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Never has there been a better buying 
experience. Sweetwater is always my number 

one choice for all my needs. 
J oh lene from Richmond, KY * r 

Knowledgeable Staff, Top Brands, and Competitive 
Prices - That’s the Sweetwater Difference! 
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KORG SO-1 A MODERN SQ-10 STEP 

SEQUENCER 

new 

MOOG System 55 
The return of a Moog classic! Built to original 
specs, the limited-edition System 55 packs 
36 handcrafted modules into a pair of solid 
walnut cabinets. Do you crave the authentic 
analog synth performance that only a vintage 
Moog can deliver? Then you need this 
amazing instrument. Call Sweetwater today! 

LIMITED-EDITION REISSUE 

MODULAR SYNTHESIZER 

RE-CREATION 

OF THE 

DUOPHONIC 

ANALOG 

SYNTH LEGEND 

ARP Odyssey 

Pro Audio ■ Recording ■ Mixers ■ Monitors ■ Microphones ■ Guitars ■ 

0% INTEREST FOR 24 MONTHS* 
On purchases of select manufacturers’ products made with your 
Sweetwater Musician’s All Access Platinum Card between now 
and April 30, 2015 - 24 equal monthly payments required. 
'Offer applies only to single-receipt qualifying purchases. No interest will be charged on promo purchase and equal monthly payments are required equal to initial promo purchase amount divided equally by the number of months 
in promo period until promo is paid in full. The equal monthly payment will be rounded to the next highest whole dollar and may be higher than the minimum payment that would be required if the purchase was a non-promotioral 
purchase. Regular account terms apply to non-promotional purchases. For new accounts: Purchase APR is 29.99%; Minimum Interest Charge is $2, Existing cardholders should see their credit card agreement for their applicable 
terms Subject to credit approval. 



Keyboards ■ Drums ■ Live Sound Sweetwater Has All the Gear You Need... and More! 

(800) 222-4700 
Sweetwater.com 

FREE 2-YEAR WARRANTY' 
Total Confidence Coverage " Warranty 

FREE PRO ADVICE 
We re here to help! Call today! 

FAST, FREE SHIPPING 
On most orders, with no minimum purchase! 

"Please note: Apple products are excluded from this warranty, and other restrictions may apply. Please visit Sweetwater.com/warranty for complete details. 
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COMMUNITY 

NEW GEAR 
Products from Waves, 

Roland, Yamaha, 
and more! MODULAR SYNTHESIZERS 

While many modular users prefer to build instruments to meet their individual needs, 
sometimes a preconfigured system is the way to go. We explore options ranging from 

basic single-voice instruments to complex composer systems. 

HOW TO 

74 
ROUGH MIX 

Must, Should, Could— 
Prioritization strategies 

for every project 

PRODUCTION 
Control your workstation 

with an iPad 

Electronic Musician (ISSN 0884-4720) is published monthly by NewBay Media, LLC 1111 Bayhill Drive, Suite 440, San Bruno, CA 94066. Electronic Musician is a trademark of NewBay Media. 

All material published in Electronic Musician is copyriglrted (©) 2014 by NewBay Media. All rights reserved. Reproduction of material appearing in Electronic Musician is prohibited without written 

permission. POSTMASTER: Send address changes to Electronic Musician, P.O. Box 15605, North Hollywood, CA 91615. Publisher assumes no responsibility for return of unsolicited manuscripts, photos, 

or artwork. All product information is subject to change; publisher assumes no responsibility for such changes. All listed model numbers and product names are manufacturers' registered trademarks. 

Canada Post: Publications Mail Agreement #40612608. Canada Returns to be sent to Bleuchip International, P.O. Box 25542, London, ON N6C 6B2. Periodicals Postage Paid at San Bruno, CA, and 

at additional mailing offices. 
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DIRTYPHONICS 
In the studio or on the 
road, these electronic 
pop artists are always 

shifting gears. 

PLAYLIST 
New releases from Björk, 

The Go! Team, Steve 
Earle, and more! 

46 
STEINBERG 

CUBASE PRO 8 
Workstation 

ZYNAPTIQ 
UNCHIRP 

Plug-In 

THE DECEMBERISTS 
Producer/engineer Tucker Martine (above) and bandmember Colin Meloy take us inside 
the sessions for Portlandish alt-folk-rock band The Decemberists’ latest album, What a 

Terrible World, What a Beautiful World. 

GEAR REVIEWS 

MACKIE 
DL32R 

Wireless 
Digital Mixer 

UNITY AUDIO 
PEBBLE & 
BAM BAM 

Active Monitors 

RESIDENT 
AUDIO T4 

Audio Interface 

UNFILTERED 
AUDIO 

SANDMAN 
Plug-In 

APRIL 2015 I EMUSICIAN.COM 



For whatever drives you. 

Simple elegance 
& rock-solid 
reliability for the 
most demanding 
audio & video 
workflows 
in the world. 
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MOJO FOR YOUR MODULAR 
FROM LEGENDARY SYNTH DESIGNER DAVE SMITH 

CURTIS FILTER 
DSM01 

r-cv—, 

i— CV — i 

rVCACVn 

Frequency 

Resonance 

Slope 

Boost 

-Audio 
VCFOUt VCAOut 

www.davesmithinstruments.com 

CHARACTER 

Girth 

Decimate 

Girth 

Hack 

J 

Drive 

1)^/1 
modular 

_ CV In -

Decimate Hack 

Inject some serious tone into 
your modular rack, courtesy of 
Dave Smith. 

The DSM01 Curtis Filter 
is bold, versatile, and delivers the 
sound that's shaped some of the 
world's most famous synths. 

The DSM02 Character Module 
is a sound designer's toolkit 
straight out of Dave’s Pro 2 and 
Prophet 12 synths. It can take 
you from nice to nasty with the 
turn of a knob. 

Surprisingly affordable. 
Exceptionally useful. 

Available now. 

MODULAR 
Designed and built in California 
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Roll With It 
YOU'VE probably noticed some chang¬ 
es in this magazine over the past few 
months. 

Here at Electronic Musician, we’re 
constantly evaluating the best ways to 

educate, inform, and engage readers, 
and the changing roles that print, on¬ 
line, and events play in that process. 

We’re all musicians and engineers, 
too, and we seek out information in 
the same ways you do. We’re guided 
by the belief that the Internet is the 

go-to channel for breaking news and 
rich content, but print’s strength lies in 
providing context and expertise, con¬ 
tent that transcends the “everyone’s an 
expert” wild west culture of the web. 
To that end, in each issue, we’re bring¬ 
ing you more gear reviews from top in¬ 
dustry experts, deeper tutorials, and a 

little more “teeth” in the form of opin¬ 
ion pieces like our new “Rough Mix” 
column on the back page. 

We’ve made some big changes at 

emusician.com, as well, starting with 
a complete overhaul of our website 
design, and expanding our web-exclu-
sive content with our new DIY Advi¬ 
sor career advice column, “5 Questions 
With...” interview series, in addition to 

print extras. 
It’s all part of how we are evolving 

as a resource to help you make better 
music. 

Let us know what you think. You 
are all part of the conversation. 

SARAH JONES 

EDITOR 

sjones@musicplayer.com 

IWÜÖICION 
.gadget geek 

Theremin + Matryoska = Matryomin! 

WEB HIGHLIGHTS 

This month on 
emusician.com 

SXSW 2015: 
Complete Coverage 

Plus... 
Dirtyphonics: Expanded Interview 
DIV Advisor T-Shirt Designs that Sell 
Q&A: AVL president Tony van Veen 

j tin 
Fresh from the NAMM Hall E 
Land of Oddities 
The Matryomin is a single-antenna Theremin built right into a wooden matryoshka doE. 

The instrument, invented by Japanese theremin player Masami Takeuchi, controls pitch 

over a five-octave range, is powered by 4 AA batteries, and features a tiny built-in amp 
and “low” and “high” audio outs. 

To hear the Matryomin in action, search for “Matryomin Ensemble” on YouTube to 
watch 272 players perform to a Guinness World Record for Largest Theremin Ensemble. 

Prices start around $350; mandarinelectron.com. 
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app tip Marcus Satellite Wilsonic BY MARKKUS ROVITO 

Experiment with infinite microtonal tunings and upload them to a soft synth 

a small subset of “microtonal” musicians com¬ 
poses using special scales with many notes per 
octave, at non-standard intervals. Their god¬ 
father is Ervin Wilson, who spent several de¬ 
cades researching microtonal scales based on 

numeric and geometric relationships between 
frequencies. Marcus Satellite’s Wilsonic for iPad 
(iOS 8.1 or later, www.marcussatellite.com) now 
gives you the easiest way to explore and record 
three of Wilson’s complex tuning systems. 

1 Choose a design from the Design 
■ menu; touching the design or key¬ 

board at the bottom plays the notes in 
one of three simple timbres: Sine, Saw 
Lo-Pass, or Saw. 

2 Each design has decimal multi-
■ pliers, interval numbers, or slid¬ 

ers that will change the tunings, number 
of notes per octave, interval lengths, 
etc. You don’t need to know music the¬ 
ory or complex math to find something 
intriguing; just mess around. The visual 

feedback of the app makes it fun to try things 
based on shape. 

3 When you find a tuning you like, go to 
■ the Favorite menu to save the tuning. 

You can then email Scala files (.scl) or sync 
them to your Documents from the Favorites 
panel. Scala files encode musical tunings that 
you can upload to compatible software and 
hardware instruments to play your Wilsonic 
scales on a more sophisticated sonic palette. 

4 You can also record Wilsonic’s audio 
■ into iPad apps compatible with Inter-

App Audio or Audiobus-compatible apps such 
as GarageBand. 

Tune into the iTunes App Store to find Wilson¬ 
ic for $2.99.. 

ASK! I’M THINKING OF PRESSING AN LP RATHER THAN MAKING A CD. HOW DIFFERENT ARE THE FORMATS TO WORK 
WITH? WHAT KINDS OF THINGS DO I NEED TO CONSIDER? 

JASON WILLIAMS 

CHICAGO, IL 

VIA EMAIL 

The Neumann AM-32 lathe at Infrasonic 
Sound, Los Angeles, CA. The large dial on 
the control panel on the right can be used 
to manually regulate the number of lines 
etched into the master lacquer. 

There are several elements to 
take into consideration when 
putting music on vinyl, particu¬ 

larly if you want to make the 
most of the medium. To begin 
with, an LP holds less music per 

disc than a CD, and the amount 

of music it’ll handle depends 
on the playback speed and how 

loud you want your record to be. 
The louder the music, the bigger 
the grooves and the more space 
that is required. In addition, the 
faster the playback speed, the 
better it’ll sound, though the 

trade off is less music per side. 
Mastering services and press¬ 

ing plants each have their own 

recommendations, but in general 
they suggest keeping the pro¬ 

gram length between 12 and 18 
minutes per side of a 12” LP at 
33.3 RPM. The longer the side, 

the more space you’ll use and the 
quieter (and potentially noisier) 
playback will be. You can, how¬ 
ever, fit nearly 30 minutes per 

side if sound quality isn’t an issue. 
Because high-frequency re¬ 

production declines as the nee¬ 
dle approaches the center of the 
disc, consider sequencing your 
louder songs earlier on each side 
so that they are closer to the out¬ 

side edge and are spread across 
more surface area. 

The mastering engineer will 
likely add dynamics processing 

and EQ, as well as center the 
bass frequencies below a partic¬ 

ular crossover point to maximize 

playback. Although you may 
be tempted to do some of this 
yourself as you mix, don’t: Give 
the mastering engineer the best 
sounding mix you can and they 

will tailor it to the vinyl medium 
using their specialized tools. 

Finally, be sure you listen to 
your test pressings on a high-
quality turntable to make sure 
no artifacts were introduced, 
such as hum or distortion. It’s 
not uncommon to go through 
more than one test pressing, so 
be patient and don’t rush the re¬ 
sults. And if you have any ques¬ 
tions about the process, ask your 
mastering engineer.. 
THE EDITORS 

Got a question about recording, gigging, or technology? 
Ask us! Send it to ElectronicMusicianqimusicpIayer.com. 
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YOUR 
TAKE 

CONGRATULATIONS to Shawn Skead, who submit¬ 
ted our favorite EDM tip for our January “Your 
Take” contest. Sean wins a Novation Launchpad 
S & Launch Control XL for Ableton Live! Here’s 
his winning tip: 

1 First, get your beats, grooves, synth patch-
■ es and all instrumentation “out of the box.” 

2 Begin the painfully slow process of 
■ REPLACING all of those sounds with 

your own: 

• Go into a garage and record the sound 
of a car door slamming shut. This will be 
your kick. 
• Fill a large water bottle with water, and 
bang on it. This will be your toms. 
• Replace that “grindy” synth track with 
a recording of a fan noise. 

• Add organic instruments to your 
synths to give them a special quality. 

Everyone is using the same tools, and often 
not diving past the presets; if you want to sound 
different, build a set of sounds for yourself, and 
sample everything you can get your hands on— 
every strange instrument you find; heck, even go 
to the music store and rent a viola for the day. 
Sample every note, bang on it with a rubber mal¬ 

let. Back in 1998, 1 went to my local library ant 
rented a cassette tape of Orca noises. I Greater 
a drum set from those, eventually a song caller 
"Food for Killer Whales.” 
We expect everything to happen quickly ant 

easily, and the music suffers because of it Pu 
in the hard work by building your own sounds 
beats, and synths, and surely you will have some¬ 
thing that no one else has. 

Sincerely, Shawn Skead 

CORRECTION Win This Book! 

In last month’s Community section, our spotlight on Cakewalk SONAR erroneously 
ran under a “Cubase 8” headline. To read spotlights on SONAR and Cubase worksta¬ 
tions, visit emusician.com/SonarSpotlight and emusician.com/CubaseSpotlight. 
Electronic Musician regrets the error. 

We’re giving away three copies of The iPad 
in the Music Studio by Thomas Rudolph and 
Vincent Leonard ($19.99, www.halleonard. 
com), featured in this month’s “How To” on page 
68. To enter, follow (6)EM_Magazine on Twitter 
and then tweet the name of your favorite iPad 
music production app along with the hashtag 
#EMbookcontest. We’ll pick three lucky winners 
at random on April 20, 2015! Open to U.S. 
residents only. 
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N THE STUDIO BY BARBARA SCHULTZ 

» Two Gallants with 
Karl Derfler 
THE DUO Two Gallants rocked the birds from the 
trees, recording their latest album We Are Undone 
in Panoramic House—a remote residential studio 
on a hillside overlooking Stinson Beach, Calif. 

“It was an amazingly organic, nontraditional 
environment for recording, which I think added 
to the whole excitement,” says drummer Tyson 

Vogel. 
“Having to go back into your life every night 

as big or as delicate as it needs to be. Stephens, 
whose main instrument is a Gretsch Tennessee 

can have a detrimental effect on your ability to Rose, brought four amps to the studio. 
stay focused on the music,” observes singer/guitarist Adam Stephens. “Hav¬ 
ing it just be the three of us the entire time was an important thing for us to 
be able to focus.” 

The third “Gallant” was veteran engineer Karl Derfler, whose credits span 
nearly four decades, and artists from Tom Waits to No Doubt to Smash Mouth. 

“That studio is in an old house that a professor built all by hand with all 
reclaimed materials,” Derfler explains. “There are 40-foot-long 12x12 beams 
that he must have pulled out of some marine yard. The floors are all two-by-
fours flipped on their sides. There’s some strange construction going on that 
creates a really ambient sound.” 

Panoramic includes a tracking room, an echo chamber where the original 
owner had put in a bomb shelter, and the control room, containing three con¬ 
sole choices: a 32-channel API 1608 that Derfler mainly used for monitoring, 
a Neve 5465 16-channel sidecar, and a vintage RCA broadcast console. Derfler 
captured the recordings to a JH16 analog tape machine, “And it all also goes 

thru Pro Tools at 96k,” he explains. “I record into the tape recorder and di¬ 
rectly out of the tape recorder into Pro Tools. It all ends up in Pro Tools, but I 
use the tape recorder as my front end.” 

Instrumentation on the Gallants’ tracks may be spare, with just two mu¬ 
sicians playing mostly live in the studio, but each song is orchestrated to be 

“I have an Ampeg SVT Classic, but I mostly played through a Fender 
Bassman into my 4x12 Sunn cabinet,” Stephens says. “I also used a Fender 

amp and a Silvertone amp that they had up there.” 
“On guitars, we had a selection of Royer 121s, Sony C37a’s, and I own a 

bunch of old ’60s Shure SM56s. Each amp would be double-miked with a 
condenser or dynamic, and a ribbon mic, and there were almost always two 
amps going at once,” Derfler says. 

Vogel often switched out pieces of his kit, and Derfler matched them with 
a wide variety of miking schemes and placement to fit the track and the con¬ 
figuration of drums. 

“And having spent enough time with Mr. Waits,” he continues, "I’m also 
used to: How can we make it not sound like drums, but still be a drum part.” 

“On the song ‘Heart Breakdown,’ we had been stop and go in the studio for 
hours, but suddenly I started hearing these sounds in my head. I went in the 
kitchen and started grabbing all these pots and pans and built a little drum set 

out of a radiator and one pot and a bowl and an empty water bottle,” Vogel 
recalls. “The radiator went where the snare was, and everything came into 
form. There are only two of us, so most of the time we show up with a 

very planned-out approach, but that song was a really fun and enlivening 
reminder for us that being in the studio can be revealing.” 

SPOTLIGHT Converse Rubber Tracks Sample Library 

Converse, who brought the 
world the iconic Chuck Taylor, 
All Star, and Jack Purcell sneak¬ 
ers, and the state-of-the-art, 
full-service, and completely 
free Rubber Tracks recording 
studio in Brooklyn, is provid¬ 
ing musicians even more free 
production resources with the 
launch of the Converse Rubber 
Tracks Sample Library. 
The collection, launched in 

partnership with online music 
network Indaba as an extension 
of the Converse Rubber Tracks 
studio program, features free 
loops, stems, and sounds creat¬ 
ed by emerging and established 
artists in Converse Rubber 
Tracks sessions in Brooklyn and 
at Converse Rubber Tracks pop¬ 
up studios around the world. 
The library boasts star-

studded list of collaborators: 

Artists ranging from Vernon 
Reid to James Poyser, Adam 
Blackstone, Gary Bartz, Daru 
Jones, Matrixxman, and Greg 
□sby have recorded loops and 
sounds, and 20 artists including 
RJD2, Com Truise, Body Lan¬ 
guage, Obey City, Nitemoves, 
and Shige have released new 
songs featuring samples from 
the library. To learn more, visit 
Converse.com/samplelibrary. 
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H-REVERB 
Plug-in 
$350 Native; $525 SoundGrid; 
Introductory price TBA 

HIGHLIGHTS A Finite Impulse 
Response (FIR) reverb plug-in 
offering analog modeling and a 

drive control • EQ and dynamics 
parameters • built-in LFO • ability 

to produce resonant filter sweeps 
for creating effects • pre-delay BPM 
sync • 5.1 surround capabilities • 
collapsible GUI • quick-reference 
button • includes presets designed 
by prominent mix engineers 

TARGET MARKET Recording and 

mixing engineers, sound designers 

ANALYSIS A state-of-the-art reverb 
plug-in that offers a number of 

useful features for exploring the 

creative use of reverberation. 

B 
SPITFIRE AUDIO 

THE GRANGE 
Drum library for Kontakt Player 
£149 

highlights Features three 
influential rock drummers—Roger 
Taylor (Queen), Chad Smith (Red 
Hot Chili Peppers), and Andy 

Gangadeen (Massive Attack-

recorded to 24-track 2" tape in 
the historic English home known 
at Headley Grange, where John 
Bonham cut classic tracks with 
Led Zeppelin • includes hits and 
loops with individually close-miked 
instruments, stems, ambient stereo 
perspectives, and mix tracks 

TARGET MARKET Musicians, 

songwriters, composers 

ANALYSIS Three hard-hitters 

recorded to tape with vintage gear 
in a classic room: What’s not to like? 

