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It happens pretty much every year at the same tifagl'm not talking about the arrival of Santa @abut rather
the introduction of the latest, greatest (we hapenay) version of Cakewalk's flagship SONAR DAW.iF kear
was no exception, and SONAR 8 Producer Editionavemunced a bit before the Fall AES show, thenbibeu at
the show and shipped to customers all in fairlysber thereafter. In fact, there have alreadnbe couple of
patch releases by the time of this writing.

While it might be tempting to make a comment liksgme old, same old," at this point, Cakewalk'ststa
SONAR 8 took a decided left turn from the bullst lbf bells and whistles that frequently dominagevifieature lists
for SONAR (and its competitors, for that matten)r& there were enough bells and whistles to Keegetof us
who love new toys happy. We'll take a closer lobthase in a bit. The heart of the SONAR 8 upgréua,gh, was
the work Cakewalk did "under the hood" to imprave everyday experience of SONAR users in areas like
performance and stability. That's the sort of thimgt may not look sexy on a marketing bullet kigtere it
constitutes exactly two bullets, but warranted atire white paper to detdithe fine print" More importantly,
though, it is the sort of thing that is likely taake SONAR 8 a "must have" upgrade for anyone usygpast
version of SONAR, whether or not they find the ahd whistles that make for great marketing blibet of
interest.

Let's take a look at Cakewalk's latest SONAR releéSee also our earlier reviewsS®DNAR 2 XL, SONAR 4
Producer EditionandSONAR 7 Producer Editioh

Background

The bullet list of new features in SONAR 8 Produgdition is actually quite long. I'll refer you the Cakewalk
web siteif you'd like to read the detailed list. Howeveere's a condensed rundown -- a bulleted listebihilet list
S0 to speak:

New features, optimizations, and workflow enhancenmgs: Loop Explorer 2.0, dedicated instrument
tracks, performance optimizations, user interfganazations.

Editing enhancements:clip selection groups, aim assist cursor, split anute tools, free edit tool.
Recording enhancementslive effects and softsynth rendering, anytime rérwm.




Mixing enhancements:exclusive solo mode with solo override, bus inputs QuickGroopr@nd, mono
hardware inputs.

Control enhancementsitransport updates, control surface enhancements, Tragkarid Console View
sync.

Additional enhancements:enhanced sample rate conversion, Vista audio, QuickTim@atifaxport.
Workflow enhancements:insert send assistant, updated ACT presets, drum araghplug-in presets,
new drum patterns for the integrated step sequencer.

New instruments: Beatscape loop performance instrument, Dimension PuePlanos Amber VSTi
module.

New effects processorsI'S 64 Transient Shaper, TL-64 Tube Leveler, Channel Thalve Instruments
Guitar Rig LE.

Of course, these are only the latest additions antbvements to what was already a mature, stable DAW.

SONAR 8 is still a Windows-only application. The 32-bitsien of SONAR 7 is supported under Windows XP and
Windows Vista. The 64-bit version of SONAR 8 is supported anlder Windows Vista. Mac users who want to
run SONAR will need to do so by running Windows under MacX@th Boot Camp.

The minimum hardware system requirements Cakewalk lisSS@NAR 8 include an Intel® Pentium® 4 1.3 GHz
or AMD Athlon™ XP 1500+ or higher CPU, 512 MB of RAM, 18-bolor graphics with a minimum of 1024 x 768
resolution, 200 MB of disk space for the core program (grtype of hard disk), and a DVD drive (dual layer
capability is required for installation of SONAR 8 ProduEdition content). Cakewalk recommends your system
include an Intel® Pentium® 4 2.8 GHz [EM64T] or AMD AthlonX¥ 2800+ or higher CPU, 1 GB or more of
RAM, 24-hit or higher color with at least 1280 x 960 resolut30 GB of disk space for the program and contents
on EIDE/Ultra DMA (7200 RPM) or SATA hard disks, DVD deiwith dual layer support, and available web
server space with FTP access privileges. If tharé@simmendation sounds a bit odd, note that it is intendadsé&
of Cakewalk Publisher, which allows uploading audio recordanrgduced in SONAR (or elsewhere) to your web
site. That would not be needed for most SONAR uses. lidmg worth noting on the hardware requirements is that,
disk space needs aside, if you were happily running SONARJS, 7 on your current system, the performance
improvements in SONAR 8 will likely result in your bgieven happier running SONAR 8 on that same system.

The U.S. list price for SONAR 8 Producer Edition is $64#h current street price just under $500. Upgrades from
SONAR 6 Producer Edition go for $179, and various other upgeadesvailable. There is also a SONAR 8 Studio
Edition, whose main differences from SONAR 8 Produceridéddre the lack of surround sound and the omission
of number of other extras (e.g. POW-r dithering, varemfsvare instruments, various plug-ins -- seeSBINAR 8
Producer Exclusiveweb page for the full list). SONAR 8 Studio Editiondigbr $369, with a street price just under
$300. SONAR 8 Studio Edition upgrades from any prior versi@QiNAR Producer or Studio go for $99.

The contents of the SONAR 8 Producer Edition packagadedhe 206-pagBONAR 8 Producer & Studio User's
Guide a 1-page "Read This First!" document, and a squarish @aibox with the four DVDs containing the
software, each in a paper media envelope. You will neeldal/er-capable DVD drive to read some of the extra
content media, but the basic SONAR software instafiatself is on standard 4.7 GB DVD media. The medsa
contains an Adobe Acrobat (PDF) file of the entire, 1189eSONAR 8 Reference Guifite anyone who might
want that. (SONAR's on-line help facility covers thmeamaterial, so it is more a question of how you wanise
the information than the content itself.)

| was pleasantly surprised that my 2004 vintage Toshiba D\RW/drive did read the dual layer media. It if may
be worth checking your drive's specifications if you haweolder drive and want to be sure you can read the
additional content, such as the sample libraries foreDsion Pro and Beatscape. | was less pleasantly |4t lnys
the media packaging as | have a pet peeve about paper megl@pes\which greatly increase the likelihood of
getting fingerprints on the media during handling), and Cakevwaskypically used much classier packaging. With
many products | wouldn't care so much about this, as tdgpkce the envelopes with slim-line or standard jewel
cases. However, with 4-disc set like this, doing that wimdrbase the odds of pieces of the packaging getting
separated. Also, because of the way Cakewalk has packaged@exdies with SONAR over time, being able to




reinstall all the components in the event of a digka@ement or system upgrade has required keeping all the older
SONAR media and serial number information, going baek éeyond SONAR 1.0 (i.e. since the MP3 encoder
license goes back to Cakewalk Pro Audio 9, and requireswetdit CD if the software needs to be
reinstalled/reauthorized from scratch). Thus, longesfitthe packaging is of some concern, and CD jewekcaise
DVD cases inspire more confidence than a cardboard boaicorg multiple paper envelopes for the actual media.

Installation of the software was, by and large, stethéidindows fare. Cakewalk has improved the main SONAR
installation program by providing several preset templ&dewhat you want to install, such as "Minimal",
"Recommended”, and "Custom"”, as well as additional @ésesoftsynths, audio plug-ins, and more. These were
handy in that choosing one of these (e.g. "Recommendeabiotlicommit you to a specific set of installations, b
rather provided a starting point, from which you couldc&h@ uncheck individual components to tailor your
installation as needed. That might sound on the surfeed the same as checking "Custom". However, the
difference is that it gets you to a starting point muchengiickly, as you can pick the preset that is closested
you need, then modify things from there, rather than lgaarstart with either most everything unchecked ostmo
everything checked. Besides the main SONAR installatian(disich also included most of the basic softsynths
and plug-ins), there were separate discs for Beatscagétgdoop library), Dimension Pro (and its basic siemp
library), and an additional content disc (with additionahBnsion Pro libraries plus sample SONAR projects for
study).

| encountered a few minor installation-related issk@st, the main SONAR installer hung near what I'mtgret
sure was the end of the installation. | let it go feerchalf an hour before deciding to kill it off, and | diot metect
any ill effects, so I'm not sure what was going onewthe Beatscape installer ran, | must have glossed @ver th
part where it tells you where it will install the V$lug-ins, thinking it was the standard place most CakeW&T
plug-ins go, but only learning later that it was not. Irtipalar, when | went to apply the update to Beatscage tha
was already available by the time | installed thedssftware, it couldn't find the Beatscape DLL, aefdised to
upgrade the software as a result. | had to look aroynslystem to find it -- it had installed it under a diary that
somehow ended up being a default VST directory on myreysted which happened to be under my Toontrack
plug-ins directory! Manually moving Beatscape to a niohdgtive location, then pointing the upgrader to that
location did the trick. | would have also preferrethis version of Dimension Pro had installed the latession of
the software, which has been around for quite awhile Mawever, it installed V1.0, so the upgrades needed to be
located on Cakewalk's web site, downloaded, and instdlfegladditional content disc did include the free
Dimension Expansion Packs 1 and 2, so at least inaiaisecessary to also download those from the ney éhe
quite large).

Cakewalk remains a class act on the software proteftiont, being one of the few companies that trulytértrseir
users with a software protection mechanism that doesplire a dongle or the kind of hard disk-based
authorization that will need a different key anytime yanénto move the software or reformat your disk. A wi
recent versions of SONAR, SONAR 8's software pratadhvolves a serial number and an authorization kel tie
to your e-mail address. Once you get the authorizationitkégesn't matter if your e-mail address changes,uiseca
you can still use the same e-mail address and auttionzeey if you ever need to reauthorize -- i.e. ittishecking
your e-mail address behind the scenes or anything. Jkstsuee and remember to write down those two extra
pieces of information and keep them with the serial rermrbcase you need to reauthorize. Cakewalk even
provides spaces on the serial number sticker for \grdimwn these values. This brings up my other beef with the
current SONAR disc packaging. The sticker with the satiatber and spaces for the other authorization fields is
the outside of the cardboard box with the media. Tlaka® it susceptible to the effects of light and handling,
whereas the sticker for recent releases was on tige ioka DVD case, where it would be protected from legid
most handling considerations. If this concerns you, I'd siggpying down the information in a better-protected
place, be that inside the front cover of the manuakei@away in a file folder of software authorization
information, or whatever you personally prefer.

This review cycle was begun using SONAR 8.0.1, the fastiprelease, which had already been issued by the time
| received the software. A second patch release, SOBIBR was issued about a week later, and that was used for
the rest of the review. My review system was runningdéivs XP SP3 on a Core 2 Duo E6600-based system with
4 GB of RAM, and an E-MU 1820M audio and MIDI interface.




Let's take a closer look.

Quest for the Optimum

Let's start with what is almost certainly not sexytarms of the kind of features that make marketing fol&sldr

but which will almost undoubtedly be the highlight of ®®NAR 8 release for many, if not most, existing SONAR
users. To put it in simple language, SONAR 8 just runs b&terprevious versions of SONAR. There is a long list
of specific performance and user interface optimizatioatakewalk engineers have made, but, since | can't get
under the hood of SONAR myself, I'm not going to reaitst you can easily get directly from Cakewalk. (I do,
however, recommend you check out th&ine Fine Print'white paper, which discusses many of those changes.
Cakewalk has also published sob@chmark comparisons of SONAR 8 versus SONABU7 the bottom line isn't
how it runs on an average of multiple benchmark systéon rather how it runs on your specific system.)

I will, however, note that, at least on my system 3@I¢ behavior was snappier in general, from project taadi
time to the responses to user interface manipulatia@osild also run much more reliably at lower ASIO taies
than I've been able to do in the past. From having rekdwialk's documentation on these changes, it is my
expectation that many of the internal optimizations vellob greatest benefit to users running high track caaints
low latencies, but most, if not all, of us are liketysee some improvements.

| have heard some users report that SONAR 8 has beensmable for them, as well, for example crashing less
can't report any such observation on my system for éasans. First, SONAR 7.0.2 was already quite stableyon m
system, so it would be tough to observe that it SONARaghad less when SONAR 7 really didn't crash, for the
most part. The second reason relates to my "for tret paot" qualification in that last sentence. | have fowomes
specific scenarios, especially in the presence akdlatstruments’' KONTAKT 2 Player, where SONAR 8 would
crash, either highly predictably or with at least ¢gethan average odds. One such scenario was when gegzin
otherwise rendering KONTAKT 2 Player tracks with SON#\Rast Bounce engaged. While not every project
would exhibit this crash, most did, and only fairly simptejects (as in ones | might try to build to rececthie

issue) did not. Another such scenario was when trackDNKAKT 2 Player parts, especially using multiple MIDI
continuous controllers in parallel, with SONAR's multigessor mode engaged, where SONAR would either crash
or "poof” (i.e. disappear with no error message). Infdhmer case, the workaround was to turn off Fast Bounce
when bouncing KONTAKT 2 Player tracks. In the lattase; the workaround was to turn off SONAR's MP mode
when tracking KONTAKT 2 Player parts. These two scexsare still issues as of SONAR 8.0.2, and the
workarounds still work as in SONAR 7.0.2.

