live for using Independence 2
projects onstage, and the VST and AU plug-in
Independence FX, which gives your DAW access to

40 Yellow Tools effects,

AN INDEPENDENT including the impulse-

TRIQ response processor Ori-

gami. Independence 2

sports a redesigned audio engine with multicore

management, hosts third-party VST instrument

and effects plug-ins, and has a sophisticated new
browser with attribute matching.




It’s all about the

MVM-AUDIO

MICROTRACK Il

VYU 00000/000385

!
i
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»Microfrackll -

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

Includet stereo electret microphone,
earbuds. headghone extension cable with lapel clip,
power supply, USB cable (A to Mini B) and
protective carrying case with mic pouch.

[

> GET M-POWERED M -AU D I D @

WWW m-gudio com
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DAVID AGASI

CARL STONE

Home bases: Los Angeles and Tokyo
Primary computer: Apple MacBook Pro
Key software: Cycling 74 Max/MSP
Web site: sukothai.com

Mystic Voices

> Al-Noor

Carl Stone finds many-splendored ghosts in the machine.

e ————————— - IS

ignal and sample processing have progressed by leaps and bounds since the
dawn of computer-based music, and Carl Stone is one of the privileged few
who havebeen there for many of the highlights of the last three decades. Asa

student of thelegendary Mort Subotnickat Cal Artsin theearly’70s, Stonelearned
at a young age about the different ways electronic music could be integrated into
live performance. Since then, he has cleared his own path as an innovator in
electroacoustic composition, working with everyone from dance choreographer

Bill T. Jones to experimental turntablist and guitarist Otomo Yoshihide.

Al-Noor (InTone Music, 2007), which
gets its title from the Arabic words for
“the light,” is Stone’s latest album and
was created entirely using Cycling 74's
Max/MSP graphical-programming-
environment software. As a nearly
20-year veteran of the program, Stone
knows a thing or two about visualizing
and constructing signal processing
chains, often using organic sources as
a point of departure. “I've been work-
ing with samples of voices for a very
long time,” he says on the phone from
Tokyo. “There’s something about the
human voice especially that speaks
te our soul. It communicates in mys-

By Bill Murphy

terious and powerful ways, and | think
that's part of my attraction to the
voices | use.”

A woman singing a Vietnamese
lullaby is the mair character of the
album’s title track—an 11-minute opus
of at least four different movements.
The song opens with the dry solo vocal
but then changes gradually—and
dramatically—as Stone applies layer
upon layer of MSP-based "objects” to
the voice, bringing out an alien cho-
rus that seems to spin in space, creat-
ing key changes and moods that move
from elegiac to uplifting.

“I've just developed the pro-

32 (=X) | EMUSICIAN.COM | 05.08

cess over the last year or so,” Stone
reveals. “The technique is called FFT
processing—fast Fourier transforma-
tion, which basically applies high-level
mathematics to sound samples for the
purpose of resynthesis, so you can take
any sample and manipulate the spec-
tra of the sound. You could also call
it cross-synthesis because I'm using
one set of samples to cross-modulate
another set. It can give you some pretty
interesting results.”

“Interesting” is putting it mildly.
“L'Os a Moelle” opens with the sound
of a garage band straight out of LA.'s
late-'60s psychedelic scene—all very

faniliar to fans of the Byrds or Arthur
Lee's Love, until it morphs into some-
thing even more way-out, like acid rock
on real acid. *l like to establish some
expectation about what the music
is about, and then destroy it,” Stone
explains. “It's almost like a parasite
invading the body of a piece of music
and gradually eating it up from the
inside—this riff just gets eaten and
destroyed.”

“Flint's” is another epic piece,
based on a live performance recorded
in 2000, with a vocal track that cycies
through two different layers of filter
processing—one of them a phased
vocoder that would make even Herbie
Hancock (who used the vocoder heav-
ily in the '70s and ‘80s) blush with
envy. “The vocoder imbues the life
of ane sound with another,” Stone
says, “and that kind of alchemy fasci-
nates me. Even though | wasn't that
into Herbie's particular approach,
I've always been drawn to the con-
cept of infusing one sound with the
quality of another. And on another
level, that's what this whole album is
about” 4=M



Who needs the H2 Handy Recorder?

Every Musician on the Planet.

SIMPLICITY IS A BEAUTIFUL THING.

It's a simple idea: provide brilliant stereo recording in an easy-to-use,
uitra-portable device. With the H2, every musician has a way to record
high-quality audio.

WHY FOUR MICS ARE BETTER THAN TWO.

The H2 is the only portable recorder with 4 mic capsules onboard in a

W-X/Y configuration for 360° recording. Audio is decoded instantly for
unrivaled stereo imaging.

PUSH A BUTTON...

That's all it takes to start recording! The H2’s intuitive user interface
makes it easy to capture the moment. Onboard Auto Gain Control
ensures your recordings are at the right level. And you get over

4 hours of continuous operation with 2 AA batteries.

PLAY IT BACK!

Play back your recordings on your home audio system or listen
to your masterpiece with the included earbuds. Enjoy studio-
quality audio directly from your H2.

SECURE YOUR DIGITAL MEMORIES.

The H2 comes with a 512MB Secure Digital (SD) card. With a
4GB card, the H2 provides 2 hours of recording at 96kHz, 6 hours
at 44.1kHz, or a staggering 138 hours at MP3. You can

store your recordings on a PC or Mac with the H2's

USB interface and then share them online.

WHAT'’S LIFE WITHOUT ACCESSORIES? »
Your H2 comes with a mic clip adapter, tripod stand,

earbuds, a 10" USB cable, stereo cable, AC adapter

and a 512MB SD card.

ENJOY YOUR BRILLIANCE!

Recording high-quality audio has never been so easy.
You’'ll be amazed by your sound.

THE ZOOM H2 HANDY RECORDER.
BRILLIANT STEREO RECORDING.

©2007 Zoom zoomfx.com CATCH US IF YOU CAN




MICHAEL BROOK

Home base: Los Angeles

Sequencers used: Digidesign Pro Tools
HD (James Hood), Apple Logic Pro
(Michael Brook)

Preferred soft synths: Korg Legacy,
Arturia Analog Factory (James Hood)

Web site: michaelbrookmusic.com

> BellCurve

Trance Formation

Michael Brook reinvents his previous album.

IMICHASE BROO ¢

roducer, guitarist, and composer Michael Brook was looking for a follow-up

to RockPaperScissors (Canadian Rational, 2006), a world music album that

melded diverse elements like Bulgarian choirs, a Lebanese violinist, a rock
rhythm section, and Brook’s guitar work. Rather than starting anew, he decided to
rework those same tracks into something more electronic and ambient.

The Canadian-born Brook has had an
eclectic career, with much of his work
focused on world music. He has pro-
duced artists such as Brian Eno, the
Pogues, and Nusrat Fateh Ali Khan, to
name just a few. For a couple of years
he was doing so much production at
Peter Gabriel's Real World Studios that
he literally moved in there. He has
also composed music for films, includ-
ing An Inconvenient Truth (Lawrence
Bender Productions, 2006) and /nto
the Wild (Paramount Vantage, 2007).
In addition, Brook invented the Infinite
Guitar, which was popularized by the
Edge of U2.

So last year, when Brook was
toying with different ideas for follow-
ing up on RockPaperScissors, he hit

By Mike Leving -

on the concept of a remix that would
serve as a companion piece to the
original. “You're always trying to find
some sort of angle or way to intro-
duce stuff to people who may not
find it in their normal exploration,”
explains Brook. “I thought, what
would interest me more: hyping it
all up and putting on drum loops and
that kind of thing, or turning it into
something more ambient, textural,
and atmospheric?”

Brook turned to James Hood, a
former drummer for the Pretenders
and founding member of the ambi-
ent group Moodswings, to remix it.
“He just went to town with it and
did quite an amazing job of turning
it into a continvous piece of music,”
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says Brook. The result was BellCurve
(Canadian Rational, 2007), which
took the organic-sounding tracks from
RockPaperScissors and gave them a
more trancelike feel.

“I was sent an iPod with 80 GB
worth of sound files on it,” says Hood,
“and a brief, which was to make it
brilliant—and ambient.” So Hood hun-
kered down in his studio with his Mac
and a Digidesign Pro Tools HD system
and began editing, layering, and mix-
ing. He even added his own music in
a few spots. Hood's tools included
SoundToys effects plug-ins and Korg
Legacy and Arturia Analog Factory
synth plug-ins, among many others.

“James did this great job of it
says Brook, "and then as that pro-

BELLCURVC

gressed, it became apparent that the
direction he was heading in created
some musical implications that basi-
cally required me to play a little more
on it. | gave it to him, he warked on it,
he gave it back to me [Brook worked in
Apple Logic Pro], and | played guitar on
it a bit. | didn't really do any of the mix-
ing or production.”

Because it was Brook’s project,
Hood had to get approvals as he
went along. “He'd say, 'l didn't like
that bit,” recalls Hood, “and then
I thought, ‘God, he didn't like that,
| spent a whole week on it." But [it
turned out] what he didn't like was
one tiny little thing. That's why it was
such a dream gig, because my heart
would sink—0h God, | have to change
everything—and then he would say,
‘You know that tiny little thing there
| don't like that.’ And | would say,
‘Great, it's gone. Anything else? And
he'd say, ‘No, it's great.”

Brook sums up the process this
way: "It was, for me, this really positive,
collaborative experience of just kind of
letting somebody have their way with
your work.” =Y
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33 FIG. 1: The Stribe has eight
high-precision, touch-sensitive
strips flanked by rows of 64

LEDs. The device connects to

a computer via USB, and the
strips can be mapped to any
software parameters. The LEDs are
controlled by the software and can
indicate anything you wish.

DIY Resurgence

Two new projects let you get your hands dirty. | By Scott Wilkinson

M first issues were published in 1985, but for

ten years before that, the magazine was called

Polyphony. Published by PAIA (paia.com),
Polyphony presented a variety of articles for electronic
musicians and home-studio owners, but it was best
known for its do-it-yourself {D1Y) electronics projects.
That's not surprising, considering that PAIA manufac-
tures numerous interesting musical-electronics kits
to keep inveterate solderers busy.

These days, music-technology products have
become so sophisticated and affordable that DIY
seems to be a lost art. But | recently discovered a thriv-
ing DIY community that has grown up around some-
thing called the monome (monome.org). This simple
array of illuminated buttons connects to a computer
via USB and can be programmed to control any param-
eter of music software, such as Max/MSP from Cycling
'74. It also has hooks for other applications, such as
Ableton Live and Native Instruments Reaktor 5, via
Open Sound Control—a music-control protocol origi-
nally developed at the Center for New Music and Audio
Technology at the University of California, Berkeley.

The illumination of each button is controlled
by the software; there is no hardwired connection
between each button and its light. Columns of lights
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might indicate steps in a sequencer, with each light
representing a different sound that is added to the
sequence when you press its corresponding button.

The central tenet of the monome’s creator, Brian
Crabtree, is aligned with the so-called open-source
movement. All designs and source code for the sys-
tem are freely available on the monome Web site, and
anyone can modify them in any way they wish. You
can buy the device in completed or kit form and let
your creative side have at it.

Josh Boughey, a member of the monome com-
munity, felt that there was something missing—
specifically, that the monome offers no continuous
control. So he designed a new general-purpose inter-
face he calls the Stribe (soundwidgets.com/stribe).
Like the monome, the Stribe is a completely open-
source device that you can buy in either kit or finished
form. It's based on the Arduino prototyping platform
(arduino.cc), which lets you write and compile your
own firmware and burn it into the microcontroller.

The Stribe consists of eight high-precision,
touch-sensitive strips that were originally designed
for medical-contral applications. (Stribe is Danish for
stripe, and the word has the added advantage of act-
ing as both a noun and a verb.) Each strip is flanked by

two rows of 64 LEDs (see Fig. 1). The Stribe connects
to a computer via USB, the strips can be mapped to
any parameter, and the LEDs can be programmed
to illuminate independently of where you're touch-
ing the strips. For example, the lights might indicate
stereo volume levels or sections of a sample to play
back when you touch the strip in a particular area.

When paired, the monome and Stribe form a
unique and powerful musical instrument. Boughey
likens it to a stringed instrument, such as a cello:
the left hand might control the monome, selecting
discrete things such as pitches or loop fragments,
while the right hand might control the Stribe, adding
continuous gestural nuance much the way a cellist
does with a bow.