El 
ROLAND 

JD-XI 
Hybrid keyboard synth 
$499 street 

HIGHLIGHTS Play and sequence 
four parts—one analog voice, two 
SuperNatural-based PCM digital 
voices, and drums—in real time 

or step mode • analog filter • sub 
oscillator • effects (reverb, delay, ring 
mod, bit crusher, slicer) • vocoder 
(gooseneck mic included) • AutoPitch 
capabilities • TR-REC programming 
mode • USB audio and MIDI • digital 
synths offer 128-voice polyphony 

TARGET market Keyboardists, DJs, 
beat producers 

ANALYSIS A remarkably powerful 

and versatile, yet affordable, 
instrument featuring a full analog 
synth voice as well as a vocoder. 

rolandus.com 
waves.com spitfireaudio.com 

El 
AUDIO-TECHNICA 

ATH-R70X 
□pen-back reference 
headphones 
$489 

HIGHLIGHTS 45mm drivers • 5Hz 
to 40kHz frequency response • 
470-ohm impedance • lightweight, 

with acoustically transparent 
honeycomb-mesh housing • self-
adjusting wing-support headband • 

fabric earpads • detachable locking 
cable that can be used on either side 
of the headphones, while retaining 
the proper stereo channeling 

TARGET MARKET Musicians, 

engineers, sound designers 

ANALYSIS Audio-Technica’s first 

open-back headphones, designed 
for comfort and to provide a 
more natural-sounding listening 

experience compared to closed-back 
designs. 

audio-technica.com 

All prices are MSRP except as noted 
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S 
ARTURIA 

AUDIOFUSE 
USB audio/MIDI interface 
$599 

HIGHLIGHTS 24-bit/192kHz 
resolution • 3 USB/MIDI ports • 
2 mic preamps on combo jacks • 

2 1/4" TRS analog inputs • 2 RCA 
inputs with RIAA phono preamps 

and ground • two pairs of balanced 
1/4" speaker outputs • 2 1/4" and 
2 3.5mm headphone jacks • direct 

monitoring • ADAT and S/PDIF 
digital I/O • two inserts • talkback • 
available in black, gray, and silver 

TARGET MARKET Musicians 

recording at home and on the road 

ANALYSIS A compact and portable 
audio/MIDI interface that can also 
act as a USB hub. 

arturia.com 

0 
S P E C T R A S □ N IC S 

OMNISPHERE 2 
Software synthesizer 
workstation 
$499; $249 upgrade; 
$199 VIP upgrade 

highlights Audio import features • 
expanded browser and arpeggiator 
• more than 3,000 new sounds • 
granular synthesis and morphable 
wavetables • 25 new effects; 16 
effects units per patch • Sound 

Match feature for locating related 
sounds in the library • Sound Lock 
feature retains chosen parameters 

as you search for related sounds 
• 8 new filter types • unison drift 
feature models the behavior of 
analog polysynths 

TARGET MARKET Composers, sound 
designers, keyboardists, musicians 

ANALYSIS The increase in features 
and power make this instrument 
tough to beat. 

spectrasonics.net 

Q 
□ AVE SMITH INSTRUMENTS 

SEQUENTIAL 
PROPHET-6 
Analog polysynth with digital 
effects 
$2,799 street 

HIGHLIGHTS 6-voice synth with two 

analog VCOs per voice • 4-octave 
semiweighted keyboard offering velocity 
sensitivity and Aftertouch «resonant 

analog 4-pole lowpass filter for each 
voice • resonant 2-pole highpass filter 

for each voice • Unison mode • extensive 
modulation capabilities • 24-bit/48kHz 

digital effects include reverb, delay 
(standard and BBD), phase shifter, and 
chorus, all with true bypass • analog 
distortion • multimode arpeggiator • 

polyphonic step sequencer 

TARGET MARKET Keyboardists, 
composers, performers 

ANALYSIS Classic analog polyphonic 
synth sounds coupled with modern 
conveniences and build quality. 

davesmithinstruments.com 

APRIL 

□ 
YAMAHA 

AG06 
USB interface and mixer 
$249 

HIGHLIGHTS 6-input mixer • 24-bit, 
192kHz audio interface • 2 D-Pre 
mic preamps • instrument input • 

1/4" and RCA line inputs • stereo aux 
input • DSP effects with footswitch 
control • separate headphone and 
monitor controls • To PC switch 
and loopback capabilities for routing 

inputs to the stereo USB output for 
podcasting/webcasting • runs on 
batteries or AC power 

TARGET MARKET Home studios, 

schools, mobile, gamers 

ANALYSIS Designed to be 

lightweight, portable, easy-to-use, 
and rugged, while providing useful 
routing capabilities between analog 
devices and your computer. 

usa.yamaha.com 
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□ 
MACKIE 

FREEPLAY 
Stereo P.A. system 
$499.99 

HIGHLIGHTS Bluetooth-enabled, 
full-range stereo P.A. • 2 mic/line/ 
instrument inputs • 8" woofer • 
AC or battery powered (optional 
rechargeable lithium-ion pack) 
• 4-channel digital mixer • 
FreePlay Connect app for iOS to 
control speaker voicing modes, 
feedback elimination, and 16 vocal/ 
instrument effects • kickstand/pole-

mount and accessories available 

TARGET MARKET Singer/songwriters, 

musicians, educators 

ANALYSIS Designed to provide 
maximum versatility in a highly 
portable P.A. speaker that can be 
used anywhere, thanks to its battery 
operation. 

mackie.com 

ES 
FOCUSRITE 

CLARETT 
Thunderbolt audio/MIDI 
interfaces 
$499.99-$!,299.99 

HIGHLIGHTS Preamps modeled 
after Focusrite’s ISA design 
• 24-bit/192kHz resolution • 

metering • MIDI I/O • interface 
latency below 1ms • Red 2 and Red 
3 plug-in suite (AAX, AU, VST) • 
Clarett 2Pre (10x4): $499 • Clarett 
4Pre (18x8): $699 • Clarett 8Pre 
(18x20): $999 • Clarett 8Pre X 
(26x28): $1,299 

TARGET MARKET Musicians, 

recording engineers, educators 

ANALYSIS Using the latest 
Thunderbolt technology, Clarett 
products have extremely low 
latency, combined with a surprising 
number of I/O options. 

focusrite.com 

EH 
NORD 

ELECTRO 5 
Keyboard synthesizer 
$TBA 

HIGHLIGHTS Expanded memory, 
keyboard splitting, and layering 
capabilities • programming section 
designed for live performance • 

available in three models: 5D 61, 
5D 73, and HP 73 • the 5D 61-note 
and 73-note keyboards include 

drawbars • monitor input for stereo 
playback devices • 1GB piano library 
• included sample editor 

TARGET MARKET Gigging 
keyboardists 

ANALYSIS The Electro 5 is designed 

for the stage, with many new 
features that enhance the keyboard’s 
real-time performance capabilities. 

nordkeyboards.com 

ES 
NOVATION 

LAUNCHPAD PRO 
USB MIDI controller 
$299.99 street 

HIGHLIGHTS 8x8 grid-based 
performance controller for Ableton 
Live • grid is enhanced with 3-color 
(RGB) velocity- and pressure¬ 

sensitive pads • melody and chord 
capabilities in Note Mode • create 
custom configurations within User 

mode • apply effects in Device 
mode • trigger and combine clips 
using Session mode • control other 
software using Standalone mode 
• USB bus powered • comes with 
cable and software 

TARGET MARKET Beat producers, 
DJs, musicians 

ANALYSIS A pro-level button box 
that is surprisingly easy to use, 
thanks in part to the colored pads. 

novationmusic.com 

All prices are MSRP except as noted 
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You put your heart 
and soul into 

every performance 
» 

imren 

« 

-lOdB 
You need a microphone that captures every detail. 
Sterling Audio has earned a permanent place in the 
microphone lockers of studios around the world for 
our meticulous integration of traditional and modern 
technologies that help capture every moment. 

Consider the Sterling ST69, a modern tube condenser 

that provides extremely accurate transient response 
without compromising richness and warmth — and 

comes loaded with advanced features. 

Or choose the ST51 FET, a true Class-A condenser 
microphone at an absolutely unprecedented price point. 
Detail, definition, warmth — get all the benefits of a 1" 
all-brass capsule and a 6-micron gold-evaporated Mylar 
diaphragm for less than $100! 

Whichever you pick, you'll get a professional studio 

condenser microphone that's ideal for vocals, instruments, 
percussion and more. Because Sterling Audio 
microphones capture what others leave behind. 

STERLING 
AUDIO 

STERLING 
AUDIO 

Visit Guitar Center or Musician's Friend today, to learn 
more about these amazing mies. i 

ST51 
Classic FET 
Condenser 

ST69 
Modern TUBE 
Condenser 

Available 
exclusively at 

©2014 Sterling Audio 



PEAVEY 

XR-AT 
Powered mixer with Auto-Tune 
$899 street 

HIGHLIGHTS 9-channel powered 
mixer offering 1.000W RMS 
and built-in Antares Auto-Tune 
technology • 8 mic/1/4" combo 
inputs with pads • mic-channel 

monitor sends • subwoofer line 
out • Feedback Locating System • 

MidMorph features • digital FX • 
effect-to-monitor return control 
• two 9-band graphic EQs • analog 
record outputs • Bluetooth • USB 
input for MP3 playback • KOSMOS 
bass enhancement 

TARGET MARKET Performing artists, 

small- to medium-sized venues 

ANALYSIS A solid and powerful 
mixer with built-in pitch correction: 

Perfect for open-mic nights! 

B3 
VIENNA SYMPHONIC 
LIBRARY 

VIENNA SOLO VOICES 
Sample library/lnstrument 
$540 

HIGHLIGHTS Covers complete range 
of the human voice • four female 
voices (coloratura soprano, soprano, 

mezzo soprano, alto) and three male 

voices (tenor, baritone, bass) • “ah” 
and “oo” vowels in staccato, legato, 

and sustains at four dynamic levels • 
staccato repetitions • effects include 
sforzatos, diminuendos, crescendos, 
glissandi, and trills • Full Library 
includes 55,000 samples 

TARGET MARKET Composers and 
sound designers 

ANALYSIS Top-notch recording 

quality and performances make this 
a must-have vocal library. 

E 
KORG 

KAOSS DJ 
USB DJ controller and audio 
interface 
$299.99 street 

HIGHLIGHTS A DJ controller (USB¬ 
based or standalone) that includes 
A and B decks, a built-in KAOSS 
effects pad, a 2-channel mixer, and 

24-bit/48kHz interface • 1/4" mic 
input • A and B stereo RCA input 

sections • RCA master outputs 
• 1/4" headphone jack • includes 
Serato DJ Intro, but supports any DJ 
software app 

TARGET MARKET DJs, beat producers, 
musicians who want to explore DJ 
products 

ANALYSIS A convenient way to add 
powerful KAOSS effects while using 
a digital 2-deck software controller. 

E 
ELECTRO-VOICE 

EKX 
P.A. series 
$TBA 

HIGHLIGHTS Available in passive and 
powered models, each with 12" and 
15" 2-way configurations and 15" and 
18" subwoofers • Class D amplifiers 

provide up to l,500W • single-knob 

QuickSmart DSP processing built-
in • Cardioid Control Technology 
in the subwoofers for focusing the 

sound towards the audience 

TARGET MARKET Musicians, DJs, 
clubs, and installations 

ANALYSIS Positioned above the ZLX 
and ELX series, but below the ETX 
product line, the EKX speakers 
provide a lot of bang for the buck in 

terms of power and portability. 

electrovoice.com 
vsl.co.at korg.com 

peavey.com 

All prices are MSRP except as noted 
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SAMSON MTR2O1 CONDENSER MICROPHONE 
With stunning clarity, a wide dynamic range and the warmth of a 
gold-sputtered large diaphragm, Samson’s MTR201 brings accuracy 
and transparency to your recordings. Whether you’re looking to 
capture every nuance of a vocal performance or the full harmonic 
timbre of a grand piano, the Samson MTR201 is a superior choice. 

©2014 Samson | samsontech.com 
SAMSON 



The Expert 
Sleepers 
□¡sting has 
backlit jacks 
that indicate 
the voltage 
status as you 
work with any 
of the module’s 
16 useful 
algorithms. 

Expert Sleepers 
Disting 
The 16-in-1 utility module 
that is as slim as a mult 

BY GINO ROBAIR 

E3o matter what modular format you use, space is 
always at a premium. Consequently, modules with a 
dense feature-to-space ratio are highly prized when 
they are as efficient as they are slim. 

and a feedback control); a ring 
modulator/VCA (aka the Four 
Quadrant Multiplier); a slew¬ 
rate limiter with linear and 
exponential options; a pitch 

20 I APRIL 2015 I EMUSICIAN.COM 

One of the top Eurorack modules in this regard is 
the Expert Sleepers Disting ($175), which packs 16 
individually available functions into a mere 4HP (with 
the help of a PIC controller and 24-bit converters). 
Select the algorithm you want with the upper (S) 
knob and adjust the relevant parameter with the 
lower (Z) knob. The Z jack, below, accepts a control 
signal; the signal going into the Z input and the level 
of the corresponding knob are added together. The 
module’s X and Y jacks are inputs, and the A and B 
jacks are outputs. What you get from each output 
depends on the algorithm you’ve chosen. 

All of the jacks are backlit and provide visual 
feedback by changing color to indicate the voltage 
state—red for positive, blue for negative. Eight 
LEDs at the top of the module indicate the selected 
algorithm (correspondingto a matrix in the manual: 
Group 1 through 4 on the left, algorithm A through 

D on the right), as well as voltage offset, quantizer 
scale, and so forth, depending on the mode. 

I was happy to find that Disting includes two VCO 

modes (one with sine and sawtooth outs and a linear 

FM input; the other with saw, triangle, and pulse 
outputs and waveshaping), two LFO modes (one 

offering through-zero capabilities with waveshaping 
the other, a clockable LFO with CV-controlled 
waveshaping and integer-based multiply/divide 
functionality), as well as a sample-and-hold with 
noise and an adjustable slew rate. Right away you have 
several audio and control options to choose from. 

Disting also includes a clockable echo/delay 
effect (with a delay-only output, a mix output, 

and envelope tracker with a slew control for the 
envelope; a quantizer offering 15 scales/pitch 
configurations; and the linear-to-exponential 
converter that can be used to change Hz/V signals 
(from Korg, Metasonix, and Yamaha synths) to or 
from V/octave, as well as adjust a signal destined for 

an FM input from an exponential to linear range. 
In this mode, the Z control is used for fine-tuning. 

Last but not least, Disting provides a dual 
Waveshaper mode; a gated comparator, which is 
great for creating rhythmic variety; a full-wave 
rectifier; and the minimum/maximum (or half¬ 
wave rectifier), which accepts two inputs and 
gives you the minimum at output A, the maximum 
at output B, a gate signal from Z, and the ability to 

freeze the level. 
I’ve only scratched the surface of what Disting 

is capable of doing. Yet, with so many options 

available, the module is surprisingly easy to use. 
The toughest part is recognizing which algorithm 
you’ve chosen when viewing the LEDs: I printed 

out a cheat-sheet to help me remember. I also 
found that changing the algorithm at random when 

everything is patched leads to very interesting 
surprises: If I like where I landed, I check which 
mode I’m in and make a note of the patch. 

If you have programming chops, you can add 

your own code to Disting’s internal PIC controller 
and give this feature-rich module additional 
functionality. However, there are already plenty of 

useful features in Disting. And at this price, you’ll 
probably want more than one in your case. ■ 
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I Preconfigured Modular 
I Synthesizer Systems 

Factory-designed setups for 
nearly every application 
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While many modular users prefer to go a la carte and build an instrument to meet 
their individual needs, there are situations where a preconfigured system is the 
way to go. For example, they can serve as a suitable introduction to the world of 
modular synthesis for musicians who are new to the field by providing the basic 
system elements (oscillator, filter, envelope generator, etc.) needed to start 
exploring sound without getting lost in too many options or esoteric functionality. 

«« * 

V * V * ? 

However, the novice is not the only one 
I who could benefit from a preconfigured sys-
! tern. Educational institutions with courses 
I in sound design often invest in a complete 

I system in order to get a turnkey instrument 
_I where everything is fully compatible and 

. """ 1 .. " ...——ready to use. 
The systems in this article range from ba¬ 

sic single-voice instruments designed for newbies to fairly complex composer systems that require a 

major investment in time to comprehend fully. 
But no matter which way you go, a preconfigured system is extensible. Because you’re working in a 

modular system (as opposed to a semi-modular system where all of the features are built into one large 
panel), you are encouraged to modify or expand your setup, either by swapping out individual modules 

for other sounds and functions, or by adding modules to increase your system’s potential. In fact, several 
manufacturers leave open slots in their cases just so you have room to grow without having to sacrifice 

other modules to make space—win-win! 
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Fig. 1. Utilizing its newly released 200h 
(half-size) modules, the Buchla LEM3 
Spider includes MIDI-to-CV and CV-to-MIDI 
modules so you can integrate the 252e 
Polyphonic Rhythm Generator into any 
other modular or MIDI system. 

Fig. 2. The Blacet Puma 15 
includes enough modules 
for a single MIDI-controlled 
synthesizer voice, with 
empty rack space to expand 
your timbrai palette. 

BUCHLA ELECTRONIC MUSICAL INSTRUMENTS 

BUCHLA.COM 

Buchla & Associates (now Buchla Electronic Musical Instruments or BEMI) 
has offered modular systems for years. Although they are priced higher than 
configurations of a similar module-count by other manufacturers, the com¬ 
pany’s founder, Don Buchla, will tell you that the feature density is much 
higher in his designs, so you get what you pay for. 

Nonetheless, to the uninitiated, the 200e System 7’s price tag of $29,999 
is jaw dropping in a world where many Eurorack modules are cheap enough 
to be impulse buys. Again, Mr. Buchla will point out that a serious concert 
instrument, such as a pedal harp or violin, is similarly priced, and he’s right. 
And there is no denying that a Buchla 200e has a unique sound and demands 
dedication from the user if he or she plans to get the most out of it. 

Until recently, the company’s intro system was the 200e System 1 ($5,299), 
with a 261e Complex Waveform Generator (oscillator), a 292e Quad Dynam¬ 
ics Manager, and 281e Quad Function Generator with the 225e MIDI Decod-
er/Preset Manager in a 201e-4 powered boat (the rackmountable case). From 
there, the systems quickly increase in size, complexity, and price with the 
portable 200e Skylab ($14,999) being the next step up. 

At NAMM 2015, BEMI unveiled its new line of half-size, 200h-series 
modules. Available in more-affordable packages, the h-series modules were 
developed with interconnectivity in mind, allowing Eurorack or other modu¬ 
lar users to easily incorporate Buchla modules into their setup. (Besides hav¬ 
ing a 4U panel height with banana jacks for signal flow, Buchla systems use a 
1.2V/octave standard rather than the IV/octave industry standard supported 
by the majority of modular manufacturers). 

Under the name LEM (a nod to the American space-exploration craft, the 

Lunar Excursion Module), BEMI currently offers the LEM3 Spider ($2,999), 
the LEM4 Snoopy ($2,499), the LEM4 218 Snoopy ($3,499), and the LEM7 
Aquarius ($899). These systems use the LEM3 powered boat with external 
supplies and are designed for desktop use. 

With its 225h MIDI to CV Interface and 226h CV to MIDI interface modules, 
the LEM3 Spider opens up external control possibilities via USB or DIN MIDI 

connectors with 6 channels of CV to MIDI conversion and a patchbay converter 
with common connector types (see Figure 1). By packaging these utility functions 
with the new 252e Polyphonic Rhythm Generator, BEMI opens up this powerful 
sequencer to exploitation by any DAW or modular system—nice! 

The LEM4 is a basic 200e synth voice, with the 225h MIDI to CV inter¬ 

face and 202h Utilities modules and the 261e Complex Waveform Generator 
as the sound source. The newly released 292h Dual Lowpass Gate provides 

characteristic Buchla color when paired here with the voltage controllable 
(and cyclable) 2-stage EGs of the 281h Dual Function Generator. The LEM4 
218 Snoopy system adds the LEM 218 capacitive touch keyboard, which also 
provides 3.5mm and MIDI DIN I/O connectors for intersystem connectivity. 

The LEM7 Aquarius is a base system ripe for expansion. It leaves enough 
space for up to four additional 200h modules or two 200e modules to pair 
with the included 225h MIDI to CV interface and 202h Utilities modules. 

BLACET RESEARCH 

BLACET.COM 

Although FracRack—3U panels with 3.5mm or banana jacks and a +15V pow¬ 
er supply—is not the dominant modular format, it has a loyal user base that is 
particularly populated with DIYers. The module choices are far fewer than 
in Eurorack, but there are plenty of interesting ones out there by companies 
such as Metalbox, Wiard, Synthesis Technology/MOTM, PAiA, Bug Brand 
and, of course, Blacet Research. 

The only representative of the Frac format in this roundup, designer John 
Blacet has offered an extensive line of modules in both kit and factory-built 
form for decades. Overall, they’re well designed and affordable, and sound 
great—I’m particularly fond of his VCO and Mini Wave (modules developed 
in collaboration with Wiard>s Grant Richter) as well as the Filthy Filtre; but 
you really can’t go wrong with any Blacet module. 

I was particularly happy to see the company introduce a new pre-config¬ 
ured system, the Puma 15 ($1,450). The setup holds 8 modules for a complete 
synth voice—a VCO, the Filthy Filtre VCF, a 4-stage (ADSR) envelope genera¬ 
tor, the Super VCA, the Micro LFO, the SBM 3200 Splitter/Mixer/Voltage 
Source, and a voltage controllable digital FX/Reverb module (see Figure 2). 
The included MIDIverter 2910 MIDI-to-CV module lets you control your 
Puma 15 from any MIDI controller or DAW, including the use of CC mes¬ 
sages to access its internal arpeggiator, LFO, and clock divider, among other 
features. 

To house the modules, Blacet includes the new RAK-2 case (available in 

box or rackmountable versions, each with a built-in bus board and power 
supply). There is enough room in the rack for an additional 3 to 6 modules, 

depending on how wide they are. (I>d suggest adding a second VCO and LFO 
module with your initial order to create richer, more complex sounds.) Cus¬ 
tom configurations are also available by special order. 
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. if you want one software piano that can cover any 

musical genre, is equally facile onstage or in the 

studio, and makes zero sonic compromises, Ivory II 
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Fig. 3. The Doepfer A-100BSS1 
Basic Starter System 1 veers 
away from the standard 
subtractive-synth voice by 
providing a complement of 
modules that encourages 
experimentation. 

Fig. 4. The Make Noise 
Shared System packs 
a wealth of high-level 
functionality into a 
flight-friendly case. 

• MM 

• B. ♦ 

MAKE NOISE_ 
MAKENOISEMUSIC.COM 

DOEPFER 
DOEPFER.DE 
Doepfer has offered preconfigured A-100 Eurorack systems for years, making 
it easy to get a musically useful system without having to navigate the enor¬ 
mous variety of modules in its catalog. For example, if you want a basic synth 
voice to play with a MIDI controller, there is the single-frame A-100BSM 
Mini-System ($1,649), which includes two VCOs, a VCF, an EG, a VCA, a 
mixer, a MIDI-to-CV/Gate/Sync interface, and several utility modules. It’s 
housed in a 3U rack with power supply and comes with patch cables to get 
you started. 

The A-100BS1 Basic System 1 ($2,549) and A-100BS2 Basic System 2 
($2,599) encompass 6U (either in a rack or a portable case) and provide a 
more complex subtractive-synth voice when played in a traditional manner 
(as well as a sophisticated sound-design tool when used more unconvention¬ 
ally). The biggest difference between these configurations is that the Basic 
Systems 2 includes a MIDI interface module, as well as a variable-waveform 
LFO. Expansion systems and other configurations are suggested on the com¬ 
pany’s website. 

This year, Doepfer announced the A-100BSS1 Basic Starter System 1, with 
an atypical collection of modules that was determined by user feedback, 
particularly those who wanted to get away from the common synth-voice 
architecture. In addition to the aforementioned MIDI interface, VCO, and 
ADSR, the Basic Starter System 1 includes a dual VCA that works with au¬ 
dio or control voltages, a noise source, a dual sample-and-hold module, the 
VC Slew Limiter (inspired by the classic Serge VCS), the 2-pole multimode 
Oberheim-inspired SEM filter, the new VCDLFO (voltage-controlled delay 
low frequency oscillator with a VCA, VCLFO, and VC delay that can be used 
together or independently), a polarizing mixer, a clock/trigger divider, and a 
multiple. The modules can be mounted in the A-100LC3 Low Cost 3U case 
(an unfinished wooden box that includes the bus board, power supply, and 
external transformer) for €1,240 or an A-100G6 or P6 for €1,470. 

Of course, by utilizing the MIDI interface you can control the system 
from your DAW or a keyboard, allowing you to play it like a traditional synth, 
though this particular module selection lends itself to more unusual uses. 
Designer Dieter Doepfer hints that there are plans for “other such weird sys¬ 
tems,” to come. 

Make Noise has helped set the Eurorack world on fire by adding innovative 
DSP-based modules such as the Echophon, René, Phonogene, and ErbeVerb 
to their list of West Coast-inspired products. It has also been champions of 
performance-based systems, which the René Cartesian sequencer and Pres¬ 
sure Points capacitive pads are a testament to. 

The company offers seven configurations, each of which is aimed at a specific 
usage or aesthetic, while leaving space in the case for future expansion. Make 
Noise systems are housed in tabletop-friendly wooden cases that lay flat, mak¬ 
ing them ergonomically suitable for real-time sound manipulation. The case has 
a detachable lid and uses an external AC power adapter. Make Noise designed 
these instruments with travel (and carry-on baggage restrictions, in particular) 
in mind. Cables are included with each system. 

The Shared System ($3,695; black-and-gold version with ErbeVerb $4,500; 
$3,530 without CV bus) is their most sophisticated setup; it was originally de¬ 
signed as the base system for a series of 7" recordings by artists such as Richard 
Devine, Alessandro Cortini, and Surachai (on Make Noise Records). Perform¬ 
ability is enhanced here by the inclusion of René and Pressure Points modules, 
as well as the Phonogene and Echophon DSP processers for granularization, 
echo, pitch shifting, and so forth. The setup is rounded out with the DPO dual 
analog VCO, the Optomix dual lowpass gate, the Wogglebug and Maths voltage 
generators, and the modDemix VCA/ring modulator. 

Between the top and bottom rows is the CV bus, which includes a 1/4" 
mono input with gain control; an AC-coupled 1/4" stereo output (fed by two 
3.5mm inputs) with limiter and master volume control that is designed for 
headphone use or feeding a P.A. when performing; and four mult channels. 
Because Make Noise modules are feature rich, the Shared System will keep 
you busy for a long time exploring its capabilities. 