Some of the internal optimizations have also led toigiog new functionality. For example, among the begefi
that have come from Cakewalk's attention to enhancing3@ subsystem is the ability to change drivers enev
driver modes (e.g. ASIO to WDM/KS or vice-versa) -thaut having to stop and restart SONAR. If you've ever
needed to experiment with a different driver for anyoeaand have a large project, especially one withdbts
large, memory-resident samples, loaded, you know how muzthaésle it was to, for example, change from
WDM/KS mode to ASIO mode, stop SONAR and restart ithgek into the Audio Options and possibly select a
different ASIO driver than the one that came up by defatdp SONAR and restart it again, then finally reload
your large project and try it in ASIO mode. Then, rhidde no difference, it was time to do things in therseve
direction to return to your original WDM mode. No molgw you can just keep your project loaded, go into
Audio Options and change modes and drivers as needed,N&FS@n its profiling if necessary (only if you are
changing from ASIO mode to another mode), then hit &teytry the new mode. This isn't the sort of thingtmos
people would use every day, but it can be a big help when éshuting driver-related issues.

Some of the changes made in this area were also pretes|fisifeature level enhancements we'll be discussing
below. Even without those enhancements, though, the SCBABerformance optimizations would make SONAR
8 likely to benefit every existing SONAR user.




Two Shall Be as One ... or Two

For those who use lots of softsynths in their prgieSONAR's new instrument tracks, which combimeerhost
frequently used controls for both the MIDI and ausiides of a software instrument, will both savecgpand make
operations more intuitive. After all, if we're ugia softsynth for a synth bass, for example, wektbf it as one
instrument, despite there logically being both Mtlata and audio data flowing behind the scenesaading to be
controlled. Still, there are times where the add®mutrol afforded by separating out the tracks majnportant,
such as when working with a multi-timbral instrurhptaying multiple parts. Cakewalk addresses these
considerations by making it possible to split amaherge the instrument tracks at any time, thusvallgpyou to
either consolidate your view and controls or aceekstional functionality, depending on your neetithe
moment.

Looking at an instrument track, it appears to bglarid. As long as the track is not frozen, youl wéde any MIDI
data in the Track View's clips pane and a comhbamadf MIDI and audio controls in the track contrptartion of
the track. (When the track is frozen, you will gsdrozen audio clip in the clips pane.) For exénfhe track's
input will be a MIDI device or "Omni" to respond &fl MIDI devices, while its output will be an aedbus or
device. Routing of a MIDI output to the softsyntidaouting of the softsynth's audio output to flaek's audio
input still goes on behind the scenes. The usesrdioeeed to be bothered by those details, thaigbe they won't
change as long as the same software instrumerdiasso is maintained. Similarly, there are somé&Mtontrols,
like transposition, time sliding, and scale quantzince the user is controlling those aspectsinfthe MIDI
domain, and some audio controls, such as outputmalfader, panning, and metering, since those are m
applicable to the audio domain. The FX bin is usedwudio effects, which is generally what is deisie. However,
what if the user wants to use MIDI effects? Thiw/feere the ability to split the track back into$DI and audio
components might come in handy. Just split the&kgraat, add the MIDI plug-in to the MIDI track's i, set it as
desired (and keep it open if you like), then rua fhake Instrument Track operation to recombinetieks into a
single instrument track. The MIDI plug-in is stitlere and operating behind the scenes. It justvisible in the
merged track.

In many ways, Cakewalk's implementation of instrotrieacks provides a best of both worlds scenaspgecially
when you consider the flexibility to switch baclkdaiorth seamlessly between the hybrid instrumertkis and the
separate audio and MIDI tracks. Speaking of whigters with pre-SONAR 8 projects may be happy tonkinat it
is an easy matter to upgrade their old project®iobine the separate MIDI and audio tracks inttrumsent tracks.
Simply go to either the MIDI or audio track for timstrument you want to combine, right click onaibd choose
"Make Instrument Track" from the pop-up menu.

If there are limitations in this approach, theyelikfall into two categories. The first is, if thgbrid track design
choices, in terms of which controls to display aidch controls to omit, don't line up with your penal
preferences, you may need to either stick withsfii tracks or do a lot of splitting and recombign For example,
if you frequently use MIDI plug-ins, and frequentisant access to the MIDI plug-in bin, you would di¢e split the
tracks so you can access the MIDI track directhe $econd is what | consider to be a combinatidsugé and
design oversights. In the area of bugs, there sedia some issues with track numbering math whetipteu
instrument tracks are located consecutively withBONAR project. See the "Getting Loopy" sectiololwedor one
specific example. As for the design oversightglidve there are opportunities for additional imggipn that would




make things smoother, especially in the case alingdo split and recombine instrument tracks fitome to time.
For example, let's say I've got a Roland Groovdsynatck with a TR-808 patch, but I'm also using @esSynth
tracks for other instrument sounds. So, instedeteping the default "Roland GrooveSynth 1" trackedor the
instance with the TR-808 patch, | rename it "TR-88&d also assign a track icon to let me seeatTifR-808 part
when looking quickly. Now | decide | need to useli®I plug-in on the track, so | split the track anits MIDI and
audio components. The audio track still has itaudéfsoftsynth icon and the name "Roland Groove$s$n®utput
1: Stereo". It would have been nice to have chatiggdntuitively apply at the instrument level &p both
component tracks. Another area | consider an ayletrs that you can't insert an instrument tracknfithe Track
View in the same way you can right click to insamtaudio and MIDI track. You can only do that byngpto the
Synth Rack and inserting a softsynth. That medysui want to insert the instrument track abovesigular track,
instead of being able to position your cursor thatappropriate place to do that directly, you havmake a two
step operation where you first insert the instruntiexrck from the Synth Rack, then drag the newbeited
instrument track to your desired location.

To be fair, this is the initial implementation akirument tracks in SONAR, and maintaining backward
compatibility with the separate tracks, which dbase benefits beyond just backward compatibilitshvald
projects, does bring extra considerations. Howehesse are the sort of considerations I'd havdlydeaped would
have been ferreted out in design reviews or bstintg rather than still being here in the relegzmdluct, no less a
second patch release of that product. The bottoenisi Cakewalk's overall design is good, and pes/itexibility
that would not exist, or would at least be more lseraome to use, in a simpler instrument track impiatation.
However, at this stage, there are still some weglthat need to get ironed out.

Getting Loopy

A longstanding request from SONAR users has beemate@ MIDI loop previewing as easy as audio loop
previewing has been all along. This has been &phat request from SONAR users who have also used
Cakewalk's Project5 softsynth-based virtual styglagram, which has long had integrated MIDI loopypewing.
In the meantime, some SONAR users made do withrexdt®IDI loop previewers, be it instrument-specifines,
like the groove browser built into Toontrack's Edidmer®, or softsynth-independent products, likenfaack's
EZplayer® pro. While this may have lessened thenmey of providing an integrated MIDI loop browsifagility in
SONAR for those users, most would still maintaiat thaving an integrated MIDI loop previewing cafligbin
SONAR was still highly desirable.
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Cakewalk calls the enhanced Loop Explorer in SONBARoop Explorer 2.0". Its key new feature is thdigy to
preview MIDI patterns through your virtual instruntef choice. A new left-hand pane in the Loop Exet
provides a list of the project's available softeyniand you can choose which one will be usedrievipwing by
clicking on the one you'd like to use. Alternatalganging the focus to the relevant track in SONARack View
will also change which softsynth is used for MiDépiewing. Note, though, that the change of prewseitsynths
does not take effect immediately, nor at the neap Iboundary. Rather, it only takes effect onceglmange which
loop is being previewed. Once you've found the lpayp want, just drag it to the MIDI track for thelevant
instrument to construct your arrangement.
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The left-hand pane of the Loop Explorer also showsesoasic softsynth status information, such as if that
instrument is soloed, muted, or disconnected. This makasy to see instrument status at a glance, for eraopl
troubleshooting purposes.

In general, this is a handy facility, and having MIDI loopyiewing flexibly built into SONAR makes it easy to
mix and match loops and instruments, which is the keyrefas using MIDI loops in the first place. However, |
encountered two issues when using this new facility, oné/of which is actually a Loop Explorer consideration.
The other greatly affects its use with instrumentksa

In the first scenario, | was previewing some third p&til loops with three different drum softsynths, trgito
decide which drum box to use for a hip-hop-oriented fektonfigured all three softsynths so | could simply
alternate between then in Loop Explorer. It would have beedlier to be able to just toggle the softsynth's name to
switch immediately between modules, but having to chéaps wasn't a big deal. However, when | switched to
one of the softsynths, I noticed there was no sadeshite everything seemingly being configured propertlythe
MIDI loops' being played properly if they were dropped dhtsoftsynth's MIDI track. The issue turned out to be
that the loops had been configured with data on Mihdel 10, which is used in General MIDI as the drum track.
The particular softsynth defaulted to using channel 1,HeuSONAR MIDI track had also been configured to send
information on channel 1, so everything was hunky-dorynagiaying the same loops from the MIDI sequence.
However, it seems that Loop Explorer is sending its Mi@adlirectly to the softsynth, rather than through the
routing of the MIDI track. The workaround was to configtire synth itself to receive on channel 10, then rbset t
MIDI track to do the same. This could have been morecdlffithough, if it turned out that different loops were
configured for different MIDI channels. That probablyidikely with drum loops due to the GM standard, bus it
conceivable it could happen with other instrument loops.

In the second case, | noticed that, when | dragged Miapiddrom Loop Explorer to SONAR's new instrument
tracks (see above), sometimes the loops would seematapdesr, and would not play back. In other cases,
sometimes the loop would show up on the wrong track ahliegeffter it was dropped, and would play back from
the wrong instrument afterward. While I initially tight | was just doing something wrong, once | split bat t
instrument tracks into separate MIDI and audio trackdovered what was going on. In the cases where the loo
just seemed to disappear, it was actually landing on the @radlofor the instrument above the track | was
targeting. In the cases where the loop showed up on thregvmstrument, it was landing on the MIDI track of an
instrument track that was higher up in SONAR's Trackwaed track numbering. The issue thus appears to be
some kind of track math error in the case where thereaitiple instrument tracks in a row. For examplehéf t

first three tracks were being used, the instrument maokbers would show 1, 2, and 3. Dropping a loop onto track
1 would result in the appropriate placement of the looppping a loop onto track 2 would result in the loop's
being placed on the audio track associated with instrumsesit 1. Dropping the loop on track 3 would result in the
loop's being placed on the MIDI track associated withrumsént track 2. This suggests some hidden tracks are used
in managing the instrument tracks, and things get aikédwp when there are multiple consecutive instrument
tracks in the project. Splitting the instrument tracksto separate MIDI and audio tracks provided a workaround
but this is a nuisance for projects that are highlisgnth-based in the sense that it defeats the purpdserioig
instrument tracks in the first place, making it much endifficult to pick out the correct track at a glanoel éaking

up considerably more vertical space. Hopefully this bugbeifixed in the next SONAR 8 patch update.

For the Editor's Desk

If you spend significant time comping and editing, you krloat small changes in workflow efficiency can add up
to a good deal of time over the course of an entiregrdit's not so much whether the tools at hand aylmwto do

a task -- where there is a will, there is almogiags a way. Rather, it is how long it takes you tdhda task given
the tools at hand and your familiarity with them. Avfextra mouse moves or clicks might seem trivial when
looking at a single operation. If similar operations earried out hundreds of times over the course abjaeqir
though, all those little bits of time can add up to quita af time. SONAR 8 provides several new and enhanced
facilities aimed at streamlining editing workflow.




