ABLETON LIVE' 8
P OWER!!
The Comprehensive Guide

By Jon Margulies




Ableton Live™ 8
Power!: The

Comprehensive
Guide

Jon Margulies

Course Technology PTR
A part of Cengage Learning

~ ~ COURSE TECHNOLOGY

CENGAGE Learning"

Australia ¢ Brazil  Japan ¢ Korea ¢ Mexico e Singapore e Spain e United Kingdom e United States



COURSE TECHNOLOGY
CENGAGE Learning"

Ableton Live™ 8 Power!:
The Comprehensive Guide
Jon Margulies

Publisher and General Manager, Course
Technology PTR: Stacy L. Hiquet

Associate Director of Marketing:
Sarah Panella

Manager of Editorial Services: Heather
Talbot

Marketing Manager: Mark Hughes
Executive Editor: Mark Garvey

Project and Copy Editor: Marta Justak
Technical Reviewer: Brian Jackson
Editorial Services Coordinator: Jen Blaney
Interior Layout Tech: MPS

Cover Designer: Mike Tanamachi

Indexer: Kelly Talbot

Proofreader: Gene Redding

Printed in Canada
1234567111009

© 2010 Course Technology, a part of Cengage Learning.

ALL RIGHTS RESERVED. No part of this work covered by the copyright herein
may be reproduced, transmitted, stored, or used in any form or by any means
graphic, electronic, or mechanical, including but not limited to photocopying,
recording, scanning, digitizing, taping, Web distribution, information
networks, or information storage and retrieval systems, except as permitted
under Section 107 or 108 of the 1976 United States Copyright Act, without
the prior written permission of the publisher.

For product information and technology assistance, contact us at
Cengage Learning Customer & Sales Support, 1-800-354-9706

For permission to use material from this text or product, submit all
requests online at cengage.com/permissions
Further permissions questions can be emailed to
permissionrequest@cengage.com

Ableton, Ableton Live, Operator and Sampler are trademarks of Ableton AG.
Mac, the Mac logo, Mac OS, Macintosh, and QuickTime are trademarks of
Apple Computer, Inc., registered in the U.S. and other countries. The Audio
Units logo is a trademark of Apple Computer, Inc. Windows, Windows 2000,
Windows XP, and DirectX are registered trademarks of Microsoft
Corporation in the United States and other countries. Intel is a registered
trademark of Intel Corporation or its subsidiaries in the United States and
other countries. SONiVOX is the brand name trademark of Sonic Network,
Inc. VST is a trademark of Steinberg Media Technologies GmbH. ASIO is a
trademark and software of Steinberg Media Technologies GmbH. ReWire and
REX2 are trademarks of Propellerhead Software. Mackie Control is a
trademark of LOUD Technologies, Inc. All other product and company names
are trademarks or registered trademarks of their respective owners.

All images © Cengage Learning unless otherwise noted.
Library of Congress Control Number: 2009927804
ISBN-13: 978-1-59863-975-9

ISBN-10: 1-59863-975-7

elSBN-10: 1-43545-575-4

Course Technology, a part of Cengage Learning

20 Channel Center Street

Boston, MA 02210
USA

Cengage Learning is a leading provider of customized learning solutions
with office locations around the globe, including Singapore, the United
Kingdom, Australia, Mexico, Brazil, and Japan. Locate your local office at:
international.cengage.com/region

Cengage Learning products are represented in Canada by Nelson Education, Ltd.
For your lifelong learning solutions, visit courseptr.com

Visit our corporate website at cengage.com



10 the music makers and dreamers of dreams.
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Introduction

Ableton Live 8 Power!: The Comprebensive Guide is an all-inclusive guide to making music
with Ableton’s revolutionary live performance and studio software. Written for all Live users,
from beginners to seasoned pros, this book explores each fundamental feature in Live, although
it does presume a basic familiarity with music making and digital audio. This book is intended to
supplement and expand on the information included in the Live manual and built-in lessons,
so don’t forget to take advantage of these great resources. Finally, this book also includes down-
loadable example sets, which can be found at www.courseptr.com/downloads.

What You’'ll Find in This Book

You’ll find the following areas covered in this book:

B Installing, running, and updating Live 8 on your computer
B Creating and arranging music with Live

B Using Live instruments and effects, including the newest members of the Live family:
Collision, Corpus, Vocoder, and Frequency Shifter

B Performing with Live on stage

And much more!

Companion Web Site Downloads

You may download the companion Web site files from www.courseptr.com/downloads.

XVi


www.courseptr.com/downloads
www.courseptr.com/downloads

Live 8

very so often, a new piece of technology or software application makes an indelible mark

on the way things are done. Ableton’s Live has instigated a revolution in the audio soft-

ware world by transforming computers into playable musical instruments, real-time
remix stations, and the world’s most dexterous audio environment. Live is the culmination of
years of studio software development and the infusion of DJ and electronic music-making
instincts. Live is also a labor of love born out of the desire of a few software-savvy musicians
to take their elaborate computer-based recording studio on the road.

With its flexible recording and MIDI functionality, Live is a full-blown music production envi-
ronment suitable for any artistic style. You’ll find all the features you’d expect from other digital
audio workstations, such as multitrack audio and MIDI recording, nonlinear editing, quantiza-
tion, pitch shifting, freezing, delay compensation, and more. Live’s advantage is that all these
common features are implemented within its unique sequencing interface.

Live is also a digital DJ performance tool and has begun to replace MP3-based D] units, CD
spinners, and turntables. It is also becoming increasingly common to see laptop performing
artists utilizing computers as their primary sound source or record collection. This makes perfect
sense when you stop to think that for the past couple of years, synthesizers, samplers, and their
sounds have been purchased en masse via Web download or e-mail, instead of as a separate
hardware component or sound module. In the next couple of years, more and more musicians,
bands, and solo artists will be using Live’s technology to realize their artistic visions from the
comfort of their own laptops.

What Is Live?

In January 2000, Berlin-based Ableton knocked the audio software world on its ear by releasing
Live 1.0. Since its inception, Live has evolved into a real-time music production system allowing
users to integrate samples, MIDI, effects, and live audio data quickly and musically enough for a
live performance.

Similar to modern software MIDI sequencers or production suites, Live (see Figure 1.1) allows
you to create and modify musical elements, such as guitar riffs, bass lines, and piano parts,
which can be arranged and played from a large, customizable grid. The grid can be thought
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Figure 1.1 Here is a quick peek at the Session View grid in Live 8. The rows make up musical sections
called scenes, and the columns function as virtual mixer channels.

of as both a music organizer and sonic palette. Once elements have been placed into a cell on the
grid, you may designate MIDI or computer keyboard triggering options for these pieces, alter
their playback parameters, add effects, and more. After enough cells for the song are filled, it is
time for “the take” or live performance.

This grid/sonic palette makes up the improvisational sequencer component of Live and can be
used to trigger groups of musical elements, like sections of a song. For instance, during a live
performance, you might want to progress from the verse to the chorus and back to the verse—
something you’d never done in practice. You can do so by triggering a specified row (scene) in
Live’s grid matrix that, in turn, directs Live to play the second group of elements (the chorus)
and ceases play of verse parts. To go back, you would merely click on the preceding row. The
song arrangement is under full real-time control. This makes it easy to jump around through
various subsections of the song, break down important song sections, and come up with new
possibilities. In addition, any individual piece contained within a slot can be played independ-
ently, in similar fashion to an “old school” phrase sampler (like Roland’s Dr. Sample). It is quite
possible to make new parts and original ideas by playing these parts as one-shot samples or to
overdub a previously made arrangement. Keep in mind that these pieces can be tweaked to obliv-
ion, much like the sounds in a hardware sampler or synthesizer, only more flexibly with Live.
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The true power housed within Live is the software’s capability to play, or play with, sound. Live
can be played in a “jam” situation or simply used as a creative tool for building a song in layers.
Live specializes in stretching audio alongside MIDI to any desired tempo or pitch. What’s more,
Live can bend audio within itself so that a sound may start at one tempo or pitch and end up in
an entirely different place (all within the same performance). The editing possibilities are nearly
infinite. Ableton has made recording and editing the performance a main function of Live, so
that a single software application turns your laptop (or desktop) PC or Mac into a live perfor-
mance system, a multitrack audio and MIDI recording studio, a powerful loop and song editor,
and a full-blown remix factory. Live enables you to map the cells of your grid palette (full of
musical parts) to a MIDI controller or computer keyboard. In essence, you can record a live
improvisation or band performance for later editing, further arranging, overdubs, and added
automation. If the final mix isn’t to your liking, you can always take another pass. To get an
idea of what we’re talking about, look at Figure 1.2, which features a screenshot of Live’s
Arrangement View.

[1 toorfl1 14 [1 HookBaf3 Hid1 Ho

[N

Figure 1.2 If you are familiar with desktop audio, Live's Arrangement View may remind you of many
different programs.

Musically speaking, Live is a one-two punch whose focus is spread equally between live perfor-
mance and recording/editing, all in one application. As you learn how to play (jam) in Live, you
will also be gradually setting up your song’s arrangement and learning new tactics to apply to
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your live performance. In other words, Live is quite unlike any other software application cur-
rently on the market, and it fills a certain void that has been overlooked by the majority of
developers—the needs of the performing and recording musician.

Why Was Live Developed?

One of the greatest advantages for musicians employing Live is that it is a program written for
musicians by musicians—they actually use the very software they create. Initially, Robert Henke
and Gerhard Behles (paired in the Berlin-based electronica group Monolake) were looking for a
better way to create their own music through the use of a computer. Both were experienced
sound designers and had spent time working for Native Instruments, one of the industry’s
chief authorities on virtual or “soft” synthesizers and sound design software. At the time, the
industry lacked a user-friendly software application conducive to creating music as a musician
would—both intuitively and spontaneously. There were plenty of “loop-friendly” applications
and more than a couple live jamming programs, but most audio software was built for studio use
and lacked the interface necessary to create music the way a musician does: live.

Since the drawing board days of development, Behles, Henke, and the Ableton team have honed
Live’s interface and functionality with the performing artist in mind. Not only does it allow for
improvisation and all sorts of on-the-fly decision-making, but it also contains professional-grade
audio tools and software compliance, such as VST/Audio Units plug-ins and ReWire software-
studio synchronization. These tools will be discussed in greater detail as we progress. For now,
recognize Ableton’s commitment to the performing artist and to the end user. Don’t just take my
word for it; jump out to Ableton’s closely monitored user forum at www.ableton.com, where
you can anonymously enter your own wish list of ideas for future development of Live. Don’t be
too surprised if Ableton CEO Gerhard Behles, conceptualist Robert Henke, or any of the other
Ableton developers chime in to discuss how your idea might better the world of Live.

The World of Live

Over the past several years, the idea of music creation and live performance on a PC or Mac has
become increasingly attractive. With the increase in processing power and audio storage capaci-
ties, even relatively inexpensive computers have become powerful audio editing and recording
studios. Producers using audio software have enjoyed exponential improvements in performance
and the number and types of tasks that computers can perform. Also, the customization and
potential for add-on software and hardware as new technology emerges have made jumping
into the fray less intimidating. For less than $2,000 (U.S.), you can acquire a decent laptop, a
sound card, and Live, the most powerful and flexible music creation and performance software
on the planet. For just a bit more, it is quite possible that your bedroom studio could compete
with the pros, not to mention the fact that an investment in an Ableton Live performance rig is
cheaper and easier to maintain than a stack of hardware samplers, rack-mounted sound mod-
ules, outboard mixers, and, well, you get the point.
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How Does It Work?

Live allows you to sort your music into easy-to-define sections, called scenes, while maintaining
all the flexible effects and routing options made possible only via PC- or Mac-based software.
These scenes, which are spread horizontally across the screen, look like the rows of a spreadsheet
or graph. The columns that are formed correspond with mixer channels. Within each column,
only one sound—be it a MIDI sequence or an audio sample—can play at a time. So to play
through your song, you can literally run down the rows, letting each row represent a musical
section. Live also enables you to trigger sequences, loops, and samples; tweak effects; and change
mix settings from a MIDI controller, MIDI keyboard, or computer keyboard. You can preview
any audio loop in real time at any tempo from within your project. Not only can Live match the
tempo of all of your loops, but it also has a variety of modes for time-adjusting samples for
optimal sound quality.

You may also turn off Live’s time-correcting Warp feature to make your loops behave more like
standard multitrack recording software. Live encourages plenty of manipulation in terms of feel,
tempo, and pitch, but how Live really works is up to you. Never before has software been so
intuitive and musical after a few basic principles are understood. Live works with your audio
loops, MIDI sequences, hardware synthesizers, recorded material, and other software applica-
tions to make music. You can create new music from scratch or build a remix from previously
recorded material. When it comes to making music in Live, the creative possibilities are limitless.

What Sets Live Apart?

If you are an audio software enthusiast, you’ve certainly heard of powerful digital multitrack
studio applications such as Digidesign’s Pro Tools, Apple’s Logic, MOTU’s Digital Performer,
Cakewalk’s Sonar, and Steinberg’s Cubase (and Nuendo). These programs, and their hardware
counterparts, are often referred to as digital audio workstations, or DAWs. Their main task is to
ensure that music is recorded and played back properly in a studio situation. Other more loop-
oriented products such as Propellerhead’s Reason, Arturia’s Storm, Sonic Foundry’s Acid Pro,
Cakewalk’s Project5, or Sonic Syndicate’s Orion Pro are also touted in the media for their orig-
inality and have become popular along with the self-contained studio paradigm. Each of these
programs allows for use of the computer as a stand-alone music composition center and loop
factory. Like the aforementioned products, Live can operate by itself, record multiple audio and
MIDI sources, integrate loops, and handle other basic studio functions. But Live also introduces
the idea of performing with software and editing your improvisation afterwards, and automa-
tion has never had a better platform.

To fully understand why Live is such an innovative program, it helps to take a look at Live 8’s
feature set.

B First, Live works on both Mac (OS X 10.3.9 or later) and PC (Windows XP or Vista)
platforms and takes advantage of all current industry standards, such as ASIO drivers, VST
and Audio Units effect plug-ins and instruments, and ReWire synchronization technology.
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B Ableton was one of the original innovators in the area of real-time time stretching and pitch
shifting. With the release of Live 8, Ableton has brought the game to a new level with the
introduction of automatic transient detection and Complex Pro mode.

B  [n addition to generating MIDI Time Code and MIDI Beat Clock, Live can also be synced to
another program’s MIDI clock.

B As mentioned previously, MIDI-note information can be used to trigger sounds or
MIDI-controller info for knobs and sliders. Even your laptop computer keyboard can trigger
parts. Better still, all MIDI-controller and keyboard-triggering information can be
assigned while Live is in Playback mode, so the music doesn’t have to stop.