The 6U System 1 ($2,540) and System 2 ($2,530) contain many of the same 
modules—the DPO, an Optomix, an Echophon, two Function CV generator/ 
processors, and a mult—but differ in their control elements. The System 1 
combines two Pressure Points modules with Brains for 3-channel analog 
sequencer and touch-pad expressive capabilities, while the System 2 substi¬ 
tutes a René for the Pressure Points/Brains combo and lends itself to very 
complex improvisational sequencing work. 

The three remaining systems come in 3U cases; the System 0 ($1,330) a 
single synth voice featuring a DPO, Maths and Optomix; the System Con¬ 
crète ($1,920) intended for processing external sounds using the Phonogene, 
Echophon, Math, Wogglebug, and MMG multi-modefilter; and the Touch 
System ($1,285), which puts two Pressure Points, Brains, and René into a 
performance-skiff that can be used to drive any CV-controllable synthesizer. 
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With DÍGÍGrid DLS, I finally 
have the processing 

power I need! 
DiGiGrid Creative Audio Interfaces. 

DiGiGrid 
Find out what DiGiGrid DLS 
interfaces can do for your system 
atdigigrid.net 
For U.S. sales: www.waves.com 
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DiGiGrid DLS Pro Too s I/O with SoundGrid DSP Server 

...get the Freedom to Connect and Real -Time Power for Plugins, 

and integrate seamlessly with ANY DAW system on PC or MAC to 
process and offload Waves and third party SoundGrid plugins with LLM™ 

(real time low latency monitoring)." 



Fig. 5. The Moog Music System 
35 holds 22 modules and is 
shown here with the Sequencer 
Complement B (on top) and the 
□ uophonic Keyboard controller. 

Fig. 6. The Pittsburgh Modular Foundation 
3.1 is a surprisingly powerful and feature-
dense MIDI-controllable system in a 
portable 3U case. 
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MOOG MUSIC 
MOOGMUSIC.COM 
Re-creating the original modules in Keith Emerson’s famous instru¬ 
ment was no trivial task for Moog Music (nor is the $150,000 price 
tag for prospective buyers). While many of us expected the com¬ 
pany to utilize its three years of R&D with a more affordable instrument, few 
expected them to reissue three classic configurations along with a keyboard 
and sequencer. But that’s exactly what they did at the 2015 NAMM show by 

PITTSBURGH MODULAR 
PITTSBURGHMODULAR.COM 
This year, Pittsburgh modular introduced four new packaged configurations 

unveiling the System 55 ($35,000), the System 35 ($22,000), and the System that provide classic synth features in a small amount of space and at a reason-
15 ($10,000), accompanied by the Sequencer Complement B ($8,500) and 
Duophonie 61 Note Keyboard ($799). 

While those prices will stagger the minds of people used to spending 
far less for single-function modules, consider that buying an original Moog 
modular and getting it refurbished will significantly exceed these prices. For 
the musician, sound designer, or film composer who will settle for nothing 
less than the Moog modular sound and who will actually use it in their work, 
nothing can beat having a minty fresh instrument built by hand, and one that 
won’t require constant maintenance. However, these are limited editions—55, 

able price, often with room for expansion. All of these systems include the 
new MIDI 3 MIDI-to-CV module, which provides monophonic, duophonie, 
and argeggiator modes (with a variety of response types for each), tap tempo 
clock, a gate clock divider, and a MIDI clock divider, among its many features. 

The company’s flagship system, the Foundation 3.1 ($1,999), packs 13 
modules into a highly portable 3U case (see Figure 6). In addition to MIDI 
3, it holds a pair of oscillators (featuring the Blade waveform), a dual LFO, a 
multimode filter, a lowpass gate, a pair of EG modules, a dual VCA, a mixer, 
a mixer/attenuated mult module, the Toolbox processor (a personal favor-

35, and 150 units respectively (as per their System number!)—so they’re likely 
to become as hard to find as the originals. 

ite of mine), and Outs (with a 1/4" stereo headphone jack and separate 1/4" 
line outs). The stained wooden case has a removable lid and comes with bus 

The largest, the System 55, puts 36 modules into two hand-finished solid 
walnut cabs. Among the collection you’ll find the 960 Sequential Controller, 
the 914 Fixed Filter Bank, the 904A LPF and 904B HPF, the 903A Random 
Signal Generator, five 911 EGs and five 902 VCAs. The oscillator configura¬ 
tion includes a 921, six 921Bs, and two 921A Oscillator Drivers. The frequency 
range of the classic 921 oscillator spans 0.01Hz to 40kHz, while the 901B goes 
down to 1Hz—from LFO range to an octave above what humans can hear. 
These VCOs offer serious modulation capabilities. 

The 22-module System 35 includes five VCOs (one 921, four 921B), two 
921A VCO drivers, three VCAs and EGs, the 923 Random Noise/Filter (HPF 
and LPF) module, as well as the 907 Fixed Filter Bank and 903 Noise Genera¬ 
tor (Figure 5). The System 15 is Moog’s portable configuration, based around 
three VCOs (a 921 and two 921Bs), a 921A, two VCAs and EGs, the Fixed Filter 
Bank, Random Noise/Filter, and the 904A lowpass VCF. 

Built into a cabinet that is sized to match the System 55 and 35, the Se¬ 
quencer Complement B includes a pair of960 Sequential Controllers and 962 

boards and power supply. A pack of 18 patch cables are included. 
Move up to the Foundation 3.1+ ($2,249), and you get the exact same sys¬ 

tem but in a 6U case, with the lower rack entirely empty and ready for you 
to populate with additional modules. It also comes with 18 cables, but you’ll 
need many more by the time that case is full. 

The new System 10.1 ($649) pairs the MIDI 3 module with the Synthe¬ 
sizer Box, a semi-modular synth voice that has normailed connections under 
the panel that you can override using the patch panel. The Synthesizer Box 
provides multiple waveform outputs (plus a sub-oscillator), a resonant low-
pass filter, a vactrol-based lopass (sic) gate, 4-stage EG, VCA, LFO, glide and 
a mixer with a surprising amount of audio and CV I/O. The system also in¬ 
cludes the Mix Mult and Out modules, power supply, and 6 patch cables. The 
System 10.1 is a surprisingly versatile and affordable system that is less than a 
foot wide, so it’s perfect for the desk or gigging. 

The System 10.1+ ($709) includes the above items but extends the case an¬ 
other 8" to provide room for additional modules. Again, you’ll need way more 

Sequential Switches, as well as a 961 Interface and 994 Dual Mulitples panel. than 6 cables, so budget accordingly. 
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J48 Stereo 
active DI 

Twins the 
performance 
of the world's 

finest phantom 
powered DI in a 
compact, easy 

to manage 
stereo design. 

ThankYou 
JDI Stereo 

passive DI 

Two channels 
of the world's' 

finest passive DI 
in one compact 

transformers 
deliver absolute 

purity at any 
signal level. 

PZ-DI 
variable load DI 

Piezo pickup 
optimized DI 
for acoustic & 

orchestral 
instruments. 

Produces wide 
frequency 

response for more 
natural tone. 

JDX Reactor 
reactive amplifier DI 

Captures the 
sound of the 
amp head and 

cabinet perfectly 
and consistantly 

without a mic. 
Works great on 

bass guitars too. 

JPC 
stereo computer DI 

Hybrid active DI 
circuit with 
transformer 

isolation. 
Eliminates hum 
and buzz when 

connecting 
computers and 
media players. 

-10 to +4dB Line Driver 
Stereo preamp 

boosts low 
level unbal¬ 

anced signals 
to +4dB line level 
for connectivity 

audio systems 

USB-Pro 
stereo USB DI 

24bit/96kHz 
digital audio 

converters with 
transformer 

isolated outputs 
and built-in 

headphone amp. 

StageBug 
SB-5 Stereo DI 

Super compact passive direct box 
with a built-in cable thats ready to 
plug into a laptop, tablet or 

mediaplayer. 

AC/DC 
Adele . ■ 
Ad rial} Belew 
Aerosmith 
Alice Cooper 
Alicia Keys 
Alison Krauss 
Alter Bridge 
America 
American Idol 
Ani DiFranco 
Animal Collective 
Annihilator 
Audioslave 
Avenged Sevenfold 
Barbra Streisand 
Barenaked Ladies 
The Beach Boys 
Beastie Boys 
Beck 
Béla Fleck 
Bette Midler 
Billy Idol 
Billy Joel 
Billy Ray Cyrus 
Billy Sheehan 
Björk 
The Black Crowes 
The Black Eyed Peas 
The Black Keys 
Blake Shelton 
Bob Dylan 
Bon Jovi 
Bonnie Raitt 
Bootsy Collins 
Boston Pops 
Brad Paisley 
Bruce Hornsby 
Bruce Springsteen 
Bruno Mars 
Bryan Adams 
Buddy Guy 
Butch Walker 
Cannibal Corpse 
Casting Crowns 
CeCe Winans 
Celine Dion 
Cheap Trick 
Chicago 
Chick Corea 
Chayanne 
Chris Cornell 

ibury NBURY 

The Chieftains •. J 
Chuck Rainey . 1 
Cyndi Lauper , .4 
Cirque Du Soleil 
Clint Black 
Coldplay -
Colin James . 
The Corrs 
Creed 
Crosby, Stills & Nash 

Crowded House 
Damien Rice 
Dandy Warhols 
Daniel Lanois 
Dave Matthews 
DeadmauS 
The Decemberists 
Def Leppard 
Derek Trucks 
Destiny's Child 
Devin Townsend 
Diana Krall 
Dimmu Borgir 
Disney 
Dixie Chicks 
Dolly Parton 
Doobie Brothers 
Doves 
Dream Theater 
Duran Duran 
Dwight Yoakam 
The Eagles 
Econoline Crush 
Elton John 
Eminem 
Emmylou Harris 
Enrique Iglesias 
Eric Clapton 
Eric Johnson 
Erykah Badu 
Evanescence 
Extreme 
Faith Hill 
The Flecktones 
Fleetwood Mac 
Flogging Molly 
Florida Georgia Line 
Foo Fighters 
Foreigner 
Frank Filipetti 
Franz Ferdinand 
Garbage 

Gayirweiji iwc/ 
Genesis > 
Gino-Vannelli 
|plen Ballard 
Gpdsmack 
Gómez 
Goo Goo Dolls 
Good Charlotte 
Gov't Mule 
Grand Ole Opry 
Green Day 
Gregg Allman 
Guns N' Roses 
Gwen Stefani 
Hall & Oates 
Herbie Hancock 
Hoobastank 
House of Blues 
Hunter Hayes 
INXS 
Imagine Dragons 
Iron Maiden 
James Taylor 

Jamie Cullum 
Jamiroquai 
Janet Jackson 
Jars of Clay 
Jason Mraz 
Jeff Beck 
Jennifer Lopez 
Jerry Douglas 
Jethro Tull 
Jewel 
Jimmy Buffett 
Joe Bonamassa 
Joe Chiccarelli 
Joe Jackson 
Joe Nichols 
Joe Satriani 

Joé.WalSh 

John Hiatt ' 
Johri Jorgenson 
John Mayer 
John Patitucci 
John Petrucci 
John Rzeznik 
Josh Groban 
Journey 
Juanes 
Justin Timberlake 
Kaiser Chiefs 
Kanye West 
Kasabian 
Katy Perry 
k.d. Lang 
Keb' Mo' 
Keith Urban 
Kellie Pickier 
Kenny Chesney 
Kenny Loggins 

The Killers 
Kings of Leon 
Kitaro 
Korn 
KTTunstall 
Lady Antebellum 

Lady Gaga 
Lamb of God 
LeAnn Rimes 
Lenny Kravitz 
Leo Kottke 
Leonard Cohen 
Linkin Park 
Lucinda Williams 
Lyle Lovett 
Macy Gray 
Manowar 

Marcus Milter/ 
Marlahta^y -. 
Ma'rillion ., ‘ , 
Mark Egan 
Mark Knopfler , 
Mark Tremonti 
Maroon 5 
Marty Stuart’ 
Matchbox 20 
Meatloaf 
Megadeth 
Melissa Etheridge 
Metallica 
Michael Bublé 
MötleyCrüe 
Motorhead 
Mumford & Sons 
Muse 
Nathan East 
the National 
Neil Young 
Nelly Furtado 
Nickelback 
Nine Inch Nails 
Oak Ridge Boys 
One Direction 
OneRepublic 
Pat Metheny 
Paul McCartney 
Paul Simon 
Peter Gabriel 
Pink Floyd 
Placebo 
The Police 
Porcupine Tree 
Prince 
The Prodigy 
Queensrÿche 
Radiohead 

'.Randy Bachra'arir-
'R$ndy Breeder .r
Randy Travis . 
Rascal Hafts 
-R A Chili Peppers. 
.Rick Wakeman . 
Rickie Lee Jones 
Ricky Skaggs 
Rihanna 
Ringo Starr 
Robert Plant 
Robert Randolph 
Rod Stewart 
Roger Waters 
Rolling Stones 
Rush 
Ryan Adams 
Sam Roberts 
Sammy Hagar 
Santana 
Sarah McLachlan 
Seal 
Sevendust 
Shakira 
Shania Twain 
Sheryl Crow 
Shinedown 
Sigur Rós 
Skunk Anansie 
Slash 
Slayer 
Sleigh Bells 

Slipknot 
Snow Patrol 
Sonic Youth 
Soundgarden 
Spice Girls 
Steely Dan 
Stereophonies 

iSteye Eaile' . • 
Kfeve Lulíéther 

ßteve.Milfer . »' . 
Stevç lyiarsé, * 
'Steve’Stevens’ 
Steve Var -
Steve Winwood 
The Stills •' 
Sting 
Stone Temple Pilots 

Sum 41 
System of a Down 
Taylor Swift 
The Black Keys 
the National 
Three Doors Down 
Timbaland 
Tom Waits 
Tommy Emmanuel 
Tommy Lee 
Tony Bennett 
Tony Levin 
Tony Maserati 
Toots & The Maytals 
Tragically Hip 

Usher 
Van Halen 
Victor Wooten 
Vince Gill 
Weezer 
The White Stripes 
The Who 
Will I Am 
Wyclef Jean 
Xavier Rudd 
Yellowjackets 
Zac Brown 

Radial 
^/engineering 

true to the music 

1 The above is a partial list of artists and sound companies that use or have used Radial products. No endorsement is 

offered or implied by being listed here. Sorry if we've missed you -let us know and well include you next time! 

www.radialeng.com 
1588 Kebet Way, Port Coquitlam BC V3C5M5 tek604 942 1001 emathnfoi**radialeng.com 
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Building on its outstanding line of 
Boomstar table-top analog syn-

Fig. 7. Three different 
filters—reminiscent of classic 
ARP, Moog, and Yamaha 
sounds— help give the Studio 
Electronics Modstar Sensei 
system a wide range of useful 
colors, whether played from a 
keyboard controller or a DAW. 

thesizers, Studio Electronics has 
I ventured into the world of Euro-
/ rack, offering stand-alone modules 
based around its popular filter, os¬ 

cillator, and VCA designs that feature 
hand-matched transistors, discrete cir¬ 
cuitry, and through-hole construction. 

To fill out the line with other essentials—a MIDI 

Truly Unique and 
Nostalgic-Sounding 

Recording Tools 
PLflCIDflUDIO 

The Industry Standard in 

Professional Effect Microphones 

module, LFOs, envelope generators, mixer, ring 
modulator, mults, and stereo outputs—the com¬ 
pany partnered with Pittsburgh Modular. The 
result is the Boomstar Modular Modstar series, 
which gives you the chance to create a highly per¬ 
sonalized synth that has the full, rich sound of the 
Boomstar line but with greater programmability 
due to the wider availability of patch points. 

Studio Electronics is launching the series with 
two configurations that are housed in attractive 
blue wooden cases and powered by an external 
supply (provided). The Seito ($2,699) is a 3U 
system consisting of two Oscillation oscillators; 
the 4075 ARP 2600-style lowpass filter; the LFO 
2 dual low-frequency oscillator; the Amp VCA; 
the Shapers dual-ADSR envelope generator; the 
Levels 6-channel mixer; Sci-Fi, which combines 
a ring modulator, noise source, sample-and-hold, 
and lag circuit; the MIDI3 interface offering an ar-
peggiator and pairs of CV and gate outputs; a pas¬ 
sive 2x4 mult; and Outs, which provides a stereo 
1/4" headphone jack and individual 1/4" outputs 
for each channel. 

The Modstar Sensei system ($4,649) packs 
substantially more power into its 6U case by pro¬ 
viding three filter modules—the 4075 (as above); 
the 5089 Moog-style, 4-pole lowpass ladder-filter; 
and the SE88, an 8-way, bi-directional, dual-in-
put version of the Yamaha CS-80-style resonant 
multimode filter (see Figure 7). With three Os¬ 
cillation modules, a MIDI-synchronizable LFO 
(culled from the Boomstar series), one each of the 
Shapers and Levels modules, two Amp modules, 
Outs, and two mults, the Sensei can be patched 
into a seriously fat synth voice, or divided up into 
two or three sounds, each with a radically differ¬ 
ent timbre. 

Studio Electronics left some open rack space in 
the Sensei box so you can quickly satisfy that need 
for more sound shaping tools. But right off the 
shelf, both instruments deliver exceptional sound 
quality whether driven from a MIDI keyboard, a 
DAW, or an analog sequencer. And if you already 
have a desktop Boomstar synth (a semi-modular 
instrument with CV and gate inputs), either of 
these setups would make a suitable companion. 
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range from $1,674.50 to $10,686.50, with module 
choices similar to the Studio and Box systems. The 
Rack systems are, as you would expect, designed 
to fit into 19" 5U frames, holding 8 module units 
per level. You provide the housing, which saves 
you money over the other systems that include 
cases and cabinets. 

Fig. 8. The Box-66 from Synthesizers.com has 
walnut sides and sports six VCOs, two VCAs, four 
EGs, and two Moog-style sequencers, among 
its many modules. As with the company’s other 
systems, you can alter the module complement in 
the Box-66 when you order. 

THE COMPLETE ROB PAPEN SYNTH & EFFECT COLLECTION 

SYNTHESIZERS.COM 

SYNTHESIZERS.COM 

Roger Arrick’s Synthesizers.com has been steadily 
keeping the 5U flame alive for nearly two decades 
by selling a full range of modules, keyboards, con¬ 
trollers, and accessories direct to musicians. The 
company also offers a dizzying array of systems 
that divides into five categories— Studio, Rack, 
Portable, Box, and Entry. Nonetheless, buyers are 
encouraged to modify any of the configurations to 
suit their needs, or to come up with their own per¬ 
sonalized setup. 

I am particularly impressed by the Entry system 
($1,705 including shipping, cabinet, power supply, 
and cables), which is based around an affordable 
purchase plan where, for $155 a month, you accu¬ 
mulate one piece at a time over an 11-month pe¬ 
riod. Furthermore, the PSU will power 66 module 
spaces, so it’s ready to expand when you are. 

There are nine configurations under the Boxll 
category, ranging from the desktop-sized Box-11 
($1,640) starter system with a VCO, VCA, VCF, EG, 
and MIDI module to the Box-66 ($9,212), a 6-os-
cillator system with two Moog-style sequencers, 
MIDI interface, two VCAs, four EGs, a ring mod, 
a mixer, and lots more (see Figure 8). 

The Studio systems are housed in solid wal¬ 
nut cabinets and come in five configurations, 
from the modest 3-VCO single-cabinet System 22 
($2,984.50) to the 5-level System 110 ($14,826.50), 
which packs ten VCOs, two sequencers, two mix¬ 
ers, two reverbs, ring mod, and plenty of every¬ 
thing else—it’s big! 

Similarly, there are numerous Portable sys¬ 
tems, which are built into vinyl-covered cabinets 
with handles and road-worthy hardware. Prices 

@ g £ 
- 000 

"IMAGINE A SYNTH INSIDE OF A DISTORTION EFFECT, 
THEN ADD SOME POSSIBILITIES YOU HADN’T 

THOUGHT OF. THAT’S KIND OF WHAT RAW IS LIKE." 

NOISIA 

ON SOUNDWARE 
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keyboard 
PRESENTS 

GODS 
Polivoks analog synth but 
with greater functionality and 
modulation capabilities. 

edited by Ernie Rideout 

This book spotlights artists 
who did much more than 
just play synthesizers: they 
changed the course of 
music history and inspired 
generations. Featuring 
in-depth profiles of Jan 
Hammer, Wendy Carlos, Rick 
Wakeman, Brian Eno and 
others, this book delves into 
how these new, untested 
boxes of circuitry captured 
the imagination of so many 
legendary artists. 

ISBN 978-0-87930-999-2 $16.99 

THE HARVESTMAN 

THEHARVESTMAN.ORG 

Free U.S. shipping 
on orders 

of $25 or more! 
LEAST EXPENSIVE METHOD APPLIES. 

USE PROMO CODE MDKEY AT CHECKOUT. 

800-637-2852 
musicdispatch.com 

A particularly unique addition to the scene is the 
Iron Curtain Electronics System from The Har¬ 
vestman ($2,000 plus shipping direct). Over the 
last few years, the Harvestman’s Scott Jaeger has 
re-introduced Eurorack modules based on the indi¬ 
vidual elements of the Polivoks, the first Soviet-era 
voltage-controlled monosynth, in cooperation with 
its original designer, Vladimir Kuzmin. The Poli¬ 
voks is well regarded for its characteristically brazen 
timbres when pushed hard and The Harvestman’s 
modules emphasize that quality by using NOS (new 
old-stock) Soviet-era parts in order to maintain the 
unique performance specs of the filter, oscillator, 
modulator, VCA, and EG. By endowing these reis¬ 
sues with additional modulation capabilities and 
attenuverters, Jaeger helps the Iron Curtain extend 
beyond what the original keyboard could hope to 
reach in terms of timbre (see Figure 9). 

The Iron Curtain includes the Polivoks R-1982 
resonant 2-pole filter, which offers simultaneous 
lowpass and bandpass outputs, two inputs with a 
mixer, CV inputs for modulation, and the ability 
to get some fairly pungent timbres—this VCF has 
personality. 

The system also includes a pair of Polivoks 
R-1983 VCG saw-core oscillators, with linear and 
exponential FM inputs, an octave switch, and 
separate PWM, triangle, and sawtooth outputs. 
The VCG is also very colorful, and the system 
benefits greatly by including two. 

For control, two VCA/EG modules are includ¬ 
ed, replicating the setup in the original Polivoks 

keyboard. Here, the 4-stage (ADSR) EG includes 
a delay parameter for the attack and release por¬ 
tions, while the VCA includes CV inputs with at¬ 
tenuverters. The EG is normailed to the VCA for 
convenience. 

For modulation, the HMR1987 provides an 
LFO, a noise source, and sample-and-hold, each 
available independently as well as normailed to¬ 
gether. Also included is The Harvestman’s Lider 
Suboctave Divider module, based on a popular 
effects processor from the USSR. It provides 
controls for wet/dry mix and Stability, that latter 
of which bypasses the input filter for the funda¬ 
mental frequency detector and results in unpre¬ 
dictable behavior when feed complex signals. 

The remaining two modules that round out 
the system are not part of the Polivoks legacy: 
The Model 1123 King Slender is a slew limiter 
with advanced mixing and portamento func¬ 
tionality, including a 3-input mixer (with mute 
switches for two of the inputs), and independent 
controls for the rise and fall parameters; and a 
mult module with a discrete attenuator input. 