-: A new Aim Assist Cursor mode for SONAR's Track Viprvides a vertical line,
s 25 Well as a precise time readout, to make it etsigee the precise position of the

cursor in time, and in relation to visible attriesitof the clips (e.g. audio wave
diagrams, MIDI notes, clip borders, etc.). This emk easy to line up the cursor
precisely ahead of starting an operation thatghligisensitive to the cursor's
position. An example might be importing a trimmedia file with a sound effect,
where you want that effect to begin at a precisetpo time, be it within the

overall timescale of the project or to align witrerts in other project clips. In the
former case, the Aim Assist Cursor's time readpunithe time ruler area would be
used to position the cursor precisely prior totigitking and invoking the Import
Audio operation. In the latter case, the vertichltevline would be used for aligning
the cursor with the reference events, before ictibking and invoking the Import
Audio operation. Another example might be using feature when needing to get
very precise in making time-based (as opposedpebased) selections using the
Select tool or muting by time range using the Mot#.

| find the Aim Assist Cursor helpful, and expeatill keep it engaged most of the time (I really taee any
downside at this point). However, | have to contésd, when | first saw this feature noted in ahHigvel bullet list,
| was hoping for even more than it provides. Irtipafar, | was hoping the aim assist informatiospecially the
vertical line, would continue to track the cursdrem moving clips around, and was also hoping itldvalso be
applicable within the piano roll view when movinpjects around. The vertical line could have progrtnemely
helpful when selecting a clip to move at a stratggsition (e.g. the start of a transient) and wanto slide that in
time to align with another strategic position (¢t start of a transient on another track). Thiane of those
scenarios where | already have a way to accomplgit | need to do -- | set the Now Time to the éanpsition,
then drag the strategic location on the clip tonmyed until it lines up with the Now Time's vertitiae. However,
having the aim assist line work while dragging tgasl it stays at the location where you startedrtbee of the
clip), would have saved the time taken to resetNbw Time before the operation, as well as the tireeded to set
it back to where you want it to be afterward. Tle¢in that | have mixed feelings on the Aim As§lstsor. | like
having the extra information it provides, and | cae a few operations, which | personally donvehy frequently,
where it will be invaluable. On the other hand, iidept moving during the course of a drag ediyould have
saved me significant time in most every projeetsb believe that additional functionality wouldbpide even
greater benefit for those whom the current impleiaigon will most fully benefit (e.g. sound effe@ditors and
individuals who prefer comping based on time rammgdip-based comping).

The new Free Edit Tool provides an alternate waguakly alternating between selecting by time and
selecting entire clips. Using SONAR's Select tadijch defaults to selecting entire clips, selectiygime
range can be accomplished by engaging the Alt kéyre clicking and dragging. The new Free Edit tegjuires
no modifier keystrokes. Instead, the Free Edit baales its use of clip- or time range-based eddingursor
position in relationship to a clip when you clidletmouse. If you click near the top or bottom @f thip, the entire
clip will be selected. If you click in the centiadea of the clip's vertical range, you'll be seterby time range. If
you do a lot of alternating between selection meshthis could remove the tedium of keeping your-nmuse
hand ready to use keyboard modifiers.

SONAR 8 provides clip selection groups. The bad#aihere is that selecting, or performing cerigies of
operations on, one clip in the group results irfgating the same selection or operation on therattigs in the
group. There are two ways to get clips groupetiénfirst place. The manual method is to selectlips you wish
to act as a group, right click on them, then ch@semmand from the pop-up menu to group them hagetA
similar facility allows removing clips from a grolgter.) More interesting, though, is an automatethod for
grouping clips together. A new recording optiorS@NAR 8 allows SONAR to automatically group anysli
recorded together into clip selection groups. Thiadkes it easy to operate on, for example, multiechidrum tracks
or other instruments recorded across several tiacksingle recording pass. The tracks do not habe
contiguously located. You can think of this asieditat the performance level, rather than at thel lef the
individual underlying tracks that add up to thatfpenance. This can be handy for maintaining thegrity of a
performance while still allowing the flexibility ohoving things around in the ways we've gotten used the
DAW world. It saves the user from having to rememiseat goes together and take all the extra stepded to




deal with selecting, and/or otherwise editingtlad related bits and pieces. Here are a coupleashples to
demonstrate how this new capability might be used:

In a live recording studio environment, a drumiséypically recorded with multiple mics, with eaefic going to
its own track. Enabling the automatic clip groupfegture would result in the clips from all thecka recorded in
one pass' being grouped together. Perhaps twogpasséracked, then it is time to comp those twe sktakes
down to one composite part. Due to mic bleed ame:ige feel issues, we probably want to avoid usliregrack
from, say, the snare mic on the first take, with tiftacks from the rest of the mics from the sedaird. We'll want
to either cut the clips we have from each take dimismsmaller clips to enable clip-level mutingd®letion of the
unwanted clips or to use time range muting on Hr@us clips to result in only one set of takeghbdeard at a
time. This is doable without clip groupings -- ysimply have to operate on each clip separatelynarases where
it is applicable, use existing multi-selection teicjues to tell SONAR which clips you want to twesl¥ith clip
grouping, though, you only have to operate on drtkeoclips in the group, and the same operatidhbsiapplied
to all other clips in the group. For example, ifiyare cutting around the chorus section to alloanging which
take is being used in that section, you can justichever clip is most convenient to cut (e.@ tfi-hat track),
and the same cut position will be applied to al tther drum tracks. Similarly, if you apply a tinasmge mute to
one clip in a clip grouping, that same time rangeas applied to all the other tracks in that eigbection group.
Note that this use isn't specific to audio traél@. example, | use multiple MIDI tracks when redogdNI B4l
organ parts, with one track for the upper manudheforgan and another for the lower manual (Inngéwo MIDI
controller keyboards to record the two parts coreily). Needless to say, | want these tracks ttogether to
preserve the nuances of my playing, but | also Wash to maintain their separate track locationt tor
readability in Sonar's Staff View and to presehe pproper routing to B41l organ manuals.

In another scenario, we might be building multiplgtrument tracks up through overdubbing a tracktane.
We've got everything working nicely in one chortish@ song, and we want to use those identicaspartsome
subset of them (e.g. the basic tracks or backgreanals), to fly into one or more additional charsi®f the song.
In this case, the parts weren't recorded togebutiywve can use SONAR 8's ability to group clipsetber after the
fact to group the relevant tracks. Once we've dbat we can simply do the needed editing on orthasfe tracks,
Ctrl-drag the isolated chorus to its new locatiordpy it, and have all relevant tracks stay togeih this process.
At that point, we may want to ungroup the groupféother editing.

When clips are grouped, the Split and Mute toolswark on all
clips in the group in parallel. This can be a Imgetsaver when
dealing with time range mutes across multi-mikeaks or cutting
up multi-miked tracks ahead of clip-level comping.

There is at least one key idiosyncrasy with clipugr behavior.
Let's say I've just tracked a multi-miked drumfsetan entire song.
Everything is great, except the second chorus fflgethe first
chorus in to replace the second chorus, and thediof both
choruses is such that | can make easy cuts attfiering and end
of the chorus. What I'd like to be able to do ikt $pe first chorus
out at its beginning and end, cut the second chatrits beginning
and end then delete it, then drag copy the firstuhto the location
of the second chorus, using SONAR's "move by meaSgrid to
maintain timing. My expectation is that | shouldyhave to
operate on one of the tracks in the clips to dthal thanks to clip
grouping. In fact, cutting up the tracks goes asexpected, but when | try and delete the sedoodis, then entire
drum part gets deleted. Similarly, if I just tryrtwve the first chorus to the position of the secdmorus, the entire
drum part moves.
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What is happening is that the splits in these digsnot creating new clip groupings with the saeteof tracks but
different horizontal positions. Both the clips bef@nd after the split remain part of the origicigd group. There
are possible workarounds. One is to ungroup altlips, then manually create new groupings withshme set of
tracks but the different horizontal positions, tliieally do the deletion and copy. It seems to theugh, that this




having to ungroup and create multiple new grougsitantly impairs the potential for gaining efacy through
clip edit groupings. Another possibility would lmeuse the grouping override facility, which is loadly hitting shift
when using the tool you want to use, such as theeS®ol, to override the groups. In this case wauld manually
select the second chorus clips, delete those,ntagually select the first chorus clips and copgéhimto the place
of the second chorus. This also feels like extrekyaough, when it would seem the point of theugings is to
keep parts recorded at the same time togethemraedplicit splitting of a track into multiple hadntal pieces
should keep the vertical pieces on each side dépphetogether, but create a new horizontal group.

Whether this behavior is a bug or by design | csayt but, for the benefit of workflow efficienay clip group-
based editing, I'm hoping the former, and thakauiil be forthcoming in the next patch update. Medile, this
idiosyncrasy won't affect other key applicationshsais muting by time range when doing time rangetha
comping. If, on the other hand, you prefer clipdghsomping, and cut things up into phrases aheadnoping, the
issue will have a similar effect as in the editaage. In fact, it will have even greater workflompiact there
because, unless you manually get rid of the granpsecreate new ones after cutting things upgdyoave to be
doing manual selection every time you want to to,mping a new segment, and possibly also each tomewant to
try a different take if there are more than tweoetak

SONAR 8 also significantly enhances keyboard-ba&skithg operations, providing three modes of openafor
using the keyboard's number pad. A navigation npodeides the ability to scroll or zoom using theed's arrow
keys (8 for up, 6 for right, 2 for down, and 4 feft). A selection mode allows using those sameskeymove the
cursor around the clips pane, and select basedtoe elips or by time range. Finally an edit madiews slip
editing of clips and manipulating clip fade-ins gade-outs. The edit mode uses the numeric keypaidsa keys to
select what gets affected, along with the plusraimiis keys (also on the keypad) for actually penfag the
operation. While these enhanced facilities may §ordhe favor with mouse-challenged users, | suspettprimary
purpose is for enhanced integration with controfemes, such as the n&@akewalk SONAR V-Studio 700

Teaching the New DAW Old Tricks

Here in the modern DAW world, we can do all kind$hings that were unheard of back in the tape-thas®|d
where many musicians and engineers cut their rewptdeth. Occasionally, though, there are alsogththat could
be done in the tape-based world that, for one reasanother, do not appear in a given DAW.

One such feature that has long been requested BAB@sers is the ability to arm and disarm tracksrécording
while SONAR's transport is running. This may narmdike a big deal for those of us who operate sola
environment where we're playing engineer and marsiat the same time. However, in an environmentavhe
multiple musicians are working together in paralidth an engineer trying to make sure the resarkscaptured
with little or no impact on the musicians' creatileav, the feature could be a life saver. For exlnponsider a
jam-oriented session, where a core group of mussaae playing together in an extended jam. Al stidden the
session leader gets an idea and points to anotingcian who is present, but not involved in therent take, with
the idea that this additional musician join the janprogress. The mics are all configured to supadditional
musicians, but, because you, the engineer on #s808e weren't expecting this musician to be plgyin the
current take, you hadn't armed his track for reiogrdWhat do you do? Somehow the words, "sorrysgygu’ll
have to start the jam from the beginning so wereanrd Charlie's track," don't seem like they'dger too well.
Prior to SONAR 8, though, that and the almost atesinable option of having Charlie wait to do hést@s an
overdub would be your main options. (A third optiaight be hoping Charlie can just share a mic loeoaudio
input with another musician whose track is alreaalyfigured for

recording.)

. - . .. Record Options
SONAR 8 provides the capability of arming and disiag tracks

while the transport is running. The capability isadled by default
due to the potential for significant CPU overhdatiére are many () Sound on Sound (Blend)

input devices enabled on some WDM devices. (Thi®isan issue
with ASIO drivers. A potential workaround in theseaof affected
WDM devices is to disable any input drivers that yan be certain llow Arm Changes Dusing Playback /Record
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will not be needed.) To enable the capability, go B@NAR's Record Options, and check the "Allow Arm
Changes During Playback/Record" flag. Once you've seligigisyou're ready to get the transport rolling and arm
and disarm tracks (and turn recording on and off in genesgipa please.