B [n terms of routing, Live is constrained only by the limitations of your sound card and MIDI
interfaces. And ReWire-compatible software applications (such as Reason, Max/MSP, FL
Studio, and Numerology) can be directed through Live’s mixer in a variety of ways. Live’s
output may also be ReWired to another program’s inputs. You can record audio from
an outside source straight into Live or render (record) Live’s own output to a fresh track (for
later use) while you play.

B Another distinguishing feature of Live is the customizable D]-style crossfader built right
into the performance mixer. Just like the D] mixer pictured in Figure 1.3, you can assign

Figure 1.3 Live can be set up to function as a DJ system that will blow the doors off what a standard
mixer can do, as you'll see in Chapter 13, “Live 8 Power.”
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mixer channels to A, B, or both channels and mix between the two. This subtle tool can be
configured for anything from gradual song transitions to DJ-style fader-flipping tricks.

And while all of these elements make Live sound attractive, Ableton’s not-so-secret weapon,
the Warp Engine, is the feature that has caused many a jaw to drop. Live uses what’s
called elastic audio to time-stretch or compress your audio files so they can be played back at
any tempo.

Confused? Here is an example: Live can speed up a 25-second sample so that it will play
in 5 seconds or vice versa (slowing down the 5-second sample to take up more time). Taking
it a step further, you could resize select portions of the sound, causing the first half of the
sample to play faster than the last, for instance. Amazingly enough, Live can do this with just
a couple of mouse clicks, while you monitor the results. More common examples include
matching up bass and drum loops, correcting sloppy takes, fixing near-perfect ones,
humanizing a drum machine part, and the list goes on. For more on the power of elastic
audio, see the section on Clip View in Chapter 4, “Making Music in Live.” You can also
truncate the loop’s end points, move the loop reference (starting point) anywhere you like,
and fine-tune the pitch in either half-step or cent increments.

To give us even more flexibility and elasticity, the Slice to New MIDI Track command
can cut a loop into multiple samples and generate a MIDI file to play them back in order,
much in the way Propellerhead’s ReCycle would. And speaking of ReCycle, Live natively
supports REX files as well!

The elastic audio concept has been expanded in Live 8 to the “elastic groove.” The powerful
new Groove Engine can be used to apply variations in timing and dynamics to change

the feel of any clip you want, be it audio or MIDI. Not only that, but the Groove Engine can
be used to apply quantization to audio clips as well, straightening out a swinging rhythm or
simply being used to correct timing.

Thanks to the crafty implementation of Racks, Live lets you build customized groupings of
effects and virtual instruments to your heart’s content. With powerful routing options and
programmable key zones, you can create layers, splits, and complex effects like never before.
Drum Racks take this concept to a whole new level, allowing you to build drum banks with
combinations of synthesized and sampled sounds along with built-in effect returns and choke
groups, while workflow enhancements make putting everything together a breeze.

Because Live has been engineered for live performance, Ableton has created a powerful studio
ally, almost by accident. After all, if Live makes it so easy to handle music in front of a stadium
audience, it will be able to keep pace easily with the creative flow in a studio session. While most
applications are focused on a specific task, such as sound design or the recording process, Able-
ton has zeroed in on the concept of making music, from the first iota of inspiration to the per-
fected performance, while still catering to the studio all the way.
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Possible Applications

As a Live user, you will be joining an incredibly diverse crowd of composers, DJs, instrumen-
talists, and producers. Each uses the program in a slightly (or dramatically) different way. Part of
the fun of Live is discovering how it can work for your musical process, as either a production
tool, an instrument to perform with, or both.

Super New York session drummer Shawn Pelton (The Saturday Night Live Band, House of
Diablo), whose setup is pictured in Figure 1.4, has taken to using Live onstage for creating
music in ways he had only dreamed of previously. DJ superstar Sasha is a Live user as well,
for production and performance—he’s even gone so far as to make a custom MIDI controller
for Live!

Figure 1.4 Shawn Pelton incorporates a laptop running Ableton Live by triggering additional loops
with foot pedals and a controller. This is just one imaginative way to use Live.

Here are some other possible Live scenarios:

B Stage: Live thrives as a live looping device for recording loops on the fly or mixing, mashing,
and mangling prerecorded loops on stage. It’s also the perfect tool for filling out your
band’s sound with prerecorded loops or backing tracks.

B Studio: I have already mentioned why Ableton Live is a perfect addition to any studio. It can
function as a high-powered drum machine, a flexible loop remixer, or a versatile musical
sketchpad. While some may use Live as their only studio application, bigger Pro Tools
studios may simply enjoy Live for its ability to take bits of a project and let artists,
producers, and engineers hear some different arrangements quickly and easily.

B Bedroom: With a nice audio interface and a decent computer running Live, platinum hits can
be fashioned while you’re still in your shorts. If professional studios can benefit from the
power of Live, a solo musician can reap the rewards 10 times over. Recording a simple guitar
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and vocal demo or producing a full-blown masterpiece is all within the scope of Live’s
capabilities.

B Club: The laptop D]J trend has been building steam for several years now. The benefits
include less wear and tear on your vinyl, lightweight transport, and the many possible
software tricks for enhancing the sound. To be fair, there are a few compromises to
recognize, such as the time it takes to digitize vinyl and the look and feel of the performance.
While paradigm shifts are always tricky, one thing is for sure: Vinyl weighs a ton (and that’s
one paradigm that doesn’t seem to be shifting!).

Goals of This Book

Like Live, Ableton Live 8 Power! was written by a performing musician. I’ve spent plenty of
time performing with Live and have been recording and remixing in Live for years. Live is built
to be musical, and this book will aspire to be the same. It is my hope that you will have many
long hours of enjoyment using Live while creating some interesting new music. Although this
book is designed to be a “power user” book, don’t be deterred if you are new to Live, new to
music, or new to computer-based production. This book will serve as a basic guide to interfacing
with Live and an advanced tips and tricks collection for taking advantage of Ableton’s industry-
rocking technology.

If you are already familiar with Live, this book should feel like a souped-up reference manual
with some powerful tips and musical ideas for you to incorporate into your Live vocabulary.
This book should help you optimize Live’s settings for speed and sound, which should translate
into maximum musical output. Ableton Live 8 Power! covers some sticky but rewarding topics,
such as Live’s MIDI implementation, editing Live’s mix automation, and using virtual EQs and
compressors for professional audio results.

The Online Files

To get you going as quickly as possible, you can find online files included with this book con-
taining custom-built Live Sets to illustrate the topics as you read about them. After all, what fun
is it to read about music? It’s much more fun to hear music.

To use these as you follow along in the book, you’ll need to copy the Sets and presets from the
Web site at http://www.courseptr.com/downloads onto your computer. I recommend simply
creating a folder on your desktop labeled “Live 8 Power” and copying the entire contents
into it.
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Getting Live Up
and Running

f you are accustomed to buying studio hardware gear, you may be like me—get the sucker

home, tear open the box, and start making noise. Manuals are for other people, after all,

and, well, who’s got the time? When it comes to software, however, there is one fundamen-
tal difference: It is almost always up to you, the end user, to set up and configure the hardware
properly, install the software the way it was designed, and set up the preferences so that the new
application won’t interfere with any legacy applications, cause strange hardware issues, or
impair general functionality. In short, you become the final manufacturer. It is this sort of engi-
neering control that is both the advantage and the disadvantage of personally transfiguring your
computer into a recording studio, a performance sampler, or a Live sequencing instrument.

Before you dive in and start producing hits, it is important to take a moment to verify that your
computer system is up to speed and that you’ve installed Live properly to ensure maximum
performance potential. This chapter will provide more than a few recommendations to help
you through the installation process, along with rarely mentioned tips for fine-tuning your Able-
ton Live studio. I’ll cover both Mac and PC setup and talk about several methods for optimizing
your system. Also, remember that Ableton’s technical support is an excellent way to get to the
bottom of anything not covered in this book, as is Ableton’s online user forum (found at www.
ableton.com/forum), which is usually rich with tips, tricks, and advice.

System Requirements

Listed in the pages that follow are Ableton’s posted system requirements, dependent upon sys-
tem make, and followed by my recommendations. As mentioned previously, every computer is
customizable, and this can lead to unforeseen problems. If Live is acting strangely—for example,
if the audio is stuttering or if each edit is taking a very long time—try running Live completely by
itself, with no other programs running on your system at the same time. Make sure that you are
not running any other applications in the background, such as MP3 players, office suites, or
third-party plug-in effects (which we will cover in Chapter 7, “Using Effects and Instruments”),
as this can cause CPU performance problems.

Keep in mind that the vast difference between system requirements versus recommendations could
mean the enviable difference between functioning and flourishing with your Ableton product.
Ableton’s recommendations should be considered the absolute bare minimum for your system.

1"
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Ableton Live's System Requirements for Macintosh
B 1.25GHz G4/GS or faster

®  1GB or more RAM
B Mac OS X 10.4.11 or later

Ableton Live 8 Power!'s Mac Recommendations
B [ntel Mac processor

B 2GB or more RAM
B Mac OS X 10.5 or later

B Soundcard with MIDI interface

Ableton Live's System Requirements for PC
B Pentium 4 or Celeron compatible CPU or faster

® 1GB RAM
B Windows XP or Vista
B Windows-compatible soundcard (preferably with ASIO driver)

Ableton Live 8 Power!'s PC Recommendations
B As fast a CPU as you can afford

® 2GB or more RAM
B Windows XP
B ASIO-compliant soundcard with MIDI interface

B QuickTime 7 or later

Installing, Running, and Updating Live 8

If you are brand new to Live and haven’t yet picked up a copy or have never installed audio
software before, then this section is for you. Sometimes, a little background information helps
make for a more rewarding software experience. Here are a few general tips about getting your
hands on Live 8.

B Live can be purchased as a download or in a boxed retail version. The download version is
sold only through the Ableton Web shop (www.ableton.com/shop).

B The boxed version of Live 8 includes the Essential Instruments Collection 2 (EIC2), a library
of sounds for the Simpler (Live’s built-in sampler instrument) or Sampler (a more
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sophisticated sampler, available as an add-on) containing piano, woodwinds, strings, drums,
and more. If you decide you don’t need this (or the printed manual), you can save some
money by purchasing the download version instead.

B Live 8 can also be purchased as part of the Ableton Suite, which gets you all six add-on
instruments (Operator, Electric, Tension, Analog, Sampler, and Collision), the Drum
Machines sample library, and the Latin Percussion library. The boxed version of the suite
also includes Session Drums, a beautiful collection of multisampled acoustic drums, as well
as the EIC2.

®  All Live users receive the Solid Sounds pack, which contains about 400MB of loops and
construction kits, downloadable from the Ableton Web site. Owners of the boxed edition of
Live Suite will receive an additional 400 loops and samples from Zero-G, as well as a
440MB set of experimental loops from Sound Wizard’s Cycling *74.

Live Installation Tips (Mac OS X 10.4.11 and Up)

Installing Live 8 on Mac OS X is a breeze. Insert the Live installation disc, open the disc dialog,
and drag the Live 8.x folder to the Applications folder on your hard disk. All pertinent files,
including Live 8’s manual, will be contained here. For quicker access to Live, you may want to
install a shortcut onto the OS X dock (if you are using it). To do this, simply open your Appli-
cations folder or the location on your drive where you decided to install Live and drag the
program icon to the dock. An instant shortcut is made. To remove the item from the dock,
drag it to the Trash or to the desktop, and watch it go “poof” and disappear.

Live Installation Tips (Windows XP and Vista)

Installing Live onto a Windows machine is much like installing any other Windows-based appli-
cation. After you click Setup and follow the instructions, Live’s installer will ask you where you
would like to place the Ableton folder and its files. I recommend using the installer’s default
setting, which will place Live in an Ableton folder in your computer’s Program Files folder.
You will want to pay special attention to where your VST plug-in folder exists. It is common
practice to keep all VST plug-ins stored in one common location so that every VST-compatible
application will be able to use them. For instance, if you have Steinberg’s Cubase SX installed on
your computer, you can instruct Live to look for plug-ins in the Steinberg shared VST folder,
which is commonly located at Program Files > Steinberg > Vstplugins. Then you can set Live to
use the same plug-in folder. After the installation, you will want to customize your preferences
(see the “Setting Preferences in Live” section later in this chapter).

Mac Users Take Note The centralizing of plug-in folders is useful in both Windows and
OS X, although OS X audio applications typically take care of this for you by installing VST
plug-ins at the location Library > Audio > Plug-ins > VST.
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Updating Live

To check what version of Live you are currently running under Mac OS X, click Live > About.
On a PC, go to Help > About Live. Both the version and serial number will be displayed (see
Figure 2.1). Click anywhere on the pop-up screen to close this window. To see if there is an
update for Live, you will need your serial number, although once you’ve created a User Account
at ableton.com, you’ll be able to get updates just by logging in. You can also use Check for
Updates in the Live Help menu if your computer is currently online. I recommend checking
for updates as often as your time and interest allow. Ableton remains ambitious about tracking
down bugs in Live and posting software updates. Their user forum (click “forum”) is also of
value and is a great place to pick up new tips, suggest ideas to Ableton, trade songs, and network
with other Live users. Be sure to sign up for Ableton’s newsletter to be alerted to all major
updates and general Ableton news and events.

Ableton Live 8

Music Creation, Production & Performance

for Mac OS & Windows

Live & (8.0.4) Sarial No. :
Legal information

Bernd Roggendorf
Gerhard Behles
Robert Henke
Awi
Reiner Rudolph
Stefan Haller
Stefan Franke
Frank Hoffmann
Andreas Zapf
Ralf Suckow
Gregor Klinke

Figure 2.1 This screen will confirm which version of Live you are currently working in. After you update
your copy of Live, follow the steps described in this section to make sure that the new version is running
properly. You may need to swap out old desktop or dock shortcut icons because they will continue to
point to (launch) the old version of the product.
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Basic Computer Specifications

When buying a computer, you’re often faced with a dilemma centered on brand, timing, processor
speed, and a ridiculous number of options. You can spend your entire life chasing processor speeds.
My feeling is that it is more important to get a functional machine rather than bleeding-edge tech-
nology that may or may not be 100 percent stable. In any event, here is a list of the most important
considerations when buying a computer for using Ableton’s Live software.

Processor Speed

It is in our very nature to want the fastest and most efficient processor available. Business folks
want to spend less time waiting for massive data crunching, and musicians want to hear fewer
digital “hiccups” in their music. However, although faster may be better, don’t spend all of your
time chasing processor speeds. Trust me, it can be an expensive proposition. Instead, try to set
your sights just below the industry top dogs. Ableton Live doesn’t necessarily require the fastest
processor on the market to perform basic functions. Sure, there are limitations, and contrary to
popular belief, there always will be. So instead of spending $3,500 (or more) on your next indus-
try champion, take a step back, save several hundred dollars, and invest in a quality soundcard
and a pair of professional speakers instead. Your music will be better for it.