The Iron Curtain system is housed in an an¬ 
gled Monorocket (monorocket.blogspot.com) 
case with a lid, making it ergonomically practical 
for performance; the flat top provides a surface 
for another module rack or your external proces¬ 
sors and stomp boxes. The system is powered by 
a Make Noise Mini-PWR system with flying rib¬ 
bon cables, and the case provides empty slots for 
enhancing the system with additional modules. 
Wall-wart power supply, patch cables, and quick¬ 
start sheets for each module are included. ■ 

32 APRIL 2015 I EMUSICIAN.COM 



The largest 500 Series selection anywhere. Ä king œ

MÄAGPREQ4 SSL 611DYN 
Super-clean mic pre with Classic VCA dynamics from 

the original AIR BAND® the famous SSL E Series 

RUPERT NEVE DESIGNS 
551 INDUCTOR EQ 

3 bands of EQ inspired 

by Mr. Neve’s most 

prized vintage designs 

MOOG THE LADDER KUSH CLARIPHONIC 500 
Dynamic filter/EQ, harmonic Adds pristine analog focus, 

saturator/enhancer detail, clarity and air to any 

sound 

INWARD CONNECTIONS 
THE BRAT 

The perfect 4-band 

parametric EQ for any 

audio surgeon’s toolkit 

VINTAGE KING RACK 500 
Vintage King's new, very 

own 500 Series rack! 





The Decemberists 
How the band’s seventh album, 

What a Terrible World, What a Beautiful World, 
revealed itself throughout the course of production. 

by Ken Micallef 

— - - - -p 

An album of fantastical mini-epics framed in an elegant production esthetic, The Decemberists’ seventh 
album, What a Terrible World, What a Beautiful World, would be easy to love if it wasn’t so damn hard to 
peg down. Lead singer and primary songwriter Colin Meloy sings like an inspired spokesman/everyman 
who’s found the perfect soapbox, while Tucker Martine’s beautiful production frames the band’s songs in 
sonic ecstasies that range from the baroque strings and psy-rock scrawl of opener “The Singer Addresses 
His Audience,” to the R.E.M.-does-“Penny Lane” grandiosity of “Cavalry Captain,” and the surrealist Phil 
Ochs folk tableau of “Lake Song,” to the spectral beauty of “Till The Water Is All Long Gone.” 

Four years on since The King Is Dead, The Decemberists took their time polishing What a Terrible World, What a Beautiful World to a 
high sheen, crafting high-res portraits in immaculately detailed settings. And like many smart songwriters have done before, in their pur¬ 
suit of artistic greatness, Colin Meloy looked grandfatherly songwriting legend Leonard Cohen for inspiration. 

“We had all these songs,” Meloy says from his home just south of Portland, Ore. “Over the course of four years we recorded a handful of 
songs and let the songs dictate the direction, but we needed a through-line. Every record should have a through-line; it’s like a set of short 
stories made up of disparate parts that create some connective tissue. At the time I was listening to a lot of Leonard Cohen, particularly 
Death of a Ladies’ Man (1977, produced by Phil Spector). I’ve always loved that album for its production and songwriting. It felt like some 
of our songs lent themselves to that kind of production.” 

An album that Cohen detests, one where Spector didn’t bother to inform Cohen that he was using his scratch vocals; it’s the oddball 
among the grand old man’s oeuvre of riches. And that’s exactly why Meloy loves it. “It was a strange time for both Phil and Leonard,” Meloy 
muses. “Leonard hates it. He never plays the songs live. And Spector is difficult to work with. I hear tell that he used his rough vocal takes. 
Cohen thought he was singing scratch tracks, but that’s what Spector used. It’s hilarious. It’s not just the production I like but the songs 
and how they work with the production. The songs are kind of lurid and adolescent. It’s where the lowbrow and the highbrow meet.” 

o 
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An album where “the lowbrow and the highbrow 
meet” is one way to describe What a Terrible World, 
What a Beautiful World, with its grandly nostalgic 
songs swirling amid iconic production that encom¬ 
passes ’50s guitar rock (“Easy Come, Easy Go”), ’70s-
era British folk rock (“Mistral”), Nashville Skyline 
loveliness (“12-17-12”), and Neil Young-distortion-
meets-Paul Buckmaster splendor (“The Singer Ad¬ 
dresses His Audience”). 

“but some changed drastically as the band im¬ 
proves on my ideas.” 

Recorded, as with the four previous Decem-
berists’ albums, at Grammy-nominated Tucker 
Martine’s Flora Recording & Playback in Portland, 
it would’ve been impossible to create What a Ter¬ 
rible World, What a Beautiful World without the 
guiding hand of Martine, who is as much musical 
collaborator as producer and engineer. 

“Some producers might be too intimidated to tell 
a singer, ‘You didn't do that right.’ But Tucker will 
tell me if it's pitchy or I flubbed the tempo. He's 
brutally honest.” —Colin Meloy 

“That high- and lowbrow thing was something 
I’ve always aspired to,” Meloy says. “You can gloss an 
album with strings and vocal arrangements which 
we’ve done in the past, arranging the shit out of our 
records where there’s a million things happening at 
once. It sets a tone; it’s a statement of intent.” 

Meloy wrote the bulk of What a Terrible World, 
What a Beautiful World in his Portland home stu¬ 
dio using a small setup of Logic, Apogee interface, 
various software and microphones. “My demos do 
sound like the final arrangements,” Meloy admits, 

A child of Nashville, Martine’s father wrote hit 
songs for Elvis Presley, Reba McIntire, The Pointer 
Sisters, and Ray Stevens, among many others. Tuck¬ 
er grew up by his dad’s side visiting the many small 
demo studios that dotted Music City’s rich record¬ 
ing landscape. Flora Recording & Playback mirrors 
that homey history, built from salvaged fir floors 
and reclaimed barn siding with lots of natural light. 
The control room boasts an automated API Legacy 
console (formerly at AVAST) and an incredible col¬ 
lection of outboard gear, including a Studer 820 

24-track 2"machine for laying live tracks; ProAc, 
ATC, B&W, and Westlake monitors; and seemingly 
every mic pre/compressor/reverb/delay/EQ and mi¬ 
crophone known to man. In his 20 years of recording 
music, Martine has worked with R.E.M., My Morn¬ 
ing Jacket, Modest Mouse, Sufjan Stevens, Neko 
Case, Death Cab for Cutie, and many others. 

“Tucker is a ball breaker!” Meloy confides. “He 
does well at creating sound textures without over¬ 
doing it. But he works me hard on the vocals. And 
he’s known for his arrangements, but this time we 
pushed him over the top. We helped him explore 
more grandiose production, and he helped us de¬ 
fine the more intimate moments. 

“Tucker never lets me slide,” Meloy continues. 
“As a singer you’re under the microscope trying to 
get a vocal take. And you want to bust it out and 
have it be amazing and be done with it. Some pro¬ 
ducers might be too intimidated to tell a singer, ‘you 
didn’t do that right.’ But Tucker will tell me if it’s 
pitchy or I flubbed the tempo. He is brutally hon¬ 
est. I do appreciate that about him, although I do 
frequently curse his name. We’ve come to fisticuffs. 

“Normally I will do scratch vocals, then when I 
do the final one I will blaze through it a bunch of 
times and Tucker will comp it together,” he con¬ 
tinues. “If it sounds relaxed it’s a testament to his 
great comping abilities. Tucker is second to none. 

Primacoustic... better design, better 

"The ease of install really allowed us to experi¬ 
ment with placement and with the quality of 
the treatments, we achieved the sonic balance 
we were looking for!" 
~ Tommy Lee 
Founding member - MötleyCrüe. 

"Being able to fine-tune a room on site makes 
all the difference. The Impaler mounting 
system make the panels easy to install and let 
you make adjustments without trashing the 
surface. It works!" 
~ David Rideau 
Engineer/producer - Janet Jackson, Sting, TLC, George 

Duke and Jennifer Lopez. 

"The Primacoustic is up and kicking butt 
at my new studio in Santa Monica. I love 
the way the control and tracking rooms 
sound now... and so does everyone that 
records here!" 
~ Butch Walker 
Engineer/Producer - Avril Lavigne, Fall Out Boy, Pink. 

Sevendust Hot Hot Heat, Simple Plan, The Donnas. 

"I love the way the control and tracking rooms sound now... 
and so does everyone that records here!" ~ Butch walker 



When I was still getting used to his persnickety¬ 
ness I would get frustrated and tighten up. But now 
I know he will take me to task on everything so I’m 
prepared for that. The vocals he gets out of me are 
so much better than anyone I have worked with.” 

Meloy used his own Neumann U87 and U47 
microphones for demo vocals, using an SM 57 
on his 1966 Martin D28, which he also played on 
the What a Terrible World ... sessions, along with 
Martine’s new Gibson J45. 

“We did all the basic tracks to tape,” Martine 
says, “and aside from the sonics that tape imparts 
to the drums, for example, it encourages a mind¬ 
set of ‘if it’s not quite working let’s figure it out at 
the source and not make it work in the computer.’ 
We’d always get a drum basic track where every¬ 
one played well then we would fix some things if 
needed. On a couple songs we kept the live vocals, 
but we mostly overdubbed vocals. We didn’t spend 
forever getting basic tracks. You want to get the 
excitement of an early take but you want the band 
to sound like they know the song too.” 

Martine’s epic assortment of effects and instru¬ 
ments (including 1939 Ludwig Grand Apollo Vibes, 
dozens of vintage and contemporary microphones, 
1960s-era Rogers Holiday drum kit and various 
Ludwig, Leedy, and Gretsch snare drums, and tons 
of keyboards and pedals) all wired into various 

console buses allows him to mix and match at will, 
throwing up whatever suited his fancy as the songs 
were being tracked; keeping some decisions of the 
moment and making other choices later. 

“I am always experimenting with the treatments,” 
Martine explains, “starting immediately with the ba¬ 
sic tracking. I might want to try slapback on the vo¬ 
cal for a song. So during playback or even while the 
takes are happening I might pull up a delay that will 
work. If it works I will usually make a note and pull 
that up every time we are on that song. I tend to use 
more analog outboard because my studio is set up that 
way. Everything is coming back on its own channel on 
the console, and I have a lot of my go-to reverbs and 
delays on aux sends ready to go so I can try them as we 
go and make a note of what is working. The EMT 140 
Plate is always a quick go-to if I want to hear reverb 
on the voice right away, if even as just a placeholder 
to start with, and often it forms the track around the 
way things are sounding on playback. I might go to a 
Memory Man first, usingit as a pre-delay, sending that 
to the reverb so thatthe plate is coming back a fraction 
of a second later which allows the transients of the vo¬ 
cals to come through better. I include Memory Man 
Delay on the voice, which often makes it to the finish 
line. When I use a plug in effect it’s because I have to 
automate something to come on for a moment or an 
unusual effect” 

Did Martine follow a similar in-the-moment 
process for compressing and limiting? “I have a 
handful of compressors set up on the bus returns 
of the console so while I am tracking or printing a 
rough mix I can—by sending the drum mies to bus 
one and two—hear what it sounds like to have par¬ 
allel drum compression with the Chandler TGI, or 
on bus three the Neve 33609, that kind of stuff. It al¬ 
lows me to experiment quickly. Then when we mix 
I’ve discovered things that are already working.” 

Martine has worked so closely with The Decem-
berists that his role has long ago expanded beyond 
producer/engineer to become a collaborator. “At 
times the most valuable thing I can contribute is 
to be invisible and facilitate what’s going on in the 
room," Martine explains. “When things get stuck I 
have to get the train back on track. Often it’s just 
waiting then and going to another song. They’re not 
a band to over-think things. If things are not feeling 
good fast, it’s a good idea to move on to something 
else and come back to it after digesting a few ideas. 

Martine used his U87 on Meloy’s vocals, which, 
after years of musical theater training, can be as 
loud as a firetruck. “That mic and mies of that vari¬ 
ety pair well with Colin’s voice,” Martine explains. 
“He has this real brashness to his voice; he sings 
really loud. A lot of mies will accentuate the brash 
part of his voice, which doesn’t need any help. The 

performance, amazing results! 

"I put up Primacoustic Broadway Panels on the 
walls and MaxTraps in the corners. The difference 
was amazing... the room went from unruly to 
tight and controlled!" 
~ Daniel Adair Drummer - Nickelback. 

"Not only does my room 
sound amazing, it's also 
really beautiful!!!" 
~ John Rzeznik 
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"We've got a mixture of bass traps, diffusion 
and clouds and the result was phenominal. 
It ended up costing less than 25% of the custom 
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~ Keb' Mo' - Grammy winner, roots-legend. 

"Not only does my room sound amazing, it’s also 
really beautiful!!!" 
~ John Rzeznik - Goo Goo Dolls. 
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M really rounds that out nicely and has a huge low 
end. Even when Colin is singing loud and off-mic 
there is still a lot of body to his voice through the 
47. The vocal went into a Neve 1066 mic pre into 
an 1176 compressor ’cause Colin is a really dynamic 
singer and even if he didn’t sing loud in a dry run¬ 
through, usually he will at some point in the take. I 
love the way 1176s handle loud singing. It will rein it 
in dynamically but add excitement when doing so.” 

Martine’s 2014 Gibson J-45 True Vintage and 
Meloy’s D28 provide the acoustic bedrock of 
much of What a Terrible World, What a Beautiful 
World, adding a friendly roundness to the band’s 
sometimes showy songs. 

“Sometimes Colin will play acoustic guitar re¬ 
ally hard and most condenser mies will sound too 
harsh on it, similar to his voice,” Martine says. “So 
I used the Royer ribbons a lot, the RCA44 a bunch, 
and on the quieter songs, a U87 modified by Klaus 
Heyne, and in stereo on a couple songs using an 
old AKG 451. 1 love that on acoustic guitars.” 

For guitarist Chris Funk, Martine miked his 
Carr Mercury, 1965 Fender Super Reverb black¬ 
face, and 1965 Fender Deluxe Reverb blackface 
amps using a combo of Royer 121 and Shure SM 57, 
both on-amp in-phase. 

“The Royer captures the body and really 
smooth midrange and the 57 is there if you need 
the extra cutting midrange,” Martine remarks. “I’d 
monitor the Royer first then if the track got more 
aggressive and I needed the guitars to cut, I would 
push up the 57. Colin used my Carr Mercury amp 
on a number of songs. It’s not an old amp, but it 
honors that old amp sound. And you can get great 
distortion at low levels from it if you want. You can 
crank it loud and clean. It’s a versatile studio amp.” 

Decemberists keyboard player Jenny Conlee 
played Martine’s Crown 4-pedal, upright piano, 
which includes an additional pedal that operates 
additional mechanisms called “Orchestral Attach-
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ment” and “Practice Clavier,” features that produce 
tones like the harpsichord, mandolin, and zither. 
Conlee also played Martine’s Baldwin Spinet piano 
and the band added digital Mellotron on “Lakesong” 
and “Til The Water’s All Long Gone.” Martine miked 
the pianos with a Neumann SM2 stereo mic “which 
has these nickel capsules that can’t be replaced,” he 
says. “The SM2 is pretty bright, but pleasing.” 

Martine also has an old Farfisa, which Conlee 
played in “Philomena” via a Fender Blues Junior 
amp, “which makes the most glorious distortion 
ever.” Bassist Nate Query used Martine’s Eclair Evil 
Twin DI, his Aguilar bass amp or Martine’s B15. 
When recording drums, Martine prefers a less-is-

more approach, but he does practice some oddities 
particular to his studio and his highly developed ear. 

“I find that the fewer mies I use on the drums, the 
easier it is to get things feeling punchy and present, 
he says. “It allows you to move quicker, and I love 
the idea of finding a spot that captures the whole 
picture. Thinking of the drums as all part of one 
sound. I like to get the Coles 4038 mono overhead 
to where it’s sounding like if that’s all I had I would 
have a good drum sound to work with. I have gone 
through periods of mono and stereo overheads and 
I just like the mono overheads. If you’re not getting 
enough of the ride cymbal then raise the cymbal or 
change the cymbal. I am not too particular about 
pre’s for the drum mic except for the ribbon mies. I 
am fortunate to have enough good mic pre’s (Neve, 
Teleftinken, Tab Funkenwerk among them) that I 
don’t mind mixing and matching.” 

But when push comes to shove, “I also close-
mike to keep the bases covered,” Martine adds. 
“On the bass drum, my default was an AKG D12 
for a nice, round sound with a lot of punch and not 
too much bleed. Then often a Lawson FET 47 a 
foot in front of the bass drum, more for low end 
bloom, a little subbier sounding. I’d often lowpass 
that around 3 or 4 k to try to reduce the cymbals 

in that microphone. My main bass drum mic and 
snare drum mies go into an EL Labs Distressor, 
and the snare mic was always an SM57 unless he 
played quietly, then I used a KM84. The 57 will 
always work—it’s part of the tricky dance we do. 

“You don’t want to keep the drummer playing 
while you futz around getting a drum sound,” Martine 
advises. “For the toms I have recently discovered the 
Josephson E22S; I just love them on toms. They’re 
small condensers, which don’t always work on toms, 
but if you position the angle right you can really mini¬ 
mize the bleed from the other drums and cymbals. 
They have plenty of attack and low end and are more 
open-sounding than the dynamic mies I used for 
toms. I also add a bottom mic, a Beyer M 88 on the 
floor tom, it hits you in the chest so much more. I used 
to make fun of people who did that! I don’t want the 
floor tom to get overlooked. I sum the top and bottom 
mies to one track, usually. The Coles overhead picks 
up so much of the high tom it sounds really full and 
loud. For room mies, the AEA R88 stereo ribbon mic 
in the room, and the AEA mic pre for that. And I add 
a lot of high end to it, a beautifully dark-sounding mic 
into a compressor, often the UREI 1178. The AEA 
moves around, but there’s a sweet spot 12 feet away 
from the drums, halfway to the far wall. I will add an¬ 
other room mic further back if I want a bigger sound.” 

Martine is the perfect foil for the Decemberists’ 
brand of exceedingly populist and popular pop. 
He knows his job is part psychologist, part techni¬ 
cian, equal parts bad cop and good cop. “You want 
to keep things moving and morale high,” Martine 
says. “I’m a sounding board as well. At the same 
time they know I want the band to sound like the 
band. My job really changes from song to song. 
Typically with The Decemberists there is a theme 
and some kind of artistic limitations put into place. 
But on this record we purposely said, ‘Let’s just re¬ 
cord over time and record more material than we 
need and let the album reveal itself to us.’” ■ 
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Dirtyphonics 
BY MARKKUS ROVITO 

On their new EP. French bass pioneers 
stop their perpetual motion machine long 
enough to drop hints of a filthy future. 

FRENCH BASS MUSIC PRODUCERS DIRTYPHONICS ARE ALWAYS ON THE MOVE. 
From their early beginnings in heavy rock bands, core members Charly and Pitchin 
moved into DJing about 15 years ago, and stepped up to producing the related 
styles of dubstep, drumstep, trap, and drum ‘n’ bass around 2006. Their constant 
touring, which has seen them alternate between two-, three-, and four-person DJ/ 
live performance setups, will send them blanketing four continents this year. 

With no time to slow down, Dirtyphonics pro¬ 
duce most of their music on the road, and with the 
new Write Your Future EP out on Dim Mak, the 
group arrives full circle to its rock roots, incorporat¬ 
ing metal-influenced guitar into its lead single, be¬ 
fore oscillating back through dubstep and trap styles, 
all the while grounded in their signature sonic filth. 
Now the recently Americanized Frenchmen have re¬ 
located from Paris to Los Angeles, where a new en¬ 
vironment and new studio have them psyched up to 
continue their ongoing adventures in dirt. 

Write Your Future includes elements of 
“heavy guitar music.” 

The first single off the Write Your Future EP, 
“Power Now,” has almost a speed metal feel, 
with a lot of heavy guitars. Is that a direction 
you plan on pursuing more? 

Charly: We started making music when we 
were kids, and when we were teenagers, we played 
in metal and hardcore bands. So this heavy guitar 
music is something we’ve always had within us, 
and on our debut album Irreverence in 2013, we 
did “Walk in the Fire,” the first time we incorpo¬ 
rated a bunch of guitars and metal elements. 

Pitchin: With “Power Now,” we went full-on 
metal-crossover-bass music. 

Charly: It’s something we always really wanted 
to do—bring this guitar-rock element to our music. 
With the awesome feedback we got for “Walk in 
the Fire,” we thought, “hey, let’s do more of this.” 

Pitchin: So we incorporate that double-time 
drum part, which we’d never really heard before in 
bass music, but we never really know what we’ll do 
in the future; it’s just what we feel like. And Matt 
Rose, who did the vocal on “Power Now,” definitely 
adds something more, because “Walk in the Fire”... 

Charly: ...was pretty much instrumental. We’ll 
probably do some more guitar rock/metal/whatever 
you want to call it—fusion. Some of the electronic 
music today tends to be a little bit stale, and it’s very 

cool for us to explore elements from our background 
and our culture that you wouldn’t usually find in to¬ 
day’s electronic music. It’s a way for us to build from 
our past and expose the kids who got introduced to 
electronic music through what they call EDM now 
or the later stages of dubstep to this rock element 
and show them you can go further than the usual 
structure or instruments they normally hear. 

Do you always try to make music wherever 
you are when traveling? 

Charly: Pretty much. We always have a very 
portable studio setup, which is basically a com¬ 
puter, a little MIDI controller, a portable [Access] 
Virus TI Snow and a %-size guitar... 

Pitchin: ...this bad boy right here! [Pulls out the 
guitar.] That works really well. 

Charly: It can fit into bags. So anywhere we are, 
we can put down some synth, some guitar parts, 
whatever. 

Pitchin: Recently we’ve been working way 
more on the road, because at first we had to. But 
it works pretty well, recently even better than in 
the studio. Being on the road and producing music 
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maybe with fewer elements, fewer synthesizers 
and being on a schedule... 

Charly: ...you get straight to the point. 
Pitchin: Yeah, you have a timeframe to do 

something, and you have to make it happen in a 
certain amount of time. 

Charly: We’ve been touring forever, very inten¬ 
sively, so we’ve always written parts on the road, 
like put some parts down and eventually work those 
back in the studio. But within the past year, we’ve 
had deadlines to meet before we could go back to the 
studio. So we had to figure out how to write faster. 

Who gives you your deadlines? 
Pitchin: Us, the label or remixes. The remixes 

are maybe the hardest... 
Charly: ...because you’re not on your own sched¬ 

ule. Labels always try to give you a deadline, but even¬ 
tually it’s all about the music, and we’d rather not put 
out anything shitty just because we had to. That’s also 
why we haven’t done much new original material in a 
little while between our first LP and this EP. 

Pitchin: But now you really have some tools 
you can use to master and finish a track anywhere, 

with these bad boys right here. [Pulls out a pair of 
the high-end Audeze LCD-series headphones.] 

Charly: Yeah, that into the [StudioFeed] SubPac 
[tactile bass backpack]—that’s really all we need. 

So you feel that with the SubPac you can un¬ 
derstand how the bass frequencies will trans¬ 
late to a club environment? 

Charly: Totally. There’s two different things: 
You can feel the bass, and the second thing that’s 
very important but people don’t really talk about 
is that you don’t have to make your headphones 
or monitors as loud as you would to feel the bass, 
and you don’t get tired as fast as you would if you 
didn’t have it. So you can work longer and more 
precisely than if you didn’t have it. 

Pitchin: We started to use the SubPac at the 
beginning of last year, and it is really convenient. 
The SubPac and Audezes really changed the game. 