In addition to satisfying the unexpected additional musise@mario mentioned above, this capability could provide
the potential for significant disk space savings in #seof an arrangement where some parts would only be
playing for brief parts of the song. For example, ad&rsa flute part plays at the beginning of the piece amdrtbe
again until an instrumental break two thirds of the tagugh the song in a case where multiple musicians are
recording together, playing straight through the sontefiute part stays armed throughout the song, albainis
where the flute is silent would still be recorded akihg@ up disk space. However, with this new capability, you
could simply arm the flute track at the beginning of thegieecord it until the first part ends, then disarmtithek
and arm it just before the part comes in once agdmeifinal third of the piece. Of course, you'll then htovbe
more on your toes to ensure you don't forget to reagnrdtk in time, but the tradeoff might be worthwhileoms
instances. It's worth mentioning that this particufatian goes beyond the tape world's capabilities. In the tape
world, you'd either still end up using all the blank tapbeatween the flute tracks (i.e. if one tape tracklddoe
dedicated to the flute track), or you'd have to plan out whithument was recorded where in order to allow one
tape track to be shared by multiple instruments that mever playing concurrently, which, in addition to neingy
practical in all cases, makes for extra mixing challenges

Back in high school, when 1 first started multitrackareling, 1 didn't have a multitrack recorder, so | usea tw
cassette decks. I'd record a preliminary track onitkiedeck, then play that back while overdubbing anothértpar
end up with a blend of the two tracks on the second deek Tdhrepeat the process in reverse to add the third
track, and so no. While things started degrading pretty sapidthe sound quality front, | remember building up
some fairly thick arrangements via this method. Latéen | had a multitrack reel-to-reel deck, and, stifirlaan
ADAT digital recorder, | used a related methodologiesuitdhup arrangements more complex than the number of
tracks | had available would allow. One specific technigas @ sequence a large number of MIDI tracks, then
play those back, mixing the results to two tracks of3atsack tape decks, leaving the remaining six tracks for
vocals and other overdubs.

While I'm grateful those days are long behind me thémISONAR's virtually unlimited tracks, effects, and
softsynths, a new SONAR 8 feature called live bounaggbrsimilar techniques to SONAR. Before getting to what
these techniques do, and how they might be used in SON&&tito point out something they do not do. In
particular, theSONAR 8 "What's New" page on the Cakewalk webfsit¢his feature readsl.ive Effects and

Soft Synth Recording- play and record effect and soft synth output into auditks in realtime using SONAR's
live bounce feature." CakewalK'Bhe Fine Print" web pagelaborates on the live input bounce as follows:

When using the Bounce to Track(s) or Export Audio command to bauticeirareal-time, you can now choose to
include any live audio input in the bounce. This allows you taucapealtime inputs as part of the bounce. This
feature can be used to record soft synth outputs to a traelaitime - i.e. MIDI that triggers the synth will be
printed to the track.

Based on the first passage, | was expecting | coulddé¢ceractual audio of a softsynth part | was playingat r
time to its own audio track, more or less like | midhtif recording a guitar through a rack of effects, orndicg

the audio output of a synthesizer through a rack of effexen audio track in a tape- or DAW-based scenario. That
is true, albeit with some caveats. Based on the seasshge, | further expected the MIDI from my softsynth
performance would be recorded to the softsynth's Mi&kir That is not true. Also based on the second padsage
expected that the audio from my take could also be incdgsbitato a mix bounce in parallel to having it going to
its own track. The mix bounce incorporation turns oligddhe most straightforward thing to do with thigdiee,

but its going to its own track versus a mix bounce isitaeréor proposition. Whether | was reading too muntb i
what was written, what was written was simply ambiguousyhat was written was meant to describe something
that was intended, but is not yet implemented in the cumesion of SONAR, | can't say. However, the actual
feature as implemented in SONAR 8.0.2, in its default usagery much along the lines of what I'd been doing
with my two 1970-something cassette decks.




Bounce to Track(s) - [Selected 1:1:0 - 22:3:470) L4l SONAR's current live input bounce feature is avddans an option
Destnatior in the "Bounce to Tracks" and "File/Export" dialoglken the "Fast
v Bounce feature is not engaged. If you want to ndeat you're
playing you will also want to engage the "AudibleuBce" feature.
v | X If you also want to hear any other reference trdcsmay have
been recorded in the project, you will also neeselect those in
the project before engaging the bounce or exp@tatjpn. This
means they will also be included in the bouncexpiogt operation.
Thus, in the default case, using the entire mithasource of the
bounce, it is very much like the cassette declassette deck
recording | mentioned above. That is, the one (@antnultiple
concurrent parts) you are overdubbing is mixedith the resultant
recording -- i.e. the live input does not get reeal to its own track.
)Lk Atomation (V) Bus Akceaicn [ Fast Bounce In the case of a bounce, the blended audio goesi&w audio track
7] Track X ) Bt P ) Acadble Bource whose name begins with "Live Bounce".
[v] 64t Erggrm v Clp Automaton V] Liye ot
o eserm | purrrs Instead of choosing "entire mix" as the sourcegmte you can
choose "tracks". In this case, the softsynth yeucaipturing live
will get its own audio track. By default, so wiNery other track you have included in the mix, f&sg in
redundant tracks if some are already audio tramkpréviously rendered softsynth tracks). You ¢emwever,
manually deselect the tracks you don't want inaudehe mix. This may get tiresome if you havar@é mix, but
it will result in the live input part(s) gettingsi{their) own audio tracks.
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MIDI data is not recorded at all. In fact, ther@esuser interface to trigger recording during ¢hlesunce or export
operations, and any tracks that are armed do rotreically get recorded. The conceptual modeytisib bounce
(or export) incorporating live track(s), as opposedn interface geared toward tracking an instruméth its
effects (i.e. as in the old days where you hadacktwith effects due to not having enough hardvedfiects devices
to cover all the tracks you wanted to process attime). If your uses for the feature will primaribeing in the
latter area (e.g. for highly efficient trackingprts to audio in situations were time is critichB prepared for what,
if aren't necessarily workarounds, are at leasiesoser interface model inefficiencies.

It is also worth noting that, just as with any atheunce or export operation, the time range ytecsavill govern
the time range included in the bounce. Given the thies works, that is no big surprise. Howeveruhtke point is
that, if the first track you are recording is alivounce of a softsynth or some other audio sonsither the export
nor the bounce operations will be available urdil gelect a time range. If you don't know how lgng need (e.g.
maybe you'll be recording a freeform compositicat thill only take shape after you begin playingaka sure and
select a time range that is plenty long for theykst you would need. When you get done playing,cgouhit the
Cancel button to end the tracking, and SONAR, tednlkanother new SONAR 8 feature, will ask youad yant
to keep the results of the operation to that p&ay you do, and you'll be off and running.

When | first read the bullet-level description loétlive bounce feature, I'd envisioned it as sbat i@al-time, live
input Freeze for softsynth tracks. While the newdliat didn't seem terribly critical, at leastiwé powerful enough
CPU, | did at least think it might save time in jpats where time is of the essence, and it makeses® commit to
mix decisions up front. For example, | envisionleid being a nice feature for work demos that wetikely to be
used as the basis of a more polished future reogr@ion't leave options for the mix and things gwemuickly
because there aren't many choices left to makeptissible to use the feature this way. However way the
interface is set up is a decided drag on workflffigiency, especially once you get past laying ddtve first track

if you don't want to get into that cassette-to-etisslike mode of adding a part at a time to a detepmix of
everything laid down prior to that point.

My thoughts on this feature versus my original e&atons made me wonder what sort of applicatioightrbe
better suited for this facility. One that comesrtind is the case of a live performer playing witttking tracks and
wanting to record the result. In that event, theoald decidedly be a user interface bump in hatingelect the
tracks and range of time for the bounce, along sélecting any other bounce options, but the deédwkendering
everything to one mix would be exactly what thetdoordered. This feature would also good for tiraglan




instrument that combined software and hardwaretsfi@nd/or synths. For example, if you were tragkimormal
electric guitar, in which case there is no MIDIdmmhation, you could run it through something like®litar Rig
LE, hearing the sound you'd be tracking live, amthmitting the sound with its effects to audio whideording it.
Here again, setting up the bounce might be a tatdrfag on workflow efficiency, especially if yolanted the
bounced guitar to go to its own track. Still anotbeenario, this time where the bounce analogy senaore
germane to the application, would be for doing & tinat involves external MIDI instruments, wheresh
instruments come back into SONAR as audio trackd vehere capturing the audio from those tracksQbIAR
tracks (e.g. in case you don't have access tathe snodules sometime down the road when remixiagibject)
might be desirable. In this case, it also mightehlbeen useful to be able to bounce the audio tmitsindividual
tracks while also including its audio in the largax.

The net is that, while there are certainly somasuhere this feature will be useful, | can't Hekd that the user
interface mechanics and overall model have somaipahlimitations in most every scenario I've esiehed. These
limitations generally come in the area of impactivaykflow efficiency, which seems to rub against tirain of the
main reason | envision using live input recordinghis manner -- i.e. trying to capture creatias/quickly, and as
effortlessly, as possible to avoid losing the éueaflow. As such, it seems to me this feature dad with some
refinement in a future release. It also would keerii it could indeed record the MIDI from a softsly being played
in this way. That would allow getting the benebfdracking the part directly to audio while catigy the raw
materials for any later reuse, such as the casa wiheork demo is to become the basis for a morietpi
production.

Into the Mix

SONAR 8 supplies several enhancements that wiidhgful come mix time, as well as during the edjtin
stage in some cases. My favorite, and perhaps fahe greatest productivity enhancements added to
SONAR this time around, is called exclusive soladmd/Ne've all been through the drill where we gyi@g) to
evaluate one track at a time. When we want to theanext track, we unsolo the first track and sleosecond, then
repeat the same set of operations each time veglgy ito listen to a new track. Exclusive solo mpdwides a very
simple enhancement. Each time you solo a new teagkpreviously soloed tracks are unsoloed. It isgiem like
a minor thing on paper (er, computer screen),ttean actually be a big deal, especially in thet@adnof
performing the operation on tracks that aren'tted@mear one another and trying to make the switslloed tracks
with tight timing. It really cuts down on mouse algatics, thus letting you pay more attention toligtening than
the maneuvers. Not only does this improve efficjeincterms of literally halving the number of mouseves for
the operation, but it also means you're less likelyave to listen to the section you're reviewaalgitional times
due to having messed up a tightly timed mouse move.

Speaking of soloed tracks, a new solo overridaifeadllows that
specified tracks remain soloed even in the presehseloing other
tracks with exclusive solo mode engaged. For exangaly you're
reviewing various instrumental tracks for tightnaegainst the drums.
Quatter You may only want to check one part at a time, mgkhe use of
o3 B exclusive solo mode helpful. However, you also warkeep the
")) [RD drums audible, independent of which other track imagoloed. You
2 can use solo override on the drums to accomplish $wloing a new
@ instrumental track will unsolo any other previousbjoed
c’f il 0 instrumental tracks, but, because the drums hdveoserride
engaged, they would also remain soloed. To engalgeogerride on
any given track press the Shift key while clickijog otherwise
engaging) the track’s solo button. The solo buftborthat track will
then have a cyan-colored background, as oppodbe toormal green-colored background when solowithout
solo override) is engaged. Note that mute takeseplence to both solo and solo override. Thus, irexaynple
above, if you wanted to temporarily mute the drumisear just the instrument you were reviewing, gould
simply press the Mute button for the drums, leawolp override engaged.
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An enhancement to the Quick Group command allovisktyugrouping all tracks feeding a specific busstAlt-
click on the bus' QuickGroup button, and all trafdexding that bus will be assigned to the Quickuprtor
manipulating their track-level controls. For examay you've got a bunch of background vocalsrigea BGV
Submix bus, but the bus input levels are too highyou want to reduce the volume of all tracks ifegd
commensurately. This new capability would makegyeto group the individual background vocal tradken
manipulate the fader on one of them to make thagiarhere are two caveats, however. Firstly, uf yave
envelopes automating one of the controls you wijlist via Quick Groups, the control will initialpdjust as per
your grouped move of that control, but then theaation envelope will override that change oncglpak
begins. While this is the normal way envelopes wnontelation to individual track properties movessus
grouping in general, so is expected behavior, yay be less likely to notice the automation sinae gan group a
track and manipulate it without actually touchihgtttrack. By comparison, without this enhancemgmi;d at least
have to pass over the track in selecting the tdirelctly or including it when selecting a rangéraicks. Secondly,
in SONAR 8.0.2 the same track math bug that affestsument tracks in other areas (see above) corteplay
here, resulting in the potential for tracks thattdd be grouped together not being grouped in #se of multiple
instrument tracks in a row.

you want to use in SONAR plug-in chains, and itydms a mono
input (e.g. a mono in/stereo out reverb), you mighmt to route
one or more tracks and/or buses to the input oflévice. If the bus ¥
or track being routed to the mono hardware outpstereo, then it
will be downmixed to mono first. Note that mono dhaare outputs
are not displayed by default. To enable their digpyou need to go
into the Drivers tab within SONAR's Audio Optiotisen set the "Show Mono Outputs” flag. Once youh@a, you
will see left and right outputs for each of youdawudevice's outputs, in addition to seeing theesteutput for that
device.