Hard Drives

Fast hard drives, on the other hand, are essential. Say what you want about processor speeds;
when recording audio, your hard drive spin and data throughput are terrifically important. One
of the most important factors is RPM. 7,200 RPM is ideal. 5,400 RPM will work for live per-
formances and many other applications, but may struggle with big Sets with lots of edits. In an
effort to conserve energy, some laptops ship with fairly slow internal hard drives, usually in the
neighborhood of 4,200 RPM. This slow hard drive speed will limit the number of audio clips
that you will be able to play simultaneously in Live.

RAM

In Live, most of your short samples (less than SMB) will sit in RAM rather than on the hard disk.
Any samples used in your virtual instruments must also occupy memory space. To start out, 2GB
should be adequate, but Live likes memory, so get 4GB if at all possible. You can make it with
less RAM for a short while, but more memory will help to ensure stability during live perform-
ances, and it will help if you have other applications running simultaneously with Live.

Audio Interface Specs

Almost invariably, the audio capabilities that come standard with your PC or Mac are lacking
in many ways. Without a specialized audio interface (see Figure 2.2), sometimes called a
soundcard, you’ll find yourself hitting limitations in terms of routing flexibility, connectivity,
and sound quality. Choosing an interface can be tricky since there are so many choices on the
market. What will help you the most is to understand your needs so you’re armed with some
good questions before you hit your local music store or Internet megastore. Here are some items
to consider when purchasing an interface.
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Figure 2.2 The RME Fireface 400 is a powerhouse, with loads of connections and great sound.

What Type of Audio Interface Should You Get?

Desktop computer users have the greatest number of choices when shopping for audio interfa-
ces. These computers can normally accept internal PCI and PCle audio cards, external USB and
FireWire interfaces, and hybrid internal/external audio solutions. PCI and PCle cards, which fit
into slots inside your computer, will offer the best performance of any format available. PCI
offers high bandwidth and bus speeds, which allow greater amounts of data (digital audio) to
be passed back and forth between the CPU and interface.

The increase in speed and reliability of laptop computers has made them very attractive candi-
dates for hosting Live. By running live from a portable computer, you have the convenience of
taking your instrument wherever you go, just like guitar, bass, saxophone, and harmonica play-
ers can. Also, since Live is a robust multitrack recording environment, a laptop gives you the
ultimate remix and recording studio for the road or a bedroom studio. The laptop allows for and
encourages spontaneous creativity, since your studio is never far from reach.

Laptops do not have room to accept PCI and PCI-X audio interfaces. Laptops generally have
USB and FireWire ports which can be used to connect a variety of interfaces. CardBus also
provides an excellent high-speed connection for audio, but there are very few choices on the
market in this format.

How Many Outputs Do You Need?

The advantage to multiple outputs is increased integration with the world outside your com-
puter. For example, multiple outputs give you the ability to send drums to outputs 1 and 2 while
sending the vocals to output 3. Then you could send these outputs to different channels on a
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hardware mixer to apply EQ and outboard effects. If you just have a single stereo output on your
soundcard, all mixing has do be done inside the computer. Is this something you should neces-
sarily be worried about? Not at all! If you are just getting started, or you are not sure what all of
this is about, then chances are there’s no need for you to concern yourself too much about it at
this point.

The exception to this rule is if you plan on performing with Live, in which case you will want to
have a minimum of four outputs (two stereo pairs), which allows you to use one pair as your
main output and the other for cuing (prelistening) to tracks or clips in your headphones, just like

a DJ.

After you’ve decided whether you need 2, 4, 6, 8, or more outputs, you may also want to con-
sider what types of connecters the interface uses. For example, if you’re always connecting to DJ
mixers, it may be more convenient to have RCA outputs on your interface, rather than 1/4-inch
or XLR. Ultimately, though, this shouldn’t be a deal breaker, since you can always connect with
the proper cables or adapters.

How Many Inputs Do You Need?

Like outputs, the number of inputs you need will narrow the list of interfaces to consider. Mul-
tiple inputs are a must if you’re planning on recording multichannel sources, such as live drums.
Generally, soundcards have a minimum of two input channels, a right and left input, used
together as stereo. These can be RCA, XLR, digital (S/PDIF or AES/EBU), or others (such as
ADAT Lightpipe). With digital formats, you’ll want to be sure that the interface you get will
work with the other gear you are using or plan to use. For example, if you have a keyboard with
a coaxial S/PDIF connection, you won’t want to buy an interface with an optical digital input—
the two are not compatible.

A-D and D-A Converters

You may have heard a lot of chatter about the quality of an interface’s converters. This is where
the rubber meets the road, so to speak, where real-world vibrations are converted to zeroes and
ones (and vice versa). While the esoteric aspects of this topic are outside of the scope of this
book, it’s important to understand two basic principles.

Digital to analog converters are important because they affect the quality of your monitoring.
With poor converters, the sound coming out of your speakers will be less accurate and getting
pristine mixes will be more difficult. Analog to digital converters are only important if you are
recording external sources such as guitars, keyboards, and vocals, or you are mixing with out-
board hardware processors. If all of your sound is generated inside your computer by samples
and virtual instruments, then A-to-D conversion isn’t a big deal.

What Do You Need to Know About ASIO Drivers?
ASIO (Audio Stream Input/Output) was first invented by German software-slinger Steinberg
(www.steinberg.de or www.cubase.net). Originally, ASIO drivers were created to help musicians
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and producers using Cubase to record multitrack audio digitally with a minimal amount of time lag
within their digital system. This time lag can be a real buzzkill, and it is called latency. Latency
occurs because the sound you are recording is forced to travel through your operating system, your
system bus, and host application to end up on your hard drive. Like bad plumbing, the signal may
be coming down the pipe, but there are unnecessary clogs and corners that must be navigated along
the way. The gist is that your computer is performing calculations (remember, it’s all numbers for
the computer) and, though they are blazingly fast, it takes a moment for the processor to finish, and
the result is latency.

Live 8 supports ASIO on PCs. (ASIO is unnecessary on Mac OS X, thanks to Core Audio.)
You’ll be happy to know that most popular consumer- and professional-grade audio cards sup-
port the format, too. It has become an industry standard and can cut latency down to barely
detectable levels. Properly installed, ASIO drivers will make Live as responsive as a hardware
instrument with less than eight milliseconds of audio delay—practically unnoticeable. ASIO
helps Live users hear the instantaneous results of MIDI commands, audio input/output,
mouse moves, and keyboard commands. Someday, we’ll all look back and laugh that latency
was ever an issue, but for now, count your blessings that there is ASIO. See the “Setting Pref-
erences in Live” section later in this chapter for more on the infamous “L-word.”

ASIO for All If you're stuck using the internal soundcard of your PC or have an audio card
that doesn't support ASIO, there still may be hope for you. Michael Tippach has pro-
grammed a freeware driver called “ASIO4ALL," which is available at www.asio4all.com.
If you use it, you will have solved your latency problem, but you'll still want to consider a
new audio interface because the converters in a pro interface will sound much better than
those used in standard soundcards.

Choosing a MIDI Controller

Nothing makes playing Live more rewarding than cranking real knobs, watching virtual faders
move, and hearing the results. You can move virtual knobs and faders, adjust the amount of
effects and their settings, modify the tempo, and do just about anything else you can imagine, all
by using a MIDI interface. Those people who want to exploit the power of Live’s MIDI sequenc-
ing features will also require a good MIDI control device (see Figure 2.3). Even more so than
with audio interfaces, choosing a MIDI interface can be overwhelming because there are so
many different devices with wildly different designs.

Again, the most important thing is to understand your needs. This can be tricky if you are totally
new to production. If that’s the case, the best thing I can recommend is to get something afford-
able and push it to its limits—it’s the one guaranteed method for discovering what your needs
are!


www.asio4all.com
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Figure 2.3 The Korg Nano controllers are a very inexpensive way to explore different types of MIDI
controls.

Here are some factors to consider:

B Keys: Even if you don’t play piano, you’ll probably want to have at least two octaves of
piano keys to play with. Some keyboard controllers come with many extra controls and may
be all you need, while others may require that you supplement the controller with another
controller for knobs and buttons. There’s nothing wrong with the latter approach. In fact, it
can be quite convenient to have several small controllers. After all, you might not need one
of them for gigs, and you’ll save space in your gig bag over a larger, fully featured controller.

B Drum Pads: Some people can’t live without them. If you like to bang out your beats, drum
pads can make it much more fun. That said, I know folks who have no problem playing
great beats on a piano keyboard or simply drawing in every note with the mouse.

B Knobs: Some knobs have a nice smooth feel and have a limited range, just like a knob on an
old synth. Others turn endlessly and click as you turn them. (These are usually referred to
as encoders.) The former are better for musical tasks (such as filter sweeps), while the latter
can be easier to use for scene navigation. Make sure that you know what kind of knobs
you’re getting and what you’ll be using them for.

B Faders (and Crossfader): For many of us, volume controls just make more sense on faders
rather than knobs. For precision studio work, a nice big fader with a long throw (range of
motion) is handy, but not essential. Motorized faders are great in the studio but probably
not necessary on stage. In the world of MIDI, a crossfader is just a sideways fader. Whether
or not you need one depends entirely on your style. Live’s crossfader can be controlled



20 Ableton Live 8 Power!: The Comprehensive Guide

by any MIDI input, so you can get the functionality of a crossfader from a variety of
nontraditional controls.

B Buttons: Some light up, and some don’t. Some have a nice chunky feel, while others are
downright wispy. For use in the studio, turning the metronome on and off, or controlling
Live’s transport, these issues probably aren’t so important. But during a gig, having nice
buttons that light up when you click them can make all the difference.

B Joysticks and Touchpads: These are often referred to as X-Y controllers since they can be
moved along two axes. From a MIDI standpoint, a joystick or touchpad is seen as two
separate controllers: one for the horizontal axis and one for the vertical. As you move one of
these controllers, two different control messages are simultaneously transmitted.

Another factor to consider when picking a Control Surface is whether or not it is a supported Con-
trol Surface for Live. In Live’s MIDI preferences (see “The MIDI/Sync Tab,” later in this chapter),
there’s a menu that will show you a list of controllers that can be plugged into Live and start remote
controlling it immediately without any mapping. My experience is that Control Surface support is
most useful in the studio because for performance use, I tend to heavily customize my controller
setup and need to map everything manually anyway. Of course, your mileage may vary.

Because there are so many different styles of controllers, this Instant Mapping technology varies
widely from device to device. To see how it’s implemented for various controllers, open up Help
View from the Help menu, then scroll all the way down to the bottom of the Help View and
click on Control Surface Reference Lesson.

Setting Preferences in Live

Optimizing Live’s preferences is essential for smooth operation. Preferences are more than
merely your personal whims about how you would like Live’s interface to be colored, or
where your files are automatically saved. Preferences are your primary control center for fine-
tuning Live’s ability to work in your particular computer/audio environment. From the Prefer-
ences menu, you will be able to control default loop traits, audio and MIDI interface settings,
and audio latency settings. Does it sound like too much to manage? Read on, and let’s tame this
beast. To call up the Preferences dialog box on a PC, select Options > Preferences; on a Mac
running OS X, select Live > Preferences. When you first open the preferences, you will see a
small pop-up window with a number of tabs marked on the side, including Look/Feel, Audio,
MIDI/Sync, File/Folder, Record/Warp/Launch, CPU, User Account Licenses, and Library. We’ll
have a look at each of these in turn.

The Look/Feel Tab
On the Look/Feel tab (see Figure 2.4), you’ll find a number of settings having to do with Live’s
appearance and the way it presents information to you. Let’s look at all the settings.
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N Preferences

Figure 2.4 The Look/Feel tab in Live's Preferences.

The Language setting chooses the language to use for Live’s menus and messages. The internal
help menus, interface text, and informational messages can be set to read in French, Spanish, and
German, as well as English.

The “Don’t Show Again” Warnings setting deals with the various warnings that come up when
you first perform certain actions in Live. Typically, these warnings will only be seen the first time
you perform a particular action, and then you won’t see them again. If you want to bring back
all these messages and restore Live to the state it was in when you first installed it, click Restore
here.

The third option, Follow Behavior, determines the graphical style used when following the song
position in the Arrange and Clip Views. When set to Scroll, the playback cursor will stay in place
while the window moves smoothly under it. When set to Page, the window will stay stationary
while the cursor moves. When the playback cursor reaches the right edge of the screen, the win-
dow jumps ahead so the cursor appears again on the left. The Scroll option is much harder on
your CPU, so if you are experiencing dropouts or sluggish response, set this option to Page.
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The next option here, Hide Labels, helps give you a little more screen real estate once you’ve
memorized all of Live’s components and don’t need the labels anymore. When set to Show, the
Live interface will look normal. When set to Hide, all of the little labels on the interface (such as
Track Delay and Audio To) will disappear.

The next two options are new to Live 8. Permanent Scrub Areas turns on or off the scrub area at
the top of the Arrangement View or the lower half of the waveform display in the Clip View. With
this preference turned on, your mouse will automatically turn into a speaker icon in either of these
locations and can be used to jump to any location. With it turned off, you’ll have to hold down the
Shift key to see the Scrub tool. Zoom is used to scale the entire Live interface larger or smaller.

Colors
In this next section of the Look/Feel tab, you’ll find various settings dealing with Live’s color
scheme and appearance.

The Skin setting chooses the skin for Live and sets the overall color scheme. To find the scheme
you like best, simply click the drop-down menu and use the up and down arrows on your key-
board to scroll though the options.

Under the Skin drop-down selector, you’ll also find the Auto-Assign Colors toggle switch and the
Default Clip Color selector. With Auto-Assign Colors on, Live will randomly choose a color for
each new clip or recording. (These color assignments can also be changed at any time for each clip
in a screen called Clip View, which will be covered in depth in Chapter 4, “Making Music in
Live.”) If Auto-Assign Colors is off, the Default Clip Color comes into play to determine which
color Live will default to for all new clips. Of course, color will not affect the sound and is strictly
a matter of preference.

Plug-In Windows
The three options in the next section of the Look/Feel preference tab determine how Live will
display a plug-in’s custom display window.

When Multiple Plug-In Windows is activated, you can open more than one plug-in window at a
time. When this is off, open plug-in windows will be closed any time a new one is opened.
Keeping this option off can help minimize screen clutter. With this preference turned off, you
can still open multiple plug-in windows manually by holding down the Ctrl (Cmd) key.