You mentioned mastering briefly. What other 
mastering tools do you use; are they all software? 

Charly: Yeah, we always use software; that’s 
how we’ve learned. If you’re a mastering engineer, 

Essential items: Audeze LCD-series 
headphones and StudioFeed SubPac. 
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you need a bunch of tools, and whatever works is 
great. But to be honest, we’ve always been a little 
surprised by producers at studios who have so 
much outboard gear, but they don’t use it! I guess 
it looks nice in your studio, but at the end of the 
day, they do everything from the computer. 

Pitchin: iZotope is always there, and Waves. 
Charly: Eventually if you want a master that 

will work well across the board, you want to go 
to a mastering studio. But if you’re talking about 
writing a song that will work in a club or on your 
computer or headphones, you can definitely do it 
from home. 

□irtyphonics' 
productions make use of 
software from iZotope 
and Waves. 

Your first album was about 
half vocal tracks, but the 
new EP is all vocal tracks. 
Was that another con¬ 
scious decision? 

Charly: It was definitely 
something we wanted to do, 
because in the past we haven’t 
used many vocals, overall. 

Pitchin: Except for on 
remixes, and that gave us a 

taste for working with vocals. We had a lot of in¬ 
strumentals at the beginning. For example, “Free 
Fall” with 12th Planet—we were not sure it would 
have vocals in the beginning. It just happened. We 
just met that girl [Julie Hardy of Clementine]; she 
was awesome; and she did this awesome job. Then 
we found ourselves with four tracks and four vo¬ 
cals, and it was actually surprising, even for us. 

Charly: Vocals are sort of a new tool for us, so it’s 
cool to work with that human element, and at the 
same time it’s also a great way to reach out to people 
who would not necessarily feel your music as much 
if they didn’t have the vocals. The vocal thing is... 

Pitchin: ...it’s a natural link to people. 
Charly: Yeah. It’s something everyone can re¬ 

late to. It’s also what gave the EP its name—Write 
Your Future. There’s a play on words with writing 
lyrics and all that, but also having something a lot 
more human within this electronic environment. 

Pitchin: It was interesting too having the op¬ 
portunity to work with a rock singer like Matt 
Rose who also did a drum ’n’ bass song; Julie 
Hardy, who’s a poppy kind of thing; and Trinidad 
Jame$, who did a total rap/trap thing. In one EP, 
I cannot say we had it all, but we covered three or 
four different genres with three vocalists. 

What’s your writing process with the vocalists? 
Charly: We like to keep it open. We don’t like to 

set too many boundaries, because we think the whole 
point of a collab is to let everyone bring their own 
vibe. We’re control freaks when it comes to the music, 
but when it comes to vocals, we say, “do your thing,” 
and eventually we’ll rework it. But we keep them free 
to do whatever they want, because then it is some¬ 
thing we did not think of, and we love to be surprised. 

Pitchin: With Matt Rose on “Since You’ve Been 
Gone,” we actually built the track around the a 
cappella he sent. For “Power Now,” he sent us just 
the hook, and we worked with him more and more 
to make it a full piece. 
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Charly: Whatever works best for the song, 
we’ll go that route. 

With the singers’ varying vocal qualities, is it a 
challenge to mix them right? 

Charly: It really depends. Sometimes the vocals 
work with just some EQ and compression, and some¬ 
times you really have to work hard to make it fit. 

Pitchin: On this EP it was really easy, because 
they did it right; it was like a perfect fit on every 
song. On the track “No Stopping Us” [on Irrever¬ 
ence], we had to work a lot because Pavan from For¬ 
eign Beggars is a rapper, definitely not a singer. He 
knows that, but he found the hook of the track. And 
we had to work a lot to make it happen, to really 
auto-correct a lot and use vocoders, chorus, time 
effects, and all that. But nobody came up to me and 
said, “oh, he’s not a singer!” It was totally fine. 

Charly: Sometimes with a song, you like the 
music you wrote and feel great about the vocals, 
but you also want to make some room, so the vo¬ 
cals and the instrumental don’t clash. You’ll re¬ 
work the groove of the music to make holes in it, 
so the vocal can pop out or vice versa: chop some 
of the lyrics, so the end of the instrumental phrase 
comes out of the mix. It’s like dancing with some¬ 
one. You’ve got your moves; she’s got her moves, 
but when you dance together you have to make 

everything work together. Sometimes it’s flawless, 
and sometimes it’s a little funny. 

How do you like to perform as DJs? There are 
Infinite possibilities these days. 

Charly: DJ-wise, we haven’t really embraced 
the computer revolution. We feel really uncom¬ 
fortable having... 

Pitchin: ...a screen onstage. 
Charly: Yeah, so we like to keep it, what? 
Pitchin: Old school, you could say. We still like 

to beat-match our records, find the right keys, and 
boost some stuff on the fly, or sometimes we just 
play routines we like because they’re great combos. 

Charly: We like to mix. We would hate to show 
up onstage with a computer you plug into a mix¬ 
er, press play, and everything happens smoothly 
while you just put in an effect here and there. We’d 
be bored. If that works for some people, awe¬ 
some—we’re not dissing anything. But with what 
we do, there’s an insane challenge to make it hap¬ 
pen smoothly. 

Pitchin: Yeah, there’s always some random thing; 
You can just f *ck up, or a CDJ doesn’t work. And you 
just make up something on the fly. Then when you 
go offstage you’re like, “Whoa! That was a hard one!” 

Charly: Coming back to our metal base, when 
you’re onstage with guitars and stuff, you’re not 

always sure you’ll play your part right. As weird 
as it sounds, we’ve always wanted to keep that 
risky element to our live performances, where yes, 
something can go wrong. So when it doesn't, we’re 
happy about it. It pumps us up. 

Pitchin: Even if something f*cks up, you still make 
it happen. You do something creative you never ex¬ 
pected; the idea is to do something new and have fun. 

Charly: There are so many ways to play with so 
much different equipment. Some DJs love to only 
look at the decks for two hours straight. Some like 
to just jump up and down and not really touch the 
decks. For us, it’s important to have a great bal¬ 
ance between focusing on the machines, working 
the music and sweating a bit, and also having this 
strong interaction with the crowd. Eye contact, 
shooting a water gun off the stage, or touching 
them and sharing something, because everyone has 
access to music for free all the time. It’s losing its 
sentimental value. But when you go to a live show, 
you get something you’ll never get on the Internet: 
this energy, this contact, this vibe. And it’ll never be 
the same thing between one show and the next. 

Read the extended interview at Emusician.com 
for more about the importance of deadlines, live vi¬ 
suals, and the difference between performing with 
four people and two people. ■ 
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STEVE EARLE 

TERRAPLANE 
NEW WEST 
On his gutty, gorgeous 
new release, singer/ 
songwriter Steve Earle 
and his Dukes tough it 
out, Chicago blues-style 
(though the album was 
recorded at House of 
Blues Studios, Nash¬ 
ville). Earle’s always 
smart, powerful lyr¬ 
ics—sometimes precise, 
sometimes more stream 
of consciousness—are 
couched in raucous but 
intricate arrangements 
featuring brilliant inter¬ 
play between acoustic 
and electric instru¬ 
ments, and dirty and 
clean sounds. Earle’s 
singing has rarely 
sounded so bare—the 
pain in these songs is 
just ugly enough to get 
your blood up. 
BARBARA SCHULTZ 

LONELADY 

HINTERLAND 
WARP 
Is 2015 the new 1982? 
Julie Ann Campbell, 
aka Lonelady, holds 
her plug-ins aloft in 
the pre-rave air for¬ 
merly occupied by 
Laura Branigan and 
Laurie Anderson, with 
enough minimalist 
punk menace to keep 
it flowing. Following 
2010’s Nerve Up, Lone-
lady’s swinging beats 
and errant industrial 
effects are allied to 
some seriously catchy 
song-craft in Hinter¬ 
land. Looped cello 
and chicken-scratch 
guitar drive the funky 
title track; “(I Can See) 
Landscapes” recalls 
U2’s “I Will Follow”; 
“Mortar Remembers 
You” is sparse, spectral, 
and über-melodic. 
KEN MICALLEF 

THE GO! TEAM 

THE SCENE 
BETWEEN 
MEMPHIS 
INDUSTRIES 
On his first album in 
four years, Go! Team 
founder Ian Parton has 
taken the project back 
to its sample-delic 
roots, singlehandedly 
producing the most 
effervescent and com¬ 
pressed collage since 
his debut. Performing 
all live instruments and 
sourcing new singers, 
Parton combines ambi¬ 
ent mies and creatively 
thinned, crunched, and 
oxidized treatments 
with perky melodies 
to hone his trademark 
Northern-soul noise¬ 
rock pep rally. He suc¬ 
cessfully fuses simul¬ 
taneously loose and 
coherent arrangements 
into one fuzz-glazed, 
blissful corkscrew. 
TONY WARE 

JOHN 

O’GALLAGHER 

THE 
HONEYCOMB 
FSNT 
Like jazz-addled rats 
scurrying over hot oil, 
John O’Gallagher and 
his trio trade insults, 
zingers, and zippy one-
liners in music that 
draws you in and then 
dumps you out, fully 
sated. A nimble alto 
player buffeted by agile 
bassist Johannes Wei-
denmueller and an¬ 
gular drummer Mark 
Ferber, O’Gallagher’s 
Honeycomb is all New 
York rush hour traf¬ 
fic, daredevil spills, 
and fast out-of-town 
escapes. The sizzling 
“Petulant Snoot” and 
swinging “Eve Day” 
add weight to a jugger¬ 
naut of melodic/rhyth-
mic spills’n’chills. 
KEN MICALLEF 

BJÖRK 

VULNICURA 
ONE LITTLE 
INDIAN 
A “complete heart¬ 
break album” released 
two months early fol¬ 
lowing an Internet 
leak, Vulnicura is no 
rushed affair. It is an 
achingly paced cham¬ 
ber music shadowbox 
made from searing, 
groaning shifts in 
pitch and sequence 
cast through jagged, 
cauterized wounds ... 
devastation in stark 
relief. The fibrillating 
micro-edits and mossy 
strings, programmed 
and mixed with as¬ 
sistance from Area and 
the Haxan Cloak, har¬ 
ken back to Homogenic 
and Vespertine and 
gravitate around vocal 
tangents delivering 
tectonic confessions. 
TONY WARE 

KITTY, DAISY & 

LEWIS 

THE THIRD 
SUNDAY BEST 
As Schoolhouse Rock 
once told us, “Three is 
a magic number.” Kitty, 
Daisy & Lewis are 
three siblings, and this 
is their third album. 
They take turns lead¬ 
ing and harmonizing 
on 12 charming tracks, 
arranged in various 
styles (reggae, Latin, 
rock ‘n’ roll, jump 
blues, soul). The main 
commonalities are big 
bands and a retro feel. 
The Third is a highly 
enjoyable collection 
for anyone who loves 
old records. An added 
bonus: The great Mick 
Jones appears on track 
three. 
BARBARA SCHULTZ 
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STEINBERG 

Cubase 
Pro 8.05 

A DEEP, 
VIRTUAL 

PLAYGROUND 
FOR THE 
CREATIVE 
MUSICIAN 

ß3 hen I consider all of the amazing qualities found 
in the major digital audio workstations, I often think 
of Cubase as one of the more friendly programs for 
creative types. While most DAWs introduce analog¬ 
modeling synths to their onboard plug-ins, Cubase 
offers synths derived from additive and spectral 
synthesis engines (Spector); impulse responses 
and comb filters (Mystic); a subtractive granular 
synth (Padshop); a multitrack loop player with time 
slicing and groove control (Loop Mash 2); as well 
as several analog modeling instruments. Even the 
Halion Sonic SE2 sampler has unusual features, 
such as support for polyphonic pitch bend and 
Control Change messages. 

NEW FACES 

BY MARTY CUTLER 

Former Electronic Musician 
editor Mart}' Cutler 

regularly writes reviews 
and articles, while working 
on a book of digital guitar 
applications and honing 
his progressive bluegrass 

chops. 

STRENGTHS 
Efficient, customizable 
Workspaces. Chord 
Pads. Acoustic Agent 
SE. New plug-ins and 
mixer features. 

LIMITATIONS 
Takes time to master. 

$549.99 (Upgrade 
price varies, depending 
on which version you 
already have.) 
Steinberg.net 

Nonetheless, Steinberg has apparently been 
watching other DAWs mature and has moved 
toward a more streamlined workflow. With the 
release of Cubase 7, Steinberg updated its user 
interface, mostly in terms of displaying contextual 
information. 

But in addition to a major engine rebuild with 
Cubase 8, major GUI changes are introduced 
alongside several new plug-ins, which is a welcome 
upgrade to its drum-machine programming 
capabilities, and several new mixing features. 

Cubase is no stranger to name changes 
and multiple versions: I received the flagship 
package, now called Cubase Pro 8. Unless you are 
upgrading from an earlier version, Cubase Pro 8 is 
only available in a box. 

The installation and authorization process 
is simple. I reviewed Cubase Pro 8 using a dual¬ 
processor, quad-core Mac running OS X 10.9.5 
with 14 GB RAM. 

Among the first differences I 
noticed between version 7.5 
and 8 is that the new Track/ 
Rack Instrument and Media 
Bay are now dockable in the 
Project window. Rather than 
load instruments from the 
Project menu, multitimbral 
instruments from the VST 
Instruments menu, and loops 
and samples from the Media 
Bay menu, you can simply 
load the files you need from a 
single area (see Figure 1). Rack 
instruments differ from Track 
instruments with their ability 

to create a folder that groups automation and 
controller data with the MIDI track. Steinberg 
did a terrific job with both instrument categories, 
adding assignable control-knob panels rather than 
a simple list of instruments, as in earlier versions. 
Better still, the knobs immediately—and without 

Fig. 1. Cubase consolidates MIDI instrument 
selection with the Media Bay, where you 
can choose samples and loops. Note the 
control knobs that are already assigned to 
the instruments loaded into the track. 
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further tweaking—fell under the control of my 
Novation SL61 MKII keyboard. 

I was initially disoriented by the absence of the 
Inspector when I wanted to add MIDI channels 
for a multitimbral setup using Native Instrument’s 
Kontakt. Similarly, I missed the Info Line, which 
outlines your selection range on the Project 
window. That was quickly resolved as I grew to 
understand Cubase’s Workspace, perhaps the 
most significant feature redesign. The missing 
features were simply hidden from view. 

In the case of the Info Line, it stays hidden 
until there is track data to select, unlike previous 
versions. Most popular workstations offers 
something similar in the form of Window or 
Screen sets, but Cubase offers the most modular 
and flexible implementation I’ve seen, with 
the ability to resize and rearrange and re-scale 
windows (see Figure 2). 

Naturally, you can create your own workspaces, 
save them for future recall, and shuttle from one 
workspace to the next with a simple key command. 
I created a workspace with a scaled-back version 
of the Key Editor sitting next to the mixer. This 
saves me from reaching to the main menu. And 
as the Key Editor generally launches full screen, 
having it handy when I need to edit a small bit of 
MIDI data in a track is a real timesaver. Likewise, 
if you like to work with standard notation, just 
load the Score Editor, trim it to a custom size (the 
score fonts resize to fit the new window), click on 
Add Workspace, name it, and save it—easy. 

Fig. 2. The new Workspace layout lets you save and group your most commonly used 
windows for later recall. Here, the mixer section is added and the score window is resized 
to fit, for easy access. 

RE-CHORDING STUDIO 

Fig. 3. The Cubase Chord Pad feature can record MIDI tracks using chords and voicings of 
your choosing. You can assign MIDI messages to change inversions for any chord. Note 
the voicings that appear on each pad. 

With version 7, Cubase introduced Chord Tracks, 
and with it, a terrific harmonic playground, 
especially for non-keyboard players. The main 
premise is that you can create MIDI data for 
chords—from simple ones to extremely dense and 
complex forms—using a menu-driven window. 
The new version adds Chord Pads, which brings 
a more musical, real-time focus to the process. 
Launching Chord Pads from the Project menu 
opens a horizontal strip with drum machine-like 
pads and a virtual keyboard across the top (see 
Figure 3). By default, the pads are set up with 
relatively simple chords, but as usual, we’re just 
getting started. 

Let your mouse hover over any of the pads, and 
you’ll notice that the pads with chord symbols 
have sets of triangular buttons; two on the bottom 
and right-hand side of the pad, and a single button 
on the left. On the right, click up or down to 
change voicings of the indicated chord, while the 
bottom pair move through chord tensions. As you 
click through them, they trigger the instrument on 
the selected track. Not all pads are set up, so if you 
are chord-hungry, click on the single arrow on the 
left side of one of the blank pads to open the Chord 

Editor, and then choose a chord and any tensions 
you might want. 

You now have two ways to arm a track and 
record: Simply click on the pads, or play your 
MIDI keyboard—the chords are assigned to the 
keys at the lower end of the keyboard. Better 
yet, you can, for example, use a MIDI Control 
Change (CC) or note messages to move a chord 
through its inversions in real time, which brings 
us to the panel on the left. Clicking on the lower¬ 
case letter “e” opens the Settings panel. Choose 
between guitar and keyboard voicings, then refine 
the performance even further by determining 
whether the guitar voicings are triads or four-note 
chords. 

You can set up the pads to follow a grid layout 
or reflect the keys on a MIDI keyboard—which I 
preferred—because each pad illustrates the voicing 
being played, even when modulating through 
inversions. Finally, a Remote Control tab lets you 
pick CCs that can move through chord inversions 
either from a menu or using MIDI Learn. Cubase 
has a large number of chord sets stored as pad 

presets for you to work with; of course, you can 
customize, create, or store your own, too. There is 
plenty’ more to explore in the chord tracks feature, 
and most of it arrived with version 8. 

NO-BUMMER DRUMMER 

Groove Agent's Acoustic Agent feature leapfrogs 
over Apple Logic X’s Drummer by offering a wider 
variety of great-sounding kits and well-played 
patterns, a sophisticated mixer with individuated 
control over each kit piece, and lots more (see 
Figure 4). From the Edit window, click on a kit 
piece in the kit image, and you can set up mic 
balances, which are different for each piece. The 
Snare offers room, overheads, and master bleed 
knobs, in addition to tuning, attack, hold, and 
decay. The hi-hat has a control filter that lets you 
modulate the degree of open hat or foot; on the 
other side of the editor, you can set the maximum 
amount the hat will open. Here, you also have 
control over room and overhead balance, and 
levels for balancing the amount of tip, shank, and 
foot. The hi-hat tracks I created were lively and 

APRIL 2015 I EMUSICIAN.COM 47 



Fig. 4. Acoustic Agent is a subset of Groove Agent 4 and offers a great number of controls 
for a realistic, live-sounding performance and for tone-shaping drum sounds. 

realistic, enhanced by round-robin samples that 
went a long way toward boosting realism. 

Loading a kit with patterns adds pattern 
triggers to the drum pads, and you can mix and 
match kits with patterns. Cubase didn’t miss a 
beat when it came to adding real-time control over 
patterns: You get an X/Y axis to adjust complexity 
and intensity via Velocity. You can also quantize 
or adjust swing for individual patterns, set how 
often cymbals are used, and choose patterns using 
a knob. Additionally, you can drag patterns to a 
MIDI track, play them in by clicking on the MIDI 
pads, or trigger them from the lower range of your 
controller. 

Click the Mixer button, and you’ll find four 
buttons. The first one, duly named Agent, handles 
additional processing for each kit piece. Each 
piece’s channel has a mini-level meter, four aux 
sends, and requisite pan, level, solo, and mute. Just 
below the channel strip is a set of four appropriate 
effects—EQ, tape saturation, compressor, and 
envelope shaper, which helped me get some great 
thwack out of the snare. The controls on these 
aren’t necessarily deluxe, but given all you can 
do to build great drum sounds without resorting 
to anything outside of Groove Agent, they are 
mightily impressive. 

to somewhat more esoteric treatment with ring 
modulators, step flangers, and frequency shifters. 

The somewhat twisted Morph Filter gives 
you a choice of high- and lowpass filters that you 
can shuttle between while adjusting cutoff and 
balance between filters by way of an X/Y axis. 
Each effect has a menu of useful-to-wacky presets 
to work from. A drop-down menu lets you select 
each aux’s output—from the entire kit mix, to 
the Master output, or any of Groove Agent’s 15 
individual outputs. You get two additional mixers 
with the same four effects slots for processing the 
entire kit and the Master Outs, respectively. 

You get eight scenes; use presets as a starting 
point, then copy and paste settings to different 
scenes for variety. Some of the drum-oriented 
presets applied to the Acoustic Agent kits messed 
up the sounds spectacularly, turning hi-hats into 
wet splashes of sound, while the synchronized 
delays added dancing polyrhythms. 

The VST Bass amp plug-in, patterned after the 
Cubase Amp Rack, is an exercise in simplicity: You 
have your choice of preamp effects from a list of 
stomp boxes; an amp head; a cabinet; post effects; 
one of eight mic models, ranging from a Shure 
SM-57 to a Neumann U87 model; and the ability 
to adjust the relative levels between the mic and 
line signal. You can edit the configuration and 
switch between mono and stereo amp rigs, with 
your signal path duplicated in stereo. Finally, the 
Master tab presents an equalizer, a tuner, and a 
master on/off switch. 

Throughout the signal chain, the amp settings 
remain at the bottom of the window, which is 
handy as you adapt the sound to accommodate 
your effects settings. I ran a rather pallid acoustic 
bass preset through the VST Bass Amp plug-in, 
and it sprang to life after adding an Octaver fed 
into a chorus. Effects at the Pre and Post end of the 
signal chain are identical, and unlike the amps and 
mies, are generic-looking stomp boxes. 

TO DO THAT, YOU GOTTA KNOW HOW 

A BRIEF PLUG 

THE FLIGHT OF THE AUX 

You can polish up your kit pieces using a boatload 
of effects using the Aux mixer section. Effects 
here offer considerably more detailed editing 
than the Main Edit window. These run from more 
conventional reverb, delays, limiters, and gates 

Cubase Pro 8 introduces five new audio plug¬ 
ins—an envelope shaper, an expander, a Multi¬ 
Band Compressor, and the two stars of the show, 
a bass-amp modeler and Quadrafuzz V2, the latter 
based on a design by Craig Anderton. The four 
bands in Quadrafuzz are governed by positioning 
the four poles, which you grab with the mouse 
to manipulate. Each band can have one of five 
distortion types—Tape, Tube, Distortion, Amp, 
and Decimator—as well as a programmable delay 
with ducking. Accordingly, different ranges of 
an instrument can be processed or left alone. 
The width control independently adjusts the 
bandwidth for each range. 

I ran some relatively clean acoustic bass tracks 
through Quadrafuzz V2 and, with some judicious 
editing, endowed the instrument with a warm, 
crunchy low-end, relatively clean highs, and a bit 
of delay in the upper reaches of the instrument. 

Other refinements and features abound in 
Cubase Pro 8, from utilitarian to downright 
entertaining. The new VCA faders are a mixing 
godsend: Channels linked to the VCA fader move 
proportionally to each other; even when all of the 
channels are zeroed, they regain their proportional 
levels when you bring up the VCA. The render-in-
place feature lets you quickly bounce sections of 
audio and MIDI tracks to a new audio track, and 
you can bounce the tracks dry or through any part of 
the signal chain, including the Master out settings. 
Some of the features introduced in Version 7, but 
not previously covered here include the ability 
to deploy Chord Tracks to create harmonized 
audio tracks. The results can sound like anything 
from a simple bluegrass harmonization to Arnold 
Schoenberg on an acid trip. 