The idea of @ minimalist controlier has not
escaped the big companies; Yamaha recently intro-
duced a device that is similar to the monome. Called
the Tenori-on (global.yamaha.com/tenori-on/index
.html), it has a 16 X 16 array of illuminated buttons.
Unlike the monome, though, it is preprogrammed
and self-contained. Still, the ideas drawn from the
monome and the Stribe clearly point the way toward
ever more creative musical interfaces, and | applaud
Crabtree and Boughey for their ingenuity. €=M
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By Len Sasso

‘ he Drum Rack instrament is one of Ableton Live 7's most interesting
I I new features, and 1ts creative potential is erormous. You can build a vir

toal dram machine with ditterent MIDI and audio eftects tor each drum

sound. You can shee Live warped or REX audio files antomatically, allowing you 1o
tesequence the shees eflortlessly. You can use it as a tiggernmg device for loops and
resampled Live Scenes and then use Lives other tools to manipulate those loops and
Scenes, 'l start this master class with a briet account ot how Drum Racks work, then

cover these apphcations and more

T FIG. 1 m Rack each pad corresponds to a MiDI note. Sifteen pads are visible at a ime, and

proned 14 controilers always play the visible pad

Lake Lave's Instrument Racks, Drum Racks house parallel chains of virtual instru
ments. You can place Live’s built in MIDI effects before the instrument and follow it
with audio effects plug s, But unlike with Instrument h(.\d«x you do not need to set
ap key, Veloony, o controller zones 1o select 1he chains.Instead, you can tie chains to
Dyum Rack pads, which represent MIDE notes. When ajpad is triggered by its associ
ated MIDIE note or by a mouse cick, it sends anote (€3 by detauldt) to all chains tied to
it (lor converence, you can also set a cham o receive alt MIDI notes directly, in which

case 1t s not triggered by any of the pads.)
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Control, Mix, and Load

A Drum Rack’s pads are arranged in a four-
by-four matrix just to the right of the rack’s
Macro knobs (see Fig. 1). When the rack is
completely folded (Macro knobs, chains, and
plug-ins suppressed), the pads remain visible.
There are 128 drum pads, corresponding to the
128 MIDI Note Number range, and you use the
slider to the right of the pad display to bring
other pads into view. If you have a supported
MIDI control surface with physical drum pads,
their assignment follows the slider, so they are
always mapped to the visible Drum Rack pads.

Three of Live’s MIDI effects are especially
useful with Drum Racks. If your control surface
pads send short triggers, you may want to pre-
cede the rack with a Note Length MIDI effect to
convert the triggers to fixed-length gates. (Use
Time mode to create gates up to 60 seconds
long.) For chains that receive all MIDI notes,
use Pitch and Velocity effects at the beginning
of the chain to set key and Velocity ranges.
You can also transpose and perform various
Velocity alterations with those plug-ins.

A Drum Rack can house up to six effects
chains, and as effects chains are added, the
Chain List sprouts send-level controls to the
left of the volume, pan, mute, and solo controls.
Those are all duplicated in a graphically more
convenient foldout Session-view submixer.
Each effects chain can house any number of
effects or even nested Effects Racks.

Although you can plug any Live or third-
party virtual instrument into a Drum Rack
chain, the most common choice by far is Live’s
Simpler sample player. Whether you want a pad
to trigger a single event (such as a drum hit, a
sound effect, or an audio file slice), an imported
loop, or a rendered Session-view Scene, Simpler
is the simplest way to go. For that reason, drag-
ging an audio clip from Live’s browser or from a
Session- or Arrangement-view track to a Drum
Rack pad automatically inserts a Simpler in the
chain and loads the dragged sample into it.

Scrambled Beats

Swapping slices of a REX or other sliced-format
audio file is well-trod territory, especially with
drum loops. It usually works better to swap
similar-sounding slices, which might, for exam-
ple, be found at the same beat position within
different measures. Therefore, random swap-
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Drum Racks make it easy to
introduce some randomness
inco slice swapping.

ping is not typically a viable option, but Drum
Racks make it easy to introduce some random-
ness into the process.

The first step is to convert the audio file to
a Drum Rack with each slice on a different pad.
Live will do that automatically for any audio
clip: just right-click on the clip in the browser
or project to bring up its contextual menu,

Session-view submixer to select each chain in
the group, then drag all the selected chains to
an empty MIDI track or to the mixer’s drop
area (see Fig. 2). A new Drum Rack will be
created, along with a MIDI clip containing the
trigger notes for the moved slices.

To randomly swap the slices, first click-
and-drag the Drum Rack pads so that the slices
are contiguous. Next, double-click
on the triggering MIDI clip to
reveal it in the Clip view, and drag
each of its notes down to the bot-

FIG. 2: You can select and drag several chains from the submixer

to the drop area to create a new Drum Rack and associated MID! file.

and select Slice To New MIDI Track. That
brings up a dialog box in which you choose
slicing parameters. For any format other than
REX (for which Live uses the REX slices), you
choose whether to slice by Live’s Warp markers
or some beat division. You also choose a slicing
preset, and either Built-in or Built-in 0-Vel is
a good choice. (With the latter, MIDI Velocity
has no effect when triggering the slices.) You
can create your own slicing presets by saving
appropriately configured Drum Racks in the
Library/Defaults/Slicing folder.

Once you have the file sliced into a Drum
Rack, play each slice and mark down which
ones are similar and, therefore, swappable. For
each group of similar slices, Command-click
(Ctrl-click in Windows) in the Drum Rack’s

tom row. (If you play the clip now,
it will trigger only the first slice.)
Now insert Live’s Random MIDI
effect before the Drum Rack.

The Random effect random-
izes the MIDI Note Numbers
of incoming notes based on five
settings: Chance, Choices, Scale,
Mode, and Sign. Set Choices to
one less than the number of slices,
Scale to 1, Mode to Rnd, and Sign
to Add. Some MIDI notes played
by the trigger clip will then be ran-
domly transposed up by a number
of semitones between 1 and the
Choices setting. How often notes are transposed
depends on the Chance setting. If you divide
the number of slices into 100 and subtract the
result from 100, each slice will be equally likely.
For instance, if there are 10 slices, you would

set Choices to 9 and Chance to 90 percent (see

ONLINE k
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Web Clip 1). When you use
lower Chance settings, the
first slice is favored, which

MATERIAL

can be very useful.

Ifyou have a percussion part that is particu-
larly boring (a sequenced drum-machine loop,
for example), try adding insert effects to chains
playing similar slices. Although slice swapping
is easiest to set up with unpitched material, it
is not limited to that. Rhythm-section instru-
ments with repetitive parts also make good
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fodder; just ensure that the swapped slices play
the same pitch or chord.

Catch the Groove
Unlike many other sequencers, Live does not
provide a way to automatically apply the grpove
of one audio file to another. But the aforemen-
tioned Slice To New MIDI Track feature makes
it easier to do so manually, at least with short,
similar files.

Suppose, for instance, that you have 1-bar
bass and drum loops with different eighth-note
swing feels, and that you want to conform the

Drum Racks provide a great
way to turn a collection of
Session-view Scenes into a

real-time instrument.

drum loop. In the Clip view, ensure that there
is a Warp marker at the end of the drum loop
(at the grid marker for bar 2) so
that creating and moving other
Warp markers won't change the
overall clip length.
Set Warp markers for each
- of the eighth-note grid markers
by double-cliciing on them. (The

FIG. 3: After slicing drum and bass audio loops to new MIDI tracks,

you may need to adjust the drum MIDI file to accommodate differences in

the bass slices.

bass to the feel of the drum loop. Furthermore,
suppose that the drum loop is not already
sliced. (If it is, you won't need to use the slicing
trick I'll discuss next—just proceed to match-
ing up the slices.)

Place the drum loop on an Arrangement-
view track, set Live's tempo to match, and
turn on both warping and tempo master for
the clip. Making the clip the tempo master
lets you move the Warp markers as the file
plays without hearing the effects of warping,
which are irrelevant in this example. Set the
Arrangement-view loop region to match the
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leftmost number of a grid marker
is the bar, the middle number
is the beat, and the rightmost
number is the 16th note within
the beat. For instance, 1, 1.2, and
1.2.3 are all eighth-note markers,
but 1.2.1 and 1.2.4 are not.) Move
each of the Warp markers to the
audible beginning of the note
to which it corresponds. For a
cleanly played swing-eighth
drum loop, you will mostly be
moving the 3-digit Warp mark-
ers to the right (see Fig. 3).

Turn terpo master off and
slice the warped loop to a new
MIDI track using the Warp
markers. Mute the original loop
and play the new MIDI track; it
will sound just like the original (whereas the
warped audio file will now have the swing
removed).

To conform the bass to the drum loop,
set its Warp markers as just described for the
drum loop and also slice it to a new MIDI
track. Instead of using the generated MIDI
clip, copy the MIDI clip from the drum track.
It’s unlikely that the bass will slice as nicely into
separate eyents as the drums. You may need to
merge some of the bass loop slices and adjust
the copy of the drum MIDI clip accordingly
(see Web Clip 2).

World Radio Histo

A Steady Clip

Although you can trigger audio clips in Session-
view slots directly from a MIDI keyboard,
Drum Racks provide an interesting alternative.
You can sequence the triggering of Drum Rack
pads, whereas you must go through some con-
voluted MIDI routing to sequence triggering of
Session-view slots. You can use Simpler’s loop-
ing feature instead of warping the clip as you
must do to loop its playback in a Session-view
slot. On the other hand, you cannot apply real-
time quantization to triggering Drum Rack
pads as you can when triggering slots. Probably
the biggest advantage to using a Drum Rack
rather than slots for playing audio clips is that
you can control multiple clips with individual
effects processing from a single track.

You can drag audio clips directly to Drum
Rack pads from the Live browser, Session-view
slots, Arrangement-view tracks, or your com-
puter’s desktop. If you want the clips to adapt
to the song tempo, ensure that warping is set
up the way you want it in Live’s Record/Warp/
Launch preference tab. (If the clips have already
been warped and analysis files have been saved,
they will retain their warp settings regardless
of the preferences.) Because Live sometimes
guesses wrong about a clip’s length and tempo,
it’s a good idea to check each clip before insert-
ing it into the Drum Rack. To lock in the tempo
in Session view, you need to somehow render
the warped clips. You can resample the clips on
a different audio track, or freeze them and then
either copy the frozen clips to a new audio track
or flatten their track (which is destructive).

When dealing with several clips, I prefer
to consolidate them on an Arrangement-view
track and slice them to a new MIDI track as
in the previous example. Although it involves
a bit more work, this method lets you use
Drum Rack preset templates. Consolidating



FIG. 4: Map Macro knabs to control each Simrplers Start, Loop, and Length. then assign a range of MiDI notes to

those knobs to manipulate the loop from your keyboard.

automatically locks in the song tempo, so you
needn’t worry about rendering. Before con-
solidating in Arrangement view, ensure that
each clip starts on a bar line, and note which

bar lines begin new clips or place a marker at
the beginning of each clip for future reference.
After consolidation, create a Warp marker at
the beginning of each clip (and nowhere else)

before slicing to a new MIDI track.

Built-in 0-Velisa viable preset template, but
I prefer a different mapping of the Macro con-
trols. You'll find my template, called “Looper,”
in Web Clip 3. I use the top four Macro knobs
to control each Simpler’s clip-start, clip-length,
loop-length, and loop-fade parameters (see
Fig. 4). Notice that the Macro 2 and Macro 3
knobs have their range reversed, and that the
Macro 3 knob, at its maximum value of 127,
also turns looping off.

It helps to keep in mind how a Simpler’s
Start, Length, and Loop knobs interact. Each is
calibrated in percent, but, except for the Start
knob, that’s a bit deceptive. The Length knob
has no effect if its setting is larger than the por-
tion of the clip after the start position. The Loop
setting is in proportion to the adjusted length.
For instance, if Start is 50 percent, Length is 40
percent, and Loop is 50 percent, then the por-
tion of the clip between 50 and 90 percent plays,
and the last half of that portion is the loop.
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FIG. 5: Resample Live Scenes and load them into a
Drum Rack for real-tyme sequencing.

You can assign MIDI note ranges to control
Live's knobs and sliders, and that’s very usetul
here because the settings are equally divided

=MWER

over the note range. If, for example, you assign a
range of five notes, they will set the knob to 0, 25,
50, 75, and 100 percent of its value range, respec-
tively. For Start, Length, and Loop, a 5-note range
divides the clip into quarters; a 10-note range,
into eighths. On a 3-octave keyboard, I use Cl1
through F#2 to gate Drum Rack pads, and I use
G2 through B2, C3 through E3, and F3 through
A3 to control the Start, Length, and Loop Macro
knobs. Reversipg the range of the Length and
Loop knobs makes the use of‘the keys more
natural—higher notes always shorten.

Once you've embedded your clips in a
Drum Rack, keep in mind the trick from the
“Scrambled Beats” section of dragging some
Drum Rack pads to new tracks to create sepa-
rate racks for different kinds of material. For
instance, you might want different racks for
percussion (usually looping), chord instru-
ments (looping but probably not transposable),
and solo instruments (usually not looping but
transposable).
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Scenic Tour
Drum Racks provide a great way to turn a col-
lection of Session-view Scenes into a real-time
instrument. Each chain in the resulting Drum
Rack holds another Drum Rack whose chains, in
turn, hold audio clips rendered from the tracks
in one Scene. Triggering a main Drum Rack’s
chain triggers a rendered Scene. You retain con-
trol of each Scene’s mix, but as with the loops
in the previous example, the tempo is locked in.
You can even nest playable instruments in the
main Drum Rack to create a band in a box.
First, create some Scenes that work well
together—alternative bass, drum, and rhythm-
guitar Scenes of the same length that follow the
same chord changes, for instance (see Fig. 5).
1 often use this technique with Follow Actions
on several Scene tracks to capture the Follow
Actions in a new Scene. Don't overlook Live’s
new External Instrument, which lets you use
standalone virtual instruments (if your system
is set up for that) and ReWire devices such as

“Melodyne has given me the courage to break
up with my reality, cheat on my imagination

realiis

id o demo ¥ www celemony com




the resampied clips for

Propellerhead Reason in your Scenes.