The second option, Auto-Hide Plug-In Windows, will make plug-in windows appear only for those
plug-ins loaded on a selected track. For example, if you have a MIDI track loaded with an instance
of Native Instrument’s Battery and another MIDI track with LinPlug Albino, Battery will be hid-
den when the Albino track is selected, and Albino will be hidden when the Battery track is selected.
This can also help minimize screen clutter and thus is especially useful for laptop users.

The third option here is the Auto-Open Plug-In Custom Editor box. When active, the plug-in
window will be opened immediately after the plug-in is loaded onto a track. This makes perfect
sense since you’ll usually need to make some modification to the plug-in after you load it.
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The Audio Tab
The next tab in Live’s preferences, the Audio tab (see Figure 2.5), chooses an audio interface to
use in Live and makes various adjustments to its performance. This tab’s pull-down menus and
options will depend largely on what kind of soundcard you have, whether it is correctly
installed, and what operating system you are using. You will see that I am using a PreSonus
FireBox on a Mac.
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Figure 2.5 Live's Audio Preferences tab.

Audio Device

The first section of the Audio tab is labeled Audio Device. The first setting you can choose here is
the Driver Type you want to use for your audio interface. On the PC, options will include MME/
DirectX and ASIO, and in Mac OS X, you will see just one choice, Core Audio. After you select
the driver type you want to use, you will have a selection of audio devices to choose from in the
subsequent drop-down menus. As noted previously, you will always get better performance with
ASIO drivers, so you should always choose ASIO on PC if this option is available.

Next after Driver Type is the Audio Device setting, where you actually choose the specific sound-
card you want to use. In Windows, you will see only a single menu choice here; in Mac OS X, you
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will see separate settings for Audio Input Device and Audio Output Device. Theoretically, you
could choose different devices for input and output; in practice, however, you will probably get
the best performance by using a single audio interface at a time, so you’ll probably want to choose
the same device for both input and output. (If you are not recording, you don’t need to choose an
input device at all.)

Note that you may not find the audio device you want to use when using certain driver types.
For example, the built-in audio cards on laptop computers don’t support ASIO, so you’ll only
find these cards listed when MME/DirectX is selected for Driver Type.

The Channel Configuration settings include two buttons, Input Config and Output Config.
Clicking one of these opens another small pop-up window that activates various inputs and
outputs on your soundcard for use in Live. Only those inputs and outputs that you activate
here will appear in Live’s other menus and selectors. If you don’t need to use all of the inputs
and outputs, you may want to leave them inactive here, as doing so will save you a bit of com-
puting power. (In Chapter 12, “Playing Live...Live,” we will talk further about how to capitalize
on Live’s cueing capability using multiple outputs.)

Please note that Live will always seek out the audio interface last saved in the preferences
each time the program launches. If Live cannot find the soundcard—if, for instance, you
have unplugged it or swapped it out—Live will still launch, but with no audio enabled. In
this instance, you will see a warning message telling you that Live cannot find the audio
card and that audio will be “disabled” upon startup. You will also notice a second red
warning on Live’s actual interface (after the program launches) that says, “The audio engine
is off. Please choose an audio device from the Audio Preferences.” In this case, you won’t be
able to play any sound in Live until you go to the Audio Preferences and select a new audio
device.

Sample Rate

The In/Out Sample Rate setting in the Audio Preferences tab will determine the recording quality
of both Live’s output and recorded input. A good basic sample rate to start out with is
44,100Hz, or 44.1kHz, which is the sample rate for CDs. 48,000 is the sample rate for digital
video, so use this if your target media is DVD. There is much debate regarding the use of higher
sample rates, the details of which go beyond the scope of this book. I never recommend using
anything lower than 44.1kHz.

There is also another setting here labeled Default SR & Pitch Conversion. When set to High
Quality, Live will set the Hi Q switch to its On position for all newly created clips. This causes
Live to use a cleaner algorithm when converting sample rates and transposing clips. Unless
you’re really strapped for CPU power, leave this in the Hi Quality position. You can always
turn this off for individual clips, which you may want to experiment with when using transpo-
sition for sound design purposes.
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Latency Settings

The next section of the Audio tab adjusts a number of settings relating to the buffer size and
latency of your soundcard. You may need to experiment with these settings a bit to get the best
possible performance on your particular computer system. Before we get to the experimentation,
though, let’s make sure we understand the problem.

First, recognize that there is both output latency and input latency. There is a minimum amount
of latency that must occur as signal passes through your A/D converters into your computer, just
as there is also a certain amount of time that it takes for your computer to send audio to your
soundcard and through the D/A converters. While this is a very short period of time, things are
complicated somewhat by the fact that we need our audio to play back without interruption,
while at the same time our CPU is being interrupted constantly, handling myriad other tasks
while our audio is playing back. This is where buffers come into play.

Whether you realize it or not, you’ve almost certainly dealt with digital audio buffers before.
When you listen to music on an iPod, there is a slight lag between when you select the song you
want to play back and when you start to hear it. That’s because before you hear anything, a
certain amount of audio is loaded into the device’s memory (the buffer), and then the audio is
played back from the memory rather than directly from the hard drive. This ensures that if you
knock the player around and cause the hard drive to skip, audio will continue to play back from
the buffer while the device finds its way back to the place where it skipped. As long as the device
can keep filling the buffer with data before it’s all been played back, you’ll never hear any prob-
lems, no matter how hard you whack it!

The same concept applies to your computer. A very small buffer necessitates a very fast CPU. It
needs to work very fast in order to keep audio playback consistent while it also carries out
background tasks for the OS, updates the display, and does whatever else it has to do. Occa-
sionally, something will cause your CPU to spike momentarily, and if you don’t have a big
enough buffer, audio mayhem will ensue! This is why, for live performances, you want to
make sure you’ve got a big enough cushion to deal with whatever comes up. In the studio,
you can go for lower settings because not only is latency more irritating when recording, but
you also have the flexibility to experiment and correct things as you go along.

The first setting we’ll look at is Buffer Size, displayed as a number of samples, tiny bits of
sampled sound. The lower your Buffer Size setting is, the less latency you’ll experience, but
the more potential problems can arise. In other words, too much buffer will increase the amount
of undesirable latency, yet too little latency can result in your system choking and experiencing
digital pops, audio dropouts, and the like.

You may or may not be able to adjust your soundcard’s buffer size from this Preferences menu.
While in Mac OS X you can usually just click here and drag up or down to adjust the buffer size,
in Windows you will probably need to open your soundcard’s own proprietary driver interface
or control panel, which can be launched with the Hardware Setup button.
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Next, we see the Input Latency and Output Latency values. Output latency is the amount of lag
time between when you trigger a sound or action and when you hear it. Or if you add an effect,
such as distortion or reverb, the extra time that it takes to actually hear that sound is Output
latency.

Input latency arises for the same reasons as Output latency. Audio is buffered on the way into
the computer, so Live receives this audio a little later than it should. Fortunately, Live knows it is
behind, and it takes this into account when recording. The result is a take that is recorded in
time. When Input latency starts becoming a problem, though, is when you try to monitor audio
through Live. Now the audio has to pass through the input buffers, through Live and any poten-
tial effects that may be loaded, and back to the output buffers before it can reach your ear.
Keeping your buffer settings as low as possible will keep this “double” latency to a minimum.

Round It Off While some soundcard drivers will adjust the buffer in increments of one
sample, Ableton recommends that you set your buffer to one of the binary “round num-
bers" that we see so often on our computers: 64, 128, 256, 512, 1024, and so on.

You may well be able to set your latency time extremely low and have no discernible latency. It
is there all the time, but it is often unnoticeable when using ASIO, WDM, or Core Audio drivers,
which is why these driver types are preferred.

Most professional audio cards, like the ones mentioned above, also feature “direct monitoring,”
which helps alleviate some of the problems of recording with latency. Instead of having Live
blend your input signal with its output signal and buffering it to the audio card, the audio
card will blend your input signal with the output from Live so the input signal doesn’t have
to travel all the way through the computer and back out again. The result is instantaneous mon-
itoring of your input signal—no latency. The drawback is that you will not be able to use effects
on a direct monitored signal because the audio signal is not being sent through the computer.
The audio interface simply routes the input directly to the output.

Audio interfaces are designed to report their latencies to Live so it can offset its operations prop-
erly. However, in practice, the reported amount is usually not completely accurate, and there is
some additional latency that you must manually enter into the Driver Error Compensation box.
The last parameter here, Overall Latency, shows the sum of the Input latency and Output latency.
This is the total amount of latency you would hear from an input signal coming into Live.

Beating Latency To find out the exact amount of unreported latency that must be com-
pensated for, look under the Help menu and select Lessons Table of Contents. Scroll down
in the pane that opens up and find Driver Error Compensation under the heading Hard-
ware Setup. This will provide you with superb step-by-step instructions and a custom Live
Set for testing your hardware's latency.
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The Driver Error Compensation value will only be used to correct the timing of recordings
that are made with Live's monitor switch set to Off. (Using your interface's “direct
monitoring” feature is one way to hear what you're doing when you don't monitor
through Live.) What this means is that you will have to adjust manually the latency of
recordings made while monitoring through Live. This can be done either by entering the
Driver Error Compensation value into the Track Delay or by adjusting the clip’s start point
by that same amount.

Test

The Test section of the Audio Preferences generates a test-tone sine wave so you can test your
system. You can also adjust the volume and frequency of the test tone using the other parameters
in this section. Here are the steps for testing your system:

1.  Turn on the test tone.

2.  Set the CPU Usage Simulator to its maximum value (80%).

3. Decrease the buffer size until you start to hear crackling or dropouts in the test tone.
4

Increase the buffer size until these artifacts go away.

This test will yield a buffer size that will guarantee smooth audio performance in almost all
situations. This will be a good value to use for live performance where stability is paramount.
For situations where you need lower latency, you can test with a lower simulated CPU usage, or
as long as you are working in the studio, just lower the buffer size as low as you want it and
increase it if you have problems.

The MIDI/Sync Tab

This brings us to the third Preferences tab, the MIDI/Sync tab, shown in Figure 2.6. This is where
you can specify which of your MIDI devices will serve as remote controls, MIDI inputs and
outputs, and sources for synchronization.

The first part of this tab contains options for setting up natively supported Control Surfaces in
Live. If you are using an interface that Live supports, you can use one of the drop-down choosers
in the first column (labeled Control Surface) to select it from a list. Once selected, Live will have
all the necessary information to support the device. You can also select the MIDI input and
output ports for the device, although many MIDI controllers these days connect directly to
your computer via USB. Depending on which controller you are using, Live may need to do a
“preset dump” to the device after you have selected it, in order to initialize it with the correct
control values. In this case, the Dump button at right will become active (not grayed out), and
you will need to click it once to do the dump.
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Figure 2.6 The MIDI/Sync tab found in Live's Preferences box.

The second part of this window shows a list of the MIDI input and output devices available on
your computer. There are columns for the names of each MIDI port found by Live, plus columns
named Track, Sync, and Remote. In order for a MIDI device to be usable, it has to be enabled as
a Track input or output, as a Sync source, or as a MIDI Remote Control.

Enabling Track for a MIDI input device means that you can use it as an input to a MIDI track.
This would be enabled for something like a control keyboard that you use for playing notes on a
virtual instrument. Enabling Track on a MIDI output sends MIDI data from a MIDI track out-
put to an external piece of hardware, such as a sound module.

The Sync option enables the port as a MIDI Sync source or destination. This will have to be
turned on for at least one port for any of the Sync functions to work. When using Sync input, the
EXT switch will appear in the Control Bar and can be used to force Live to slave to an external
tempo source.

The last column, Remote, is especially nifty. By enabling a remote input, you can map any of
Live’s on-screen controls to a physical controller. Live also provides the ability to send feedback
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messages back to MIDI controllers with motorized MIDI knobs and faders, or those with light-
up encoders, buttons, and so forth. If you have a Control Surface with these types of controls,
you can enable Remote in the Output table for that device. Once you map a fader or knob to a
MIDI control, Live will move the control anytime its value or position changes on-screen.

The File/Folder Tab

Next you can see the File/Folder tab (see Figure 2.7). Here you can set preferences for how your
various files and folders are handled in Live. This tab also includes some preference settings
dealing with effect and instrument plug-ins.

O Preferences

Sample Editor
No sample editor has been selecled

Temporary Folder
n

Decoding & Web Cache
Minimum Free Space
Maximum Cache Size

| {808

¥

I

IRy /C

Use Audio Units
Useo VST Plug-in System Folders
Use VST Plug-in Custom Folder

VST Plug-in Custom Folder
Not Sel

Browser

I

Figure 2.7 The File/Folder tab.

The first setting here, Save Current Set as Template, is used to save the current Live Set as the
default or template Set that will be loaded each time Live is launched. This can be helpful for
preconfiguring commonly used settings, such as MIDI assignments, input and output routings,
and common effect patchwork (such as EQs on every channel). Note that you can save only one
template in this Preferences tab. For additional templates, you can create additional Sets and
store them in the Templates folder of the Live Library. (More on this in Chapter 13, “Live 8
Power.”)
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The Create Analysis Files option lets you determine whether Live will save audio analysis data
for quick loading in the future. The first time an audio file is used in Live, the program will
create a waveform display and analyze the file for optimal warping. When this option is enabled,
Live will store this information in a file on your computer’s hard disk. The file has the same
name as the sample it is associated with and uses .asd as its extension. The next time the audio
file is used in a Live Set, you won’t have to wait for the graphical display to be rendered again
because the file analysis has been saved.

The Sample Editor setting is for defining the location of your favorite wave editor, such as Sonic
Foundry’s Sound Forge, Steinberg’s Wavelab, Bias Audio’s Peak, or the excellent freeware pro-
gram, Audacity. Your preferred editor will launch when you press the Edit button in an audio
clip. For a more detailed look at wave editors, please refer to Chapter 13.

Temporary Folder sets a location to temporarily store any files Live needs to create in the course
of its operation. Again, in most cases, you won’t need to change this from its default setting. This
is the folder into which Live places all new recordings made before a Set is saved for the first
time.

Decoding Cache

In order for Live to play MP3-format files, they must first be decoded/decompressed into stan-
dard WAV files. These resulting files are stored in the Decoding Cache. The parameters in this
section determine how Live will handle the creation and cleanup of the decoded files.

The first option, Minimum Free Space, is the amount of free space that you always want avail-
able on the hard drive. If you set this to S00MB, Live will stop increasing the size of the cache
once there is only S00MB available, which can be extremely important if you only have one hard
drive on your entire computer system (this is frequently the case for laptop users). This setting
will ensure that a minimum amount of space is available on the drive for swapping files and
other housekeeping tasks. Alternately, Maximum Cache Size can be used if you would rather set
a hard limit for the Decoding Cache. For example, you might want to make sure that the cache
never gets bigger than 10GB, regardless of how much drive space you have left. When either of
these limits is met, Live will begin to delete the oldest decoded files to make room for new ones.