Steinberg has done a great job of integrating 
an incredibly complex blend of composing, 
sequencing, and recording tools into one package. 
Cubase Pro 8 is a complex program, and for all 
of its strides toward user-friendliness, getting 
comfortable with the Cubase way of doing things 
(beyond basic sequencing and recording) takes 
some work. I know my way around the program, 
but I’m a long way from having mastered it. That 
said, the rewards are tremendous, and I plan on 
using Cubase Pro 8 as a creative partner for some 
time to come. ■ 
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Fig. 1. Unchirp 
offers corrective 
and creative 
applications for 
audio. 
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ZYN APTIQ 

Unchirp 
REMOVE LOSSY 

ARTIFACTS, PUMP 
UP TRANSIENTS, 
AND LOTS MORE 

BY MIKE LEVINE 

Bhe German software maker Zynaptiq, creator of 
plug-ins such as the highly acclaimed Pitchmap 
and the reverb-remover Unveil, has a well-deserved 
reputation for innovation. Its latest offering, Unchirp, 
continues this tradition (see Figure 1) by providing 
a powerful and complex plug-in whose primary 
purpose is to restore audio that’s been degraded by 
FFT (Fast Fourier Transform)-based processes such 
as lossy codec encoding or spectral denoising. But 
its prodigious abilities also come in handy in both the 
mixing and mastering environments. 

Mike Levine is a musician, 
producer, and music 

journalist based in the New 
York City area. 

STRENGTHS 
Eliminates artifacts. 
Restores transients. 
Bias feature. 

LIMITATIONS 
I Complex. Manual and 
Website lack tutorial 
material. CPU-inten-

I sive. 

$399 
I zynaptiq.com 

NOT-SO-JOYFUL NOISE 

Unchrirp’s main screen is divided into three 
sections. The largest is a graph-like display that 
functions both as a real-time analyzer and for 
controlling the Bias feature, which I’ll explain a bit 
later. Below it are five large 3-D circular parameter 
knobs (graphically the same as the ones found 
in Pitchmap), each with accompanying sliders. 
Across the bottom of the screen, five buttons and 
two sliders comprise the Global Parameters. 

To understand Unchirp, start by looking at the 
five sections of the middle portion of the screen, each 
highlighted by one of the five large color-coded knobs. 
With the exception of the Gain section, each section 
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Fig. 2. A psychoacoustic 
preset that emphasizes 
Bark frequencies. This 
setting can add punch 
to a weak-sounding 
snare drum. 

EMUSICIAN.COM 

controls one of the processes 
available in Unchirp. 

On the far left are the controls 
for the Musical Noise reduction 
section. Musical noise is a type 
of artifact that’s often generated 
when encoding audio with a lossy 
codec, especially at low kbps 
rates. It’s also generated when 
using a spectral denoiser with 
the settings too high; it can give 
audio a swooshy, underwater¬ 
like sound. 

The term musical noise is 
often used more broadly to cover all such artifacts, 
but Zynaptiq defines it in Unchirp as artifacts that 
are completely extraneous from, and not correlated 
to, anything in the recorded sound. Correlated 
artifacts are defined by Zynaptiq as “chirping,” 
which can be reduced by the Dechirping section. 

Both the Dechirping Amount and Musical 
Noise Reduction knobs are next to sliders (labeled 
Window) that adjust the maximum length of the 
artifacts to be removed. The shorter the maximum 
length, the less the desired signal is affected by the 
processing. You can use I/O Diff, located in the 
Global Parameters section, to hear only the part 
of the audio being processed: This can help you 
set a window length that is long enough for the 
processing to be effective, but short enough not to 
adversely affect your recorded material. 

A PENCHANT FOR TRANSIENTS 

In addition to creating the above-mentioned 
artifacts, lossy codecs and spectral denoisers 
can also smear transients. Unchirp has a section 
dedicated to restoring transients that includes 



the large Threshold knob and the Orig and Synth 
sliders. The process allows you to create synthetic 
transients to replace smeared ones, or boost or 
cut the original transient’s level, among other 
possibilities. This section is also very useful for 
creative processing of drum and percussion parts. 

The Solo switch allows you to hear just the 
transients in the signal (including the original and 
any synthetic ones you might have), which can be 
useful when setting it. 

The Treble Boost process lets you replace high-
frequency information lost during encoding and 
de-noising. The Mix section has a Wet/Dry control, 
which is where you adjust how much of Unchirp’s 
processed signal gets routed to the plug-in’s output. 

really use some online tutorial material. As of this 
writing, the video on Zynaptiq’s site only shows 
what the plug-in can do, not how to use it. 

THINK GLOBAL, PROCESS LOCAL 

REACHING THE BREAKPOINT 

Three of the four processes—Musical Noise, 
Dechirping, and the Transients—can be further 
fine-tuned with the Bias feature, which gives you 
frequency-dependent adjustment of the processes 
and parameters, adjusted through creating 
breakpoint curves in the graph. 

Each controllable parameter has a check box 
under the graphical editor, matching the color coding 
for that process; when you click on the name beside 
the checkbox, a line appears in the middle of the 
graph. Clicking anywhere on any frequency in the line 
adds a breakpoint (you can add multiple ones), and by 
moving the breakpoints, you can create a curve. 

Five different curve types are provided. If the 
curve is above the center line, you’re adding to the 
process in the frequency range defined by the curve; 
if it’s below the line, you’re subtracting from it. In 
essence, the Bias feature, used in conjunction with 
the corresponding process control, lets you apply 
processing only in a particular frequency range. 

If this sounds confusing, frankly, it is. And it’s 
not easy to get your head around the concept. The 
manual is fine for explaining what the knobs do, 
but considering how complex Unchirp is, it could 

In addition to the previously mentioned I/O Diff 
button, other Global Parameters include a Side button 
that switches the processing to only the sides of an 
M/S configuration; a Limiter button that activates 
a brickwall limiter set to 0 dB to prevent overs; and 
a Bypass button. The Sync function, controlled by a 
slider, is designed to add clarity by synchronizing the 
processing to the transients in the target audio. The 
Warmth slider reduces the buzz and metallic ringing 
that can be made audible by the Unchirp process. 

The final Global parameter is HD Mode, which 
adds additional quality to the processing but 
increases the already hefty CPU load of Unchirp— 
one of the main drawbacks of this plug-in. 

UNCHIRP IN ACTION 

UNOwi ^2^ zynaptiq 1 

Unchirp has a wide variety of applications, and it 
includes a large set of presets that are organized 
into categories including General Purpose and 
Sound Design, Mixed Music, Mixing Tools, Post, 
and Psycho-Acoustic Processing—perfect for 
getting you started. I tried Unchirp on a variety of 
sources and for a number of different applications. 

For restoring the sound of a file compressed 
with a lossy codec, I encoded a song as an MP3 at a 
paltry 80 kbps, and the resulting audio was rife with 
artifacts. Using one of the Mixed Music presets, I 
was able to significantly improve the sound. 

Unchirp is also touted as being able to reduce 
artifacts in audio files that were over-processed by 
a spectral denoiser. I tried it out with both spoken-
word and music files that had denoising artifacts. 
When I used settings from the appropriate presets 
and tried out my own settings, the plug-in seemed 
to have very little effect. There was no dramatic 
improvement as there was with the MP3 file. 
According to Zynaptiq, there are two limiting factors. 
First, the longer the FFT, the longer the artifacts; at 
some point, they become greater than the window 
of time available in Unchirp's real-time processing. 
Secondly, some denoisers have their own musical 
noise suppression logic, which attempts to mask the 

noise in a way that makes it difficult for Zynaptiq to 
reduce. 

GETTING CREATIVE 

I was intrigued by the possible uses of Unchirp for 
mixing, and found that its Transient section worked 
great for making drums and percussion more 
punchy. It also added sparkle and life to an acoustic 
guitar track, using, believe it or not, the Unchirp 
and Musical Noise processes, along with the Treble 
Boost. In fact, it was great for making a variety of 
tracks sound better. The problem is that it’s so CPU¬ 
intensive that I couldn’t use it on too many tracks 
simultaneously in a mix. The workaround is to 
process tracks and bounce them in place, or bounce 
and re-import them, depending on your DAW. 

I could also see Unchirp being a useful 
tool for mastering. Its preset section features 
psychoacoustic settings that emphasize the 25 
“Bark” frequencies (see Figure 2), at which the 
human ear is most sensitive. Energy in those bands, 
particularly transient energy, makes audio sound 
louder and crisper. I tried some of the presets on 
recorded music and found that in many cases, it 
made them sound brighter and more punchy. 

THE FINAL CHIRP 

Although Unchirp is CPU intensive and complex, 
there’s a lot to like about it. Its collection of 
presets definitely helps demonstrate settings 
for particular applications, or at least gets you in 
the ballpark; I would urge Zynaptiq to post more 
tutorial information and videos on its site. I also 
hope they can address in an update the artifacts 
created by current-generation spectral denoisers. 

That said, Unchirp is a very powerful plug-in, 
and there is nothing quite like it on the market. 
Its ability to salvage bad-sounding, lossy encoded 
music is impressive, as is its ability to adjust 
transients and add punch and definition to both 
individual and mixed tracks. 

If your production work includes lossy encoded 
music that needs improvement, Unchirp will be a 
no-brainer for you—especially if you’re a techie or 
someone who is not afraid to roll up your sleeves 
and take on a challenge. This plug-in gives you 
processing capabilities unavailable elsewhere. ■ 

• : -c • / • o-_ 
•_ • - " Quick Tip: Resuscitating a Wimpy-Sounding Snare Drum 

A great Unchirp function is its ability to add punch to a weak-sounding which will allow more synthetic transients to be created. 

snare drum. Here’s one way to make it more snappy; this setting will work 

best on snare recordings that are round-sounding, and don’t have enough 

transient energy. 

1. Set Unchirp to its default setting, then turn the Musical Noise and 

Unchirp sliders all the way down. 

2. Set the Transients threshold a little bit lower than the center position, 

3. Set the synth slider a little below halfway. 

4. Set the Orig slider a little over the center position to slightly boost 

original transients. 

5. Compare the sound by using the Bypass button. 

6. Try moving the Sync slider left and right. Moving to the right will make 

it sound tighter. Pushing the Orig slider up will boost the original 

transients. 
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DL32R 
DIGITAL 

RACKMOUNT 
MIXER WITH 

IPAD CONTROL 

ESackie’s DL32R digital mixer is at once exciting and 
scary. Exciting, because of the huge feature set, qual¬ 
ity of sound, and routing and control capabilities it 
brings to a very reasonable price point. Scary, because 
the only way to control it is by using an iPad. There are 
no surface controls, no MIDI-speak, not even an appli¬ 
cation to run it via computer. It’s iPad or nuthin.’ 

BY STEVE LA CERRA 

Steve La Cerra mixes 
front-of-house for Blue 
Oyster Cult and teaches 
audio at Mercy College, 
Dobbs Ferry Campus. 

STRENGTHS 
Excellent sound qual¬ 
ity. Extensive routing 
capabilities. Direct 
24-track recording to 
a USB drive. Thorough 
documentation. 

LIMITATIONS 
48kHz sample rate 
only. Multitrack files 
may need to be split for 
export to some DAW 
software. No signal 
generator. 

$2,499 MSRP; 
$1,999 Street 
www.mackie.com 

The front panel of the DL32R looks more like 
a patch panel than a mixer, sporting 24 XLR and 
eight Combo inputs (all with Mackie Onyx+ mic 
preamps), 14 XLR outs, two TRS monitor outs, a 
headphone jack, and two status LEDs (See Figure 
1). Rear-panel features include two USB ports, an 
Ethernet port/card slot, and vents for the cooling 
fans. The 3RU chassis has handles for easy trans¬ 
port (beware that these protrude enough to in¬ 
hibit some rack cases from closing properly) and 
a contoured top that provides a place to secure a 
router —which you’ll supply along with the iPad. 
Factor those into the budget. 

Thirty-two mono inputs are sourced from the 
analog inputs, either of the USB ports or an op¬ 
tional Dante network expansion card. Each mono 
input features an A/B Source switch, gain and 
digital trim controls, 48-volt phantom power, po¬ 
larity reverse (0), highpass filter (HPF), 4-band 
parametric EQ, compressor, and gate. The default 
input routing scheme connects the analog inputs 
to channels 1 through 32, and USB 1 through 4 to 
stereo returns 1 and 2. Routings can be changed 
easily using the Input tab on the I/O patch, and 
are saved with snapshots. 

Twenty-eight output buses include 14 sends, 
six subgroups, and six matrix feeds, all of which 
may be linked in stereo pairs. (The Main L/R bus 

rounds out the count). Each 
output bus provides HPF and 
LPF, 4-band parametric and 31-
band graphic EQs, compressor/ 
limiter, and alignment delay. By 
default, outputs 13 and 14 carry 
the L/R mix, but any bus can be 
assigned to any physical out¬ 
put. Three internal stereo effect 

processors have dedicated sends and returns, so 
you won’t sacrifice channels when using effects. 
Other major control features include six VCAs, six 
mute groups, and six subgroups. 

SOFTWARE CONTROL 

Mackie’s Master Fader app (free from the App 
Store) controls the DL32R (see Figure 2). Once 
a router is connected, opening the Tools View 
and selecting the DL32R initiates communica¬ 
tion. Master Fader features three main Views: 
Overview, Mixer View, and Channel View. Over¬ 
view displays fader position, metering, solo, and 
mute status for every input and output. Tapping 
on a fader in Overview opens that fader’s Chan¬ 
nel View, where you access EQ, dynamics, effects 
sends, and input/routing pages; swiping side-to-
side scrolls through the channels. 

Mixer View is where you’ll see faders, mute, 
solo, pan, metering, and thumbnail displays for 
channel EQ, dynamics, and input. Tapping any 
thumbnail opens that page in the Channel View. 
Regardless of where you scroll in Mixer View, 
the L/R Master is always shown at the left side 
of the iPad screen. I found that if I was not pay¬ 
ing attention, it was possible to accidentally mute 
the L/R master while actually aiming for the last 
channel. Yikes. 
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AWARD-WINNING ISOLATION STANDS 
IsoAcoustics® stands are built with a unique, patented isolation technology that allows 
your speakers and instrument amplifiers to "float" in free space, letting you hear clear, 
authentic sound. 

I found when using the IsoAcoustics stands under my NSIOs that I had an easier time mixing 
due to a more stable stereo image and clearer bass frequencies. 

—Elliot Scheiner, Grammy Award-Winning Recording & Mixing Engineer 

Pretty remarkable, ingenious, clever device.... and they work. 
—Frank Filipetti, Grammy Award Winning Producer 

/ noticed immediately a clarity in the stereo image and the frequency response that had 
been missing in my NSIOs... The IsoAcoustics generally made them more enjoyable to 
listen to, no small feat as I am sure you know... — Vance Powell, 

Grammy Award-Winning Chief Engineer, Blackbird Studios 

STANDARD & CUSTOM 
STANDS AVAILABLE 
Find the perfect IsoAcoustics® stand for 
any size and application at 
www.isoacoustics.com 

Check out the 
MODULAR 
ALUMINUM 

SYSTEM 

Use the new Online Calculator 
to find or specify the right 
IsoAcoustics® stand for you. 

www. isoacoustics, com 
Find the right 

IsoAcoustics stand. 

2014 . 

INNOVATIVE 
PRODUCTS 

Find out about the NE\NXperia™ isolation stands at isoacoustics.com 

stay connected between issues! 

subscribe bo. 
' Electronic Musicians weekly e-newsletter! 

twice o month.’ ■ 
I > Get the latest artist and industry news 

>> Read highlights from the Electronic Musician forums 
I > Check out our latest videos of hot instruments and artists! 

aying tips from the experts 
beyond the pages of Electronic Musician} 

NIUSlCION www.emusician.coni! 
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Fig. 2. A close-up 
of the free Mackie 
Master Fader app 

on vocal and guitar, and is easy to operate— I cre¬ 
ated a library of ten different presets in a matter of 
minutes. The delay effect features a tap function, 
with separate taps for the left and right delays. 
Very nice. 

COMMUNITY MIXING 

Fig.3. The DL32R 
rear panel has a 
second USB port 
for connecting to 
a hard drive. 

IN ACTION 

I used the DL32R on local gigs, mostly with a pair 
of Electro-Voice ETX-35P powered loudspeakers. 
The DL32R has all the processingyou could want, 
so there’s no need for an outboard rack. Outputs 
13 and 14 on the front of the DL32R are also la¬ 
beled L and R (respectively) so I figured that con¬ 
necting them to the inputs of the ETX-35Ps would 
produce sound, and it did. Getting microphones 
routed through the mixer was easy, but here’s the 
kicker: If there were no musicians around, I could 
easily do my own line check by taking the iPad 
with me to (for example) the drums and playing 
them while adjusting the gain, and roughing in 
gate and comp settings. Ditto for ringing wedges 
and getting a rough monitor mix right at the musi¬ 
cian’s position. You could also pre-record a band, 
load them onto a hard drive, and play them back 
for a virtual sound check. 

Channel EQ and dynamics are eminently use¬ 
ful, with Vintage and Modern models. I generally 
preferred the Vintage EQ for drums: A snare drum 
sorely in need of a new head was revived with a 
bit of boost at 2.5 kHz and 260 Hz, while adding 
5 dB at 46 Hz and 7 dB at 3.81 kHz added heft 
and impact to a kick drum. A female vocalist us¬ 
ing a wireless mic needed some “air,” so a 4 to 5dB 
boost at 3.14 kHz brightened up her voice, while 

the Modern setting on the compressor tamed a bit 
of an edge between 1 and 2 kHz. 

Compression can be set anywhere from barely 
audible to super-squashed and everything in-be¬ 
tween. A male crooner-type vocal benefitted from 
the Vintage emulation (a nod in the direction of an 
1176) with 4:1 ratio, slow attack, and medium re¬ 
lease. I never heard any zipper noise or pops when 
making adjustments, even when using the Draw 
function on the graphic EQ. The ’graph helped 
solve monitor feedback and was useful for tuning 
the P.A. for a particular room (though some audio 
pros will miss an onboard signal generator). And 
although I didn’t need it, it’s nice to know that the 
Main, Aux, and Matrix buses have a delay that can 
be used to time-align remote speakers to the mains. 

Three effects processors produce a variety of 
reverbs and delays. (There are no flange, chorus, 
or pitch-shift effects.) These processors are con¬ 
figured as two reverbs and one delay. I’d like to 
have the option to switch one of them between 
reverb and delay, so I could have a vocal delay, a 
special effects delay, and one reverb. The Small 
Room reverb was my favorite, adding just the right 
amount of space for a snare drum without get¬ 
ting sloppy, while the Hall reverb modified with 
a two-second decay time complemented lead and 
backing vocals very well. The delay sounds great 

The true mettle of the DL32R and Master Fader is 
shown when they’re used for “community mixing.” 
I found it a challenge to manage a house mix plus 
several monitor mixes simultaneously from one 
iPad, but add another iPad or two for monitor mix¬ 
ing, and things get interesting. For example, I cre¬ 
ated custom Views that let musicians see a drum 
subgroup (instead of multiple drum channels) plus 
channels they needed most to mix their own moni¬ 
tor from their iPads. 

Furthermore, Mackie has implemented an 
important routing feature that I don’t see often 
enough: Each Aux Send has options for Pre DSP, 
Pre Fader, Post Fader, Use LR Mute, and (in the 
case of Auxes linked for stereo) Use LR Pan. The 
first three are fairly obvious, but the last two are 
a home run. Deselecting Use LR Mute means that 
when a channel is muted in the L/R mix, it is not 
muted to the Aux Sends, giving every channel in¬ 
dependent muting for each send. This is critical 
for a couple of reasons: First, when mixing front of 
house, I mute and unmute background vocal mies 
all night because I don’t want stage wash spilling 
into open microphones; this would be a distraction 
in ear mixes. Second, channels can be turned on or 
off in any monitor mix without moving faders or in¬ 
terfering with other monitor mixes. 

Like many of the current generation of digital 
mixers, the DL32R can function as a 32x32 USB 
audio interface. The rear panel has a second USB 
(type A) port for direct connection of a hard drive, 
and 24x24 recording. (According to Mackie, this 
will be expanded to 32x32 soon.) Recorded files 
can be pre- or post-DSP, but beware that multi¬ 
track recordings are stored as a single multichan¬ 
nel .WAV file that may need to be split before 
you bring it into your DAW. Pro Tools 10 and 11 
imported the multichannel WAV and split it into 
the component files, but Reason 8 and Digital Per¬ 
former 7 and 8 did not. A utility called Wave Agent 
from Sound Devices (free at sounddevices.com) 
handled this task perfectly. 

Mackie’s DL32R is a strong entry into the digi¬ 
tal mixer market. It may not be right for mixing a 
major tour with 50 inputs, but for applications such 
as small tours and club mixing—particularly where 
musicians may use additional iPads to mix their 
own monitors—or in a house of worship, where 
situating a mixing desk in the middle of the con¬ 
gregation is out of the question—it’s heaven-sent. 
Operation is stable, sound quality is excellent, and 
the feature set is fantastic. An excellent product. ■ 
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BUY THE 
SOFTWARE 
YOU USE 

Don^t bite the hand that feeds you- Respect yourself your 

craft and the work of others The software community made it 

possible to record an album on your laptop If you want to 

make sure there is a future version of the software you are 

using-i buy the software you use. It’s the smart thing to do 

www •imsta •or g 
BUY THE 
SOFTWARE 
YOU USE 

INTERNATIONAL MUSIC SOFTWARE TRADE ASSOCIATION 

New York • Toronto ■ Berlin • Tokyo 

Tel: Mlb TAT-bAM 6! • Fax: mb VAT-lbb? 

Email: inf oSimsta ■org 

BUY THE SOFTWARE YOU USE 

The International Music Software Trade Association is a non-profit organization that represents 
the interests of music software and soundware publishers. One of our most important functions 
is to advocate for the legal use of software in the music production and creation landscape. We 
do this primarily through public education campaigns. We are supported by our members who 
are software and soundware developers, distributors, retailers and publications. We are fighting 
piracy on moral grounds appealing to the good in all of us. We are trying to change behavior. 
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Fig. 1. The Pebbles 
are fine sounding 
5" monitors on 
their own, but 
when each is 
combined with 
a Bam Bam, 
the result is 
an impressive 
and revealing 
monitoring setup. 

Pebble 
and Bam 

Bam 
MODULAR 

MONITOR SYSTEM 
OFFERING 
EXCELLENT 

REPRODUCTION 

She good folks at Unity Audio seem to have rocks 
on the brain—when it comes to naming their studio 
monitors, that is. In addition to previously released 
products including The Rock, The Boulder MKII, and 
The Avalanche, they’ve now launched Pebble and 
Bam Bam. The Pebble is a two-way active near-field 
monitor with a 5" woofer and a soft-dome tweeter. 
The Bam Bam is an “active bass extension system," 
featuring a 7" woofer and a sealed cabinet that 
measures the same dimensions as the Pebble. 

BAM BAM FOR BASS 
The Bam Bam is not technically 
a subwoofer, but it functions in 
a similar role as a standalone 
woofer that when paired with 
the Pebble, makes a three-way 
monitor system. Although Bam 
Bam is sold separately, it’s not a 
standalone product; it can only 
be used in conjunction with The 
Pebble. (Both are sold only in 
pairs.) Hooking up a Bam Bam 

BY MIKE LEVINE 

Mike Levine is a composer, 
producer and multi¬ 
instrumentalist who 

apparently watched too 
many Flintstones cartoons 

as a child. 