= None -
Left E-MU ASIO 2ch Mix
Right E-MU ASIO 2ch Mix

Stereo E-MU ASIO 2ch Mix

We Have Assumed Control

SONAR 8 has enhanced several areas relating tootiorg
TRANSPORT SONAR, both from its on-screen transport and fronexternal
12:02:777 0 control surface. In fact, as soon as you open 6IOOAR's
' Transport toolbars -- my favorite is the Large Bort -- you'll
notice several extra buttons. There are now whiewalk bills as
®l "True Rewind" and "True Fast Forward" buttons. WHim not sure
| get the "true” connotation -- in particular, theégn't behave the same way as tape deck contrtistithey neither
stop playback to perform their operations nor satibigh speed when engaged -- they do provide sawe
functionality. (Actually, | believe the "true” issad to distinguish these new buttons from the pksawith similar
names. For example, the old Rewind button doesalftyrhave classic rewind functionality, but ratheturns to a
specific location dependent on context, such astre of the project, the start of the looped orgf the project, or
the Now Time marker.) In particular, they rewindfast-forward the Now Time marker smoothly, and
independently of the Now Time cursor, which folloplayback if playback is engaged at the time. Amsas the
Rewind or Fast Forward button is disengaged, the one cursor catches up with the Now Time markestantly
starting playback from that point if playback wagyaged while doing the rewind or fast forward opera There is
also a new Pause button. As you might expectus@s playback in its tracks. It does not, howeafect the Now
Time marker's position. Thus, if you continue plkagk from where you paused it, then hit the Stopdbythe next
time you start playback it will resume from whenetlee Now Time marker had been prior to the palsge that
there is no keyboard shortcut for the Pause buttod the button's functionality is different fronetCtrl-Spacebar
shortcut which does pause playback but also upta¢elow Time marker. There is also a new Auditatton that
makes it a bit more intuitive to audition whatedeta may be selected, including non-contiguousclipis is
analogous to the Shift-Spacebar functionality tieet been in SONAR for a few versions now. If yodndiknow
about that shortcut, you've just demonstrated whytton is useful.




Control surface users now have the option of hatheg visible
controls' track assignments tied to the visibleksan either e
SONAR's Track View or Console View. This is in délmhi tothe |~ s S
default option, which was used in earlier versiohSONAR,
which has control surface strip assignments taltproject tracks.
Let's say, for example, you've just submixed baolgd vocal e G edver . OOmaven Olttes
tracks corresponding to doubled three-part harnsaioie single
stereo track. Odds are you might hide the origmaakground vocal tracks in the Track View, Conagkaw, or
both to keep your view uncluttered for the mix. Wihe control surface strip assignments applyingltproject
tracks, though, those tracks would still take upticm surface track strips. By choosing to havedbetrol surface
strip assignments track the Track View or Consakwy hiding those original background vocal traekl remove
them from control surface strip assignments, tmlg asing the control surface strip correspondmghe submix
come mix time.

SONAR 8's Track Manager now has a flag to keepCiresole View and Track Manager views in sync witle o
another. For example, if you hide a track in thackrView with this option engaged, it will autontatily be hidden
in the Console View, and vice-versa. If your gehpraference is to keep these views in sync, #asure can save
some time on the workflow front, especially if yibud yourself frequently hiding and unhiding tracks

SONAR now can display meaningful VST plug-in partengalues
in ACT surfaces and property pages, in conjunctigh assignable
controls in the Synth Rack and Console views, artdaltips
associated with envelopes at the current Now TiMieereas in the
past SONAR would only display decimal values betweero and
one, representing the fractional proportion ofulay between the
extremes of the control's travel between its lovaest highest points, respectively, SONAR can napldy values
with real-world meanings. For example, if the pagtenin question is the gain control for a bandmokqualizer,
the range of the parameter might be between -18B18 dB. If it is the frequency setting for teaime equalizer
band, the range might be between 16 Hz and 22 Kbtz that SONAR can only display meaningful valiie¢ise
plug-ins in question expose the relevant infornmatm SONAR. However, all of the plug-ins | randorsbiected to
check did this, including a series of freeware ghgythat bore date stamps between 1998 and 2000.
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Getting Off to a Running Start

There's no doubt that SONAR is a complex produttt wimyriad
~. | of areas to explore, build, and tailor to yourridi New users,
AR | - especially, can get overwhelmed trying to figuréwhere to start,
N AR e - but even experienced users can sometimes usefahlalp to tame
— : . all the possibilities SONAR provides. SONAR hasjdrad
-~ . ' =1 facilities such as project templates to get compraject
rerere J ~~3R . configurations set up quickly; track templatesreate individual or
comse - - e | multiple tracks with preset softsynth setups, ¢ftdains, and even
e '] bus routings quickly; drum maps for common drum uiesl of
both the hardware and software varieties; and mumte. SONAR 8 adds significantly to what is avd#ah this
area, for example with over 400 new track and ptdemplates, updated ACT presets for popular pisgand
controllers, additional drum maps and plug-in pigsend a new collection of drum pattern presetS©ONAR's
integrated Step Sequencer. Of course, you carcigdite your own presets, maps, templates, and.ddowever,
especially with the ACT mappings, it's nice to knibvere is a good chance that the work has alreaely done for
you, especially if you use a large number of plug-and softsynths and want to be able to maniptiiata with
your hardware control surface.




Cakewalk has also added an Insert Send Assistaiuhvs Insert Send Assistant
conceptually similar to the wizards found in maoftware
applications. When | first read about this, keyim@n the word
"assistant"”, | had visions of the talking Microspéper clip from
Word or the Grouchy Office Lady. | can't ever renbemhaving plions
actually used those facilities and get annoyedyetiere they pop B3 diame

up. However, it turns out the Insert Send Assisgmuch less a Reverd
handholder geared at newbies (though it can céytiaeip out in

Send % Exstng Bus
*) New Stereo Bus:

New Syrround Bus

that area) than it is a way to perform multiple rapiens very = omrmns B

quickly. While you can still insert sends and ceesgnd and return D Pgst Fader (best for effects)

buses the way you're used to, | suspect most SOlNERS will Pre Pader (Jshow Effects

prefer using the Insert Send Assistant for creatiey send/return e

buses after trying it once or twice. Here's why: AR 3 e p—

Press F1 for help l Lance

When you're ready to create a new send/returnybusgan just
right click on a track you want to send to that bod call up the Insert Send Assistant, just a&lycail up the
Insert Send command. Instead of getting anotheuroéaxisting buses and choices to create newacstere
surround buses, you'll get the Insert Send Asdisliafog box. Had you gone down the traditionaltegyou'd then
go find your bus in the bus pane, name it as ya) bdd effects, and then set up the effects piuff-you need to
change the pre-/post-fader setting, you'd alsdndbin the track properties. With the Insert Sersdigtant, though,
you can do most of that in one place. Up at thatiepe is a set of choices for sending to an exjdtus (and
picking which one if you go that route) or sendiog new stereo or surround bus. If you pick a bagy let's say
stereo in this case, you will get additional opsiam the dialog box, including what to name thag,lwhether to
patch an effect (and you can pick the effect rightn there if you so choose), whether the bus lvélpre- or post-
fader, and whether to open up the effect you'viegatched when you accept your choices. You cancileose the
bus output from the same dialog box. Everything get in one quick form, and the only reason yaghtmeed to
go back down to your new bus immediately is if yeant to tweak bus levels, panning, and other gt{p.g.
adding a bus icon, flipping polarity, etc.), oydu want to patch additional effects. Even if yaed to do those
things, though, the Insert Send Assistant is litelgave some time over the old way. It may alse same head
scratching for less experienced users who mayaygtised in setting up the routings.

Odds and Ends

Before we get to the new toys section of this neyiés worth mentioning a few miscellaneous upsatade to the
base product. In no particular order: SONAR's semgile conversion has been enhanced to use tee fast
convolution engine used in the LP-64 series of B4nlstering plug-ins. Support for QuickTime 7 imfpand
export has been added, including support for H(#® codec preferred for YouTube videos) and AAGia(the
format used by iTunes). Various enhancements hege made to improve audio support under WindowtgaVis
including WASAPI support (improves support for comer devices and devices without ASIO or good WDM
drivers), MMCSS task profile support (gives SONAfopty access to CPU resources for time-sensitive
multimedia processing), and WaveRT updates (chatogesrk properly with Vista SP1).

Moving in Stereo

Most of the new toys in the SONAR 8 product line axclusive to
the Producer Edition. However, SONAR Studio userget one
new plug-in. Channel Tools provides sophisticatutols for

0“0 manipulating the stereo field, as well as automdgicoding of Mid-
m | Side (M/S) channel recordings.

2L ® | Being a keyboard player who is frequently playingtiuments with
stereo outputs, one of my long-time pet peevedhbas that
SONAR's channel-level panning is a simple left-rigalance. That

1%



means, for example, that if you've got a piano recordeiggtincs and you want it to appear to be more toward the
left of the overall soundstage, you will be turning down etat is recorded on the right side of the stereo fietd an
turning up whatever is recorded on the left side of theatield. If the piano is recorded from the player's
perspective, that means turning down the high end anoh¢guup the low end, which is decidedly undesirable in
most cases. What is more desirable in such a casensve the entire stereo field of the piano over tavhae left
side of the soundstage, which essentially means narrowirpigthe's apparent width while preserving its stereo
balance within that width. Channel Tools to the rescue!

Let's take a quick look at what Channel Tools can dopligin's interface is broken down into five areas, with
one of those being the input and output (before ard?fineters in the central area of the plug-in.

In the top left-hand corner is a module labeled, somewdrdtisingly in light of the plug-in's name, "Channel
Tools". There are separate buttons to invert the ippl@hase) of the right and left channels, and a thirtton to

swap the left and right channels. The meanings of thresth@ obvious ones, if, that is, you are working with a
stereo signal. If you are working with an M/S signal, g either the left or right polarity flipping button Wil

swap the channels of the stereo image, as long as yewnbtalso engaged the polarity flipping button for the other
channel, while pressing the Swap button inverts theipots the side channel. The processing done in thiskbloc
occurs immediately after input to the plug-in.

Just below the Channel Tools section is the Delayseatihich is either next in the signal flow of the piagr

just prior to the output of the plug-in, depending on whatheroperating in Pre or Post mode, respectivelye(@h

is also an Off switch to disengage the Delay module epdirehe main body of the delay module provides dials for
delaying either channel anywhere from 1 sample up todngeg.e. 1,000 ms). There are also associated text boxes,
which display the delay times in milliseconds and sampled either text box can also be used to directly ¢m¢er
desired delay value in milliseconds or samples -- yoaiceh There is also a Link button to force both &eftl right
channels to be delayed by the same amount. Note tlgat) Bre processing an M/S recording in Pre mode, which
places the Delay module prior to the M/S decoder, delali@d.eft channel (i.e. per the control labels) is delay
the mid+side (positive polarity) signal, while delaying Right channel (i.e. per control labels) is delayingstte
(negative polarity) signal, which would then get the sidepmmnents out of sync with one another. Beyond any
potential for creative uses, the Delay module could be fegedealing with mic placement issues, such as the right
mic's being farther away from the source (i.e. and teesiving the signal later) than the left mic in a stereo
recording.