You’ll notice that if you add an MP3 to your Set and Live decodes it, Live will not have to
decode the file again if you drag the same MP3 into a Set at a later time. This feature works
this way because the decoded file is still in the cache. If the decoded file gets deleted, you’ll have
to wait again for the previously decoded MP3 to be decoded again. The larger your cache is, the
less this will happen.

Active Sources

The VST plug-in folders can be set to any folder on your machine that holds VST effects
and instruments compatible with Live. Audio Units (Mac OS X only) are stored in Library >
Audio > Plug-Ins> Components. The only sure way to know if Live is compatible with a plug-in
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is to try it out. To do this, place the plug-in in the appropriate folder and click the Rescan button. If
you can see the new device listed in the plug-in section of Live’s Browser, then chances are that Live
will at least be able to load the plug-in. If it doesn’t work properly, remove it from the VST folder
and drop a friendly note to both Ableton and the plug-in developer about the problem you
encountered.

Browser Behavior
This section contains settings relating to the search and export functions of Live’s Browser.

If the Automatic Rescan on Each Search option is activated, Live will do a new indexing and
rescan of files in the search location every time you do a search. This feature can be useful if the
contents of a folder have been changed since the last search by an application other than Live, in
which case Live may no longer see the contents correctly.

Collect Samples on Export affects Live’s behavior when clips are dragged from the Session or
Arrange View into the Browser in order to create new Sets or Live clips (see Chapter 3, “Live
Interface Basics.”). If it’s set to Yes, Live will always copy the underlying samples into the new
location, along with the new Sets or Live clips you are creating. Otherwise, these new files will
just refer to the original locations of the samples. If you’re not sure what all of this is about, I
recommend setting this preference to Ask so you can learn by doing.

The Record/Warp/Launch Tab

As you might guess, this tab contains settings dealing with Live’s recording, launching, and clip
launch functions (see Figure 2.8). Let’s look at each of these in turn.

Record
The Record section makes various default settings relating to how Live records audio.

Any time Live attempts to record, either through resampling or from a live input, it will use the
record parameters you set here. First, you can record in WAV or AIFF format. I usually prefer
the WAV format because it is readable by both Mac and Windows applications.

I also recommend setting the bit depth to 24 when recording (the Record Bit Depth option) if
your audio interface supports it. This setting ensures the maximum detail for newly recorded
sounds. You can always render a file downward (to 16-bit), but you cannot upsample later to
add detail that is not there. Think of it this way: A color photo can be degraded to black-and-
white easily, but the reverse—changing black-and-white to color—is much more difficult!

The next option in this section is Count In. When set to None, Live will begin to record imme-
diately when the transport is engaged. If you select a value here, such as 1 Bar, Live will provide
one bar of count-in time (the metronome will sound, but Live will not be running) before it
begins to record. This feature is useful if you’re recording yourself and you need some time to
get to your instrument after you’ve engaged recording.
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anr Preferences

Figure 2.8 The Record/Warp/Launch tab.

The Exclusive buttons are used to determine Live Mixer’s behavior when engaging solos and
arming tracks for recording. For example, when Solo Exclusive is on (yellow), only one track
may be soloed at a time. If you click the Solo button of another track, the previous track’s solo
status will turn off. The same is true for Arm Exclusive. Only one track can be record enabled
when this button is active. To solo more than one track at a time in Live, simply hold down the
Ctrl (Cmd) key and click away. You can also arm more than one track at a time for recording by
using the very same method.

The Clip Update Rate is the frequency with which Live recalculates changes to the clip. For
instance, if you transpose a clip in Live while the Clip Update Rate is set to 1/32 note, you
will hear nearly instant changes to the pitch of the loop in the clip. Conversely, choosing a
Clip Update Rate of 1/4 note or the even slower rate of Bar (meaning one update per measure)
will result in changes occurring more slowly.

Warp/Fades
This section includes various settings relating to Live’s Warp functions, used to warp the time
flow of a given clip.
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The Loop/Warp Short Samples menu determines the default state of a new audio clip, be it a
loop or a one-shot sound. The Auto setting will cause Live to try and determine the nature of an
imported loop on the fly and set its loop and warp settings accordingly.

The next option relates to Live’s Auto-Warp feature. When the Auto-Warp Long Samples option
is on, Live will attempt to determine the tempo of the imported audio file and will place Warp
Markers into the audio clip automatically. This will only happen on long samples—files that
Live assumes to be complete songs. Auto-Warp works better with some kinds of material than
others (for example, dance music with clear tempo and transients), so what you do with Live
will determine whether or not you want this setting enabled.

Default Warp Mode, the next item on this tab, is another story entirely. There are five Warp
modes. Here is a DJ-style breakdown of the five Warp modes in Live. This is a topic central to
understanding how Live works and will be revisited in chapters to follow. Remember, these are
merely the defaults; all can be changed after the clip is loaded in Live.

B Beats: Beats mode is the original Live Warp mode. The program automatically breaks up the
loop into sections determined by the Transients settings. For instance, Live can divide a loop
into 1/32 notes, 1/16 notes, 1/8 notes, 1/4 notes, 1/2 notes, and full measures. As long as the
sound is rhythmic, Live does an excellent job of making the loop sound as though it were
recorded at your project tempo. Drum loops, dance grooves, and percussive instrument
loops (bass, short synth, turntables, or funk guitars) can all be stretched convincingly in
Beats mode.

B Tones: This is the mode for bass and keyboard lines, melodies, and pitched sounds that are
not necessarily grooving in perfect time with a metronome, such as a legato horn line, a
harmonic chord progression, or even vocals.

B Texture: For sounds more complex than melodies and rhythms, Ableton has brought us
Texture mode. This is the mode to use for ambient effects, atonal pads, and indefinable
sounds. Texture mode bears the distinction of further tweaking possibilities with Grain Size
and Flux (fluctuation) controls. These two parameters determine the intensity, severity, and
randomness of Live’s resynthesis. Texture mode can be an excellent sonic deconstructing
tool for any kind of loop, in addition to the ones mentioned.

®  Re-Pitch: If you’re not looking to adjust the speed and pitch of your samples independently,
Ableton’s Re-Pitch mode defeats all pitch correction and adjusts the tempo as you would
with a turntable’s pitch control or an old-school hardware sampler.

B Complex/Complex Pro: These last two modes utilize a high-quality algorithm for warping,
optimized for signals that contain multiple characteristics of the other Warp modes. The
benefit of the Complex modes can be heard best when applied to a fully mixed song. Both
modes are quite CPU intensive, with Complex Pro utilizing the most CPU power and
yielding the cleanest results.
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Also, you can turn all of the above modes off entirely. This means that the sample/loop is played
back exactly as is, at its original tempo and pitch. This no-warping mode can be activated by
deselecting the Warp button in the Audio Clip View.

Finally, the Create Fades on Clip Edges preference can be turned on or off. In its On position, the
Fade switch will be turned on for all new Session View clips (which creates a 4ms fade at the
start and end) and will cause an editable fade to be created for all Arrangement View clips every
time a clip is created or split. For more about fades, see Chapter 4.

Launch

When triggering a clip to play, Live gives us some options called Launch modes. The full run-
down on these modes can be found in Chapter 4. For now, I recommend leaving the mode on
Trigger or Toggle.

The next setting, Default Launch Quantization, determines the default point at which new clips
will be launched in relationship to the time grid. Any time you launch a clip in Live, you have the
option of launching it on the first beat of the next bar or every second bar, every fourth bar,
every eighth bar, or by picking a note quantifier to begin playback on the very next 1/32, 1/16,
1/8, 1/4, or 1/2 note after you trigger the clip. Of course, this is a grand selection of choices, and
the right selection can depend upon the type of sound you are launching. For instance, an orches-
tral or ambient guitar sound might not need to be quantized as strictly as a conga or cowbell
loop. You can also opt to turn off Quantization entirely by selecting None from this drop-down
dialog box. When set to Global, the clip’s quantization will automatically follow the global
quantization value in the Control Bar.

The Select Clip on Launch setting will cause the Clip View or the Track View (effects) of a clip to
be displayed immediately when it is played. Otherwise, the view at the bottom of Live’s screen
will only be updated manually (i.e., by double-clicking a clip or a track’s title bar).

Select Next Scene on Launch greatly simplifies the performance of Live sessions. Any time a scene
is launched by keyboard or remote control, Live will automatically advance the scene selector to
the one below it. If you’ve already laid out the sections of your song in a top-to-bottom arrange-
ment on the Session Grid, you can progress through the song with just one button.

Start Recording on Scene Launch determines if clips will begin recording when launched by a
scene. Having this option off will allow you to launch scenes without recording, even if some
tracks are armed. Having this option turned on can be useful for recording several clips simul-
taneously or starting recording in one track and clip playback in another at the same time.

The CPU Tab

The CPU section of Preferences has only two settings (see Figure 2.9).

The first, Multicore/Multiprocessor Support, should be turned on if you are using a Mac or PC
that has multiple or multicore processors, such as the MacBook Pro with its Intel Core 2 Duo
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Figure 2.9 The CPU tab.

chip. There is also another option to enable Multicore/Multiprocessor support when you are
using Live in ReWire mode.

The Plug-In Buffer Size setting sets the buffer size used when Live passes audio to and from
external plug-ins. Normally, this option should be left on As Audio Buffer. Setting this option
lower will result in your plug-in responding a little more quickly but can easily overburden your
CPU. Make sure to save your work before changing this value, in case you choose a setting too
low for your computer to handle.

The User Account Licenses Tab
The User Account Licenses tab in Preferences shows you all of the Ableton products that are
authorized on your computer (see Figure 2.10).

To authorize products, you can use the link below, which will take you directly to your licenses
page on ableton.com. If the serial number of the product is already in your account and you just
need to authorize it on your computer, use the Authorize This Computer button. Otherwise, you
can use the Add a Serial Number button to type in a new serial number that you’ve purchased.
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.00 Preferences

Figure 2.10 The User Account Licenses tab.

At the bottom of User Account Licenses tab is the Account section. Click Log In to log in to
ableton.com. Next time, you’ll be logged in automatically. This will be particularly useful if you
use Ableton’s new Share feature, which is discussed in Chapter 13.

Library

The Library tab (see Figure 2.11) shows you the location of the Live Library, which contains all
of the samples, presets, clips, Sets, and grooves that ship with Ableton Live. Third-party devel-
opers can create Live Packs that install new content into your Library, and you can save content
there as well. The Live Packs list below tells you all of the content packages that are installed.
Clicking in the list reveals more information about that particular Live Pack and provides you
with an Uninstall button to remove it.

The Change Location button can be used to switch between different copies of the Library or to
create a new Library in the location of your choice. This feature is useful because the Library can
become very large, particularly if you’ve purchased the Ableton Suite, and you may want to
spread it across multiple hard drives. For example, you might want to keep the standard factory
Library on your laptop’s internal drive but store a complete Library with Session Drums and
Essential Instruments Collection 2 on an external drive.
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Figure 2.11 The Library tab.

Let’s say you’ve already got the standard Library installed on your internal drive. To create the
new larger Library, the steps would be as follows:

1. Click Change Location and browse to a folder where you would like the new Library to
be created. Make sure to name it something meaningful, like Live Library. All necessary
subfolders will be created automatically.

2. Live will offer you the option to create a new Library or move your existing one.
Choose Create New Library. Live will install all necessary files and select the new
location as the current Library.

3. Install your additional Live Packs. Use the Change Location button whenever you need
to switch between the two copies of your Library.

The goal of this chapter has been to get you up and running with Live and to give you a general idea
about how the Preferences settings will affect your workflow. As you move through this book,
I will direct you back to the Preferences discussion in this chapter again and again. In Chapter 3, we
will complete your introduction to Live’s two primary views.
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Live Interface Basics

ne of the crowning achievements of Ableton’s software development is the creation of

Live’s simple but elegant interface. Only two views are needed to accomplish every-

thing in Live: Session View and Arrangement View. Session View is geared for use in
live performance, for loop experimentation, and as a quick multitrack recording sketchpad,
while Arrangement View facilitates automation editing, audio and MIDI sequencing, and
song arranging. Each subsection of Live’s pared-down interfaces is intuitive and easy to maneu-
ver and contains built-in help to remind you of any on-screen buttons or features that might be
unclear in the heat of a mix. Ableton’s Zen-like approach to audio software provides solid relief
in a world full of gargantuan multitrack applications that have gaggles of resizable pop-up win-
dows and confusing setup and routing schemes. Instead, Live is a breath of fresh air, boasting
streamlined controls with easy-to-read menus and discernible mixer and effect settings. Even
with the fog machine blowing and lights down low, Live lets you get into the mix, rather
than trying your patience with unnecessary system customization.

In the next few sections, we will break down each section of Live’s two primary landscapes, as
well as point out some timesaving ways to maneuver in Live. Later in the chapter, we’ll look at
some of Live’s more customizable viewing features, a few pertinent file-saving schemes, and the
permanent parts of Live’s screen real estate. Feel free to skip around if you need help in a par-
ticular area.

Session View

Live’s Session View (see Figure 3.1) is where you will spend the greater part of your performing
and composing time. Once you’ve had some practice with it, Session View can take on a musical
life of its own and may well be the software world’s first “jam-friendly” songwriter’s sketchpad.
Even better is that after the jam, Live permits an infinite amount of additional recording, editing,
and arranging, which we will get to later in this chapter. There are four main sections contained
within the Session View:

®m  Clip Slot Grid

B Scene Launcher

39
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006 Untitled

Figure 3.1 Pictured here is Live's Session View. This is the window used for live performance. Each clip
slot is a placeholder for audio samples, loops, and MIDI sequences.

B Session Mixer

®  Input/Output Routing Strip

The grid-like display in the upper portion of the screen is the actual Session View, while the side
and bottom retractable rectangle views (such as Browser Info and Track/Clip View) are present
in any view when you want them to be. Session View is where most people experience the cre-
ative spark in Live, so if you should create something worth saving while you are working
through this chapter, go to File > Save Live Set As and name your new sketch. We should
also point out that while we will cover each element in the interface, the Browser and Info View
will be explained later in the chapter, while Track and Clip Views will be saved for Chapter 4,
“Making Music in Live.”

This ordinary-looking grid will be the launchpad for many a Live jam. Each cell—Ableton calls
them clip slots—can contain a clip. A clip is a musical part that can be triggered to play or stop
via the mouse, computer keyboard, or MIDI controller, depending upon your settings. Each clip
can even be played in similar fashion to an Akai MPC, drum machine, or similar phrase sampler.
For example, you can lay out several sampled drum hits across the 16 pads of a drum controller
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like the M-Audio Trigger Finger and then play them with the comfy rubber pads. Live’s clip slot
grid, which we will explain in detail next, is similar in design and can house an unlimited num-
ber of loops, samples, one shots, and MIDI parts.