STRENGTHS 
Non-fatiguing. Even 
frequency response. 
Well-built. All connect¬ 
ing cables included. 
Components can be 
purchased together or 
separately 

LIMITATIONS 
Rear-panel power indi¬ 
cator lights are impos¬ 
sible to see in many 
configurations. Pricey. 

Pebble $1,899 
Bam Bam $1,600 
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When you mate a set of Pebbles with a pair of 
Bam Bams, you end up with a full-range system that 
gives you what Unity Audio refers to as “brutally 
honest monitoring.” Purchasing a pair of Pebbles 
with matching Bam Bams is not cheap, but when 

you mix on them, they are superbly revealing. 

PEBBLE FOR TREBLE 

On their own, the Pebbles are a fine-sounding pair 
of 5" monitors. They’re housed in dark gray, sealed 
MDF cabinets, with controls and power indicator 
lights on the back. One of my only quibbles with 
Pebble is that it would be more convenient to have 

the power light on the front instead, so you can 
easily see whether the speaker is on or off. 

Each Pebble has an XLR input, level control knob, 
and proprietary 5-pin DIN connector (included) 
for adding Bam Bams. Inside each cabinet are a 

2xl8OW power amp and custom crossover. These 
solid-feeling cabinets are designed with an internal 

Aperiodic Vent, which the company says provides 
extended bass response, and is the same design Unity 
Audio uses on its Avalanche subwoofer. Of course, 
you’ll get a lot more extension from the Pebble by 
connecting a Bam Bam. 

to a Pebble is remarkably easy: Plug the XLR output 
from your source audio into Bam Barn’s XLR input, 
and connect Bam Barn’s XLR output into the input 
on the Pebble. Unity audio includes a short XLR 
jumper cable with each Bam Bam for that purpose. 

The Bam Bam has no internal power supply; 

it taps the power for its 180W class-D amplifier 
from the Pebble using the included DIN cable; the 
metal cable connectors screw securely into the 
jacks on each component. 

The Bam Bam has its own power indicator 

light and volume control; next to those, you’ll find 
trim controls for Pebble and Bam Bam. Adjustable 

with a small flathead screwdriver, these controls 
can be used for balancing the relative levels of 
the connected components; they are protected by 
plastic pop-off covers. 

The Pebble and the Bam Bam can be configured 
either side by side or stacked with Pebble on top. 

Because the surface area of my monitor stands is 
12" X 12", it was only feasible to use the vertical 
configuration. Unity Audio thoughtfully includes 
three foam pads for each Bam Bam to provide 
some isolation between Pebble and Bam Bam 
when they’re in the top-and-bottom setup. 
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SOUND QUALITY ETCHED IN STONE 

I tested the Pebble and Bam Bam system in my 
studio for a couple of months, using Primacoustic 
Recoil Stablizers to decouple the Bam Bams from 
my monitor stands. I tested the system in a variety 
of situations, including on a folk/rock album-mixing 
project. I frequently alternated between The Pebble 
and Bam Bam and my two-way 5" Genelec 1029As. 

Sonically, the first thing I noticed was how much 
of the source material’s frequency range I was 
hearing on playback; I got the impression of a very 
even response throughout the frequency spectrum. 
The sound was not harsh or hard, but smooth, and 
a bit rounder on top than what I heard from my 
Genelecs or my KRK Rokit 10-3 (10") monitors. 
The Pebble and Bam Bam system seemed a lot less 
fatiguing than other monitors I’ve used, and I was 
able to mix on it for long periods of time. 

I heard plenty of bass from Pebble and Bam 
Bam, though the bass was not as deep as my 
KRKs, which have 10" drivers, the Unity Audio 
system provided a noticeably smoother and fuller 
midrange and less harshness on the top end. 
Comparing the Unity Audio system to the KRKs 
was kind of like pitting a $60 Cabernet against a 
$15 one, or a BMW against a Hyundai. The Pebble 
and Bam Bam system is in another league, both in 
terms of sound quality and price. 

Fig. 2. The back of Pebble (left) and Bam Bam, where all the jacks and switches reside. 

I disconnected the Bam Bams from the Pebbles, 
and compared the latter to my Genelecs, which I 
love. The Pebble once again provided a smoother 
sound, with a more seamless transition between 
lows, mids, and highs. 

YABBA DABBA DO! 

The Pebble and Bam Bam combination is a well-
designed, solidly built, superb sounding, and very 

revealing monitor system. It’s expensive for a home 
studio user, but you’re getting what you pay for. 
If you want a clear, unhyped, and non-fatiguing 
monitoring experience, and you can swing the 
financial end, I highly recommend this system. 
Alternatively, those who would rather not spend all 
of that money at once could buy a set of Pebbles and 
later add the Bam Bams. Either way you go, you’ll 
be the envy of all the musicians in Bedrock. ■ 

OMEN’S 

Audio 
■LU Mission 

Changing The Face Of Sound 

JOIN TODAY! 
RECORDING CLASSES 
GEAR DISCOUNTS 
CAREER COUNSEUNG 
JOB PLACEMENT 
LOW-COST STUDIO SERVICES 

www.womensaudiomission.org 
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RESIDENT AUDIO 

Four-channel Thunderbolt 
audio/MIDI interface 

BY MARKKUS ROVITO 

WHILE WE never seem to have enough 
USB ports, many people still have 
little use for their Thunderbolt 
ports. However, a growing number of 
drives, docks, and interfaces are be¬ 
ginning to change that. Newcomers 
Resident Audio make a good first im¬ 
pression with the T4 ($499 street), a 
4-channel audio and MIDI interface 
that connects over, and draws power 
from, a Thunderbolt port. 

Four front-panel combo inputs accept XLR, 
balanced 1/4" TRS, and unbalanced Va" TS cables 
for switchable instrument/line levels, and they 
have optional phantom power, as well as input 
level knobs with LED rings that glow green, 
yellow, or red to indicate that level. Around back, 
a dedicated 1/4" stereo headphone out joins four 
1/4" TRS line-level outputs (one of which can be a 

secondary headphone out) and MIDI I/O. 
The T4 works in two modes: When only 

outputs 1 and 2 are used, Stereo Mix mode kicks 
on: All inputs route to outputs 1 and 2, mixed 
in stereo; and the big Monitor knob on the 
front controls monitor and headphone levels. 
With output 4 connected, Multichannel mode 
turns on, inputs are automatically routed to the 
headphones, and the four individual outs output 

whatever you assign them in your DAW. You also 
control the individual levels of the outputs from 
the T4 Digital Panel software. 

With Thunderbolt’s massive bandwidth, 
there’s no discernable latency with the T4 (even 
in 24-bit/96kHz mode), and the audio quality of 
the inputs sounds completely transparent, while 
the output is full-bodied and crystal-clear. The 
output sounded nearly identical in quality to the 
more expensive Universal Audio Apollo Twin 
Thunderbolt interface, although the Apollo did 
have much louder overall output levels. The T4 
includes a Thunderbolt cable, although it’s only 
a scant 18 inches. Overall, it’s a sturdy, portable, 
great-sounding interface that would benefit from 
an extra Thunderbolt through port, so that you 
could use it with a Thunderbolt drive or display. ■ 

livemix 
personal monitor system 

SIMPLE TO USE 
SOUNDS FANTASTIC 
INCREDIBLE VALUE 

In the studio or on stage, getting the most out of each 
performance is essential. When performers can hear 
themselves well, they perform their best. Livemix makes it 
simple to get a great sounding personal mix and boasts 
features generally found only in systems that cost much more. 

With features like 24 channels, color touchscreen, effects on 
each channel, studio quality headphone amplifier, and built-in 
intercom, Livemix helps performers give their very best. 

• 24 channels with effects 
• Two personal mixes per unit 
• Touchscreen with channel overview 
• Always available ME group 
• Built-in ambient mies 
• Built-in intercom 
• MirrorMix™ remote mixing 
• Analog or Dante™ digital input 
• Studio quality headphone amplifier 

WWW.DIGITALAUDIO.COM DIGITALAUDIO 
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UNFILTERED 
AUDI O 

Sandman’s 
delay buffer 
looping sets it 
apart; turn on 
Sleep to freeze 
and loop the 
buffer and then 
tweak your way 
into glitchy, 
dirty, noisy 
goodness. 

Sandman 
PUTTING DELAY 
HEADS TO BED 

BY MARKKUS ROVITO 

STRENGTHS 
Straightforward 
operation. Goes from 
solid basic delays 
to transformational 
sound mangling in 
seconds. Versatile LFO 
section. You buy it; you 

I own it—no activation 
required. 

LIMITATIONS 
Sparse open-source 
documentation. No 
AAX or RTAS formats. 

$19.99 MSRP 
I unfilteredaudio.com 

w edicated delay plug-ins can offer a comprehensive 
spread of delay basics with easy operation (Native 
Instruments Replika), or insanely deep multitap or 
spectral delay possibilities (e.g., Waves SuperTap 
or Artificial Audio Obelisk). Sandman, from boutique 
shop Unfiltered Audio, meets you halfway, with 
straightforward operation you can learn in a few 
minutes for delay essentials, as well as plenty of 
potential for extreme sonic warping, rhythmic glitch 
destruction, and warm, evolving textures. 

trippy soundscapes by adjusting 
the delay time, sample rate, start 
and end points, and a whole other 
can of worms—the LFOs. 

'AVES OF NOISE 
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It also throws in support for Steam Cloud (the 
popular videogame distribution platform that’s 
expanding into creative software), which lets you 
back up your presets and sync them on different 

computers—all at an impulse-buy price. 
Sandman works off a delay buffer, the length of 

which you set in seconds or tempo-synched note 

values (see photo above). The buffer is capped at 
five seconds, but by turning down the Sample Rate 
knob, which pitch-warps and bit crushes the delayed 
signal, you can effectively extend the delay buffer all 
the way to a maximum of 500 seconds (or you can 
lock the delay time so sample rate doesn’t change it). 

It’s simple to dial in a note value (from 1/64 triplet 
to whole note) and feedback amount to achieve basic 

delays quickly and then save them as user presets. 
A lowpass filter on the feedback can also color the 
delayed signal with a murky sheen or roll off piercing 

high end. But the fun picks up when you hit the Sleep 

button: This freezes the delay buffer in its current 
state (and turns off feedback and filter amounts) and 

lets you adjust the start and end points of the delay 
loop. From there, you can tweak the deeper settings 
for hours, staying up way too late conjuring up really 

Clicking an arrow unfolds the 
LFO section of Sandman. Two 
syncable LFOs with six possible 
waveshapes can modulate 
five destinations: delay time, 
Sleep start and end points, 
the sample rate, and feedback 

amount. Sliders for those five modulation 
destinations represent their current values in the 
center position, and you can adjust them to apply 
positive or negative modulation amounts. 

The powerful LFO section helps rocket Sandman 

into potent sound design territory. Whatever audio 
you feed into Sandman, you can use it to create 

infinite all-new sounds and loops from something 
as mundane as a hi-hat pattern. Crank the mix 
knob all the way to wet, turn on Sleep, and go crazy 
recording your results. 

□REAM UP SOMETHING NEW 

Beyond delay, Sandman can create flange, bit 
crushing, and tone-bending effects, and its 23 pre¬ 
sets show off all of those varieties. It can dirty up 

or “monsterfy” regular old synth or instrument 
tones like a Rhodes or string section that sound 

decent but could use some spice. You could turn 
a drum loop into something that sounds like a DJ 
scratching, or turn slowly played monophonic in¬ 

struments into a busy, pleasant jumble of cascading 
notes. The possibilities are truly endless and poten¬ 
tially bizarre, beautiful, or both. ■ 
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Music and Merch 

How to Make Extra Money on Every Sale 

BY RANDY CHERTKOW AND 
JASON FEEHAN 

Randy Chertkow and Jason Feehan 
are authors of The Indie Band Sur¬ 
vival Guide (St. Martin's/Griffin), 

now in its second edition. 

E3 hen you sell your music on iTunes, Amazon, and other services, you naturally 
get a percentage of every transaction. The same is true for merchandise that 
you sell. What many musicians don’t realize, or take advantage of, is the fact 
that they may be entitled to an extra percentage of everything they sell— 
whether it’s music, merch, or anything else— if they provide special affiliate 
links, rather than direct links. You don’t want to miss out on this extra source 
of income. 
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It works like this: vendors want you to send 
them customers, and if you do so, they will re¬ 

ward you by giving you a percentage, or cut, of 
whatever the customers buy. They will identify 

you as the one who referred the customer, and 
will know to pay you for that customer’s pur¬ 

chase because they have given you a special link 
to use. Embedded in this link to the music track, 
album, or merchandise is a tracking code that 
identifies you as the “referrer.” 

It doesn’t matter to the vendor that you are 
sending your fans to buy your music, or that you 

are already going to make some money on the 
back end of the transaction. In fact, vendors are 
happy to give you another cut because 
you sent the customers to them instead 
of to another store. Actually, vendors 
wouldn’t necessarily know that you’re the artist 
who made the music. As far as they’re concerned 
you’re just another affiliate. Also, your fans don’t 
pay anything extra for this; you are just getting a 
cut of the price they would normally pay. 

There’s another benefit: You actually get a cut 
of everything else the customer buys from the 
vendor—not just your music or merchandise. If 

Take the time to become an affiliate, and you'll make more money every time fans pur¬ 
chase your music on iTunes. 

the person you send to a particular store to pur¬ 
chase your album proceeds to buy a laptop com¬ 
puter or flat-screen television as well, you’ll get 
a cut of those large purchases, too. The revenue 

from these types of sales can really add up. 
It’s free to sign up and participate in these pro¬ 

grams, so it’s worth taking the time to learn about 
the process, and get onboard. 
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ADHD highway to HEY LOOK A 

SQUIRREL! Tae Shirts 

$27.95 

Bass Player Tee Shirts 

$27.95 

Salty Ego Tees 

$27.95 

Here are the links to some of the major online 
stores that are worth affiliating with: 

• iTunes: www.apple.com/itunes/affiliates/ 
• Amazon: affiliate-program.amazon.com/ 

• Zazzle: www.zazzle.com/sell/affiliates 
• Spreadshirt: www.spreadshirt.com/spread shirt-

affiliate-program-C3564 
• Cafepress: www.cafepress.com/content/cp-

partners/ 

If you’re not sure how to use merchandise-on-
demand sites like Zazzle, Spreadshirt, and Cafepress, 
you will find that information at emusician.com in 
our regular “DIY Advisor” blog. Look for the blog 
post titled “How to Make Merchandise for Free.” 

OPTION: SIGN ON WITH AN AFFILIATE 
AGGREGATOR 

In addition to music sellers, sites like Zazzle give an extra cut to affiliates. 

Aphex 661 Expressor with Tubesse... 

$99.00 0 bids 3m 

Garvin PM 100 Wireless UHF Stereo... 

$103.50 35 bids 7m 

Beyerdynanic M69 TG 

$125.00 obids 

Becoming an affiliate with eBay can pay off if fans link to a piece of high-end equipment 
that you mention. 

HOW TO BECOME AN AFFILIATE 
AND GET YOUR EXTRA CUT 

To become an affiliate with your vendors, follow 
these steps: 

1. Sign up for each online vendor’s affiliate 
program. Although you’ll have to fill out a lot of 
paperwork and online forms, you can sign up for 

nearly all of the programs below in a single eve¬ 

ning. You’ll need to have your website or web 
presence up and running, as most programs will 

verify the sites where you will be promoting the 
products before they will approve you as an af¬ 
filiate. Additionally, you’ll need your EIN/Tax 
ID or Social Security number handy, as you’ll be 
filling out forms to tell them whom to pay and 

where to send the checks when you generate 
commissions. 

Another option beyond signing up with each store is 
to join an affiliate aggregator service. These services 
connect you to hundreds of major brand companies 
that sign up to become advertisers. You first sign up 
for the aggregator site and then choose which ven¬ 
dors with which you want to affiliate. For musicians, 
companies like Guitar Center, Sam Ash, and other 
retail stores are members. However, you’re not just 
limited to companies in the music industry (more 
on this below). 

Here are the links to a couple of the major affili¬ 
ate aggregator services that you may want to apply 
to join: 

• Commission Junction: www.cj.com/ 
• Rakuten Affiliate Services: marketing.rakuten. 

com/affiliate-marketing 

Once your application has been accepted by an 
aggregator, you’ll want to look over their terms and 
conditions carefully so you’ll understand how to use 
their system, and what your obligations are under 
their rules. If you break the rules, your account can 

be suspended or revoked. Also, explore the tools and 
options these aggregators make available for you; 
they go beyond just affiliate links. They give you 

creatives (i.e., images or ads) and sometimes special 
offers you can share with your fans. Also, each com¬ 

pany will give you a tracking dashboard where you 
can see how many clicks you’ve generated as well as 
the number of sales. 

Finally, don’t limit yourself to the companies 
above. There are many websites, services, and ven¬ 
dors that are independent and have their own affili¬ 
ate services. 

2. Create affiliate links for all of your music and 
merchandise. Each of the affiliate programs has 
its own methods and tools for you to generate your 
affiliate links. Signing up to be an affiliate is not 
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Becoming an affiliate with Amazon 
can result in lots of revenue op¬ 
portunities, whether your followers 
purchase your music or link to oth¬ 
er music you recommend online. 

i i syr music 
nU I PRICES 
Now through February 14 

Now through February 14 

enough; you need to use the affiliate links 
in place of any link you currently use to 

your music and merchandise, or you won’t 
get the extra cut. 
We recommend carefully generating 

affiliate links to each of your albums, indi¬ 
vidual songs, and each piece of merchan¬ 
dise. Get a feel for what an affiliate link 
looks like compared to a normal one so you 
can spot any that have the wrong format. 

Once you go to all of this trouble to 
generate new links, do your best to make 
sure you only have to make them once: 
create a document that you can use to 
track all of them. A Google Doc, Ever¬ 
note, or OneNote document that you can 
access online at any time is especially 

New For You 

Fear & Saturday Night 
Ryan Bingham 

Absent Fathers 

> Justin Townes Earle 

Bob Dylan 
Autographed CD giveaway 

2CELLOS 
New album 

The Decemberists 
New album 

What a Terrible World. What a. 

» The December!sts 

useful. You might also want to keep images next 
to the links in your document, in case you want to 
post album covers or pictures of your merch on 
the Web with the affiliate link. 

Affiliate links can be lengthy, so we also recom¬ 
mend using a link shortener such as bit.ly, tiny.cc, or 
ow.ly to make the links easier to handle. Plus, these 
services often allow you to customize the links to 
give them friendly names. It will be easier and to 
print shorter, catchier URLs on promotional hand¬ 
outs, such as flyers or posters, and they’ll be easier 

new affiliate links. Make a list of every website, web 
presence, social media, and online profile that you 
have so you don’t miss anything. 

Once you have your list, grab that tracking docu¬ 
ment where you recorded all of your affiliate links 
and replace the direct links. Remember, this is a 
revenue-generating activity, so it’s worth taking the 
time to do a thorough job with this. Also, if you’ve 
grabbed album and merchandise images along the 
way, think about enhancing your sites with them. 

4. Check the dashboard 

TURNING ONLINE SOCIAL 
INTERACTION INTO INCOME 

Getting an extra cut is helpful, but 
you don't want to damage your 
brand or turn people off to your 
music. So, you'll want to use this 
technique in a way that makes 
sense for your personality, brand, 
and music. 

regularly to make sure 
your affiliate links are 
working, and to keep 
track of your campaigns 
and revenue. Once 
you’ve completed the first 
three steps above, you 
should test the new af¬ 

filiate links you created to 
make sure they are work¬ 
ing properly. Keep a close 

eye on your dashboards 

for each of the affiliates 
for customers to use and remember. Last but not 
least, these services provide a tracking dashboard, 
so you can see how often each link is clicked. If you 
use these, be sure to add these shortened links to 
your tracking document. 

3. Put the affiliate links everywhere you link to 
your music and merch. Now that you have created 
affiliate links for everything that you sell, replace 
any direct links you may have been using with the 

you use to keep track of whether people are clicking 
through and the links are getting picked up. If you 
notice any discrepancy, you’ll want to check that 
your links are correctly set up. 

Once you’re satisfied that your links are work¬ 
ing, do a weekly check to see how your fan market¬ 

ing and engagement are working and to track your 
revenue. When you’re satisfied that you have those 
affiliate links up and operating properly, it’s time to 
start using them proactively. 

One of the biggest problems with all of the time 
you spend on social media is that, for the most 
part, it neither generates direct revenue nor helps 
you make you more music. You may love interact¬ 
ing with your fans online, and it may be impor¬ 
tant for marketing and relationship purposes, but 
there’s no payday attached. However, with affiliate 
linking, once you have the initial setup completed, 

you can get something more out of engaging with 
your fanbase. 

First of all, remember that you should be plug¬ 

ging your music and merch periodically as you 
post updates on your social media, blogs, or news¬ 
letters. Mentioning albums or merch only when 

you release them is a lot like mentioning them just 
once from the stage at the beginning of a show: 
You never know when someone just walked in the 

door, and they might not have heard you the first 
time. Always assume that on all of your platforms 
there are new people reading your posts, and 

you’ll want to casually mention your latest album 

as a natural part of your updates. And, of course, 
when you do this, you’ll want to use your affiliate 

links. Given that space is usually limited on social 
media, this is another situation where link short-
eners come in handy. 

Once you’ve mastered weaving in affiliate links 
for your music and merchandise in your posts, you 
may want to consider branching out by mentioning 
other products. For example, it’s fair game to talk 
about the music that inspired or influenced you. 
Your fans will be curious and will want to hear it 
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themselves. There’s no reason why you shouldn’t 
provide an affiliate link when you talk about it. 

You don’t have to stop with music either. If you 
write about movies that you’ve watched or bought, 
products you’ve used, or services you’ve found useful, 

all of these are also fair game. Of course, you’ll want 
any of these mentions to be natural and genuine. No 
one wants to follow a shill or be advertised to all day. 
Getting an extra cut is helpful, but you don’t want to 
damage your brand or turn people off to your music. 
So, you’ll want to use this technique in a way that 
makes sense for your personality, brand, and music. 

SHOP 
In today’s world, fans are interested not only in 
your music, but also in how you created it. They 
want to know what studio gear you’re using to re¬ 
cord your music, what instruments and amps are 
in your rig, and which audio and video software 
you employ. All of these are opportunities to make 

an affiliate link. 
For example, you may want to create a page 

within your website that lists and discusses the 
gear and software you use. Of course, for each' 
product, you should provide an affiliate link. That 
page doesn’t need to change too often, so it’s the 
kind of thing you could set up in a weekend (and 
is fun to do besides). Keep in mind that higher-

ticket items can net much more 
revenue—5 percent cut of a new 
guitar or amp can be significant. 