In the top right-hand corner of the plug-in is the Inpuid&lblock of controls. You can select here whether the
signal is treated as being stereo (i.e. left/rightylid-Side, or whether the signal is muted (i.e. i@ ©Off button). If
stereo is selected, the signal is goes through an M/Slenimotemporarily allow mid-side balance adjustments.
There are Mid Gain and Side Gain knobs to allow making adpistments. After those adjustments are made, the
signal goes through the M/S decoder, resulting in a stigeal, independent of whether the original source kigna
was stereo or M/S. At this point, any adjustments madteetaeft Gain and/or Right Gain knobs in this block of
controls is applied before the signal moves to the stagie of processing.

That next stage of processing is controlled by the réthmbly named "Panner control" down in the bottomtrigh
hand corner of the plug-in's interface. This is no ordipanner control. It provides two multi-part controlsgo

each for the left and right channels. Unlike SONAR's cebpanner, which has a single control to adjust the
balance between both channels, each channel of the CHanafePanner control has its own, fully independent,
control. The control for each channel provides seméfrendent width (0% to 100%) and angle (0° to +30°)
controls. Note that the two sides of the width conwolaf given channel will always be equidistant from thdeang
control for that channel. | call these controls semdependent, because movement of the angle control beyond some
point can constrict the width control's range, and movewfaine width control beyond a certain point will force
movement of the angle control. For example, if you withenwidth control to 100% (i.e. mono), this forces the
corresponding angle control to the 0° position (i.e.a@nS&imilarly, if you move either channel's angletoairto -

30° (i.e. full left) or 30° (i.e. full right), its widthantrol will be constricted to 0%. However, if you don'tnivane

of these controls to be affected when you change theg, gtbu can prevent that by using the alternate motteeof
controls, which is invoked by holding down the Shift keyleimoving the controls. In this case, the control yau ar




changing will not be able to move beyond a cenpaimt if its moving beyond that point would affebe setting of
the control you are not changing.

Whether it is for stereo instrument manipulatidngng phase issues due to mic placement, or resglstereo field
issues at the mastering stage, Cakewalk's new @h@nnls plug-in provides a good deal of power fexibility.

It is thus an extremely welcome addition to SONA®Verall arsenal of plug-ins, and kudos go to Caitkevior
including it in the SONAR Studio Edition packagetlais is truly a plug-in that every SONAR user wilnt to
have.

New Toys for the Producer

While the SONAR 8 Studio Edition provides plentyredsons for SONAR users to upgrade, it is the SRIEA
Producer Edition that, as usual, delivers the maugtering (er, in an audio production sense) tbysiddition to
surround mixing, the SoundBridge technology towalitsing stereo effects in surround, and POW-r dittige
SONAR 7 Producer Edition also included the LP-6delar Phase Equalizer, LP-64 Linear Phase Multiband
Compressor, VC-64 Vintage Channel strip, Perfeat&ganvolution reverb, Lexicon Pantheon Reverh édition
-- SONAR Studio Edition users get a limited editi@rsion), Sonitus:fx Surround Compressor, and Z8TA
waveshaping synthesizer. Now SONAR 8 Producer &daidds the TL-64 Tube Leveler, TS-64 Transienp8ha
NI Guitar Rig 3 LE, Dimension Pro synthesizer waitiditional instrument and effects libraries, Beapsclooping
instrument, and TruePianos Amber piano. Let's takl®ser look at these new goodies.

TL-64 Tube Leveler

The TL-64 Tube Leveler plug-in provides analog tpbeamp
emulation based on technology originally develofoedsallo
Engineering's Studio Devil amp simulator. The sattan effects
Tube Leveler can produce range from subtle warrnardpwn and dirty distortion. Before you start mylout
presets, it is worth a warning that some of thoesgts bump the volume level up considerably, sonyay wish to
turn your track (or bus) fader down ahead of timbé on the safe side.

Starting from the left side of the plug-in interdaqust above the power switch (bypass button),wiifind an
Over-Sample enable (OVR-SAMP) button, which helgsicihigh frequency aliasing and quantization noides
comes at the expense of additional CPU usagef, gerformance is tight, it may be best to leavs thature
disabled until just before rendering the track s.dmmediately to the right of the OVR-SAMP butisrihe
familiar Drive control, which is used to controlaanuch of the input signal will be subject to tlatusation
processing.

Next up is the dynamic response block of the pimresA Dynamic mode enable (DYN) button determiwbgther
the tube modeling algorithm used is dynamic olit&tynamic mode behaves more like a real vacuura i that
its characteristics vary over time in responsé&oinput signal. It is enabled by default. Whenadyic mode is
enabled, you can also apply a low-shelf filter lwatjustable cutoff frequency and gain controlsl, @mable a bass
compensation (CMPS) button to compensate for tke teduction from the low shelf filtering. The idedo reduce
the potential for clipping in the bass region wist# keeping your overall output response flat.

The saturation section is next. By default, youd séle the "TL-64 Tube Leveler Powered by StudioiDéago
followed by a Clipping control to adjust the soffser hardness of the saturation-to-clipping cuttven a graphic
display that shows the saturation curve in use. éd@w if you click on the Advanced button below Ha¢uration
section, the logo is replaced by two additionaltaas. An Offset dial allows biasing the signal mdoward the
positive or negative range, for example to comptentes an asymmetrical input signal. A Symmetry $BVRY)
dial is used to tweak the hardness or softnedsegbositive and negative portions of the signdecghtly,
interacting with the Clipping control to determite effect.




At the far right of the plug-in are the Output Ghaimob, which provides up to £+24 dB of gain, andabgput level
meters.

I've used a number of analog saturation plug-ires twve years, and, in fact, tend to use one or ploigeins of this
variety on almost every project | produce. Thug ohmy initial reservations, when hearing aboubd ueveler,
was, "does the world really need another tube atitur plug-in?" That was followed quickly by, "witlbe good
enough that I'd consider using it instead of, aaddition to, the plug-ins | already have?" I'm jnafo say | can
answer, "yes," to both questions. In fact, Tubedl@vhas quickly become one of my favorite plug-gspecially
for adding subtle warmth to tracks. Two of its jgtesin particular, "Mix Warmer" and "Warm 1" jisstem to
provide that special sauce that makes almost duag/sound slightly better. By contrast, while othaturation
plug-ins can also be made to sound subtle, theggts tend to have more pronounced effects, na deabed
toward making sure we recognize that the plug-toisg something. Of course, Tube Leveler can la¢shighly
colored in its effects if you like, and preset®liiSubtle Warm Dirt" (beware the volume boost aat ttme!), which
is not subtle at all despite its name, is a goairgle.

The bottom line is, for those who don't alreadyenawnigh quality tube preamp emulator, Tube Lewsifiibe a
great first plug-in for that function. For thoseavlilready have several plug-in options of this abtheir disposal,
Tube Leveler provides yet another flavor, and oheelwmay well satisfy more often than not.

TS-64 Transient Shaper

| have to confess that the first time | heard eftlew TS-64
Transient Shaper, | had little clue what to exjegtond the hints
given by the plug-in's name. Cakewalk calls it tavprful tool for
sculpting the transient dynamics of any percussased source
material such as drums or guitars.” | watched tdeordemos by Cakewalk personnel, where they usedweak
the sound of an electronic drum of some sort, niilkehl might think of doing with ADSR envelope coals on a
synthesizer. Just before | got the chance to ytitmyself, | heard someone else say somethirtgeoorder of, "it's
a useful tool for mastering in some cases whe@gupessor isn't quite right.” It got me wonderihthe plug-in
would feature a logo with a big red "S" smack dathie middle! In truth, the Transient Shaper daegeha wide
variety of applications, though preset names likat 'Bastard"”, "Dry Yet Damp"”, and "FX - Nebulou®B$" won't
be much help in sussing out what those might be.

At its most basic, the Transient Shaper allowstgodefine what constitutes a transient (i.e. wibpect to the
"shaping” that will occur in this plug-in), then phasize or de-emphasize it in relation to the redwi of the input
signal. Starting at the left of the plug-in's ifitee, there is a Threshold control and an Attackrob The
Threshold control sets a volume level above whighttansient peak must rise in order to be prodegs@ransient
Detect Indicator light to the top left of the Thinetd control lets you know when transients havenlsetected, and,
thus, when the shaping controls will be broughd service. The Attack control then allows incregsin decreasing
the gain curve applied to the start of the detettatsient, thus giving the perception of a haatesofter attack,
respectively.

Next up are the actual shaping controls. A Weighttrol allows increasing or decreasing the gaiveapplied as
the transient begins to decay, which begins ap#ad of the transient and continues until the diggaches about -
12 dB below its peak value. For example, increatfiegveight above 100% gives the perception ofttegrgng the
transient, making it more "phat” (think of compmrslrum sounds), while decreasing the weight medees
transient appear to be lighter. There is also agiéiimbre control, with a range of £100, whichTifnbre Control
enable button is engaged, can be used to tilt ighting of the transient toward the low end (negatalues of the
Weight Timbre control) or toward the high end (piwsi Weight Timbre control values) of the frequerspgctrum.
A Decay control allows increasing or decreasinggia curve during the decay portion of the signal from -12
dB below the transient's peak on down). Increafieglecay value is similar to increasing reverlellewhile
decreasing the decay value clamps down on the soone quickly. There is also a Decay Timbre diak tvorks
similarly to the Weight Timbre dial in terms of jitecing frequency-dependent weighting of the Deaayrol's




effect. The Timbre Control enable button sits akimeeWeight Timbre dial, and governs whether theghte
Timbre and Decay Timbre controls, and their effectshe transient shaping, are active or not.

Finally, over on the right-hand side of the plugrterface are the Output Gain dial and outputlleveters.

So, what does this Transient Shaper thing actdaifyBasically, it allows tweaking the rate of tmegessed
transients' attacks, how long the transients apjpdast, and how quickly the transient's soundeappto decay
after that. Speaking generically, this can be wsedcrease or decrease the punchiness of a smaie a sound
seem fatter ("phatter"?) or thinner, and/or giveithpression of increasing or decreasing the amsbiédome
applications might include trying to punch up rsfelty dead sounding recordings (but ones whichdilhave
detectable transients), trying to reduce the appaexerb level in a stereo recording (i.e. wh&ntdo late to simply
"fix it in the mix"), altering the punchiness ofuin loops, and many more.

In one specific case, | decided to try it out femastering a 30+ year old cassette recording dfiigty school jazz
band. The original recording was done in a recaydindio, so the sound started out as being rebkoridowever,
between cassette duplication and tape aging, ig#én pretty dull, and what | started out withrop hard disk
after dumping it over from my cassette deck wastyrinspiring. | used the Transient Shaper whth threshold
set around -27 dB to punch up the attacks, incrémesereight of the transients, and slightly decedhs decay. To
my pleasant surprise, this punched things up nieelgl | was then able to do some more typical magte
processing to fairly dramatically improve the soufithe recordings. While the quality of those relogs certainly
wouldn't hold up to modern studio recordings of@tband ensemble, considering where it startedtbatesults
were quite good. In fact, | have heard archival m@rcial recordings from well known bands of the Ibéopd era
that sounded significantly worse from an audio réitg quality perspective. (Let's not talk abowt faying,
okay?) After restoring that batch of recording®est | could, | decided to try my luck on anothegarding made
around the same time. This time it was a recordiimgy high school concert band made live in coneerta set of
inexpensive condenser mics set up in the orchpitiia front of the stage. The recording was evead#®r than the
jazz band recording, and had more ambient noistidrcase, Transient Shaper couldn't help bedhese really
weren't enough useful transients to distinguismftbe rest of the signal.

The Transient Shaper uses the same linear phdsetegy Cakewalk included in SONAR 7 Producer Bdits
LP-64 Linear Phase Equalizer and LP-64 Linear PNMadgband Compressor plug-ins. This technologyprés a
whole range of potentially harmful side effectst &iso results in fairly lengthy plug-in processitgay, which will
need to get compensated for. Thus, you won't gukie Transient Shaper as a real time effectnati
monitoring, but it really is a bit of a Swiss Arrkgife in terms of what it can do once you've gatirysignals
recorded.