Foreach Scenetrack, createanewaudio track
and route the original track’s output to it. Record-
enable all the new audio tracks and ensure that
their clip Slots have Clip Record buttons. Trigger
each Scene and dub one pass (including any
Follow Actions) to new audio clips.

Once you've recorded the dubs and saved
them in the project’s Samples folder, create a
new MIDI track with an empty Drum Rack.
Hold the Command key (Ctrl in Windows),
select the clips that belong to the first Scene, and
drag them to a Drum Rack’s C1 pad (see Fig. 6).
That pad will be relabeled Multi, its chain will
contain a nested Drum Rack with a separate
chain for each clip, and each of those chains
will be assigned to note C1. Repeat that process,
dragging the clips from the other Scenes to dif-
ferent pads, and you'll have each of the original
Scenes triggered by a Drum Rack pad.

You can do a number of things with the
main Drum Rack to make it more playable. As
mentioned earlier, you can add a Note Length
MIDI plug-in before each of the nested racks and
set its Length knob (in Time mode) to the length
of the Scene to convert triggers to gates. In order
to switch between trigger and gate mode for all
Scenes, map each Note Length plug-in’s Device
On button to a Macro knob of the main rack.

I like to map each of the nested Scene’s
chain-volume controls to Macro knobs of the
main rack. To do that, you first need to map
them to the Macro knobs of the nested racks,
then map those Macro knobs to Macro knobs
of the main rack. At the same time, you can cre-
ate an overall volume knob by mapping each
of the main rack’s chain-volume controls to the

same Macro knob. If you insert send effects
(reverb, for instance) in the main rack, you
might want to map all the send-level controls
to a Macro knob as well.

After Hours

You can make your Scene-playing Drum
Racks self-contained instruments by adding
one or more chains of virtual instruments—
for example, a lead sound to play along with
rhythm-section Scenes. To keep Scene trigger-
ing and playing out of each other’s way, use an
Instrument Rack for the virtual instrument,
and use the instrument chain’s key zone to
avoid overlaps. If you install more than one
virtual instrument chain, use the Instrument
Rack’s chain selector to switch instruments. To
cover different instrument ranges with a small
keyboard, insert a Pitch MIDI effect before the
Instrument Rack.

Of course, you’re not limited to trigger-
ing the dubbed Scenes manually. You can use
MIDI clips to trigger them, and if you use a
separate clip to trigger each Scene, you can use
Follow Actions to sequence them—something
you cannot do with Scenes directly in Live.
Furthermore, you can use clip automation to
control mixing and other parameters in the
Drum and Instrument Racks.

Only clips on the Drum Rack track have
envelopes for Drum Rack parameters. If you
want to separate clip automation from Scene
triggering, put the clips with the automation on
the Drum Rack track and put the clips with the
triggering notes on another MIDI track whose
output is routed to the Drum Rack. Clip auto-
mation is especially effective for soloing Scene
tracks and controlling the sends to dense effects
such as Grain Delay and Beat Repeat that are
best when used sparingly (see Web Clip 4).

Drum Racks open up a whole range of new
sequencing and live-performance possibilities.
Getting a Drum Rack to do what you want,
especially when you're nesting Instrument and
Drum Racks inside each other and using their
Macro controls, can take some planning. But
it's well worth the time invested, and the pro-
cess gets faster as you become more familiar
with Drum Racks. €=M
Len Sasso is an associate editor of EM. For an
earful, visit his Web site at swiftkick.com.

The Symphony System

What makes a Symphony System

>
e
]
-
o
©
c
-
o)
A
[
]
o
o)
Q
<
o
c
c
c
gl
S
o
g
L4+
>
<
1]
©
c
)
o
Q
-
A
.
]
-~
-
)
>
c
o)
v
w
]
=
]
(¥a)
o
o
o]
]
vy
o)
o
©
c
4]
w
v
=
]
v
<

X
O
o))
—
o
v
©
c
o]
v
v
4
S
©
v
o
b
o
v
4]
>
v
c
)
8
©
=
o
>
—
o
i
-
n
Ko
-
Y
Q
3
v
©
-
o
v
o
Q.
>
-
o]
L
Q
£
>
(")

wv
L
@
=
(o))
()]
©
c
O
‘@A
v
L
-—
o
Q
©
| =
o
w
@
v
o]
Q.
c
O
(W)
—
O
-
C
o
—
)
-]
©
o
Q
o
©
=2
©
wv
wn
2
(W)
O
O
b
—
S
©
- |
-
v
- 4
(o))
o]
-]
wm
2
Q.
Q
<

Q
v
o
o
wv
@
o
o
o
17
Q
£
S
g
v
=
o
c
4o}
o
b
o
a
o
C
@
v
W
v
<
a
o
L=
X
)
QL
e
©
C
>
o
()
o
O
a
v
i
s
-
n
Q
Q
a
<

www.apogeedigital.com/symphony




46

en

EMUSICIAN.COM

\]

[A

2.

08

Yorld Radio History

STrEmLING
AvoiIg




DGET Mics,
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Four large-diaphragm condensers that won't break the bank.

ecades ago, large-diaphragm con-

denser mics (LDCs) were the Holy

Grail of gear acquisition and usually
cost anywhere from several hundred dollars to
several grand. Prized for their round, smooth
attack, these mics sound great when recording
voices, acoustic guitar, and bowed string instru-
ments, or when used as room mics (see the side-
bar “The Right Response”). This can be partially
attributed to the large-diaphragm condenser’s
transient response, which is slower than the
small-diaphragm condenser’s. (For a technical
overview of large-diaphragm condenser mics,
see “Supersize My Mic,” by EM contributor
Michael Cooper, at mixguides.com.)

LDCs have become something of a com-
modity in recent years, ranging in price from
the $10,000 Neumann Solution D digital mic
at the high end all the way down to sturdy and
functional LDCs costingless than $100. Because
we like a good bargain as much as anyone, we
looked at four popular mics with a street price
of just under a C-note: the Behringer B-1, the
M-Audio Nova, the MXL 2006, and the Sterling
Audio ST51.

By Rusty Cutchin

The low prices make it
easy Por anyone who doesn’t
have a large-diaphragm
condenser to get one.

All of the mics are single-pattern (cardi-
oid), side-address condensers with 1-inch gold-
sputtered Mylar diaphragms, and they require
48V phantom power to drive their internal FET
preamps. Two of the mics tested here include
shockmounts in their packages.

The goal of this roundup is not to provide
a thorough review of each mic, but to investi-
gate just how much—or how little—LDC you
get for a hundred bucks. My hope was to gauge
whether a project studio owner would be better
off adding a few low-priced LDCs for specific
tasks or investing in one versatile, high-priced
mic that could cover every situation.

In the Studio

Tobegin, I set up a typical vocal session, record-
ing both a male and a female singer. Because |
had two of each model of microphone, I also
used them in pairs to record an acoustic guitar,
using a close-mic-and-room-mic arrangement
as well as a sound-hole-and-neck configura-
tion. The recordings gave me a good idea of the
overall character of each model.

Purely as a reference point, and not to
unfairly compare the sound quality, 1 also
recorded the same sources with a couple of
more expensive LDCs from my own closet: an
AKG 414-BLS and a Studio Projects C3. I've

05.08 | Emusician.com | (5] 47




Apple, Digidesign and Meyer'So,un;d

e s

resent

' 4K
-

. »

.
E |4 3 .
¢ Bune » $ " a%a

ik qu )
o ! "u- ;”'_.i“ { )

: X NASH uné
Radio History ; " ’ : .'ﬂ




May 20-21, 2008 Soundcheck Nashville

NASHVILL

oL B LIiIthe editors of Mix
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songwriting sessions.
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used these mics on lots of projects, so I have
a good idea of how much deviation from their
performance I can accept from a new mic
before it becomes unusable to me.

Behringer B-1
The Behringer B-1 ($99.99) has been around for
several years, and I've used this model in demo
situations before this roundup. Off the bat, one
advantage the B-1 has is that it comes with the
most complete set of accessories of the four mics
covered here. You get a sturdy road-style case
with metal corners and deep foam padding, a
large foam windscreen, and a true spider-band
shockmount. The mic slides easily into the mount
when you squeeze the attached metal tension
bands, and the mic stays put once it’s in there.
The B-1 is also the only mic in this group
with a switch to engage either a bass rolloff
(6 dB per octave at 75 Hz) or a -10 dB pad,
standard features on higher-priced LDCs (see
Fig. 1). You can engage only one or the other
on the B-1—a single slider switch moves left for

FIG. 1: The Behringer B-1 offers the most extras of
this group, including a pad/bass rolloff switch, a large
windscreen, and a shockmount.
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the bass cut or right for the pad. The B-1, at 6.8
inches, is the shortest of the mics I looked at.

Sonically, the B-1 has a pronounced and
audible high-frequency boost that begins to rise
at 5 kHz and reaches 5 dB at 10 kHz. This boost
was acceptable on the recordings I made with
a male baritone whose round tones were offset
nicely by the boost. However, a female vocalist
with a bright upper-register tone brought out
the worst in the B-1, and 1 quickly retired it
from her session.

Recording my mahogany Martin D-18, the
B-1's boost gave some life to the guitar’s slight
midrange boxiness. With the other B-1 set up
about two feet away, I liked the character the mics
imparted to my semidead control room. The B-1
also sounded good on small wooden percussion
instruments like claves, but it sounded strident
on anything metallic, like cymbals or triangle.
But overall, the B-1 worked for me as a bright-
ener of overly dark or muted sound sources.

M-Audio Nova

M-Audio’s Nova ($99.99) is the only micro-
phone here that comes with a mic cable, albeit
a short (7 feet) and somewhat flimsy one. The
mic is packaged in a cardboard box, with a
vinyl pouch and a mic clip with a threaded ring
that screws onto the mic stand.

Despite the spartan package, the Nova is
one of the most versatile mics of the four that
I tested. Right out of the box it had a rich tone
quality that belies its price. The Nova has Class
A electronics and exhibited low self-noise. Like
all cardioid condensers, it was subject to the
proximity effect, in which low frequencies build
up as a sound source gets closer to the mic. But

FIG. 2: The
M-Audio Nova's
sound stood out as
comparable to that
of higher-priced
large-diaphragm
condensers.

the Nova retained its richness and consistency
better than the other mics in this group as the
singers moved off-axis (see Fig. 2).

My recordings confirmed my initial
impression of the Nova. The female vocalist
sounded great on it, and the baritone seemed
to get richer without turning into a “bass”
through increased low frequencies.

My guitar recordings also sounded
good, although they leaned toward a mellow

All other factors being equal, the mass of a mic's diaphragm is indirectly proportional to

its ability to capture transients. That's why condensers generally grab more detail than

dynamic mics fitted with relatively heavy magnet assemblies hanging off the back of

their membranes. Generally, the larger diaphragm of an LDC mic responds more slowly

to transients than a small-diaphragm condenser's diminutive membrane does. But slower

response is not necessarily a bad thing. Some small-diaphragm condensers are criticized

for having too fast of a transient response, producing a glassy sound in some applications

An LDC mic, on the other hand, excels where the nuance of a condenser mic is called for but

a slightly rounded attack is desired, as is usuvally the case when the user is recording vocals

or voicelike instruments, such as cello and violin

Michael Cooper




Budget Large-Diaphragm Condenser Features Compared
Model M-Audio Nova MXL 2006 Sterling Audio ST51

Behringer B-1

Diaphragm 1

cardioid cardioid

-10 dB none

6 dB/octave @ 75 Hz none

Polar Pattern

Rolloff

Frequency Response

Maximum SPL

20 Hz-20 kHz

138 dB (0 dB), 148 dB (-10 dB)

6.8" (L) x 2.28" (D) 7.3" (L) x1.9" (D)
$99.99

20 Hz-18 kHz

128 dB

1.5 Ibs.

$99.99

30 Hz-20 kHz 20 Hz-18 kHz

7.5" (L) % 1.96" (D) 7.5" (L) x 1.8" (D)

Behringer

behringer.com

roundness rather than a sizzling shimmer. If [
had needed a steel-string solo to really burn, I
might have chosen a brighter mic. Buton singer-
songwriter accompaniment, the Nova made a
great impression. When using a pair of them on
the Martin, I preferred a sound-hole-and-neck
arrangement, with added digital reverb, rather
than using one Nova as a room mic. My control
room was just too dead for a mellow mic like
this one. In overall sound quality, however, the
Nova stands out in the roundup.