Clip Slot Grid

Session View’s clip slot grid (see Figure 3.2) is actually the first tool you will use to organize your
musical parts (clips) into a song. Live uses these rows and columns, referred to as scenes and
tracks, respectively, to give you different levels of control. What’s important is that you begin to
think of Live’s clip slot grid as a palette upon which to place your sonic colors (in this case,
musical parts composed of audio files and MIDI data) for later sonic “painting” and further
color exploration (sound combining).

5 Audio
BeatZALL DiscoBass Apples 1-11 B.0.B. The Lost Man - Main Title

Figure 3.2 The clip slot grid with a few clips loaded in some slots.

Along the bottom of the clip slot grid are the Clip Stop buttons. Clicking the square in one of
these slots will cause any clip playing on the track above it to stop. Also, there is another box
labeled Stop Clips in the Master track at the right. This button, as its name implies, will stop all
clips—both audio and MIDI—when triggered.

Space Out The spacebar starts and stops audio in Live as it does in most other audio soft-
ware applications.

By loading clips into the clip slot grid, you are arming Live with musical ammo. Next steps could
be anything from firing off parts in a live performance to creating new musical combinations
(songs) to switching to the Arrangement View for more editing.

Knobby Digital To adjust any of the virtual knobs found in Live, click the knob and move
the mouse forward and backward just like a fader. In other words, moving the mouse
sideways is a waste of time. Don't feel silly practicing how this feels; after all, it's your
“sequencing instrument.”

Some Live users prefer to build their entire song in Live by starting with a Set full of loops and
then using Live’s Session View to organize, improvise, or compose. Other artists may show up to
the gig with a blank slate, along with a stash of well-organized clips and practice building their
mix from the ground up in a more gradual, yet still improvisational way.
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The Scene Launcher

As mentioned previously, the rows in the clip slot grid are referred to as scenes. Since Live can
play only one clip at a time in each track, it makes sense to put each one you want to play in a
horizontal line across the grid. Live then offers you a way to launch all of the clips in the scene
using the Scene Launcher (see Figure 3.3) found on the right side of the clip slot grid in the
Master track. As you get deeper into the program (especially in the next chapter), you’ll see
how using scenes offers you a quick way of arranging and performing a song.

Figure 3.3 Click the triangle to launch all the clips in the scene (row).

The Session Mixer

Live’s Session Mixer, seen in Figure 3.4, approximates a hardware mixer in both concept and
design, but since it’s a software mixer, it is also completely automatable, MIDI mappable, and
expandable. Similar to its hardware cousins, Live’s Session Mixer utilizes a set of individual
channel controls and a Master section.

Figure 3.4 Live's Session Mixer looks similar to most other virtual mixers. Each vertical strip represents a
channel, with individual values for volume, panning, and routing.
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If you click and drag on the top edge of the Session Mixer, you can resize the mixer so as to
better see what you are doing when editing and mixing. Ableton calls this enlarged view the Pro
Session Mixer (see Figure 3.5). When you make the mixer a bit bigger than the standard size, you
will also see level meters, tick marks, and legends appear, all of which scale with the height of
the mixer. You will also see a Peak Level/Overload button that indicates the maximum level
reached during playback. Widening the mixer by dragging at the upper right-hand corner of a
track’s title bar also reveals a numeric decibel scale next to the meter.
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Figure 3.5 The Pro Session Mixer gives you additional controls and readouts for better control of your
final mixdowns.

Audio Tracks and Their Controls

The track shown in Figure 3.6 is an audio track. This type of track has been with Live since the
beginning. You can use audio clips and audio effects (both described in detail later) on this type
of track, and you can use it to record new audio clips.
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Figure 3.6 The audio track can house audio clips and process them with audio effects. The controls
available on audio track are Volume, Pan, Mute, Solo, Record Arm, and Sends.

The audio track outputs an audio signal that is fed into an audio channel of the Session Mixer
below it. The audio channel controls give you control of the output volume, pan position, and
effect sends for the track. The buttons include the Track Activator (the large button containing
the track’s number), which enables the track when it’s yellow and can also be used to mute the
track; the Solo/Cue button, which mutes all other tracks when in Solo mode and allows prelisten-
ing of tracks when in Cue mode; and the Record Arm button, which enables the track for record-
ing, as well as monitoring for tracks set to Auto (monitoring will be explained in a few sections).

MIDI Tracks and Their Controls
A MIDI track without a virtual instrument inserted (see Figure 3.7) does not output audio; thus,
there are no Volume, Pan, or Send knobs for them in Session Mixer. You still have the Track
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Activator, Solo/Cue, and Arm buttons, which function the same way as their audio track coun-
terparts. When a virtual instrument is loaded onto the track (see Chapter 7, “Using Effects and
Instruments”), the full audio track controls explained previously will appear instead.
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Figure 3.7 The MIDI track does not have a Volume or Pan control if there is no virtual instrument
loaded into its Track View.

Return Tracks and Their Controls

The Return tracks (see Figure 3.8) output audio, but unlike their audio track cousins, they can’t
hold any clips. What good is a track that can’t hold clips? While they may not add new parts to
your song, they can still hold effects and can receive input from both the Send knobs and Audio
Output routing. These can be used for send-style effects like reverbs and delays or to group
tracks together by routing the individual track outs to the Return track. Since clips can’t be
used on Return tracks, there is no Record Arm button. See Chapter 7 for a full explanation
of Return tracks and their uses.
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Figure 3.8 The Return track is basically an audio track without clip slots.

You Send Me Notice that even Return tracks have sends. However, by default, the sends
on Return tracks are disabled. To enable them, right-click the Send knob and select Enable
Send. Any send in Live can be disabled by right-clicking (Ctrl+click Mac) it and choosing
Disable Send. The Send control will now appear grayed out.

Function’s Function Your computer's first eight function keys (F1 through F8) double as
channel-mute shortcut keys for Live's Session Mixer. F1 works for channel 1, F2 for chan-
nel 2, and so on up to channel 8. This is an exceptionally handy tool for live performance
when you are looking to mute and un-mute parts in a hurry—a technique employed by
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many DJs and electronica artists. Those using Mac laptops will need to hold the Fn key to
use the function keys in this fashion or enable Use the F1-F12 keys to Control Software
Features in the Keyboard & Mouse System Preferences pane.

Master Track and Its Controls

The Master track, shown in Figure 3.9, is the granddaddy of them all. All tracks outputting to
Master will pass through this track on their way to your speakers. You can’t make or destroy the
Master track, and like the Return tracks, it cannot house clips. In place of the clip slots are the
Scene Launchers explained earlier. The Master track provides you with one final place to treat
your mix: It has a Track View that can be loaded with effects such as mastering EQ and
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Figure 3.9 Your entire mix will pass through the Master track, so it's a good place to add any final
effects to your song.
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compression. You’ll also find the Preview/Cue volume knob here, which adjusts the pre-listen
level for browsing audio files and also sets the volume of the metronome.

Solo/Cue The Solo/Cue switch and the Preview/Cue volume knob are both here in the
Master track. The knob controls the volume of all pre-listening functions, such as cueing
tracks and previewing audio files in the Browser. If you've selected unique outputs for your
Cue Out (also set in the Master track when the In/Out section is showing), the Solo button
above the knob may be switched to Cue. When Cue is active, the Solo buttons on the
audio tracks will turn to Cue buttons (little headphone icons). When you press one of
these Cue buttons, Live will route that track to the Cue output without muting the
other tracks. You can use this feature to listen to a track before bringing it into the mix.

Track Delay

The Track Delay feature (see Figure 3.10) is a godsend when synchronizing loops and external
MIDI gear. With this feature, you can manually nudge entire tracks ahead or behind of the
current play location. This is handy if, for example, you have a piece of external MIDI gear
that responds sluggishly. (This is more common with older MIDI devices.) If you dial in a neg-
ative Track Delay value for the MIDI track, Live will send the MIDI data to the external device
just a little earlier than normal. The result is that you’ll hear the external device play in time
instead of sounding a little late. This parameter can also be used creatively to make a part rush
or drag a bit.

New to Live 8, Track Delay can be set in samples as well as milliseconds, allowing for extremely
minute adjustments. This may be particularly useful when correcting for inaccurately reported
latency from plug-ins. Note that in order to hear the effects of Track Delay, Delay Compensa-
tion must be activated under the Options menu. To make the Track Delay setting visible at the
bottom of each track, select the Track Delay option under the View menu.

Track Delay Track Delay Track Delay Track Delay
[-10.00 4[ms ||[ 500 d[ms]|[ 68 <|[Smpll[ 0.00 <[ ms]

Figure 3.10a The Track Delay feature is a handy way to compensate for sluggish MIDI gear.

Figure 3.10b To view the Track Delays, you'll need to make sure that the D switch at the far right-hand
corner of Live's main window is highlighted.
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The Crossfader

Live also features a MIDI-mappable DJ-style crossfader. (Live calls it just a plain old crossfader.)
For over 20 years now, analog crossfaders have been making magicians out of DJs by enabling
them to mix two or more tracks together, juggle those mixes, and break up monotonous loops
with one simple gesture. Scratch DJs have also taken crossfader technique to incredible levels.
The Live adaptation of the analog crossfader is the humble-looking horizontal slider just below
the Master Volume section (see Figure 3.11). To make the crossfader visible if you can’t see it,
select Crossfader from the View menu.

Figure 3.11 Live's crossfader adds a whole new set of performance (and mix) tools to Live's Session
View. The A and B buttons assign their respective tracks to one side of the crossfader or the other.

To use the fader, you will have to assign Session Mixer channels to either the A (left) or B (right)
side of the crossfader. If you are new to crossfaders, think of it as a double-sided volume fader.
As you move to the right (to increase the volume of all channels set to B), you decrease the
volume of all channels set to A. The reverse holds true when you come back to the left—A
channels get louder, while B channels get quieter. Any tracks assigned to neither A nor B will
be played back regardless of the crossfader position. To get an idea of what you can do with this,
try assigning a drum groove to A and an alternate groove to B, while leaving all other parts
unassigned. Now gradually flip back and forth on the crossfader.

By mapping a MIDI controller to control Live’s crossfader, you can add a whole new perfor-
mance element (see Chapter 4 for instructions on mapping). If you don’t have a controller with a
crossfader, you can use the modulation wheel on a keyboard, a standard fader, keys, buttons, or
even your computer keyboard. When you enter one of the Map modes (by pressing the Key or
MIDI button in the upper right-hand corner), you will see that the crossfader has three sections
(see Figure 3.12). Mapping the center section to a MIDI controller will give you access to the
entire range of the fader, while the outer edges let you map the absolute left and right positions
for fast cuts. This way, you can have a crossfader that is controlled by a single MIDI fader, three
individual keys, or any combination thereof. Welcome to the future!

Figure 3.12 The crossfader is different than most of Live’'s controls in that it has three separate areas
that can be mapped to MIDI controllers or the computer keyboard.

Right-clicking (Ctrl+click Mac) on the crossfader will reveal the crossfader modes. These control
the volume curve that will be used when transitioning between A and B. Constant, Dipped, and
Intermediate are curves that slowly change the volume across the entire range of the crossfader.
With all three of these modes, you will notice a gain reduction to both sides in the center position
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(Dipped reduces gain the most, Constant the least). This compensates for the volume overload
you get from mixing together two powerful sources like dance tracks. Fast Cut, Slow Cut, and
Slow Fade have both sources at maximum amplitude before the center position is reached. Slow
Fade provides the largest amount of transition between the two, with Fast Cut providing almost
none, and Slow Cut is in between the two.

Who Hid My Crossfader? Having a hard time finding some of the interface elements
shown in the previous figures? You can show or hide sections of the Session View by
clicking the small icons to the right of the Master Volume slider. You can also turn the
same sections on and off by selecting them in the View menu.

Track Input and Output Routing

Live’s Session Mixer is even more flexible once you get under the hood. The Input/Output Channel
Routing is capable of routing any input imaginable into a Live track from external audio and MIDI
sources, ReWire clients, and other Live tracks by merely clicking the menus (see Figure 3.13) and
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Figure 3.13 The Input/Output Channel Routing strip. In Live, you have the choice of configuring input
type and channel, as well as output type and channel for audio and MIDI tracks. Return tracks only have
the output options.
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picking your source. The input source is labeled Audio From, and the output destination is labeled
Audio To. Any multichannel input, such as an eight-channel sound card or multiple-output soft-
ware such as Propellerhead’s Reason, can have inputs routed to correspond with any given chan-
nel. If, for example, you want Microphone Input number one to be recorded on Session Mixer
channel one (or any other), the drop-down menus will accomplish this.

Mixer routings have been made even more flexible by the addition of Pre FX, Post FX, and Post
Mixer options (see Figure 3.14). These options will appear in the mixer’s input section whenever
you have selected another track as the track input.

Audio From

i Pre Fx
i Post Fx
i Post Mixer

Figure 3.14 The Pre FX, Post FX, and Post Mixer options give you more control over internal mixer
routings.

Any ReWire applications currently residing on your computer will also be seen in the Audio
From drop-down menu. (ReWire is a software-linking technology invented by Propellerhead
that allows Live to run, control, or be controlled by programs such as Reason, SONAR, Cubase,
and Pro Tools. See Chapter 11, “ReWire,” for the lowdown.) By routing a ReWire application
through Live’s inputs, you will be able to monitor and record that application’s audio output as
you would another audio source.

You will also see Resampling in the Inputs section. This is available in case you want to send
Live’s own output to itself—for instance, if you have finished a track and want to render your
song in real time, or if you want to make a quick submix of more than one track. These various
inputs and methods will be covered in the next three chapters.

Cloning and Grouping Tracks Live's Input/Output section can be used to feed audio or
MIDI from one track to many other tracks. For example, you could send one MIDI clip
to multiple tracks and trigger different instruments to create a layered sound. It's also
possible to send the output from multiple tracks into a single track. This could be useful
for creating a submix from a group of individually miked drum tracks.

Splitting one track’s output into multiple tracks is done by setting the input source on the
receiving tracks to the source track. To send a group of tracks into a single track, set
the output destination of each track to the track you want to group them into. Set the
monitor switch to In on the destination track in order to have the audio or MIDI from
the source pass through it.
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Arrangement View

Beginners may think of it as merely Live’s “other” window, but Arrangement View (seen in
Figure 3.15) is the place for recording and editing your Live Session View jams, performing
overdubs, automating additional effects, and rendering your final track. If Session View is the
spontaneous right-brain-tickling creative screen, Arrangement View is the analytic left-brain-
stimulating, “finishing touches” side of Live. You may notice that Live’s Arrangement View
closely resembles many other multitrack applications’ Arranger screens. Many other programs,
such as Digital Performer, SONAR, Cubase, Logic, and Pro Tools, are based on horizontal, left-
to-right audio arrangers (also called linear-based arrangers). If you like this method of working,
you will be right at home making music in Live’s Arrangement style.