Guitar Rig 3 LE

SONAR 8 Producer Edition bundles Native Instrunie@tstar Rig
3 LE, the limited edition starter version of Nljcellent suite of
guitar amp and speaker cabinet simulators, guiiented effects,
and other related goodies. Because | already Inevill version of
Guitar Rig 3 installed on my system, | was unablastall Guitar
Rig 3 LE. (Cakewalk indicates this is expected bédrg As such,
what | write here with respect to Guitar Rig 3 LH Wwe based on a
combination of my working knowledge of the full #an of the
product and what Cakewalk and NI have posted vegipect to the
contents of the LE version.

O .

According toNI's Guitar Rig 3 LE web pagé&uitar Rig 3 LE includes 2 amp and 12 speakemnealnodels
(Cakewalk's product announcement referenced "3 amgpeabinets”). The two amps are the "Twang Réyarb
thinly disguised reference to a popular amp frooompany whose name begins with "F" and can refardar part)
and the "Lead 800" (a similarly disguised referetaca popular rock amp from a company whose nargmbavith
"M" and could refer to a guy who had a "Plan™)abidition, Guitar Rig 3 LE includes 11 effects magylincluding




time-based effects (Studio Reverb, Delay Man), modulatftects (Chorus/Flanger, Phaser Nine), distortion and
overdrive (Skreamer, Demon), filter effects (Auto FiltReal Wah, Graphic Equalizer), and volume effects
(Volume Adjustment Pedal, Noise Gate). These effectsranwst of the essential functional bases guitar players
will need, and certainly provide more emulated gear thardyitely find in most live rigs. The distinction between
what is and isn't included compared to the full produpaitly flavor-oriented (e.g. there are many other athat
aren't in the LE version, and the LE version includeardware-based delay module but not a tape-based delay
module), and partly functional, especially in the areanafilations of more esoteric gear (e.g. the LE verdomsn't
include Leslie emulation, a ring modulator, or a harmesgithesizer).

In addition to the amps, cabinets, and effects, GuitatRimcludes four special tools. Tuner and Metronome are
fairly self-explanatory given their names, though w@th noting Tuner has a variety of presets, including
chromatic, guitar, bass, and various open tunings for giliggoe Deck 1 and Tape Deck 2 are hard disk recording
components. The former is intended for loading audio tideserve as backing tracks or for use in learning garts.
includes the ability to slow down the recorded part ferléitter purpose. The latter is used for recording it

are playing, including the potential to overdub new parts potavhat you've already played.

The basic Guitar Rig 3 LE interface defaults to showipgeaets browser on the left and a stack of processing
modules, such as amps, speakers, effects, etc., oglieTtie left-hand pane of the interface can also shew t
components available for adding to the chain or var@uitar Rig options. When the components view is aciive,

is a simple matter of dragging and dropping componentstherteft-hand side to the right-hand side to insert them
at your desired location in the signal chain. Theresg allive view to simplify things and show you how module
controls correspond to the optional Rig Kontrol hardwadafimard, which could be useful if you happen to have
one. Assuming you don't, however, you can still use thgcoeen pedalboard interface to automate Guitar Rig
parameters. This is especially useful for automatingwitewah pedal.

Some tend to pooh-pooh the notion of limited edition o' being anything of value. In the case of Guitar Rig 3
LE, however, unless you already happen to have the fithiGrig 3 product, or at least some similarly equipped
competitive product, I'd beg to differ. Many guitarists wigal hardware rigs wouldn't even have as rich a sefecti
of gear available to them as Guitar Rig 3 LE makedataiin the virtual world of emulations. Also, while |

haven't tried all the guitar rig options out there, hdwe, and use, several relatively popular ones. Ofrtee b

have, Guitar Rig 3 is my first call product due to itsbmation of sound quality, its wealth of useful presatsl (a
Guitar Rig 3 LE makes over 50 of those available),thedstraightforwardness and tweakability of its user
interface.

Dimension Pro

Moving on to the softsynths, SONAR 8 Producer Editiorts@if by including the full version of Cakewalk's
Dimension Pro. Dimension Pro is a hybrid sample playel synthesizer that provides a rich sound programming
environment. However, for those who would rather joatlipresets and play, Dimension Pro, along with the
additional sound libraries included in the SONAR 8 Produd#rda package, have you covered.

In fact, the combined Dimension Pro library that cemith the SONAR 8 Producer Edition package includes just
shy of 2,600 sound programs, utilizing a sample libraryvefr 8 GB. In addition to the base Dimension Pro sound
library, and the Expansion Packs 1 and 2, Cakewalk bundd3igfital Sound Factory Classic Keys Expansion
Pack and the Hollywood Edge Sound Effects sample libfdrg.former features a library of classic keyboard
sounds, such as electric pianos, clavinets, mellotesrtsclassic synths, originally created by the sound dasfgn
the original E-MU Proteus 2000. The latter is a staxdand effects library featuring guns and cannons, iresatt
frog sounds, and rain and thunder sounds. As for the basrenBion Pro library, it covers pretty much any base
you might think of, and then some, from orchestral inséns (including the Garritan Pocket Orchestra), acoustic
and electric pianos, organs, synths, guitars, basseasand percussion, ethnic instruments, soundscapes, various
types of loops, and much more. You could say that Dimeri&iorns a jack of all trades, making it especially
valuable for someone who is just starting out in tHeswath world who wants to get a large variety of high iyal
sounds quickly.
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Dimension Pro's primary user interface consistsvofseparate windows, which can be moved arounddiezn
independently of one another. In the screen shmtegh have placed the Program Browser window ¢dl¢ft of the
main instrument window. The Program Browser prosidecess to the various libraries installed on gyatem,
with a multi-level tree structure to organize trsrig order to help find sounds quickly. The maistiament
window is organized vertically in three sectiong. &l the very top is the program area, where estivad
programs are loaded. Each sound program consiggs tof four sound generation components called eesn The
bulk of Dimension Pro's instrument window is takgnby the controls for selecting an element to warkloading
basic sound building blocks (samples, multisamplesetables, or waveguides), and manipulating lrment by
setting various parameters and setting up variousdsprocessors. Finally, down near the bottonmeftindow is
the mixer/global effects area, where up to two glaffects are set up and manipulated, and theesienare
blended together to create the composite sound.

Besides the Program Browser and the main instrumierow, there is also a MIDI Matrix window and &ator
Mixer window. The MIDI Matrix window can be usedtmap various types of MIDI control signals, somenomon
(e.g. MIDI CC, pitch bend, channel and polyphorfterdiouch, etc.) and some not so common (e.g. kég, g
random unipolar, random bipolar, and alternateyat@ous control, effects, and other parameteth@instrument.
The Vector Mixer window provides a joystick-likerdool (in fact, you can use a hardware joystickaatrol it), to
allow blending the elements manually through posgiin the quadrants of a graph. Since the VecigeM
movements can be captured as automation enveloi@NAR, this provides the potential for the sotmdvolve
under the real-time, creative control of the user.

Dimension Pro provides a powerful sound sculptingrenment, and getting into depth with its capébs is
beyond the scope of this review. However, let'®hit few highlights.

As mentioned above, each sound program can incipde four elements. Within each element there lvélone
sound generator, which can either be a sampleJigample (i.e. multiple samples spread acroskéyboard as
defined in an sfz file), a wavetable (a single eyshveform with less than 4,000 samples), or a gaide (i.e. a
special sfz file treated as an impulse file, foaraple to emulate the sound of plucked strings).dbision Pro also
supports loading REX sample loops natively, as agllsfz sample grooves. Basic sound generatompedess, such
as transposition (in half steps), fine tuning, kayges for the sound to be played, and so on, eapflied. Each
element also includes a number of processing msdutduding a Lo-Fi module, a multi-mode filterfraulti-mode
saturation module, three stages of parametric BQaanulti-mode effects module (various delay-baféerts,
reverbs, distortion, and more). Each element cemla¢ manipulated using up to five envelope geaesathose
being for pitch, cutoff, resonance, pan, and amgit(volume). Ditto for up to five LFOs and fiveykeard
tracking generators (both for the same sets obnptas the envelope generators). Keep in minddlaisthe
individual element level.

The sounds from the (up to) four elements theroghé global effects and mixer module. There adévidual send
controls for each of the elements to control hoveimis fed to each of the two effects devices. Thedtexts devices
are one modulation effect (chorus/flanger, symptichprus, phaser, or chorus/phaser) and one reffedi. There




are also separate panning and volume controlsafdr element. The mixer also includes a limiter,chtsits at the
end of the signal chain to prevent digital overisi§ engaged.

With a rich library of preset sounds and deep sqroedramming capabilities, Dimension Pro is a vhleaddition
to SONAR Producer Edition users' arsenal of pradodbys. For those who have only a few softsynittis,likely
to be the module they can count on for a wide rasig®unds for typical music and soundtrack pradaateeds.
For users who already have a large number of sdfisy Dimension Pro may be the place to turn wheretisn't a
more specialized module available to meet a pdatiaweed, as well as a powerful, but relativelyydasuse, sound
design station, especially when hybrid sounds aegled.

Beatscape

SONAR 8 Producer Edition marks the debut of a rep Iperformance instrument called Beatscape. Andst
basic, Beatscape is a 16-pad loop triggering anaiimay instrument. I'm loath to call it a beatbbrecause, despite
its name, Beatscape isn't limited to drums andyssion, even if | expect the largest share ofsesswould fall into
that category. Let's take a closer look.

o - G

In the top left-hand corner of Beatscape therelhimoavser. By default, this will show Beatscapetpldibrary. The
SONAR 8 Producer Edition Beatscape package stant®ff with approximately 4 GB of REX format loofsem
Heatseekers and X-MiX, covering a number of modgmres, such as house, drum n' bass, hip-hop,eteggand
many more. There are also tabs for User groovegxample those you might have imported from tpady REX
files (or REX loops you've created yourself in Rel@yor from WAV files (e.g. ACID loops, clips yae recorded
in SONAR, etc.), and for Programs, which are snafssbf Beatscape settings that include what loopsoaded
and any processing and editing settings. The broleseyou preview loops by Alt-clicking on the fpgou want to
hear and holding the mouse button down througlthation of the loop (or as much as you'd likeearhof it).

Sixteen pads for triggering loops consume the toper portion of the Beatscape interface. Loadipgawith a
loop is as simple as dragging and dropping a ladfvAV file from the Beatscape browser, Windows Eoxgl, or
SONAR's Track View to the pad you'd like to triggieat loop. You can also double click on a loophie Beatscape
browser to have it load that loop to the curresdiiected pad. Clicking on a pad triggers the |&pious
characteristics of how the loop is triggered ametiaied by per-pad edit settings, which we'll geshortly. The
pads are velocity-sensitive, with higher velociaehieved by triggering nearer the center of the @arl-clicking
soloes a pad while Alt-clicking mutes a pad.




To the right of the pads are the per-pad contwal, two tabbed

views. The default view is the Edit tab. It allotkansposing the pads i
semi-tone steps, fine tuning the pad, imposingreabke percentage
swing feel on it, panning it, adjusting its volunagd muting or soloing
the pad. There are also settings to govern hoywdkebehaves in
response to triggering. Pad Mode determines loopatgvior, with
Auto Loop starting a pad looping on a MIDI note(on click on the
pad) and keeping it looping until another note @np@ad click) is
received, Auto Play starting a one shot play thhotige complete loop
on a note on (ignoring any note off messages), Mibbaoop starting a
pad looping on note on and continuing looping umtilote off message
and Manual Play starting a pad playing through @mescontinuing
until either the end of the loop or a note off nagss Speed determine!
whether the loop plays at the project tempo oma#ftdr double the
project tempo. Sync Mode determines whether thedtmmn the pad
will start at the next measure, the next beatmonédiately upon
triggering. If Beatscape is configured for multipletput use, the
Output setting controls which audio output the plgs through.
Using multiple outputs allows using different plimeffects on
different pads (or sets of pads) at the SONAR level

MUTE SOLO

The second tabbed view in the per-pad area isffieet& tab. It

essentially provides a three-space effects rackdoh pad. Beatscape provides nineteen differédtefchoices
including dynamics processors (compressor, gatételi), modulators (chorus, flanger), delays (sigre
synchronized stereo), single band parametric B@rdi(2-pole lo-pass, band-pass, and high-pas$) pfocessors
(bit reduction, decimator), reverbs (stereo, spridgstortion (1- and 4-stage), and AM and FM efe®epending
on what effects module is selected in each sletetlwill be up to three effect-specific controls veell as a bypass
button for that control. Of course, all these colstiare automatable for real-time tweaking.