MXL 2006
The MXL 2006 ($99.95) comes nestled in a
black plastic case with adequate foam padding,
and it includes a nice shockmount with an extra
elastic (see Fig. 3). The mount is a bit sturdier
than the one that comes with the Behringer and
is somewhat easier to use because the metal
tension arms are a bit bigger, giving you more
leverage with which to squeeze the holder open
and slide the mic in. The case also includes a
soft cloth for keeping the screen free of mois-
ture. (MXL offers an optional stand-mounted
pop filter, the PF-001, for $24.95.)

This Class A FET condenser has a pro-

Manufacturer Contacts

M-Audio
m-audio.com

MXL Audio
mxImics.com

nounced riseacrossits frequency-response graph,
reaching up to 10 dB at about 9 kHz. The mic’s
graph suggested that the MXL 2006 might have
very good off-axis response. And in operation,
the mic exhibited good uniformity at a distance
of about eight inches and within about 30 degrees
left or right of center. I felt that the mic could be
a good choice for small vocal group recording.
At closer distances, though, the proximity effect
required individual singers to maintain their cen-
ter position as well as their distance.

That said, the MXL 2006 was clearly a
winner in terms of sound quality for the buck.
The steady rise in output at upper frequencies
sounded pleasing when my baritone stretched

Sterling Audio
sterlingaudio.net

out on some Michael McDonald-style soul
riffs. Male vecals had punch and presence with-
out any of the honkiness I feared might come
through, based on a first listen to the mic.

The female singer came across well, too,
though I preferred the sound of the Nova for
her voice. Instead of highlighting this singer’s
occasionally strident sound at the top of her
chest voice, as some mics do, the 2006 flattened
out those frequencies and simply sounded crisp
rather than coarse.

I liked the 2006 on my Martin as well. The
mic’s high-eénd boost seemed to bring out some
buried ambience in my studio when placed
about two and a half feet back from the guitar

FIG. 3: Despite a steady increase in output up the frequency scale, the MXL 2006 maintained a mostly

transparent crispness.
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Introducing
the newest
member ofthe
Heil family
PR 35

A large diaphragm
handheld dynamic
with built in
shock mount.

BUDGET MICS, BIG SOUND

and paired with the other 2006, which was
about six inches away and angled toward the
sound hole.

The Sterling ST51 ($99.99) is the best-looking
mic I examined in the roundup—its sleek black
housing and screen are offset by silver trim
(see Fig. 4). The mic comes with only a pouch
and a screw-on mount similar to the one that
comes with the Nova. And like the Nova, the
out-of-the-box sound quality of the ST51 indi-
cates that the value of the product may be all in
the mic and not in the accessories.

Of these four mics, the ST51 came clos-
est to having the natural sound of a more
expensive large-diaphragm condenser, and
it maintained its transparent and clear sound
working with all the recording applications
I set up. On my male vocal recordings, this
Class A FET condenser added very little color
to the natural sound of the singer’s voice, let-
ting the baritone’s rich low notes fill up the
track without creating any problematic honk
or bass buildup in any part of his range.
Similarly, my female vocalist was held in
check by the ST51’s flat frequency response in
the high end, and she could wail without her

during loud passages on rock tunes

I also liked the ST51 on my acoustic gui-
tar, finding several mic positions that resulted
in usable recordings. The ST51 reminded me
of why studio owners audition multiple mics,
especially when they need a single mic to
cover lots of ground. Although not perfect,
the ST51 handled basic recording tasks in a
workmanlike fashion and sounded good on
anything I used it on.

All of this testing left me with a few clear
impressions. The Sterling Audio ST51 and
M-Audio Nova showed the most versatility
and the most consistent high-quality sound
in the most applications. Close behind was the
MXL 2006, which includes a good shockmount
in the deal. For specialized recording tasks, the
Behringer B-1’s pad or bass rolloff, not to men-
tion its accessories, would come in handy.

[ also feel that the budding studio owner
who wants a large-diaphragm mic that

FIG. 4: The Sterling Audio ST51 sounded very
good on vocals, acoustic guitar, and percussion. It

records everything equally well will have to
spend more than $100. However, inexpensive
LDCs make it possible to obtain several mics
for specialized situations, such as choosing
one that best suits a particular vocalist, even
if it is less than optimal for other studio tasks.
And having a collection of low-cost mics
allows you to record more musicians and dif-
ferent types of instruments simultaneously.
But with so many mics available at tempt
ing prices, it's important to audition the ones
you are considering on as many different
sound sources as possible. The low prices make
it easy for anyone who doesn't have a large-
diaphragm condenser to get one, and those
who do will generally see improvements in the
sound quality of their recordings. €=M
Rusty Cutchin is a producer, engineer, and music
journalist in the New York City area. Michael
Cooper owns Michael Cooper Recording
(myspace.com/michaelcooperrecording).
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Make your personal studio
eco-Priendly—and cost-ePFRicient, too.

By Jon Chappell

s your studio contributing to global warming and other environmental problems?
Unfortunately, the answer is almost certainly yes. Between the electrical energy
' you use to run your gear, the climate-control system in your studio (that is, your
heater and your air conditioner), and the dispoesable media and old gear you throw out,
you are, statistically speaking, adding to the problem.
That problem, of course, is the poltution of the environment from greenhouse
! gases and other harmful elements, the depletion of nonrenewable energy sources, and
) the taxing of theearth’s already-bulging capacity to contain the waste we have created.
And members of the developed Western world (obviously, personal-studio recordists
are just a minuscule fraction of that group) are'among the warst culprits. The root of
| the problem is consumption: the oil used to run vehicles; the coal, natural gas, and
1 nuclear energy used to heat and power homes and businesses; and the energy used in
| the manufacture and distribution of goods.

\ In light of these ecological challenges, it’s in the best interest of all members of
society to adhere to eco-friendly habits in their daily lives. As a home-studio recordist,

\ you are in a positionito couple your home and professional lifestyles and adopt many
\' conservation measures with great efficiency. In this artic e, I'll take a look at the key

areas in which you can reduce consumption, lower your negative impact on the envi-
ronment, and operate your studio ina greener way.

Recycling, Life Cycling

An excellent way to start being a better eco-citizen is by putting less junk into the
planet’slandfills. You likely recycle plastic and paper goocs from your home, but what
about those CDs and DVDs that you use in your studio? They are a recycling night-
mare. Discarded CDs, in particular, are a horrible example of wastefulness; record-
ists must use the low-capacity, write-once kind to create audio discs that will play

4 05.08 | EMUSICIAN.COM | €=
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IE’s not as iF you can switch
to a wood-burning DAW.

in regular CD players, so that nonrenewable
technology quickly becomes waste. And until
recently, you couldn’t recycle CDs because in
addition to their plastic core, they contained
aluminum, lacquer, and other chemicals that
made them problematic for recycling facilities
to handle.

Fortunately, that’s changing, and many
towns now take CDs and DVDs away at
curbside—but you must check with your
particular municipality first. If you need to
destroy the data on certain CDs before dis-
posing of them (because, say, they contain
sensitive backup data), don’t zap them in the
microwave, as some people suggest. That may
obliterate the data, but it uses a lot of juice and
creates another problem by increasing your
energy consumption—just to perform a small
task. Instead, grab some gloves and heavy-duty
scissors and cut the discs in half.

Unlike a CD’s relatively simple construc-
tion, a computer is made up of a complicated
jumble of metals and plastics. But computers
should still be recycled rather than dumped
into a landfill. Patrick Stefurak, a recording
engineer and eco-journalist, suggests, “Donate
your computer to a school. That’s a form of
recycling—by keeping it in use, even though it
leaves your possession. A school doesn’t need
state of the art, and you get a tax write-off”

Even if you have to remove your comput-
er’s hard drive for security purposes, or you
remove other components, most school dis-
tricts have IT departments that can refurbish
and reuse computers, says Stefurak. “The best
way to recycle is to keep something alive. It
helps another person and prevents them from
having to spend more money to buy something
new, which in itself reduces consumption.”

If you have old, obsolete gear (analog sig-
nal processors, outboard graphic EQs, and so
on), Stefurak points out that selling and buying
used gear is a form of recycling: “It delays
new-gear purchases for the buyer—reducing

56 @=Y) | EMUSICIAN.COM | 05.08

consumption—and it’s good for your pocket-
book. In this way, craigslist is helping the envi-
ronment. Most of us have a lot of gear we don't
use for an extended time. This means we're
paying to store it and heat it while it collects
dust—and it gets in our way. Letting someone
else ‘borrow’ your unused gear is a good way
to store it and do the maintenance on it” And
if you can’t find a happy new home for your
computer gear, many towns and municipalities
have computer and electronics recycling days,
when you can drop off your old computers,
monitors, and peripherals.

Electron Reduction

Recycling is important, but it's even more criti-
cal to reduce your energy consumption. Doing
so benefits the earth in two ways: it slows the
depletion of nonrenewable resources—chiefly
oil, natural gas, and coal—and it lessens pollu-
tion, including the production of carbon diox-
ide, which accelerates global warming. In the
United States, most oil goes to transportation,
and most natural gas and nuclear, hydro, and
coal fuels go to generating electrical power. So
there are twin, pressing obligations for us to
change our driving habits and rethink how we
juice up our buildings. Because driving isn’t
really a part of the home-recording process
(unless you count the car-stereo mix test), in
this article I'll focus on electrical power and
the home studio.

Without electricity, you would be unable
to operate your studio. After all, it’s not as if
you can switch to a wood-burning DAW. So
given that the flow of electrons is a vital com-
ponent of studio operation, it’s intriguing that
most recordists—even technically minded
ones who know the specs of their gear cold—
don’t know how much electrical power they
consume. Do you know, for example, what it is
your utility company charges you for? Here’s a
hint: your monthly statement lists your use of
kilowatt-hours (or kWh). So is the company

billing you in units of a) power, b) energy, c)
time, or d) some combination of the three?
The answer is energy, and the clue is in the
combined terms of watt and hours. A wattisa
unit of power (the rate of energy transferred,
or energy divided by time). And if you multi-
ply that by a time factor (in this case, hours),
the result is an energy unit: W X T = E, or
watt-hours (Wh).

Bills, Bills, Bills

Because a watt is rather small stuff in daily-
living (and billable) terms, the utility uses the
unit of the kilowatt (1,000 watts). So if you
burn a 60W lightbulb for two hours, you'll
be charged for 0.12 kWh. At a typical rate of
$0.15 per kWh, leaving that light on in your
living room while you do a mixdown in your
control room costs you $0.018, or just less
than two cents. Not a huge penalty for such a
“mistake,” but if you extrapolate that out over a
year, along with all the other energy you waste
without even realizing it, the cents can add up
to alot.

And it’s not just the money wasted; it's
the extra electricity that the power plant has
to manufacture. Now remember, I'm not
just talking about you. I'm talking about the
entire population of the United States—more
than 300 million people (see the sidebar
“Watts Up”).

So the simplest thing you can do to reduce
energy consumption immediately is to turn off

FIG. 1: Auralex’s StudioFoam Eco uses a soy-based

additive and, as a result, contains less petroleum than
previous formulations.
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FIG. 2: A Smart Strip will automatically shut off the power tc unused gear when it

senses no current draw.

the lights when you aren’t using them—even if
only for a minute. (By the way, there’s no truth
to the rumor that turning on a light consumes
more energy than just leaving it on.) You can
also replace an incandescent bulb with a CFL
(compact fluorescent lamp), which I'll cover
in the section called “Light Me Up.” But “turn-
ing it off” is what all eco-conscious experts
advocate—and not just for lightbulbs. Any
device that is left either on or in standby mode
draws energy. It may be a tiny amount, but the
utility company is certainly tracking it—and
charging you for it.

Get More Info

The following are valuable online
resources (including links to the
manufacturers and organizations
mentioned in this article) for
helping you become more aware
of environmental issues and green
products.

Energy and the Environment
energy.gov

epa.gov

pluginamerica.org

solarcity.com

treehugger.com
trinifar.wordpress.com

Green Gear for the Home
Studio

auralex.com
environbiocomposites.com
lutron.com
p3international.com
smartstrip.net
suffolkstudiodesign.com
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Green
Gadgetry

Just as recording
technology is con-
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tinually improv-
ing, so are the
materials and the
machines specifi-
cally designed to
manage energy use.
Although using green products is not a substi-
tute for good conservation habits, it can defi-
nitely help.

Auralex produces several eco-friendly
products, including its new StudioFoam Eco
(see Fig. 1}. Tim Martin, Auralex’s director
of sales, describes the new foam: “Instead
of a petroleum-based additive, we went to a
soy-based additive and reduced our petro-
leum use for the creation of this foam by 60
percent. It's actually improved our product
from the durability and longevity perspective,
and it also holds color better than our previ-
ous formulations. The best part is there’s no
perceptible difference. We would have been
hesitant to release it otherwise, but we were
able to improve the product, go green, and
maintain the acoustical quality that Auralex
is known for”

Not all companies are as active in making
their products eco-friendly as Auralex is. One
persistently annoying aspect of technology—
the dreaded wall wart, or the external power
supply—still plagues recordists, even on some
of the latest gear. These evil little devices hide
out in plain view and suck energy 24/7 with-
out your even realizing it. Power supplies aren't
just a menace to your power strip’s real estate;
they also pull energy when they shouldn’t—
especially on devices without a power switch
(like your USB hub).