Other ideas you may want to 
try include writing a blog series 
about how you make your music 
or how your studio is set up. This 
can lead to more interaction with 
fans and may connect you with 
other musicians who may share 

their ideas and feedback. 
Even if some of your gear is 

older and is no longer sold in retail 
stores, you may be able to get affili¬ 
ate income for purchases through 
eBay. Just sign up for the eBay Part¬ 
ner Network (ebaypartnernetwork, 
com). Then use the eBay tools to 
do a search on the exact model of 
the gear you want to link to. Like 
the other affiliates described in this 
article, eBay gives you a cut of any¬ 
thing the customer buys. 

eBay also provides you with 
tools that allow you to embed a wid-

nrn 

How to Make an EXTRA CUT of $$$ 
Whenever You Sell Your Music or Merch 

Sign up as an 
AFFILIATE at 
online music & 
merch sellers 

Sign up as an affiliate at any of these stores: 

¿3 tata moneyon the taWe! 
When you become an affiliate 

at a store, they pay you a commission 
whenever you send someone 

to their store and they buy something. 

iTunes ■ https://wwwapple com/itunes/affiltates/ 
Amazon « http://affiliate-program amazon com/ 

Zazzie a http7/www.zazzle conVseil/affihates 
Spreadshirt ■ http://www spreadshirt com/spreadsh¡rt-affii'ate-program-C3564 
Cafepress« http://www cafepress com, con ten top-part nets. 

Or sign up with an affiliate aggregator: 
Commission Junction « http "www q com/ 

Rakuten Affiliate Services ■ http //marketing rakuten com/affiliate-marketing 

Make affiliate 
LINKS 
to promote or 
sell your music 

You now get an 
EXTRA CUT 
whenever people 
buy your music or 
merch! 

Each store lets you create special 
links that give you a % cut of the 
sale. Only use these links when 
promoting your music or merch 

Front-End: Your cut 
for sending them to 
the store. 

Back-End Your cut 
from the sale of your 
music. 

get into your website that displays 
affiliate links to the current auctions related to the 
gear on your page. You do this by setting up a particu¬ 
lar search that matches the gear you listed; this can be 
helpful for your fans because it displays the items that 
you’re talking about in an accessible format. 

At emusician.com, authors Randy Chertkow 
and Jason Feehan blog monthly, offering 
business advice that can help independent 
artists build their music careers. Visit them 
at emusician.com/advisor. 

Telling your fans 
that you will receive 
a percentage of 
purchases made 
through your links may 
actually encourage 
them to do so, as they 
may get a positive 
feeling from supporting 
you and your music. 

BUSINESS AND TAX IMPLICATIONS USING AFFILIATE LINKS? 

Cafepress.com creates custom T-shirts and 
offers an affiliate program. 
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Keep in mind that when you’re setting everything 
up to become an affiliate, you will need to pay proper 
attention to at least two important business issues. 

First, you need to determine who will receive 
the checks. They can go directly to you, in which 
case the revenue will be treated like personal in¬ 

come and tracked via your social security number. 
Or, the checks could go to a business entity that you 
set up and track via an EIN/Tax ID number. This is 

an important decision, because the affiliate vendors 
will report your income to the to the 1RS; you need 
to be sure that you properly account for it. 

Second, you need to keep up with the book¬ 
keeping related to the income and expenses you’re 
your affiliate activities, so you have everything in 
order to do your taxes each year, and so you can 

benefit from any write-offs and other deductions. 
While affiliates are free to use and to join, you may 

incur expenses connected to the ways you pro¬ 

mote your music and merchandise. For example, 
you may decide to place an online ad to announce 
your new album. Naturally, you’ll use an affiliate 
link for the ad, and the expense for the ad may be 
a legitimate write-off. As always, if you have any 
business or tax questions, we recommend talking 
to your accountant. 

Whether or not you tell your fans that the links you’re 
providing are affiliate-based is up to you. Considering 
that it doesn’t make any of their potential purchases 
any more expensive, and you’re benefiting your fans 
by making it easy for them to find your music, mer¬ 
chandise, and more, you shouldn’t feel obliged to ex¬ 

plain that you have a business arrangement that hap¬ 
pens to give you an extra cut 

However, telling your fans that you will receive 

a percentage of purchases made through your links 
may actually encourage them to do so, as they may 
get a positive feeling from supporting you and your 

music. So, you may want to tell your fans that you’re 
using an affiliate link, and that purchasing through 
that link benefits you. In other words, the reason you 

may want to inform your fans about the links has less 
to do with full disclosure, and more to do with their 

eagerness to support the music they love. 

CONCLUSION 
Once you get the hang of making and using affiliate 
links, you’ll find ways to let your fans know about 
your music and other products that you find use¬ 
ful, and weave these ideas into your regular com¬ 
munications seamlessly—all while improving your 
income. ■ 
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Cubase iC Pro is designed to be a remote 
extension for Cubase software running 
on a Mac or PC computer; there’s also a 
free version called Cubase ¡C available 
for the iPhone. 

touchAble, which turns the iPad into a wi-fi controller 
for Ableton Live, is available for Mac and PC computers. 

iPad DAW Control 
Options for setting up your tablet to control your workstation for little to no cost 

BY THOMAS RUDOLPH AND VINCENT LEONARD 

EH any apps offer wireless control over computer-based software DAWs. Prices 
vary from free software-specific controllers to more expensive apps with larger 
feature sets and the ability to work with DAWs from different software companies 
on both Mac and Windows computers. Third-party apps usually require a few more 
steps to configure. Look for the documentation and tutorials online for the proper 
procedures to link up your devices and software; carefully read the app’s page in 
iTunes, and make sure your computer software version is supported. It’s always 
helpful to read reviews to learn what other users are experiencing. 

Here are a few examples of apps that control 
single DAWs; costs range from free to $25, and all 
apps are available for download at the iTunes store. 

TOUCHABLE BY APPBC ($24.99) 

touchAble turns the iPad into a wi-fi control¬ 
ler for Ableton Live, available for Mac and PC 
computers. In addition to installing the app on 
your iPad, you will need to download and install 

a driver from the developer’s website onto your 
computer. touchAble uses an icon-driven, modu¬ 
lar interface that can show either a single mod¬ 

ule in full-screen display or a top-and-bottom 
split with two modules on the screen. Modules 
include Clips, Mixer, Devices, Keys and Pads, 

XY Pad, Template Editor, and, for Live 9 users, 
a Browser. If you need more onscreen controls 
than are possible on a single iPad, a second iPad 
can be linked to the same Ableton Live session. 
This configuration allows you to tweak the mixer 
faders on one iPad while playing a virtual synth-
inside Ableton Live—on the second iPad screen. 

As long as the second iPad is synced with the 
iTunes account used to purchase the first copy, 

you will not need to purchase a second copy of 

the app. 

CUBASE IC PRO BY STEINBERG ($16.99) 

Cubase iC Pro is designed to be a remote ex¬ 
tension for Cubase software running on a Mac 
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Logic Remote is a companion app for Logic X on the Mac. 

OP Control 
turns the iPad 
into a mobile con¬ 
trol surface for 
Digital Performer; 
the app requires 
Digital Performer 
7.2 or higher. 

or PC computer. It requires a free driver to be 
installed on your computer so that the com¬ 
puter version will recognize the iPad app as a 
controller. Communication is over a Wi-Fi net¬ 
work. Once connected, any changes you make 
to a project on your computer will automati¬ 
cally be updated on the iPad. Cubase iC Pro is 
compatible with Cubase versions 6.5 and later, 
Cubase Artist versions 6.5 and later, and Cubase 
LE AI Elements 6 and 7. Some functions only 
work with Cubase 6.5 and later, so check the 
app’s iTunes page for the latest news on com¬ 
patibility. 

The Project page provides a project over¬ 
view; transport controls are located at the bot-
tom.of the screen. You can use pinch and spread 
gestures to zoom in and out of your tracks. One 

of the key features of the Mix Console page is 
the ability to create up to four independent 

monitor mixes when recording. The Key Com¬ 
mands page allows you to create custom sets 
of commands and macros that can be accessed 
with a single touch of a button on the iPad 
screen. The app offers split-screen modes so 
you can combine page views. 

Tip: There’s a free version of the Cubase 
iC Pro app called Cubase iC. Available for the 
iPhone, it allows wireless control of the transport 
function, monitoring of the playback position, 
and controlling the Arranger Track in Cubase. 

Apple’s GarageBand 10.0 or MainStage 3.0.2 soft¬ 
ware, Logic Remote works with those software 
packages as well. The app connects over Wi-Fi to 
the Mac. Both the iPad and computer must be on 

the same network. Logic Remote is able to access 
the help documentation for Logic Pro X, Main-

Stage 3, and GarageBand on the Mac. The Mixer 
page offers control for Logic’s faders, including 
the ability to move multiple faders at a time. A 
bar ruler of all tracks appears at the top of the 

page; swipe the ruler area to navigate to any lo¬ 
cation in your session. You can operate the basic 
transport controls from anywhere in your studio 
with a single touch. 

Multitouch gestures can be used for volume, 
pan, solo, and mute controls. Use care when 
touching the screen on the Mixer page, as you 
can easily move a fader level when swiping. The 

app has pages for playing and editing software in¬ 
struments. The Key Commands page allows you 

to use preset buttons for functions in Logic and 
create your own custom set. Use key commands 
to run Logic from anywhere in your studio. 

DP CONTROL BY MOTU (FREE) 

LOGIC REMOTE BY APPLE (FREE) 

Logic Remote is a companion app for Logic X 
on the Mac. If you don’t own Logic X but own 

DP Control turns the iPad into a mobile control 
surface for Digital Performer; the app requires 

Digital Performer 7.2 or higher. Communica¬ 
tion between the iPad and the computer is over 
a Wi-Fi network, and both the computer and 
the iPad must be on the same network. This 
app is perfect for self-recording, allowing you 

to record your own performances when you 
can’t be at your computer to start and stop re¬ 

cording. The app gives you complete control 
over Digital Performer’s main transport func¬ 
tions, including Play, Rewind, Count Off, and 
Overdub. The time counter has settings for real 

time, SMPTE time, samples, and marker names. 
Marker names can be created and named from 
DP Control, and you can scroll through them 
to locate a point in the song to begin record¬ 
ing or playback. For record-enabled tracks, you 
can create a new take or cycle through existing 
takes; takes can be renamed or deleted from the 
app. On the Tracks page, you can view a com¬ 
plete list of tracks, including collapsible nested 
track folders organized exactly as they are on 

the computer screen. DP Control provides the 
ability to solo, mute, record-enable, and play or 
record automation. 

The Mixer page offers control over volume 

and panning. Since communication goes both 
ways, any changes you make on the computer 
are reflected in the app, and vice versa. In Set¬ 
tings, you can manage your computer connec¬ 

tions, and if your sequence contains multiple 
chunks, you can select a specific chunks to play; 
this is helpful for using DP Control with Digital 

Performer in a live setting for backing tracks or 
click tracks. Set up a set of sequences as chunks 

in a set list, and DP Control can be used to 
switch between chunks. ■ 

This article is excerpted from The iPad in the 
Music Studio by Thomas Rudolph and Vincent 
Leonard (Hal Leonard, $19.99). Win a copy of 
this book! See page 12 for details. 
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EPIC PERFORMANCE for your MOTU studio 
Achieve epic performance with 
the all-new Mac Pro, the MOTU 

11 2D and the very best in 
advanced studio technology 

Apple Mac Pro 
Built for creativity on an epic scale 
The new Mac Pro is muscle through and through, 

starting with the new-generation Intel Xeon E5, 

available with 4, 6, 8, or 12 cores of processing 

power in a single compact unit. Engineered around 

workstation graphics with dual GPUs, PCIe-based 

flash storage, high-performance Thunderbolt 2, 

ultrafast memory, and support for 4K video, the 

new Mac Pro delivers state-of-the-art performance 

across the board for your entire MOTU studio. 

The 112D's 48-channel mixer 

(r^ THUNDERBOLT. 

MOTU 11 2D 
112 channels of digital I/O in one rack space 
When it comes to high channel-count digital connectivity, the 112D pretty 

much does it all. With 64-channel MADI, 24 channels of AES/EBU and 

24 channels of ADAT optical, plus computer I/O and AVB networking, the 

112D acts as a central digital hub, allowing you to unify your mixing console, 

audio workstation and other digital audio gear, and then link it all to an 

AVB audio network. Mix and match with MOTU's other AVB interfaces. 

Nektar LX88 
88-key semi-weighted MIDI controller 
A Sweetwater best-seller, Nektar MIDI controllers deliver tight 

integration with Digital Performer and other DAWs, including 

transport control, track-selection and many other crucial 

features via pads, faders, encoders, and buttons. Get ultimate 

hands-on control with the Nektar LX88. 

Value Added 
Reseller 
Professional Audio I III HI 

riiTTrTriTriTiTrTTTTririTrii iTi i i 

MOTU 



Zynaptiq ZAP 
The UNbelievable Bundle 

Restore your sound's natural frequency response with UNFILTER, remove 

reverb and masking effects with UNVEIL, fix codec/denoiser artifacts with 

UNCHIRP, and change the pitches inside of mixed music on the fly with 

PITCHMAP. All in real-time, a lightning fast workflow, and with award¬ 

winning quality. Add the cutting edge of audio processing to your toolkit 

with proven solutions no one else can match. Four UNbelievable plug¬ 

ins at one UNbelievable price: ZAP — Zynaptiq Audio Processors. 

Shure Beta 181 Stereo Set 
Ultra-compact side-address instrument mies 

Designed for discreet placement and control in live or studio environments, 

the Sweetwater-exclusive Beta 181 Stereo Set includes interchangeable cardioid, 

supercardioid, omnidirectional, and bidirectional capsules for superior versatility. The 

small-diaphragm design provides superior performance in tight spaces. High SPL handling, 

ultra-smooth frequency response, and interchangeable polar patterns make this a 

must-have mic bundle. Includes two mic bodies and eight capsules in a custom case. 

Genelec Compact SAM™ 
Increased performance. Smaller footprint. 
Genelec's Smart Active Monitoring™ technology proves that big 

things do come in small packages. For stereo or multi-channel 

configurations, these compact SAM products become an 

indispensable tool when dealing with the reality of small room 

acoustics. SAM automatically aligns each monitor for relative 

level, time-of-flight, as well as the individual room response 

compensations, ensuring the most optimum results and system 

flexibility, no matter what your production agenda calls for. 

(800) 222-4700 
www.sweetwater.com 

©2015 Sweetwater, Inc. FREE* 
SHIPPING 

NO MINIMUM PURCHASE 
ON MOST ORDERS. CONTACT US FOR MORE INFO. 



PRODUCT SPOTLIGHT 

RF Nomad 
Evaton Technologies 
Available Now 
The RF Nomad is a voltage-
controlled shortwave receiver 
synthesizer module in 8HP Eurorack 
format. CV control of tuning can be 
modulated into the audio range. 

Add the unpredictable, unearthly 
vintage sounds of shortwave to your 
modular synth! 

Available for purchase worldwide at 
major Eurorack dealers. 

MSRP: $176 USD 
http://www.evatontechnologies. 
com/rf-nomad 
info@evatontechnologies.com 

Evaton Technologies 
200 School St 
Pittsburgh PA 15220 
412-922-7040 

To advertise in 
Marketplace, 

Product Spotlight or Classifieds, 
please contact: 

:Specialty Sales Advertising, East 
Jon Brudner 

jbrudner@nbmedia.com 
917.281.4721 

Specialty Sales Advertising, West 
Michelle Eigen 

meigen@nbmedia.com 
650.238.0325 

String Studio VS-2 - String Modeling Synthesizer 
Applied Acoustics Systems 
Available Now 
String Studio VS-2 is a string modeling synthesizer plug-in that swaps the tradi¬ 
tional oscillator sound source for a string. 

With its picks, bows, hammers, frets, dampers, soundboards, filters, and effects. 
String Studio VS-2 is the perfect blend of acoustic modeling and regular synth 
features - you won't believe how crazy you can go with a simple string. 

SRP: $199 
www.applied-acoustics.com 
888-441-8277 

Studio mini 
Glyph Production Technologies 
Available Now 
Glyph's Studio mini provides you with portable professional-level performance. 
Studio mini's blazing-fast transfer speeds and proven reliability can't be beat 
for high-track-count sessions, high-def sample playback, and HD video editing. 
Equipped with USB 3.0, FireWire, and eSATA. 
SSD models over US8 3.0 and eSATA achieve speeds up to 420 MB/s! 

MSRP: $199 
500GB - $159 
1TB - $199 
2TB - $359 
SSD models available up to 480GB 

www.glyphtech.com/products/studio-mini 
sales@glyphtech.com 
855-303-7536 
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CATEGORIES 

EDUCATION 

ACCESSORIES 

EQUIPMENT FOR SALE 

STUDIO FURNISHINGS 

Buying or selling instruments through our 

Classified Ads offers you convenience, a big 
marketplace, and a wide range of instruments 
and prices. Electronic Musician suggests the 
following guidelines to help the buyer and 
the seller in these transactions: 1) Get a 
written description of the instrument, which 
should include the serial number. 2) Get front 
and back photos of the instrument. 3) Get a 
written purchase agreement, with a 24-hour 
approval clause allowing the buyer to return 
the instrument for a full refund if it does not 
meet his/her reasonable expectations. 

MARKETPLACE 

DIG EVEN DEEPER! 

Subscribe 
to: Bass Player's FREE weekly e-newsletter! 

DIRECT IN 
TWICER MONTH 

O GET THÈ LATEST ARTIST AND INDUSTRY NEWS 

O STAY UP-TO-DATE ON NEW PRODUCTS 

O CHECK OUT THE LATEST FEATURES ON 
BASSPLAYER.TV 

O GET PLAYING TIPS FROM THE EXPERTS 

O GO BEYOND THE PAGES OF BASS PLAYERl 
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like it’s a bad thing. 
GIK Acoustics treatments absorb more sound than any product on the 
market. We provide customers cost effective solutions to make every 
space sound its best. Acoustic panels, bass traps and diffusors direct 

to customers worldwide. Visit our website for more information 
and for free acoustic advice. 

GIK ACOUSTICS MAKES YOUR ROOM SOUND DETTER. 

<cT!b Acoustics www.fliltacoustics.coin 
Solutions Innovations Quality 888-986-2789 
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Must, Should, Could 
Project prioritization strategies for every occasion 

BY GINO ROBAIR 

EShether you have a full-time gig or 
manage several jobs as a freelancer, 
you probably juggle more than one 
project at a time with due dates rang¬ 
ing from a few hours out to several 
weeks away. And when your sched¬ 
ule is packed with various deadlines, 
keeping them straight in your head 
can be a constant distraction, not to 
mention stress-inducing. 

me prioritize the projects hierarchically, but 
allows me to finish what is doable each day and 
achieve the feeling of satisfaction that comes 
from scratching things off the list. (Although I 
use the terms must, should, and could, you can 
use any other words that meaningfully get the 

same point across.) 
The most satisfying result of using this type 

of list (especially for musicians and artists who 
freelance) is that it can help us systematically 
make time for our own projects—what a 
concept, right?—while strategically knocking 
out the work that pays the bills. 
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Many of us create To Do lists to manage 

Of course, there are many apps devoted to 
time and project management, some of which 
can be very helpful. However, I find that I am 
more productive in the long term when I fully 
engage with my To Do list in a physical way, 
using a notepad and pen or pencil to track my 
progress. That way, the list sits next to me at all 
times and doesn’t get hidden in the background 
of my computer screen or go unheeded on my 
mobile device. 

Engagement also includes reorganizing 
the list at the end of each workday, removing 

the completed tasks and upgrading (or 
downgrading) projects in the other categories 
for the following day as new deadlines 
approach or change. I find that by giving 
myself a realistic picture of upcoming events, 
I have fewer surprises and stress is further 

minimized. 
The cardinal rule, however, has to do with 

expectations: There will always be something 

on your To Do list, so don’t be discouraged that 
it is never truly finished. That doesn’t mean 
you shouldn’t set and achieve realistic goals, 

the various tasks, however informal (and 
seemingly endless) they may be. While simply 
listing these tasks on paper can reduce stress, 

projects may still fall through the cracks, only 
to reappear at some inopportune time when 
other deadlines are looming. And we haven’t 

and then reward yourself in some meaningful 
way (or tackle the next item on the list if you 
have the energy). Just accept the fact that 

there will always be something that demands 
your attention, but that it doesn’t always need 

it immediately. 

even begun to consider where our personal 
projects fit into the scheme of things. 

To manage everything in my own life, I use 

a simple, tiered system based on three words— 
must, should, could—which not only helps 

TCB WITH MSC 

The list can be laid out in three columns, with 
the most important items in each category at 
the top and those below placed in order of 

importance (when applicable). It is especially 

helpful if you divide a larger project into 
manageable parts that you can incrementally 
complete: We want that daily sense of 
completion! 

Must: These are the top-priority items 
that can be realistically accomplished or that 
must be finished by the end of the day, period. 
Determining what goes into this column takes 
self-discipline: If it can’t be done today, move 

it over one column. 
Should: This area is reserved for things that 

are not as urgent but are on the horizon or the 
next part of a larger project. The items listed 
here will reappear in subsequent lists. If the 
day is going well and you’ve completed all of 
the tasks in the first column, you can address 

one or more of these items. 
Could: Here is where you keep track of 

tasks with the furthest deadlines, as well as 
archive ideas and projects that don’t need your 
immediate or near-term attention but that you 

don’t want to forget. 
In fact, one of the reasons I keep this list 

next to me in pen-and-paper form is that, 
during the course of a day and in the middle of 
some other work, projects and ideas come to 
mind that I don’t want to forget. I simply add 

the new idea to the bottom of the could column 
for evaluation at the end of the day rather than 
let it interrupt what I’m doing. 

To keep track of your progress over time, 
use a spiral-bound stenographer’s note pad for 
your list and flip the page at then end of each 

completed day when it comes time to rewrite 
the tasks. That way, you can easily look back 

and reflect on what you have accomplished. 
Above all, this shouldn’t be a rigid exercise 

in organization. Allow for non-linearity in 

your schedule. Often, events of the day will 

alter what can be done and you’ll need to 
reprioritize items on the list; expect this to 
happen and let these changes roll off of you. 

By determining what is realistically doable 
on a daily basis, as opposed to what should or 
could be done, you’re on your way to managing 
time with greater efficiency, while claiming 
some back for yourself in the process. ■ 
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Experience a whole new level of musical expression with the Williams Allegro 2 digital piano. 

88 hammer-action weighted keys produce extraordinary feel, unsurpassed in 
its class. The new custom sound library features ten lush presets including classic electric 
pianos, powerful organs and a world-renowned grand piano*. Enjoy superior tonal versatility ideal 

for virtually any genre. The unique Mod/FX control offers high-quality rotary and vibrato effects 
(on select instruments) while reverb and chorus give you all the tools you need to fully GXpreSS 
your own musical style. Audition an Allegro 2 for yourself today. 

'Visit williamspianos.com for the complete “sound library” story. 
Available 

exclusively at 



Introducing the 

Ultra Lite av 
MOTI 

motu.com 

18x18 USB / AVB audio interface with 
expanded DSP mixing, wi-fi control and audio networking 

The latest in MOTU’s award-winning Ultralite 
I 

audio interface series, the Ultralite AVB delivers 

18 inputs, 18 outputs, expanded DSP mixing, 

and modeled analog FX, plus wireless control, 

AVB audio networking and best-in-class analog 

audio quality for on-the-go mobile recording. 

• 2 mic ins, 2 guitar ins, 6 line ins, 8 line outs, optical and MIDI 

• 117 dB dynamic range on balanced analog outputs 

• Console-style mixing with 48 inputs, 12 busses and vintage FX 

• Wi-fi control from your laptop, tablet and smart phone 

• Easy expansion and flexible, powerful AVB audio networking 

OPTICAL AVB ETHERNET - ANALOG OUT- MAIN OUT - ANALOG IN -

Learn more at motu.com/ultralite 