Stretching across the area under the browser, padger-pad controls is the Loop Editor. It pregié zoomable
(via the mouse wheel) graphic view of the loop kEhéhto the current pad. The loop is cut up inicesl that are, in
most cases, defined by transients. If the loopREX loop, its slice markers will correspond to weéheer was
defined in the REX programming. Otherwise (e.ghwitWAY file you've dragged to a pad from SONAR or
Windows Explorer), Beatscape uses SONAR's Audio$eamology to detect transients and slice updbp.IThe
AudioSnap technology is also used for dealing Withstretching and time compression of the loopplayback.
You can fine-tune the slicing by moving, addingg @moving slice markers. This doesn't affect iméng of the
slices, but can effect how the slices stretch anr@ss when played back at tempos other thandhginal tempo.
You can also drag slices around to reposition thims affects the content of the slices, but dagsaffect their
timing. Other nifty slice tricks include normaligira slice, silencing a slice, reversing a slicel afding quick fades
in and/or out to a slice. If you mess things up gan always use the Revert Edits command to eeiterloop to
its original state. Note that these edits are &ffganly how this instance of the loop appearsiniBeatscape, not
the underlying file on disk or in SONAR.

A minor frustration here is the lack of ability$hift the timing of loop slices around, other tharthe degree which
it can be maodified through the per-pad Swing kriabing that could be useful for tightening the tigiof one loop
against another in the case of loops that werengatted to go together. While it is possible to/pkee individual
slices of the loops directly from SONAR (see belathgre is no way to get the original timing of skdoops to
SONAR as a starting point for editing (e.g. by dfiag and dropping a MIDI clip with the slice timisgmbedded,
such as can be done with Spectrasonics' Stylus RMX)

The lower part of Beatscape's user interface isrtalp by either a graphic keyboard (the default’yier a Rapture-
style step generator used for defining per-pad radidns. When the keyboard is displayed, it highiggthe
keyboard keys that correspond to the MIDI notesl uselay the sixteen pads, as well as those wuspthy the
individual slices of the currently selected pade Pads are played in MIDI Omni mode -- i.e. playihg given note




on any MIDI channel will trigger the pad. The sic@re played using the MIDI channel correspondinty¢ pad
number -- i.e. notes on MIDI channel 1 will triggsices from the loop on Pad 1, and so on.

When the Step Generator is visible, it is posdibléraw or generate Rapture-style step generatdutations for
pan, volume, pitch, cutoff, and resonance. Theeestep for each of the slices in the loop, ss ftdssible to gain
fairly fine control over these modulations. In &ati to drawing values directly with the mouse, esew step
generation or step sequence modification commareda\ailable, including randomize (randomizes tep salues
for the current modulation), reverse (reversesctireent step sequence loop-wise), invert (invérésvialues of each
step), mirror (mirrors the first half of the loog®eps to the last half of the loop's steps), aockenThere is
definitely the potential to do some pretty seveangling here!

Not being much of a looper myself, | can get a saishe power Beatscape provides for playing aadipulating
loops, but find it much less easy to imagine hamidht use that in the context of a song. Neversslefound
Beatscape a whole lot of fun to play with, espégialthe context of creating evolving percussiversdscapes,
where the step generators can really make thinigls Whe biggest limitation | see is its inability tweak the timing
of loop slices to make grooves that weren't interidego together fit together better. This won'gebdssue in the
case of using matched groove loops from a commdRE&X library, nor is it likely to be a big issukyiou're
creating your own loops, for example, by breakipgndividual mic contributions from a multi-mikedun set into
separate loops within Beatscape (i.e. assumingrilmemer has good timing). For other scenarios,ghpu
addressing this would likely mean using anotheillifp¢including the possibility of AudioSnap withiSONAR
itself) to match the audio parts you are using dfwédringing them into Beatscape for loop trigggrfun.

TruePianos Amber

The final new softsynth included in the SONAR 8drrecer Edition's bag of toys is the TruePianos AnWeTi
Module. TruePianos takes a hybrid approach théwdes sampling, physical modeling, and synthedig. rEsult is
an entire piano that fits into one 122 MB plugas,opposed to a multi-gigabyte sample library. W,
combination of techniques manages to cover advacitadcteristics such as sympathetic resonanee;string
harmonics, and repedalling, while also facilitatmgmooth response to playing at velocities fromtim high and
everywhere in between.

In TruePianos-speak, a module (they also have Didm®apphire, and Emerald modules in the full wer sif
TruePianos) represents "a significantly differestiant of piano sound". However, it is not speaiffig sampled
from or modeled on any single piano, potentiallgnbming ingredients from multiple pianos as theigiesrs see fit
for the overall module. Meanwhile, each module @mber in this case) has multiple presets, whitdr ¢he
character of the piano, and may fit different mak@ontexts, but which don't change the piano'slregure.
Example preset names for Amber include DefaulgtiriAmbient, Narrow, Wide, Studio, and Large. Ty @ars,
the different presets sound like they could be &ting, for example, different mic placements oa #ame piano.

The default screen in the TruePianos Amber plughiows a piano,
including a keyboard whose notes depress in regpionscoming
MIDI notes. It's kind of like watching a player piaplay your
song. The real action (I'll leave it as an exertiseeader as to
whether the pun is intended), however, lies inAtleanced
Interface screen. Besides being able to switchepseagithout a
pull-down menu, the advanced interface allows amtjgseverb
settings (amount and room size), adjusting theoresgp of the piano
(setting velocity threshold and floor, keyboard aymncs, and release time), adjusting the piano'semaising
(default is A4=440Hz), and controlling the mastetput level from the plug-in.

There is also a separate Options screen wheregyoderide to choose increased polyphony versus more
economical CPU usages, set direct support for ptel€PUs (you probably don't want to use this ilN8®, since
SONAR has it's own multiprocessor support), and sympathetic resonance on or off. The optionsesce¢so has
the all-important keyboard dynamics slider to atljne response of Amber to your controller keybaard playing




preferences. Once you've done that, you can save thebthe plug-in as the default so it comes up that wely ea
time you load Amber.

Being primarily a piano player, | already had a nundequality piano modules, from the original Nemesys (now
Tascam) GigaPiano to the Best Service Galaxy Steibwiato NI Akoustik Piano, just to name the ones | have
used most frequently at various points since | began uSMNAR. Quite honestly, |1 wasn't expecting much from
TruePianos Amber, though | was at least curious heweutld fare given the mix of techniques used. While it isn't
going to replace my favorite sampled pianos, | have itataimber pleasantly surprised me. Not only did it sound
more realistic than I'd expected, but, once | had its laygbdynamics configured to suit my tastes, it alspoeded
quite nicely. | can easily imagine it being an excell¢artisg point for someone who doesn't yet have anoilglr h
quality piano module, or an extra flavor for someone dies. All and all, it's an excellent addition to SONAR
Producer Edition's overall back of tricks, especiallyfew users who are wanting to get the most bang fhein t
buck for an overall music-making package.

Playing Around

As of this writing I've had SONAR 8 installed for aist six weeks, and have used it for all my projects since
installation. Even for projects I'd begun with SONARh&re was never any temptation to go back for argorea
Projects I've worked on during that period include a nurabegmixes of older recordings (include one that dates
back to Cakewalk ProAudio 9), a few mastering projectd,some new mini-projects, including one instrumental-
for-video work. | also used SONAR as a tool for learnimglay several songs I'd be playing behind guest aatists
one of my shows -- | loved the new Solo featuregtfat particular use!

In all that time, SONAR has been equally stable to BRN, which was already stable for me aside from the
specific scenarios | mentioned above with respect ® KNDNTAKT 2 Player. | have also been able to use it a
lower latency than I'd been able to do with SONAR 7 auitigetting dropouts, so that is a nice bonus. Thus, even
without considering visible new features and toys, theag®was worthwhile.

When it came to the new integrated features, thiatgiin got slightly dicier. On the one hand, there veeimw clear
productivity benefits, like the exclusive solo mode arld sgerride and the Insert Send Assistant, and Iy &&#

the potential for space savings with the instrument tra@kghe other hand, the bug | mentioned above with cespe
to track numbering when there are multiple instrumekss in a row caused me a number of headaches. |
frequently found myself having to split instrument trackstou¥1IDI and audio tracks, then merge them back to
instrument tracks later, to work around that issue, whftected a number of different areas of my use of the
SONAR. | was also disappointed in a number of areasevhfelt a new feature, as I'd read into what watesr

up in the Cakewalk marketing materials, decidedly felt likeraion 1.0 design, with clear "could have been"
implications. Foremost among these is the live goftsbounce feature.

When you add the new toys to the picture, things got esttly sweeter, with Channel Tools, Tube Leveler, and
Transient Shaper quickly moving to "how'd | ever live withthem?" status, and Dimension Pro also being a
particularly welcome addition to my already large arsehabftsynths. If | hadn't already had the full vensas
Guitar Rig 3, I strongly suspect I'd also be adding a rent Guitar Rig 3 LE here.

All'in all, had | kept using SONAR 8 as I'd used SONAR 7, vadlding the new toys, new solo modes, the Insert
Send Assistant, and a few other new features, I'd Ibekeporting an unqualified success. As it is, the ingnim
track issues are a significant, though non-criticallifig|a while some of the other new features | thougight

have been big wins turn out not to be as exciting dopad (at least as of SONAR 8.0.2). On balance, though, |
can work around the instrument track issues (includingdbyising instrument tracks, though having them is so
nice, other than when the issues show up, that | cang tmyself to do that), ignore the features that admittg
anything for me personally, and still end up with veige net wins on the overall upgrade.
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Closing Notes

The bottom line is that, whether you're lookingnetv toys in the SONAR 8 Producer Edition or perfance
optimizations and the Channel Tools plug-in thdt affect all SONAR users, you're looking at sesadienefits
from the SONAR 8 upgrade. While some of the newwies have some issues, they are new features, and
Cakewalk has a history of improving features basedser feedback. Thus, | hope, between the obtiogdix
needs in the instrument tracks' track numbering arel areas where specific new features could beee more
powerful to be more useful in practice, we will seene forward motion as time goes on.

There is one area | have not yet mentioned thatuldvbe remiss not to bring up here. In the "Clgdiotes”
section of my SONAR 7 Producer Edition review, bter.

| will admit to one key disappointment with SONARM that is the lack of improvement in the arbaatation
capabilities. I've mentioned in the past feelingt tthis was perhaps one of the main areas where/AFOHgs
behind some important competitors, most notablyaSapLogicPro, and Digital Performer, and this ltation
hurts SONAR in notation-heavy markets such as stdidilm scoring. | was encouraged a few monthskbwhen
Cakewalk put forth a user survey almost entirelgickgted to sussing out users' notation requiremevits/be for
SONAR 8...

Unfortunately, not only did SONAR 8 not provide amhancements in the area of notation, but | alsolmve to
add ProTools to the list of competitive productst thave surpassed SONAR in this area. To add itesinjury,
ProTools had no notation capability prior to tHatest version, but their acquisition of Sibeliufew years back has
allowed them to do far more than play catch ue@irtlatest release. | hate to sound like a brokeord, but maybe
for SONAR 9...?7?7? Pretty please with sugar on top?

That said, despite the feature-specific issues &mieghere and the lack of notation enhancemedtsféel SONAR
8 is a must have upgrade. | applaud Cakewalk'sfoouunder-the-covers optimizations that mighthaote as
much sex appeal as a raft of visible new bellsvamidtles. | believe that is something most exisS8@@NAR users
will welcome. Oh yeah, and the Producer Editiorstase really nice, too!

*Rick Paul is a singer-songwriter living in SoutheCalifornia. You can contact him at http://www.ktaul.info.