Fortunately, there’s a tidy way to quash
wall warts when they aren’t in use: put them all
on a power strip and manage them through a
master control switch. If you chain your power
strips together, keeping the master (the one
that plugs into the wall outlet) accessible, then
you can turn off all your wall warts with a single
switch. But there’s an even more intelligent way
to manage your power connections: add a brain
to the chain. “Smart” power strips, such as the
Smart Strip (see Fig. 2) from Bits Limited,

use a sensing technology that can determine
whether a device is turned on or off, based on
how much current it draws. If the strip decides
that the unit is off, then it will shut down the
circuit entirely, making sure that even small
amounts of current don't leak through. In this
way, smart strips act similarly to gates—their
counterparts in the audio domain. In addition,
other outlets are slaved to this master outlet, so
when the master is off, all subsequent outlets
are shut down as well.

One way to set this up is to put your com-
puter’s CPU in the master outlet and have all
peripherals (printer, USB hub, and so on) in the
slave outlets. WWhen the CPU is off, the periph-
erals automatically shut down.

If you're nervous about turning off your
CPU every night and rebooting it in the
morning, at least turn off your monitor and all
your peripherals. Hard drives are much more
reliable than they were in the past, but people
still don't like to have to watch their computers

FIG. 3: If you have the property, you can employ a

ground-mount system for your solar panels.

boot and load system utilities. So if you don’t
want to turn off your computer during your
workweek or a mission-critical project, at least
turn if off for the weekend.

Of course, even the smartest power strips
aren’t as crafty as technology that's specifically
designed to reduce your energy draw over the
long term. Several devices of varying complexity
and expense are available that monitor how
much energy you use in your daily activities.
The Kill A Watt, from P3 International, is a
meter that measures how much energy a par-
ticular device uses. In addition to accurately
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2 FIG. 4: This photograph was taken during construction of Vole Studios. The walls
are made of recycled wooc, w.th mineral board used for insutation. No virgir: woad or

fiberglass was used.

monitoring a unit’s energy consumption—
including specific data such as volts, amps,
and watts—the display offers other diagnostic
tools and features a calculator that forecasts
projected costs and converts energy use into
dollars per month.

If you leave a meter plugged in between
your power strip and the power amp for a

month, you can get a very accurate picture of

how much energy that amp is drawing. This
feedback is the first step in understanding how
much energy you actually use, and can inspire
you to set goals for reduction.

Light Me Up
In your studio, as in any work environment,
you need adequate lighting. Many peaple still
prefer the quality of incandescent bulbs to the
lower-energy and longer-lasting CFL types. But
if you must use incandescent bulbs, you can
economize by turning them off when you aren't
using them and by employing dimmers.
Modern micropracessor-based dimmers,
such as the Lutron Maestro series, are far better
than the older rheostat models. Today's dim-
mers vary brightness by turning the lights on
and off up to 120 times per second, which is too
fast for the human eye to detect. This method
uses less energy than the rheostat models,
but it still isn’t 100 percent efficient. In other
words, if you run a 60W bulb at half strength,
you aren’t using just 30W; you're using more.
But using dimmers is still a good way to save
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energy, and dimmers
have the ability to
vary the mood in a
room, which is often
important for estab-
lishing an environ-
ment conducive to
creativity. So if you
have to use incan-
descent bulbs, try
to keep them under
dimmer control and
consider letting CFLs
do their part in illu-
minating restrooms,
closets, hallways, and
outdoor areas.

Improving your
daily energy-using
impulses and employing these gadgets will help
you cut down your energy costs in significant, if
incremental, ways. But you never really escape
the clutches of the utility company, which sells
you the juice from the wall, unless you go off of
Big Power’s grid altogether. That isn't a practi-
cal route far many people, but it’s doable for
some. The precedent is there: for instance, last
fall Thomas Dolby disclosed to EM his plans to
record an entire album completely off the grid,
using solar and wind power.

Soak Up the Sun

Does solar power make sense for your home
studio? It may, depending on your location.
Paul Scott, an adviser and consultant on solar
energy, is a cofounder of Plug In America and
was featured in the documentary film Who
Killed the Electric Car? He explains some of
the conditions you have to meet: “You've got
to have the sunlight falling on your property,’
he stresses. “Most people put the panels on the
roof, but you could also have a ground-mount
system, if you have property in the country [see
Fig. 3]. The amount of sunlight might vary, too,
even if you have direct exposure. For example,
in Oregon you have really long, dry summer
days with a lot of light, but the winter is ter-
rible. Southern California is great because days
are not that much shorter in the winter, and
we have sunlight year-round. So each area will
generate more or less energy depending on
those factors.”

Scott also cautions that it doesn’t make
sense to do a small system (say, for just the
studio), especially if the studio is part of the
house or detached but on the same meter. “A
company in the business of installing solar
panels won't do a system that small,” said Scott,
after I told him the dimensions of some typical
home studios. “The fixed costs—the expenses
that are the same whether it's a big system or a

FIG. 5: Ncte how the acoustic panels in the ceiling have alternately convex and concave shapes. Skylights allow

for natural lightirg, reducing the need for powered, artificial light.
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small system—work out better for a big system,
because you can divide those costs into smaller
parts, which results in less money per kilowatt.
Practically speaking, you need to go with at least
a2 kW system,” he says. Let’s look at the math to
see how you would calculate your solar-energy
needs, assuming that your roof or property has
lots of unobstructed exposure to sunlight.

“A single kilowatt of solar power will gen-
erate approximately 150 kWh of energy in a
given month,” says Scott. “A typical house uses
roughly 1,000 kWh a month. So take that 1,000
and divide it by 150, which will tell you how big
of a system you need—about a 6.5 kW system,
in this case, to supply the entire house. If you
didn’t have room for a 6.5, then youd bid for
a 4 or a 3 or a 2.5 or whatever you could fit
up there. And that would generate a portion,
which would at least zero out the studio. And

These evil lictle devices hide
out in plain view and suck
energy 24/7.

in round terms, that’s how it’s done. But if you
don’t have the sun and the orientation, then
you’re a nonstarter.”

So solar power may not be for everybody
(like apartment dwellers and those in cloudy,
northern climes), but you can still do your
part to support solar power, even if you live
in a middle-floor apartment in downtown

Watts Up

U.S. population.
Given:
3W of saved energy per hour.

per year;

impact on the environment.

Saving wasted energy in your home studio is perhaps the best way to reduce

your consumption. Even if you save only 3W an hour, which you can easily do by
employing a smart power strip, it can make a difference. Consider this sobering bit
of math, inspired from a discussion on Treehugger.com, which shows that such a
savings is not an insignificant amount when scaled up to the level of the current

105,480,101 U.S. househalds (according to the 2000 U.S. census).

Taking into account the above conditions, the saved-energy math works out as follows:
3 watts x 24 hours =72 Wh or 0.072 kWh per day;

0.072 kWh x 365 days per year = 26.28 kWh per year, per strip;

26.28 kWh x 100,000,000 homes = 2,628,000,000 kWh saved by the United States

2,628,000,000 x $0.104 per kWh (national average 2006") = $273,312,000.

That's $273,312,000 worth of energy saved.

So if every household in the country saved 3W an hour, it would amount to not only
a monetary savings to consumers, but also a reduction in how much energy the utility
companies have to produce to meet demand. And less energy production means less

Going green means thinking globally and in scalable terms. It means factoring
everything you do in yearly terms and by the U.S. population or its total number of
households (and the math is fairly easy here: 100 million). Then you take measures,
recalculate, and consider the difference you made by changing your habits. Doing the math
allows you to see what the impact would be if everyone followed your example.

*Source: U.S. Department of Energy, Energy Information Administration (eia.doe.gov).
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Manhattan. One way is to buy green energy
from your utility company. Even if the actual
power you get is from a coal plant (as it is in
much of the East), by paying a little extra, you
can buy power from solar and wind farms,
ensuring that at least some of that makes it to
the grid. So while you may not be using the sun
to run your DAW, by purchasing green energy
from your utility company. you make sure that
it meets some of the total demand through
clean, renewable sources.

Ground-Up Green

All of the approaches I've explored so far have
been for modifying an existing studio. But not
only has Dallas-based studio designer Bob
Suffolk of Suffolk Studio Design made a career
of studio design, but he and partner Michelle
Quazi also are early adopters of eco-friendly
materials specifically designed to make record-
ing studios. Suffolk recently designed and—
with the help of Quazi and their personal
staff—built an award-winning space called
Vole Music Studios, which was created with the
environment in mind from its inception.

“Most of the wood we used for framing
the interior was recycled,” explains Suffolk.
“We used Fibrex mineral wall, a rock-based
fiber, between the wood for insulation [see
Fig. 4]. We stay away from anything fiberglass,
like R-11 or R-13. We then put Sheetrock over
that, and then a layer of Auralex SheetBlock
Plus, a dense vinyl-based material which is
Y%-inch thick and shielded, then another layer
of Sheetrock. This allows us to keep the walls
thinner than just building layers of Sheetrock
and paper and fiberglass.

“The Auralex Elite wall system is then
applied, [composed] of 1-inch S-Core, a recy-
cled condensed cotton material, and finished
with Interfaced fabric, a recycled material. It's
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FIG. 6: This photograph shows the finished live room. Its floor was made from bamboo.

all about knowing the transmission points and
isolation points and sealing. The custom-made
acoustic ceiling clouds were made from recy-
cled materials as well [see Fig. 5].” Suffolk rec-
ommended bamboo for the floors because it’s
one of the world’s fastest-growing woods and is
therefore sustainable. And that was four years
ago, when bamboo was just becoming popular
(see Fig. 6).

The attention to green processes didn’t
stop at the walls and the floor. “The new stu-
dio furniture and cabinetry that we make are
from pressed wheat and sunflower seeds, with
no formaldehyde,” says Suffolk. “The material
is more expensive than something like par-
ticleboard or MDF [medium-density fiber-
board], but that contains formaldehyde and
toxic glues. We strive to use all of our materi-
als from Environ Biocomposites to make our
studio furniture and consoles. Its an incredibly
good material to work with—more expensive
than plywood, yes, but we're using wheat straw
and sunflower hulls, which will all go into a
compost and break down organically. And it’s
beautiful looking when finished with a water-
based varnish.”

Suffolk offers this advice regarding a
ground-up build of a home studio: “When
building a home studio, there’s a whole bunch
of different materials you have to consider. And
it is a little bit more expensive than going the

traditional route, but in the long run it's worth
it” He also says that it isn’t just the selection of
materials, but how you work with them. “We
have a rule when we work—whether it’s with
our staff or with a freelance crew—and that is
that anything over a foot does not get thrown
away. We'll use it again. We always save all our
building materials right to the very end, so
that if we need additional materials, we're not
buying a small piece from the company, which
would require additional shipping”

Go Green and Save

While some eco-friendly materials and energy
plans may cost more, it is money well spent.
And you can offset those costs by reducing
your consumption, which is the most imme-
diate threat to the planet. As Paul Scott says,
“Make a conscious effort, and you will get into
habits that will save you money just by think-
ing about it. And it’s stuff that won't affect your
lifestyle at all. It's a matter of flipping a switch””
This relationship of economy and ecology
equates fo a simple and elegant axiom: if you're
saving money, you're helping the environment.
=N

It’s a win-win situation.

Jon Chappell is the author of The Recording
Guitarist—A Guide for Home and Studio
(Hal Leonard, 1999) and Build Your Own PC
Recording Studio (McGraw-Hill, 2003).
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Loop-Overs

Enhance your live drum tracks with loops. | By Steve Skinner

ive drums, no matter how weil played,
L have variations in timing and feel. f

you want a drum loop to work with
a live drum track and you want to avoid
flamming, you must either quantize ane
to the other or—my preference—align both
to a quantize grid of your choosing. In this
month's “Making Tracks,” I'll take you through
that process using Digidesign Pro Tools Beat
Detective (see “Step-by-Step Instructions”).
If you don't have a file-slicing program, such
as Beat Detective or Propellerhead ReCycle,
you can carry out these steps by hand.

To use Beat Detective effectively, you
must first consolidate each of the drum tracks
so that you are dealing with just one audio
file per track. Then you must go through each

STEP-BY-STEP INSTRUCTIONS

Step 1: On this
bar of a live
drum track,
notice that
some of the hits
are slightly off

Step 2: Here, Beat Detective has
separated, conformed, and edit-
smoothed the bar shown in step 1.

track visually, bar by bar, to make sure that
Beat Detective’s analysis of the track is cor-
rect; it will often mark transients where there
are incidental noises, such as kick-pedal-
return clicks, and miss the actuat attacks.
Through trial and error, you will find that Beat
Detective works quite well (see Fig. 1).

All Together Now
It is important to slice and align all of your
drum tracks together. If, for example, the
overhead mic tracks are aligned differently
from the hi-hat track, the hi-hat leakage on
the averhead tracks will be out of phase with
the hi-hat track.