Figure 3.15 Live’s Arrangement View will contain the results of your recorded Session View songs. Each
horizontal line in Arrangement View represents a track that corresponds to a vertical channel in the
Session Mixer.

For those who didn’t read the figure caption, here it is again: Each track in Session View corre-
sponds precisely to its track counterpart in Arrangement View. If you have eight tracks in Session
View, you will have eight tracks in Arrangement View. You can add a track in either view, and it
will appear in the other as if you were working on the same project—because you are.

There is, however, a very important distinction between Session View and Arrangement View.
Once you record your music from Session View into Arrangement View, you will hear your new
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arrangement (playing from Arrangement View) until you override it by executing a control in
Session View or by actively moving a previously automated control.

This is actually a great feature, but it can baffle those making the switch from a traditional linear-
based sequencer application. The idea rests on Session View being a palette for musical “painting”
in Arrangement View. You can record a single run-through (a take) and then move to Arrangement
View to edit your song to completion. Or you can do multiple takes or punch-ins by again activat-
ing Global Record and overdubbing additional song parts into Arrangement View from Session
View. This is also a great method for touching up previously recorded automation data.

This is an extremely important concept to grasp, so let’s look at it a bit more closely by loading
up the example Set titled Automation.als. After you have loaded the file, which can be found in
the Examples > Chapter 3 folder in the online examples (see www.courseptr.com/downloads),
follow the steps below.

1.  When you load Automation.als, you will be looking at a simple song in Live’s
Arrangement View. Press the Tab key on your computer keyboard to switch to Session
View.

2. Take alook at the Session Mixer and notice all the red markings. These markings mean
that the knob, fader, or button has associated automation data in the Arrangement
View. (Automation data consists of the recorded movements of every fader, knob, or
button you moved when you did your Live recording.) Press the spacebar and watch all
these controls move automatically as the song plays.

3. Now move the volume slider on Track 2. Notice that the red blip on this control turns
gray, and the red light on the Back to Arrangement button (in the Control Bar) lights up.
You have now told Live to ignore that specific fader’s automation and use your manual
setting. This fader will no longer move automatically as you play the song.

4. To reinstate the automation—so you can listen to the song’s original recording settings—
simply press the red Back to Arrangement button on the Control Bar to the right of the
Record button. Notice how Track 2’s fader level jumps back to its original position.

Session or Arrangement? Important: Any time you move a control that has been auto-
mated, Live ceases playback of that particular control's automation. The same holds
true for clips: Any time you launch a clip from Session View, it will override the clip that
was playing back on the corresponding track in the Arrangement View. If you flip to the
Arrangement View, you'll see that the clip on the corresponding track is now faded out,
indicating its inactivity.

Bear in mind that you can only be sure that you are hearing the mix from Arrangement
View when the Back to Arrangement button is unlit (Figure 3.16). You should always
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double-check exactly what you are hearing (either your recorded arrangement as-is or
Arrangement clips and automation combined with Session clips and manual settings) if
Live seems to be “misbehaving.”

[C1 s 2z s[v[m[e[ow[=e] e -] 2]

Figure 3.16 Whether you are in Arrangement View or Session View, you can always revert to the
Arrangement View's mix settings, which usually contain automation, by pressing the Back to Arrange-
ment button.

This view-dependent mixer setting concept constitutes a drastic difference from other recording
applications you may be used to. The reasoning here is simple: You will want to hear entirely
different settings on your improvised remix or jam than you will on a finished piece of music. It
can be handy to remove the automation or, if you are in Session View, to hear the automation at
a moment’s notice. For this reason, and others we will delve into later, remember that Arrange-
ment and Session View track settings are not always the same mix—hence, they will not neces-
sarily sound the same.

Icon Flip In the upper-right corner of the Live window are two icons: one with three ver-
tical lines and one with three horizontal lines. These icons can be used to switch between
the Session and Arrangement Views. You access the Session View using the icon with the
vertical lines (tracks in the Session View are oriented vertically) and the Arrangement View
using the other icon with its horizontal lines.

Track Settings and Contents

The Arrangement View’s track settings are located on the right side of the screen and take up
about one-third of the working portion of the Arrangement View, as seen in Figure 3.17. To
maximize (view) a track, click the downward-pointing triangle. Any clips on that track will
reveal their contents and several hidden track settings.

Each Arrangement track is still bound by the same rules as the tracks in Session View. Only one
clip can play at a time in an Arrangement track. You can add clips to Arrangement tracks the
same way you added them to the Session View. Simply drag the desired file from the File
Browser into an Arrangement track. The clip will appear, and you will be able to move it,
copy it, lengthen or shorten it, and perform other editing features described in the “Arrangement”
section of Chapter 4.

Volume, Panning, FX Sends, Solo, Mute, Arm for Recording, and the same track routing fea-
tures found in the Session Mixer are still accessible in Arrangement View. The only difference is
visual: The controls have been turned on their sides and are represented by values instead of
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Figure 3.17 Each track in Arrangement View has the same controls as the tracks in Session View. This
makes sense since the Arrangement tracks and Session tracks are actually the same.

graphical controls. The Session Mixer’s Master Settings are located on the bottom line of Live’s
Arrangement View.

Relation to the Session View

Though the Arrangement and Session Views seem like two different sections in the Live envi-
ronment, they are actually closely related to one another. In Live, there are two places to arrange
and play clips: the Arrangement View and Session View. However, there is only one mixer in
Live, and this means that the Arrangement and Session Views need to share it. Just as only one
clip can be playing on a track at a time, only one track—either from the Session or Arrangement
View—can be fed into a mixer channel at a time.

If you are playing clips on a track in the Session View, they will override any clips in the asso-
ciated track of the Arrangement View. When you press the Back to Arrangement button, the
tracks in the Arrangement View will take over, and all clips in the Session View will stop.

This relationship between the two views means that you can arrange a song in the Arrangement
View but begin improvising in the Session View. When your improvisation is done, press the
Back to Arrangement button, and your preset Arrangement View will take over.
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Overview

Standing tall above Live’s Arrangement/Session Views and just below the Control Bar is the Over-
view of your Live Arrangement (see Figure 3.18). The Overview, which resembles a musical staff,
is there purely for navigation and reference to show you where you are in your Arrangement. So
long as you have clips in Live’s Arrangement View, it offers a bird’s-eye view of your entire com-
position. You will see tiny colored lines representing your clips in the Arrangement View. You
can hide the Overview by pressing Ctrl+Alt+O on a PC or Option+Cmd+O on a Mac.

Figure 3.18 Live's Overview is a view from above.

To use the Overview to move to a new location, place the cursor over the portion of the Over-
view bar you want to move to, and the magnifying-glass icon will appear; click once, and you
will be moved to the corresponding location in the Arrangement. To zoom in and out, hover
over the Overview bar, depress the mouse button (left on PC), and move the mouse up and down
to zoom in and out, respectively. Clicking and moving the mouse left or right will move the
visible area of the Arrangement. You can skip quickly from the beginning to the end with
one click of the mouse—though we should point out that you will still need to place your cursor
in the desired location and then press your spacebar to start playback. Try this a couple of times,
because it takes some getting used to.

Tab =Flip Tosee Live's other screen, simply press the Tab key; for example, if you're in the
Session View, press Tab, and the Arrangement View window will appear. Press Tab once
again to return to Session View and then, just for fun, hit F11 to see Live's full screen view
(or F11 again to go back to Live's previous dimensions).

Note that Mac users with Exposé enabled will have to use Ctrl+F11 to enter full screen
view. Or you can enter your Exposé settings (in the System Preferences) and reassign the
F11 function to another key.

The Live Control Bar

Headlining each of Live’s two working views (Session and Arrangement) is Live’s own version of a
transport bar. Typically, transport bars function as the start/stop mechanism and song position
finder all in one. Although transport bars are often free-floating in many other applications, in Live
the Control Bar (see Figure 3.19) is fixed to the top of your screen. Still, most power users default
to keyboard shortcuts such as the spacebar for starting and stopping playback, rarely using the
icons at the top of the screen. Also, many Live aficionados map Live’s Control Bar functions to
MIDI or computer keyboard controls. We will cover this in detail later in this section.
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Figure 3.19 Live's Control Bar remains constant at the top of both of Live’s main views. Here you will
find standard symbols for Stop, Play, and Record, as well as time/tempo information and other project
parameters.

In the Control Bar, you will find pertinent song information, such as time signature, tempo, and
processor load (a vital stat for the computer-based musician). The Control Bar will also help you
pinpoint your exact location within the song and determine Live’s Master Quantize settings, and
Tap Tempo and a metronome make recording your Live projects from scratch just a tad more
manageable.

Tempo and Time Signature Controls

On the left side of the Control Bar, you will find settings for song parameters (see Figure 3.20).
The buttons are (from left to right): External Sync Switch, External Sync Indicators, Tap Tempo,
Tempo, Tempo Nudge, Time Signature, and Metronome.

Figure 3.20 This subsection of the Control Bar is devoted to time, including MIDI Sync, Tempo, and
Time Signature.

You won’t see the external controls unless you’ve already set up an external sync source or
destination in the MIDI/Sync Preferences tab (see Chapter 2, “Getting Live Up and Running”).
You’ll need to do this if you want Live’s tempo to be set by an external device or if you want
Live to control the tempo of a drum machine, synth, or sequencer. The External Sync switch
engages or disengages Live’s MIDI synchronization to an outside source, while the monitoring
lights announce that the MIDI sync signal is being sent or received.

The Tap Tempo button is a handy song-starting feature in Live. For a quick test drive of one of
Tap Tempo’s features, click the button four times, and your project will begin at that tempo.
This is a handy feature if you need to sync up with your drummer or match another device such
as a turntable or CD player. You can also use Tap Tempo to help map out songs and align
groove clips better. Sound confusing? Don’t worry, Chapters 5 and 6 will clear it up.

Next up are Live’s project Tempo and Time Signature settings, which are found just to the right
of the Tap Tempo button. Live can handle tempos ranging from 20 to 999 BPM (beats per
minute) and time signatures with numerators ranging from 1 to 99 and denominator choices
of 1, 2, 4, 8, and 16—a huge range of possibilities.

Moving to the right of Time Signature, you come to Tempo Nudge Down, followed by Tempo
Nudge Up. These controls are used to momentarily change Live’s master tempo in order to bring
it into sync with another source, much the way a DJ beat matches two tracks by physically



58 Ableton Live 8 Power!: The Comprehensive Guide

dragging the record back or speeding it up slightly before letting go of it. Tapping these controls
will yield very slight tempo changes (less than 1 BPM), while holding them down can be used to
slow the tempo to a third of its original value or speed it up by as much as two-thirds. Releasing
either control immediately returns Live to its original tempo.

Finally, we come to Live’s Metronome button. When this button is engaged, you will hear a click
(metronome) that can serve as a guide for new recordings and help with loop editing. The vol-
ume of the click can be adjusted by using the Preview/Cue volume knob in Live’s Master track
(the same knob you use for adjusting the preview volume when browsing for samples).

Data Entry All numeric controls in Live, such as the tempo, can be adjusted in two ways.
You can click on the control and type in a value, or you can click and drag your mouse up
or down. The Tempo control also has a nifty shortcut available. To adjust the Fine Tempo
(the values to the right of the decimal point), hold down the Cmd key (Ctrl on the PC)
while dragging.

Transport, MIDI, and Quantization Controls

Most starting and stopping in Live is best handled with the spacebar (tap it once to start, tap it
again to stop); however, the second area of Live’s Control Bar (Figure 3.21) has Start and Stop
buttons. You will also find the Arrangement Record, MIDI Overdub, and Back to Arrangement
buttons here, which you will use during the track-editing process.

Figure 3.21 Here is the second element of Live’s Control Bar. Keep your eye on the Quantization menu.
This is the key to sounding like a pro when you fire off your loops.

Other points of interest include the Arrangement Position box and the Global Quantization
menu. The Arrangement Position box provides a continuous readout—in measures, beats, and
subdivisions—of where you are in the song, whether you’re listening or recording. You can man-
ually enter a start time value into this box or drag up and down with the mouse to change the
setting.

The Quantization menu, to the right of the Record button, sets the launch timing for clips that
are set to Global Quantization (more on this in Chapter 4). You have the option of selecting
1/32,1/16, 1/8, 1/4, 1/2, and multiples of the full bar. What this means is that each clip triggered
in the Session View will “fire” at the very next subdivision you have selected. For instance, at the
Bar setting, your “fired” clip will not begin to play until the first beat of the very next measure. If
your setting is 1/16, your clip will begin playing at the next 1/16 note. You can imagine how this
quantitative correction tool will clean up your performance. This can be a huge help and a very
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cool trick for guiding rapid-fire sample sections or just ensuring that your next scene launches
right on the first beat.

If you want your music to breathe more, or you’re working in a context where referring to a
master tempo is undesirable, you can also set this menu to None for no quantization at all. Any
clip (set to Global) will sound the instant it is launched.

Punch In/Out and Loop

This section of Live’s Control Bar, shown in Figure 3.22, is used in conjunction with the Arrange-
ment View. The outermost controls are the two loop points: the start and the end. They also
double as the punch-in and punch-out locations. In the center of this section is the Loop switch.
When depressed, Live’s playback will loop (the defined start/end length) continuously, as opposed
to playing though to the end of the song. If the two punch points (located next to the start/end
controls) are activated, Live can be set to record a select length of audio or MIDI without you
having to worry about accidentally going over sections you want to leave alone. We will cover
recording in detail in later chapters, so don’t worry if this description seems a little brief.

I ] 2 )

Figure 3.22 Live's Loop Start and Loop End controls also double as the punch-in and punch-out
locations.

Computer Keyboard, Key and MIDI Assigns, System Performance, and MIDI I/O
The fourth segment of the Control Bar (see Figure 3.23) is the system-monitoring and Key/MIDI
setup area. The keyboard icon on the left turns MIDI input from the alphanumeric computer
keyboard on and off; this is a feature that allows you to use your computer’s keyboard as a MIDI
input device, which can be handy when working on a laptop on the go. We will discuss MIDI
and computer-keyboard remote control in Chapter 4; however, we should point out that the Key
(Key Map mode switch) and MIDI (MIDI Map mode switch) buttons are your entrance points
to controlling Live without using your mouse. Ableton was ingenious enough to make sure that
all MIDI and keyboard mapping could be done on the fly, without ever stopping playback—no
small feat.