It isn't necessary for you to quantize
every nuance of a live performance. For

instance, if the drummer swings the 16th
notes, it may sound better to quantize just
eighth-note slices, leaving the swung 16th
notes where they were in relation to the
eighth notes.

It is important that you choose compat-
ible loops. Doing so can take quite a bit of
time, even with a small collection of loops.
| usually listen to loops that have tempos as
much as 20 bpm faster or slower than the
live drums. Smaller-sounding loops usually
work better; larger, fuller loops tend to con-
flict with the live drums. To make a big loop
sound smaller, filter out the top and bottom
frequencies and apply heavy compression.

The key when auditioning loops is to lis-
ten for a part of the loop that will fit when it

the click.
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Step 3: This loop was recorded directly
from Stylus.



is mixed with the live drums. Avoid phasing
effects, 32nd notes, very bright sounds, and
pitched elements, which all stick out when a
loop is mixed in.

Once you've chosen one or more loops,
you'll need to quantize them. If the live
drums swing, try to match that swing in the
loop. You may also want to slice the loop and
rearrange the order of the slices to fit the pat-
tern of the live drums.

Be particularly aware of how the kick
drum of the loop interacts with the live kick.
Also consider how the low frequencies in the
loop interact with the live drums. If the iow
end is too messy, apply a highpass filter to
the loop with the cutoff between 60 and
100 Hz. | often try adding a second or third
loop as the song builds.

Let's Be Frank
| asked a talented drummer friend of mine
named Frank Vilardi to record some short
drum beats for me in his home studio
(frankvilardi.com). He gave me two chal-
lenging examples—one with swing and ane
without. The faster, nonswing beat
has a side-stick backbeat, so most
loops that have snare backbeats
would overshadow it. The swing loop

Step 4. | used Beat
Detective on the loop,
adjusting 16th-note
slices ta get a swing
amount that works with
the live drums.
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* FIG. 1: This Beat Detective window shows the settings | used to quantize the audio loop.

is played at 65 bpm, and because there aren't
many very slow loops on the market, | didn't
have as many loops from which to choose.

The loop player | used was Spectrasonics
Stylus RMX (spectrasonics.com). | fike Stylus
because you can bounce the loop directly to
the track or use MiDI with Stylus to sequence
the slices of the loop. | use both methods,
depending on the situation. Using SAGE
Converter, you can import REX files into
Stylus.

| started by quantizing Vilardi's first
beat (see Web Clip 1). | then added a loop
from Spectrasonics Retro Funk S.A.G.E.
Xpander (see Web Clip 2). Next, | added
another loop from Sonic Reality
R.A.W. Urban Grooves Style Pak
(ikmultimedia.com). To hear the
loaps before and after process-

Step 5: This MIDI file was imported from
Stylus to play another loop.

ing, see Web Clip 3.

| took a similar approach with Vilardi's
second example (see Web Clip 4). First, |
added a pop-country loop from the R.A.W.
collection (see Web Clip 5). Then | added
another loop from the Stylus Core library (see
Web Clip 6).

Even with excellent tools like Beat
Detective and Stylus RMX, choosing appro-
priate loops and aligning them carefully with
your drum tracks is time-consuming. But the
results can often take a good track to the next
=M

level,

Steve Skinner has programmed, arranged,
and produced many recordings. He
recently added loops to live drums on
Steve Carlson’s new release, Groovin' on
the Inside.

Lo 271
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Step 6: I've altered the beat by
moving and quantizing the MIDI
notes with the same swing.
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2 FIG. 1: These are the Reason
devices used in the Ringing Echoes

Combinator.

To the REXcue

Salvage tired drum loops with creative processing in Reason. | By Jim Alkin

ometimes a sampled beat sounds perfect
just the way it is. But a little creative
patching can transform it into something

wildly new.
You can adapt the techniques that are described
here to work in almost any DAW. If you have Pro-

pellerhead Reason 4, you can download the song file

ONLINE
BO ust‘
AL

and tinker with these patches
(see Web Clip 1). If not, you'll
have to listen to the MP3s and
experiment (see Web Clips 2
and 3).

To reproduce the patches, create a Or.REX loop

N
MATERI

player inside a Combinator. From the RnB HipHop
folder in the Dr.REX Orum Loops folder, load RnbO1
SupaDupa__060_eLAB.rx2. This loop has some

built-in rhythm variations; it isn't just a straight
16th-note pattern. After loading the loop, use the
Dr.REX To Track button to install the MIDI data in the
Combinator sequencer track, and then turn the tempo
down to about 62.

Filter Squash with Mod Wheel

Set the Dr.REX filter to bandpass and turn up the
resonance. Set the filter frequency near the middle
(about 70) to produce a narrow band that lacks lows
and highs. Set the amp envelope sustain to zero.
The decay time should be very short, producing a
clipped sound. Turn the oscillator pitch Octave knob
down to zero so that the drum hits turn into noise
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bursts. The beat will sound vaguely like the imita-
tion of horses’ hooves produced by banging coconut
shells together.

Toeven out the peaks, add an MClass Compressor
to the output of the Dr.REX. Turn the compressor's
input gain up, turn its threshold down and increase
the ratio to 16:1.

Using a modulation wheel, you can make this
beat “speak.” Add a line mixer and a DOL 1 delay
line to the Combinator. Then patch the DOL-1 to the
aux send/return of the mixer, route the Compressor's
output into channel 1 of the mixer, and send the
mixer's output to the Combinator's Fram Devices
jacks.

In the Combinator's Programmer panel
assign the mod wheel to control the Dr.REX Amp
Env Decay (range 19 to 127) and filter resonance
(range 82 to 34}, and the line mixer’s channel 1
aux send (range 0 to 90). On the Dr.REX panel, set
the mod wheel to adjust the filter frequency with a
value of about 12. '

Pushing the mod wheel up will transform the
dry coconut beat into a sustained wash of noise
by increasing the decay time. Short jabs with the
wheel work better musically than long, sustained
movements. The filter will be swept upward by
the wheel, and its resonance will drop so that the
sweep doesn't become overwhelming. The sweep
sound will be routed through the delay line, so it
will echo.

Ringing Echoes

Begin again with a Dr.REX in a Combinator. Run the
output of the DrREX through a PEQ-2 that is set to
produce a sharp midrange peak. Create a Subtractor
synth, but don't attach its audio to anything. Instead,
use its LFO 1 CV output ta modulate the frequency of
the PEQ-2. Set the LFO to a slow rate.

Attach the output of the PEQ-2 to a Spider Audio
splitter section. Create a line mixer, and then attach
one of the Spider's output pairs to a mixer channel.
This is the almost-dry drum channel; it has been pro-
cessed only by the PEQ-2.

Create a couple of DDL-1s, and then give them
inputs from the Spider. Leave both of them set to
100 percent wet, but increase the delay time of one
DDL-1 to five 16th notes. Next, route the output of
each DOL-1 to its own CF-101 chorus/flanger, patch
the outputs of the CF-101s into the line mixer, and
pan them slightly left and right. Add lots of feedback
to the CF-101s and sweep each of them with its own
internal LFO. Make sure that the three LFOs are set to
slightly different rates (see Fig. 1).

The CF-101 modules add a metallic ringing to the
echoes coming from the delay lines. Keep them at a
low level compared with the aimast-dry drum channel:

alittle bit of ringing echa goes a long way. €=MV

Jim Aikin (musicwords.net) is the author aof
Power Tools for Synthesizer Programming
(Hal Leonard, 2004).
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Duly Noted

3 FIG. ) If you arent
satisfied with the default
positioning of a slur, Sibelius
allows you to zoom in, grab it

with the mouse, and move it
in small, precise increments.

Notation software brings music publishing to the desktop. | By Jim Aikin

ntil around a hundred years ago, the only

way to send music over long distances or

preserve it for posterity was to write it down
on paper. Electronic media have changed the picture
dramatically, and today many musicians don't bother
with notation at all. But printed sheet music is still
important for a number of types of musicians: classi-
cal composers; arrangers who need to print out charts
for live performers; teachers who prepare materials
for their students; librarians who need fresh copies
of 2ld, tattered music; and songwriters who want to
share their work but can't sing or aren't set up to record
their own demos.

If you need to create printed music, you may
be wondering how computer software can help you.
In this column, I'll take a look at what specialized
notation programs do and how you would interact
with one.

Product Choices

There are several high-end notation programs on the
market today, each of which is capable of producing
fully professional results. Among these are longtime
favorite Finale (finalemusic.com), formerly from Coda
Music and now published by MakeMusic; Sibelius
(sibelius.com), which is published by Avid and has a
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reputation for ease of use; and Notion Music's Notion
{notionmusic.com), which, like the others, includes a
high-quality orchestral sound set. Because this isn't
a product shootout, you'll need to look elsewhere for
detailed comparisons, but I'tl use Sibelius for the fol-
lowing examples.

Many MIDI sequencers include utilities for print-
ing basic notation. If you only need to print out occa-
sional charts for a small group, your sequencer may
have the features you need. Sequencers’ notation
abilities usually fall short when it comes to the more
complex challenges at which specialized notation pro-
grams excel.

Entry-level programs are available as well.
Windows users may want to look at NoteWorthy
Composer (noteworthysoftware.com), for instance. For
Mac users, Adept Music Notation's NightLight—a free,
scaled-down version of the company’s Nightingale—is
one of several choices if you're just getting started
(note that Leopard is not supported).

Technical Challenges

The conventions of European music notation devel-
oped over hundreds of years. To be useful, a notation
program must handle a number of surprisingly tricky
chores. Some of these, such as how to space the

'World Radio History

notes and accidentals in closely voiced chords, come
up often. Notation software usually handles graphic
spacing automatically yet allows you to make adjust-
ments as needed (see Fig. 1). Other jobs, such as
using note heads with unusual shapes, show up only
once in a while (unless you're notating drum parts).
Professional-quality software will handle both every-
day and exotic demands intelligently.

Notation software combines graphics with musi-
cal meaning, and users may want or need to interact
with absolutely anything on the page. Fingering num-
bers might collide with beams, for example, and have
to be moved up. That's a purely graphical decision.
Whether to spell a given note as a G-sharp or an A-flat,
however, is a musical choice, not a graphical one, and
the software needs to give users an easy way to switch
from one enharmonic spelling to the other.

Notes and accidentals need to be spaced prop-
erly so that the music is easy to read and has one
or more complete measures on each line. And if, as
occasionally happens, that's just not practical, the
software needs to be smart enough to allow you to
break a measure in the middle. Songwriters need a
program that can lay out several verses of lyrics and
respace the notes as needed so that the lyrics are
readable.
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LisGening to your score, or
“aurally proofing” it, can be
very usefrul.

Many types of rhythms, such as triplets and quin-
tuplets, need to be dealt with. If you try to insert too
many beats in a measure, the scftware needs to pre-
vent it, and if you don' insert enough beats, it needs
to add rests to fill out the measure.

If you're writing for ensembles, you'll need to
print out individual parts, perhaps with cues (using
small note heads) showing the performer what other
instruments are doing. Some instruments, such as
trumpet and saxophone, transpose—that is, their
staves have to be displayed with a different key sig-
nature than the rest of the score. If certain parts rest
for several consecutive measures, the software will
need to produce multimeasure rests in the parts, but
not in the score.

Numerous symbols—including slurs and ties,
dynamics markings, and ornaments (such as “tr" for
a trill)—need to be attached to individual notes. If a
note moves horizontally because it's aligned rhyth-
mically with notes in a different part and that other
part is being edited, the markings attached to a
note need to move with it. Piano parts occasionally

! : S S

¥ FIG. 2: This small floating window in Sibelius
corresponds to the number keypad on a computer keyboard.
It has five pages of common rhythm values, accidentals,
and other marks that can be selected by clicking or typing.
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require beam groups that cross from one staff to the
other. Instruments such as cello sometimes need to
change from one clef to another in the middle of a
measure.

The spacing of symbols and the curvature of the
sturs may need to be adjusted by hand. Though most
software tries to guess what you
want, being able to edit objects
with the mouse is absolutely nec-

take to recopy by hand. Scanning handwritten scores,
however, is still in its infancy as a technology. I've tried
this with PhotoScore Ultimate but found that it was no
faster than using Sibeliuss standard data-entry meth-
ods and was more error-prone.

Some notation programs include sound-playback
engines or allow you to assign General MIDI sounds to
individual staves. Listening to your score, or "aurally
proofing” it, can be very useful: you may be able to hear
the errors that elude your eye. You can also save the
playback as an audio file, but notation software can't
compete with a sequencer/recorder program such as
Steinberg Cubase, Apple Logic, or Digidesign Pro
Tools as a platform for producing professional-quality
recordings.

Exrea Cognees

essary to achieve a good-looking J= 13 v 7 7
Recording and . F
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Modern notation software will pro-

vide several input methods. You
can enter data using the comput-
ers QWERTY keyboard and mouse,
which is easy to understand but
rather slow. You can attach a MID!
keyboard to the computer and
step enter notes fairly quickly, which is my preferred
method. Using Sibelius's keypad, for example, | can
touch-type with one hand on the computer and the
other on the MIDI keyboard, switching rhythmic val-
ves and inserting rests and ties quickly (see Fig. 2). If
you're an accomplished keyboardist, another option
is to play the keyboard in real time while the soft-
ware produces a metronome click, and then let the
program figure out what rhythms you played.

If you're doing real-time recording, the software
needs a way to adjust the notes having a duration
that is either slightly too short or too long, or that
starts or ends just before or after the intended beat.
The notes’ actual start times and durations have to be
rounded up or down as needed to produce standard
note-duration values rather than a maze of ties and
64th-note rests. You'll typically find some options in
the Preferences box that will help you deal with this.

Another input option is scanning. Sibelius
includes a program called PhotoScore Lite, which can
interpret printed sheet music and produce a Sibelius
file. {PhotoScore Ultimate is available as an optional
add-on.) If you have old music that's falling apart,
scanning can save you the endless hours it would

3 FIG. 3: For swingin' jazz charts, Sibelius lets you choose a pseudo-
handwritten font. Though it appears jagged onscreen, this font prints out
with smooth edges.

Publishing

Notation software typically includes a variety of
fonts, such as pseudohandwritten fonts suitable for
jazz charts (see Fig. 3). Printing scores and parts on
standard 8”2 X 11 paper in an ink-jet printer is a no-
brainer. If you need to print out large sheets, such as
an 11 x 17 orchestral score, you can save a PDF file and
take it to a local print shop.

Sibelius includes a Web-based publishing util-
ity called Scorch. The Scorch browser plug-in is a
free download. Once visitors to your Web site have
installed the plug-in, they can display, listen to,
transpose, and print out sheet music that you have
uploaded.

Praducing high-quality sheet music at home can
be time-consuming, but with today's powerful tools, it's
easier than ever. Check out the notation features that
your current software provides, or download a demo of
the programs mentioned here. Your music will never
look better. €=M

Jim Aikin (musicwords.net) writes about
electronic-music technology, teaches classical
cello, and creates text-based computer games.
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major entity in order to get noticed?

No. The incarrect preconception in your question is
that there’s just one big haystack. There are hundreds
of little haystacks now. We're in a niche culture where
because there are hundreds of ways for a music fan to
get turned on to music that theyll like, there's actually
more of a chance than ever for musicians to be the top
of their little haystacks.

Explain.

If you don't mind, let me use this metaphor I've been
using lately to explain it. Up until recently, success
in the music industry or success as a musician was
like an archery range where 100 feet away is like a
tiny littie 1-inch target. And you're at the ather end of
the archery range, you can just fire a bunch of arraws,
and all of them fall onto the ground—unless by some
amazing chance you are able to hit that 1-inch target
dead in the center, and then you have a major hit.
But now it's like the target is 5O feet across, and it's
really easy to hit anywhere inside it. But the trick is
that somebody cut out the middle. It's like there is no
middle anymore.

Let's get more specific for EM readers. Although
plenty of them are songwriters, there are also
many who are composers and are looking for a way
to market their instrumental music. Do you have
advice for them?

Oh, absolutely. Instrumental music does surprisingly
well on CD Baby for the artists who tie it into a life-
style purpose. So instead of just saying, “Here’s some
great music with wonderful harmony and interesting
production,” you say, “Here is some music for mas-
sage.” Or you say, "Here is some music for computer
programmers to listen to while working and without
being distracted,” or “Here is some music for candle-
light dinners,” or meditation—wherever. | find that the
instrumental musicians who specifically market their
music as a purpose or to go along with somebody’s
lifestyle end up selling infinitely better than ones who
say, “Hey, my name is Mark, I'm making some good
music, check it out.”

Flavor

for Occasions

Match Your Mood

Long Drives / Road Trips O
For long road trips. day or night, when the
music gets your full attention, and captures
the spirit of being out on the road.

To Have Sex To
Self-explanatory, though I'm sure everyone
has their own definition. Ours is somewhere
between Barry White, Sade, and the Girl from
Ipanema. Sensual and sexy. Get your groove

d? Stay Depr
Feehng depressed? Seeing the sad side of
everything? Feel like staying that way? These
CDs will help keep you from getting cheered
up. Dive deeper into the dark.

Sick of all normal music
Sick of music? Tired of verse/chorus pop
songs, major/minor keys, 4/4 rhythms, or
ANYrhing predictable? | know the feeling.
on. These CDs delv mupemﬁons and blow

W3 FIG. 2: In the Flavor section of the CD Baby site, music is categorized for a variety of purposes.

From your experience, do these people go into
their recording project with that in mind or do
they think after it's done, “Hey, this music is pretty
spacey and mellow, it could be good for massage”
or whatever?

I think it can come after. The marketing niche can
come after the fact. The reason that can get pretty
interesting is that you can take the same dozen pieces
of music and rename it and repackage it a few different
times, especially if you're doing purely digital distribu-
tion; why not? You can take the same songs and call
them music for massage, take the same songs and call
them music for dinner, and then put it all out there to
see what works best.

Within CD Baby, are there any kind of marketing
techniques beyond just being in the catalog to get
site visitors to notice you?

Go to the home page at CD Baby and look at the right
side, at that link called Flavor. Look at these, by the
way, because they're sorted in order of popularity [see
Fig. 2]. Notice, for the fun of it, that the most popular
one on the right is called Depressed? Stay Depressed.
It's funny, so much music is marketed in such an
upbeat kind of way that people are drawn to the fact
that this is about staying depressed. This is our way of
trying to help the artist; we're almost playing editor

There are hundreds of lictle
haystacks now.
We're in a niche culture.
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by saying, for example, "Here are some albums we've
found that help you sleep,” or “Here are some albums
we've found that make you want to smash things.” So
artists can do this themselves. There are tools on the
site that allow you to create a group. For example, you
can spend a little effort finding a few other artists who
are in a similar vein to yours, and say, “Okay, why don't
we make a gallery now and say this is good music for
cooking.” And this is not just CD Baby; 1 don't want to
make this one of those boring things where I'm just
telling you the features of my Web site. | think this
applies to anywhere. Whether you're getting together
with other artists or doing it yourself, you can make
it a little mini-movement somewhere. You could say,
“Here's a Web site we're setting up just for instrumen-
tal bubblegum music,” and make a little movement
and say, "These five artists are all the tops in their field
of instrumental bubblegum flaughs].”

| can't wait to check that one out [laughs).

So it's easier to market a lifestyle genre or a little
movement like that than, again, it is to say, "My
name is Jeff and I'm making music, | hope you like
it." Instead, get together with a few people and say,
“Hey, this is a collective of instrumental bubblegum
artists.” You find it's easier to get press and atten-
tion that way, too, because it seems

less self-centered. Everybody else | ONLINE k
is saying, “Hey, check me out, check BONUS l\_
me out.” But you come along and say,

“Hey, check out this new genre of music.” [For more of
this interview, see Web Clip1.] €=M

Mike Levine is EM's executive editor and senior
media producer and the host of the twice-monthly
Podcast “EM Cast” (emusician.com/podcasts).
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nart, as in life, it’s the little things that count.
ISometimes that holds true for software

updates, too. Cakewalk Sonar 7 Producer
Edition is one of those upgrades. It's hard to
identify one feature that clearly deserves mar-
quee status over the rest, but the list of relatively
minor fixes, improvements, and new features
is long indeed. The list is somewhat shorter
for the less expensive Studio Edition—see
Cakewalk’s Web site for details on Producer
exclusives.

Of course, what's little to one user may be
huge to someone else. For example, the feature
most likely to make you roll your eyes in disbe-
lief could have saved my butt on a live record-
ing. Sonar 7 now supports the Sony Wave-64
audio file format, which allows audio files of
more than 8 terabytes in size. Who needs to
record a 64-bit, 192 kHz stereo file for over 800
million days? Nobody, that's who.

However, the old RIFF format (WAYV, AIFF,
and so on) limits files to 2 GB, which at 24-bit,
88.2 kHz resolution is just over an hour for a
stereo file. That limit turned out to be pretty
uncomfortable when I carelessly started a live

—By Brian Smithers——

choral recording in Sonar 4 to a stereo track
instead of two mono tracks. As intermission
drew nearer and my file grew ever closer to
2 GB, Sonar 7' ability to switch to Wave-64 on
the fly would have done wonders for my blood
pressure. (Luckily for me, the file lasted exactly
2 seconds into the intermission applause,
where I could easily edit away any sign of my
mistake.)

Modern Mixing

Two mixing features, small things though they
may be to some, are undeniably overdue: side-
chaining and external effects. Sonar finally
allows plug-ins to expose a sidechain input
for standard applications such as ducking and
de-essing, as well as more creative uses. When
a plug-in offers a sidechain input, that input
automatically shows up in the list of track and
send outputs.

This implementation allows you to com-
bine multiple sources to a single sidechain
input, but distributing a single source to mul-
tiple sidechains is a bit harder. To trigger mul-
tiple gated pads from the same drum loop, for



FIG. 1: Sidechaining is now possible in Sonar. Each
sidechainable plug-in exposes its key input in the list of
available send and track outputs. Here, three different gates
are being triggered from sends on a single audio track.

instance, requires a dedicated send from the
source track for each gate (see Fig. 1), whereas
other programs can accomplish the same
thing with a single send. Sonar’s included
Sonitus dynamics and Vintage Channel sup-
port sidechains.

Even as more and more audio produc-
tion moves inside the box, to be seriously
considered for use in a major studio, a digi-
tal audio sequencer must still be able to inte-
grate external processors, something Sonar
couldn’t do adequately until now. A new
external-insert plug-in directs a signal from
a track to an output and expects the signal to
return to the track from some input, allow-
ing your favorite piece of classic hardware to
be inserted directly into the signal flow of an
audio track or bus. In contrast with sidechain-
ing, the external insert is admirably flexible,
enabling you to assign any unused output and
input independently of each other. Sonar even
measures the round-trip travel time and com-
pensates for the delay.

Assigning inputs and outputs is now more
efficient, allowing the user to assign the same

Bk
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Who needs to record a
64-bit, 192 kHz stereo FRile
Por over 800 million days?

audio input or output port to multiple tracks,
or—my personal favorite—to assign a series of
inputs or outputs to multiple tracks. Setting up
multiple tracks and assigning them automati-
cally to sequential input ports saves only a few
seconds per track, but with a lot of tracks, that
adds up.

Macho MIDI

When Cakewalk rolled out the in-line piano-
roll view (PRV) two versions ago, I was excited
not to have to open the floating PRV to edit
MIDI, but frustrated that changing tools
required time-wasting mouse-clicks unless
you created your own key bindings to switch
between them. Sonar 7 fixes this and goes way

beyond, letting you assign different tool behav-
iors based on the cursor’s position within (or
relative to) a MIDI note, which of the three
mouse buttons is pressed, and which combina-
tion of the Shift, Alt, and Ctrl keys is held (see
Fig. 2). This gives you more than enough tool
behaviors at your ﬁngenibé. without ever need-
ing to switch from one tool to the next.

The Select, Draw, and Erase tools are
now simply tools 1, 2, and 3, and each tool
is actually a set of customizable context- and
modifier-sensitive behaviors. Assignments
can be saved as presets, so editors who share
a workstation can have their own tool sets.
Presets resembling the topl sets of other audio
programs are included. Editing MIDI in the
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FIG. 2: Different MI0I editing tools can be called
into action based on five different positions within
a note (and two outside the note) crossed with any
combination of three modifier keys.

in-line or floating PRV is now more efficient
than ever.

The floating PRV has gained the ability to
display multiple lanes of controller data. This
makes for a much clearer view when a track
has multiple controller types being automated.
It also means you can copy and paste data easily
between controller types.

A new step sequencer simplifies hard-
quantized dance-style drum programming,
and it will likely please users whose music
leans toward repetitive patterns. It falls a bit
short of my hopes, though, because its con-
troller implementation—the part 1 usuaily
like best about step sequencers—is no dif-
ferent than single-lane controller view in
the PRV. A step sequencer that allows you to
quantize controller events to the grid turns
timbral variation into a rhythmic element. |
hope that’s an option in the next iteration of
the step sequencer.

That beef aside, the step sequencer is quite
powerful. It supports odd meters and features
a “fit-to-quarters” function that squeezes a pat-
tern to fit within a specified number of quarter
notes. Imagine, for example, an 8-beat pattern
squeezed into a 5/4 bar. Step-sequencer clips
are MIDI groove clips, so rolling them out to
the desired length is easy as pie. Optionally,
step-sequencer clips can be made to follow
project pitch as well.
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Editing in the step sequencer is dead
simple: left-click to add a note, and right-click
to remove a note. Ctrl-click (or -drag) to join
notes, and Ctrl-right-click to separate them.
Shift-drag up and down on a note to adjust
Velocity, and Shift-drag across the row to draw
a series of Velocities.

Other MIDI enhancements abound,
such as Velocity color coding of notes and
MIDI Velocity/activity meters on tracks. The
Erase tool now highlights notes to be deleted
as you drag in the PRV, deleting notes only
when you release the mouse. This allows you
to see more clearly what you are deleting.
Individual notes and controller events can be
muted, and a new drag-quantize feature lets
you Ctrl-drag upward to slide selected notes
progressively closer to the grid. Very clever,
indeed.