Figure 3.23 Pictured above is the fourth segment of Live’s Control Bar. From here, you can monitor
your hardware (CPU load and MIDI input/output action) and set up your Key and MIDI controls.

Knowing how much gas is left in the tank—or whether you’re running on fumes—is important
in the computer world. Here to help, Live’s CPU Load Meter continuously shows the amount of
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strain on your system for audio processing. If this bar approaches 100 percent, you may begin to
experience performance degradation or audio dropouts. The Hard Disk Overload Indicator (the
letter “D”) just to the right of the CPU meter will flicker red if your computer is not able to get
data from the hard drive quickly enough. This will also result in dropouts and usually occurs
because your hard drive is too slow for the number of audio clips you are trying to play back
simultaneously.

MIDI Prognosis The last two indicators, just right of the Disk Overload Indicator, represent
MIDI input and MIDI output signal presence by lighting up (turning colors) when Live is
sending or receiving MIDI signals.

The two similar indicators between the MIDI Map mode and Key Map mode buttons will
illuminate when an incoming message is assigned to a MIDI remote function.

Live's Custom Views

Live also hosts several windows that can be hidden and are accessible in both Session and
Arrangement Views. These secondary windows enable you to explore your loops and files,
Live’s devices, plug-in effects, grooves, and Live’s Info View, which is an integrated help system
that displays information about whatever you move your mouse over. These windows pop up or
close with the click of a single triangle-shaped icon, except for the Groove Pool, whose icon is a
pair of wavy lines (see Figures 3.24 and 3.25). For instance, if you are working on a song arrange-
ment, you will not need to have the File Browser open; or, if you are familiar with Live, you can
close the Info View to give more space to the Clip and Track Views. After some experimentation,
you will discover your favorite working views in Session or Arrangement View. The idea is that
you may want to hide collapsible windows in order to maximize screen real estate.

The Browser

The Browser window (see Figure 3.25) provides the means to access all of the prefab elements you
will add to a Live Set: audio files, MIDI files, and Live clips. It’s also used to access Live’s built-in
devices (instruments, MIDI effects and audio effects) and third-party plug-ins. When you’re in
MIDI or Key Map mode, the Browser displays mappings and allows you to perform some editing
functions. The Browser is retractable and located in the upper-left section of either the Session or
Arrangement View. By clicking the leftward-pointing triangle-shaped arrow, you can hide this win-
dow. Conversely, if the arrow is pointing toward the right, simply click once to view the Browser.

File Browsers
The folders numbered 1, 2, and 3 give you access to Live’s File Browsers, which are used to
access files on your hard drives, much the way you would with Windows’ Explorer or the Finder
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Figure 3.24 Live's Session View with the Browser, Groove Pool, Info View, and Clip View (see Chapter 5,
“The Audio Clip"”) maximized (open). With these optional views closed, you'll be able to see a greater
number of tracks and clips.

in OS X. The three browsers are identical in functionality but can be set to three different loca-
tions on your drive for quick access.

Preview

Warning! Do not underestimate the power of Live’s Browser (see Figure 3.26). With it, audio
and MIDI can be previewed in real time at the project tempo. Previewing can be toggled off and
on by clicking the miniature set of headphones in the lower left-hand corner of the Browser, next
to a small display showing the contents of the file. In the case of audio, this will be a waveform
display; for MIDI, the display will read Click to Preview.

When Preview is on, simply click a file in the Browser, and Live will begin previewing it on the
next downbeat. If you want to play back the file from a location other than the beginning, float
your mouse over the preview display until it turns into a speaker. Now you can click to play
back from any point in the file. You can also force a clip to play back at its original tempo by
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Figure 3.25 Located on the far and upper left-hand side are switches to display Live’s internal Device,
Plug-in, and File Browsers.

Figure 3.26 The Browser's Preview allows you to listen to audio or MIDI clips from any point at either
the current project tempo or their original tempo.

clicking the Raw switch next to the preview display. Be aware that there are some cases where
Live won’t be able to play an audio file back at the current master tempo, and the speaker icon
won’t appear to allow navigating through the file. In these cases, you’ll need to warp the file
manually. Don’t worry, warping will be discussed in detail in Chapters 5§ and 12.
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Cuing the Mix You can adjust the volume of loops heard via Live's pre-listening feature by
rotating the virtual Preview/Cue volume knob on Live's mixer. In Session View, you will
see this control near the bottom of the master channel in the lower-right corner of your
mixer. In the Arrangement View, the Preview/Cue volume appears as a number in a blue
box located to the right of Master channel output.

When the Solo/Cue switch is set to Cue, the pre-listen output will be routed to the Cue
Out instead of the Master, enabling you to preview files during a performance. Whether
you choose to do this or not depends on how you like to work. Some people don't use
the Browser during a performance at all—they already have all of their files in the Session
View.

Drag and Drop

If you happen to like the sounds you are hearing when previewing loops, simply drag and drop
the part(s) into either the Session or Arrangement View. You can place the loop in a clip slot in
Session View or onto a track (at any point you like) in Arrangement View. The sound file can
then be accessed immediately in Live’s Clip View.

Conversely, if you like a clip that you’ve created using Live’s clip settings and effects, you can
drag the clip from Live back into the Browser to store a new Live clip there. You will then have
access to this new clip in any project you work on in the future. When you drag it back into an
empty track in another project, the original effects and instruments associated with the clip will
automatically be loaded into the track. You can also perform this trick on multiple clips simul-
taneously. If you select a group of clips and drag them over to the Browser, Live will create a
new Live Set in this location with tracks for all the clips you’re saving.

Another feature of the File Browser is the ability to drag portions of Live Sets, or even entire Live
Sets, into your current project. When you see a Live Set in the Browser (indicated by the Live
icon and the file extension .als), you will see a small triangle in front of it, just like you see in
front of the folders. You can click this triangle to “unfold” the Live Set so you can see the indi-
vidual tracks in the Set. You can drag any of the tracks or the entire Set right into your current
project. Additionally, if you drag these new elements into empty tracks or into the empty space
in the Session or Arrangement View, Live will reload all of the effects and instruments associated
with the parts.

On top of all this, the Live Browser works almost identically to Explorer (on the PC) or Finder
(on the Mac). You can drag and drop files and folders from one location into another, use the
Copy, Cut, and Paste commands (Ctrl/Cmd+C, Ctrl/Cmd+X, and Ctrl/Cmd+V, respectively), as
well as rename and delete files. Right-clicking (Ctrl+clicking on Mac) on a Live Set or other file
in the Browser will bring up a contextual menu with options for searching, renaming, deleting,
and creating folders and clips.
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Navigating the Browser

The default position of Live’s File Browser will be the same position that you were searching
when you last closed Live. To facilitate faster manual searches, Live enables you to set up short-
cuts within three different File Browser placeholders (seen in Figure 3.27). These will save you
time, as well as aid in the time-consuming process of organizing your loops for a live show.

Figure 3.27 The File Browser placeholders. They may be tiny, but they are a mighty big time-saver.

At the top of the Browser, just below the Tap, Tempo, and Time Signature information, is the
title bar (Figure 3.28). You will see a set of headphones at the upper-left corner; this is Live’s
Preview button, which allows you to preview clips (see above). The title of the window will be
either one of Live’s default locations, such as the Library (Live’s preloaded library of sample pre-
sets) or the path of the folder you are currently browsing. This is followed by a small down arrow;
click here to view a list of other locations on your computer and jump to them quickly. In addition
to the default locations, you will also see a list of folders you have bookmarked, allowing you to
jump to them quickly. You can bookmark a folder in the Browser by right-clicking (Ctrl+clicking
on Mac) and choosing Bookmark Folder from the context menu that pops up.

@ /users/jonmargulies/Music/Hercules/ v @
Nal  Bookmark Current Folder |
= |

Figure 3.28 The Browser’'s header bar and drop-down menu.

Further to the right in the title bar, you will also see a small magnifying glass symbol; clicking
here will cause the Browser’s search box to appear, allowing you to search the folder you are
viewing for a particular file or clip.

You can navigate the Browser more easily by setting important locations in advance. Since you
have three separate File Browser Choosers, you can set three different locations. Here’s how to
do it:

1.  Open Live’s Browser and click one of the File Browser Choosers (the file folder icons
numbered 1, 2, and 3).

2. Next, click into the folder you would like to browse sounds from by cycling down
the file folder tree. You may need to click through several folders to get to the one you
are after.
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3.  Now double-click on the folder you would like Live to default to for this File Browser.
You can also right-click on the folder and Set as Root from the context menu. This
location will now be opened whenever you select this Browser. The path to this folder
will also appear in the title bar of the Browser.

4. If you change your mind or want to go back to a folder that you cannot see, double-click
Parent Folder at the top of the Browser to work your way up through the hierarchy.
Alternately, you can click the small down arrow just to the right of the path name and
select All Volumes to work your way down from the top.

Searching for Files

You can also search for files in Live 8 using the Search function in the Browser (see Figure 3.29).
This will allow you to find files in your collection by typing in keywords for your search. You
can search within the current root folder by clicking the small magnifying glass at the upper-
right of the title bar; you can also search within a given subfolder by right-clicking (Ctrl+clicking
on Mac) on the folder you want to search and choosing Search in Folder. In this case, Live will
only search within that folder for your desired sounds. This can help speed up or narrow your
search by limiting the scope.

Close All Folders

Refresh

Automatic Rescan on Each Search (Prel)

Rename ¥R

Manage File

Show in Finder

Figure 3.29 Setting the Automatic Rescan setting on makes your searches slower but ensures that they
are always up to date.

The first time you try to search for something, it may take longer than usual because Live is
building an index of your files. On subsequent searches, Live will reference the index file and
render faster search results, as long as Automatic Rescan on Each Search is turned off in the File/
Folder tab of your preferences. Live can keep the index up to date as long as files are moved to
and from the search location through the Browser, but if files are changed outside of Live, the
index will be out of date, and new files will not be found. When Automatic Rescan is turned off,
the Stop/Go button next to the search field becomes the Rescan button, so you can force a full
rescan of the search location and find any files that may have been missed.
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Organizing Your Files

In an effort to keep workflow smooth, you can rename your clips and samples right inside the
Browser. This can be an enormous time-saver and creative tool when composing in Live. To
rename a loop, simply highlight the loop in the Browser and then press keyboard shortcut
keys Ctrl/Cmd+R. You may also do this via the menu by highlighting the loop and selecting
Edit > Rename or by right-clicking on the file and choosing Rename from the context menu.
Press Return to complete renaming the file or Esc to cancel and revert to the file’s original
name.

It is a good idea to develop a system of organizing your loop/sample collection that works effec-
tively for you. It is important that your naming scheme is informative and promotes creativity.
For instance, if you name every drum loop sequentially, drumloop1, drumloop2, drumloop3,
etc., this may be definitive, but it will ultimately not be inspiring to work with. We try to come
up with short titles that give us a brief idea of what we were thinking when we first made a given
group of loops. For instance, bigloudDR1 and bigloudDR2 would be a couple of big loud drum
loops. A method I like to use is to create folders for each category of samples and MIDI clips. 1
have folders titled Bass, Drums, Chords, Effects, and Vox. This makes it easy to find the parts
I’m looking for.

The Device Browser

Live’s Device Browser (see Figure 3.30) contains Ableton’s own brew of effects and instruments.
Each device type has its own folder in the Browser, one each for instruments, MIDI effects, and
audio effects. Each device also has its own folder(s) containing presets. The Device Browser is
accessed through the button with the box icon at the left edge of the Browser window.

We will explain each of Live’s devices in Chapters 8, 9, and 10.

The Plug-in Browser

The Plug-in Browser allows you to access your third-party software effects and plug-ins. You can
use a wide variety of third-party plug-ins with Live, in either VST (PC/Mac) or AU (Mac only)
format.

On the PC side, all of your VST plug-ins need to be in the VST folder that Live searches at each
startup. If you’ve been following along, you already set this folder up when you read the Pref-
erences chapter. We recommend giving Live its own VST folder and simply copying all VST
plug-ins you would like to run in Live into that folder. Any Live-compatible plug-ins in this
folder will be visible when you click on the small power-plug icon to the left of the Browser
window, as shown in Figure 3.31. See Chapter 8, “Live’s Instruments,” for the rundown on
using external plug-ins in Live.

If you are using a Mac, you don’t need to worry about the location of your plug-ins, because the
Mac OS will always store them in the same default location. You can find your plug-ins and see
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Figure 3.30 Live's Device menu. To add an effect or instrument, drag it out of the Browser and drop it
onto a track.

what you have installed by checking the folder Macintosh HD > Library > Audio > Plug-ins.
Within this folder, the Components subfolder holds your AU (Audio Unit) plug-ins, and the VST
folder contains your VST plug-ins (duh!). If you delete a plug-in from one of these folders, you
won’t see it any longer in Live.

Note that there is also a small magnifying glass in the top bar of the Plug-in Browser, enabling
you to search for a specific plug-in by name. This can be a helpful feature if you have a very large
number of plug-ins installed on your system!
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Figure 3.31 The Plug-in Browser will look different for everybody since it reflects your own unique
collection of effects and instruments.

I Want My VST If a particular VST plug-in cannot be seen via Live's Browser, then it cannot
be used in Live—even if it is located in the correct directory on your PC or Mac. Be sure to
move (delete) these plug-ins out of the VST folder that you told Live to look in when you
set up Live's File/Folder preferences. As a result, Live will start up faster. Also, if you notice
a plug-in not working properly in Live, you should also take it out of the plug-in directory,
write down the settings or combination of events that created the error, and send Ableton
and the third-party plug-in manufacturer the feedback. By doing so, you may just help
some small software developer zero in on a problem that would otherwise take them
months to figure out on their own.
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The Hot-Swap Browser
The switch with the circular arrows icon displays the Hot-Swap Browser, which is used for
loading instrument and effect presets and locating sample files. This Browser is generally dis-
played by using the Hot-Swap switch in Live’s built-in effects and instruments. (This will be
explained further in Chapter 7.) It’s also invoked when browsing grooves and sometimes
when using the File Manager.

Saving Your Work

If you are a Pro Tools or Logic veteran, you know that calling up last week’s session from a CD
you burned that night might not be so simple. Live features an enhanced file-saving scheme sure
to reduce at least some of the frustrating missing file searches and “which version am I working
in?” blues.

Saving the Live Set

Live offers four ways to save project files: Save Live Set, Save Live Set As, Save a Copy, and
Collect All and Save. If you are familiar with common computer documents, such as word pro-
cessor applications, Save and Save As work in exactly the way you’d expect. Save, which can be
done by pressing Ctrl/Cmd+S, saves the document (in this case a Live song file called a Set) in its
present state, under its present filename. This is the most common way you will save while you
are working on a new song, especially when you like the r