Much More

Sonar 7 comes with special editions of Cake-
walk’s new instruments, including Rapture LE,
a rich-sounding, dance-oriented subtractive
synth, and Dimension LE, a flexible sample-
based synth that has a limited but quite use-
ful version of the Garritan orchestral library
called Garritan Pocket Orchestra. The full

version of the powerful Z3TA+ waveshaping
synth is also included. Synths can be renamed
in the Synth Rack, making it easier to distin-
guish between multiple instances of a particu-
lar virtual instrument.

V-Vocal, Sonar’s excellent pitch- and
time-correction plug-in (based on Roland’s
VariPhrase technology), has been updated
to include pitch-to-MIDI conversion. Once
V-Vocal has analyzed an audio clip, you sim-
ply drag its pitch-to-MIDI icon to a MIDI
track, and appropriate MIDI notes (and
optional Pitch Bend information) are cre-
ated. At its best, this is a great way to gen-
erate a synth track to double a vocal part,
but [ had trouble getting it to work consis-
tently. For reasons Cakewalk and I have been
unable to discern, V-Vocal doesn’t like my
desktop computer as much as my notebook.
Generating MIDI from audio clips on my
notebook worked as advertised—requiring
some cleanup, but getting the important
parts right—but on my desktop the clips were
slightly time-compressed, didn't line up with
the audio clips, and didn’t even contain the
expected notes. The 7.0.2 update fixed some
known bugs related to this function, but it
didn’t rescue my desktop.
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FIG. 3: The LP-64 Multiband compressor offers transparent linear-phase multiband compression suitable for bus

compression or mastering.



Imagine an 8-beat
pattern squeezed into
a 5/4 banr

Two new plug-ins intended for mastering
use are included. The LP-64 EQ is exactly what
it sounds like: a 64-bit linear-phase equalizer
with an uncolored sound. The LP-64 Multiband
compressor (see Fig. 3) is no more mysterious,
offering five user-defined bands of independent
dynamics control. Both are worthy additions to
Sonar’s virtual gear rack.

I was somewhat less impressed with the
deliberately quick-and-dirty limiter Boost
11. Its simplified design is admirable, and it
is certainly capable of delivering the instant
gratification that comes with hearing your mix
suddenly hotter. That easy satisfaction car-
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ries a price, though—I had no trouble getting
Boost 11 to pump and misbehave on dynamic
material. (See the online bonus material at
emusician.com for some other minor quibbles
I have about the program.)

Sonar now imports directly from audio
CDs. Cakewalk says the ripping algorithm
rejects any reads with errors, but I didn’t
test its accuracy extensively. A CD-burning
applet is included that is suitable for quick
assembly of reference tracks, but not for any-
thing more demanding. Cakewalk Publisher
is designed to make it easier to maintain an
updated playlist when you have an embed-

ded audio player on one or more Web sites.
After a bit of fumbling, I was able to get it to
work as advertised: feed Publisher a series of
MP3 files, and it generates a script for you to
copy into your Web pages to link to a single
copy of the player. If Cakewalk would make
the player presentable and enlarge its buttons
to a usable size, the company would have a
useful little utility.

So do all the small changes make for a
good value? Well, Sonar stands shoulder-to-
shoulder with other professional digital audio
sequencers, so if you work on a PC and like its
look and feel, you can’t go wrong. Is it worth
upgrading to version 7 from 5 or 62 Absolutely,
if features such as the MIDI editing improve-
ments or audio sidechaining matter to you.
You may find that the little things really do
add up.

Brian Smithers is course director of audio work-
stations at Full Sail Real World Education in
Winter Park, Florida.
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Advanced Room Correction System

the first acoustic room correction
system in a plug-in
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PCM-D50

RUDY TRUBITT

FIG. 2: The PCM-D50's built-in mics can pivot smoothly from a 90- to 120-degree stereo pickup pattern. Left and

right mic signa s are automatically swapped as required.

an assortment of 3.5 mm jacks: mic in (with
plug-in power), a combo analog/digital optical
input, a combo analog/digital optical output,
and a headphone output. On the upper left side
are two tiny switches for selecting a mic/line
input and enabling a -20 dB pad, and on the
back are two more tiny switches that engage the
record-input limiter and low-cut filter.

Let's Record

The D50 records 16 bits at 22.05, 44.1, 48, and
96 kHz, as well as 24 bits at 44.1, 48, and 96 kHz.
It can also play (but not record) MP3 files at
any rate. When choosing 16-bit resolution,
you have the option of using Sony’s Super Bit
Mapping (SBM) dither. The company originally
developed SBM to squeeze a little more per-
ceived resolution out of the 16-bit DAT format.
However, the benefits of SBM are lost if you do
any subsequent signal processing of the audio,
which I nearly always do. So though I've owned
other SBM-equipped gear for years, I don't use
that feature. Anytime I record anything critical
on my D50, I simply record at 24 bit.

An optional 5-second prerecord buffer lets
you put the recorder in record-ready mode, and
when the sonic event you're waiting for hap-
pens, you press Pause to capture the previous
five seconds and continue recording. I love this
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feature—it’s like a 5-second time machine. My
only wish would be that the buffer refilled when
you pressed Pause during a recording, but that’s
not the case; you'll need to stop and restart a
new file instead. You can’t drop markers within
a file, but the Divide button will seamlessly split
a track during recording or playback.

When recording, the main meters in the
LCD give fast, high-resolution stereo peak
metering. A pair of LEDs under each mic show

It’s like @
5-second time
machine.

signal present (~12 dB) and clipping (0 dBfs) for
each channel, although left- and right-channel
record levels are set together on the same knob.

The D50 shares the PCM-D1's novel
approach to peak limiting. When the limiter is
enabled, the D50 splits the signal into separate
stereo analog and digital paths. The first path
is recorded while the deck is operating below

digital clipping. The second path is attenuated
-12 dB in the analog domain before being digi-
tized by a second, independent A/D converter.
When digital clipping occurs, this second path
springs into action, normalizes its -12 dB
signal to full scale, and substitutes that audio
instead of the clipped waveform. When the pri-
mary signal-path level drops back below zero,
the limiter backs itself out of the picture at one
of three release times: 150 ms, 1 second, or a
full minute. If you slam the inputs, you’ll hear
the limiter working, but if you're just a toe or
two over the line, it’s transparent.

Got a Nice Spread Here

The tonal character of the D50 internal mics
is similar to that of the PCM-D1’s. Although
it always sounds crisp and detailed, capturing
robust low end requires closer proximity to the
source. The D50’s noise performance is very
good, but it is noticeably noisier than the D1 in
low-level situations.

Whereas the D1’s built-in mics tilt up or
down, allowing you to more conveniently see
the front-panel controls or point the mics up
at a talker when the recorder lies flat on a table,
the D50’s mics don't tilt. Instead, they can splay
inward from a 90-degree, near-coincident pattern
outward to a 120-degree, slightly spaced pattern.
The two mic capsules literally swing outward,
changing capsule angle and spacing (see Fig. 2).
The difference is both audible and useful. The
wide pattern gives a more spacious feel, whereas
the 90-degree pattern offers better mono com-
patibility and a stronger center image.

The D50 doesn’t include a windscreen,
but you can buy Sony’s ADPCM1 Windscreen
(which also fits the D1) for about $50. It’s well
worth the price; this furry wind barrier is so
much more effective than a little slip of foam.
If you're doing any outdoor recording (or
even plan to be walking around indoors while
recording), this accessory is essential.

File It

The D50 records files in WAV format only and
stores them in its generous 4 GB of internal
flash memory. It can also record to a proprie-
tary, removable Sony Memory Stick Pro High-
Speed Duo or Pro-HG Duo (not included).
The recording date becomes the file name (for
example, 080422_03.WAV would be the third
recording made on April 22, 2008). The D50’



file-naming convention is extremely simple
yet highly practical.

A simple USB connection mounts the
D50 on your computer’s desktop. Data transfer
times are quick with USB 2.0, but obviously a
lot slower with USB 1.1. Note that the D50 can’t
run on USB power, so be sure you have enough
battery charge to complete the transfer, or plug
in the D50’ included wall wart.

Battery life, always a key feature on porta-
ble recorders, is outstanding. Sony specifies 12
hours of record time at 96 kHz using alkaline
batteries. Rechargeable NiMH cells work per-
fectly for the D50, too. I've been using Sony-,
Duracell-, and Eveready-branded recharge-
ables, all with good results. The four AA cells
are housed in an easy-to-remove sled, secured
behind a sliding door mechanism. This door
mechanism is elegant, but I've found that it can
work itself loose in some situations.

Recording Outside the Box
Although the D50’s built-in mics are good, it's
nice to have external options—and you do.
Unlike the D1, the D50 can provide plug-in
power at its mic input jack. (Plug-in power pro-
vides a small voltage—typically 3V to 4V—to
power electret condenser mics.) This is a menu-
controlled option; the menu pops up automati-
cally on the D50’s display when you connect a
mic—another nice touch.

But what about professional condenser
mics that require 48V phantom power? One
option is to use the D50’s digital optical input
with an external mic pre and A/D converter. |
tested the D50’ optical input using my trusty
Denecke AD20, and it worked just fine.

RUDY TRUBITT

FIG. 3: This is the PCM-D50 mounted on Sony's
optional XLR-1 adapter.

Another option is Sony’s new XLR-1
adapter ($449), which makes the DI or D50
compatible with the rest of your mic collection.
The XLR-1 is a chunky, rounded metal box
with a pair of XLR inputs and a stereo miniplug
output at the end of a short cable (see Fig. 3).
It’s a transformer-based passive device, but it
requires an additional four AA batteries to gen-
erate phantom power. Its bulk and cost are both
related to the high-quality audio transformers
required to take advantage of the recorder’s
maximum 96 kHz sampling rate.

Physically, the XLR-1 can be snapped to the
bottom of the recorder, or they can be mounted
side by side using the included metal mount-
ing bracket. Though the XLR-1 easily doubles
the size (and nearly doubles the cost) of the
D50, it’s a pleasure to be able to work with a
fully professional mic rig in the field. I ran my
Schoeps mics into the D50/XLR-1 combo and
was really pleased with the results. I sometimes
find my Schoeps mics to be clinical, bordering
on cold. Perhaps the transformers in the XLR-1
imparted some subtle coloration, but whatever
the cause, I actually thought the Schoeps mics
sounded better through the D50/XLR-1 com-
bination than any of my other rigs.

The XLR-1 is not a perfect solution, how-
ever. When mounted, it blocks access to the
D50’s low-cut and limiter on/off switches. Also,
I wish the permanently attached end of the
XLR-1’s output cable were recessed. Though
I've had no problems, it looks vulnerable and
doesn’t appear to be readily user serviceable.
The XLR-1 is expensive, but it should tell you
something that I'm buying one anyway.

Shine On
I've reviewed half a dozen portable 2-track
recorders for this publication, and the Sony
PCM-D50 is one fine deck. Id still choose the
PCM-D1 for gigs that required an extreme
dynamic range—like symphonic, choral, or
natural-sound recordings—because the D1
is audibly quieter in low-level situations. But
the D50 easily outdoes the DI on features and
strikes an excellent balance between size, qual-
ity, and cost. The Sony PCM-D50 is the deck
by which all others should be measured, and |
recommend it highly.

Rudy Trubitt performs around the United States as
a member of the Sippy Cups (thesippycups.com).

On the MA-100

“How'does such a small mic
make such a big sound? This

thing {MA-100] is fat!”
Ross Hogarth
(Grammy winning

Producer/Engineer, Ziggy Marley,

Jewel| Keb Mo, Black Crowes, REM)

On the MA-200

“I've tracked great sounding
vocals, drums, guitars and bass
through these mics, and my

clients are consistently blown
away by the results. From the

moment | first put a pair up, they

have continued to impress me
with & wide open and balanced

sound.”
Ryan Hewitt

(Engineer/Mixer: Red Hot Chili

Peppers, blink-182, Alkaline Trio)
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FIG. 1: Audition's Sequencer windows are
accessible for each MIDI track. Here you'll find
multiple Instrument tracks that can be assigned
to MIDI channels and sent to either soft synths
or hardware outputs.
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Audition 3.0 (Win)

More MIDI, more power for this capable DAW.

PROS: Clean and intuitive user interface.
Comprehensive effects and processing tools.
Excellent editing capabilities in the frequency
domain. Support for MIBI and VST instruments.

CONS: Limited MIDI support for hardware synths.
Simplistic implementation of quantization and
other offline MIDI processing.
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DOCUMENTATION |
VALUE i
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By Allan Metts

ith its suite of products for graphic

design, photography, document

creation, and video production,

Adobe is no stranger to the pursuit of creativ-

ity. And since acquiring Syntrillium’s Cool

Edit Pro (which it renamed Audition), the

company has been offering a powerful audio
workhorse as well.

Adobe releases significant improvements

to Audition every year, and version 3.0 repre-

sents yet another solid enhance<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>