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OpurMHanbHbIA aHIMUACKUIA TEKCT BbIOENEH KYpPCMBOM, B TEKCTE WCMOSMb3YTCA crneaylolime
cokpalleHus (Q/B — Question/Bonpoc, A/O — Answer/OTBeT).

This is an interview centered around the Silence album. Questions by Peter Kern for Create
Digital Music, February 2010.

[aHHOe WHTepBbIO, B OCHOBHOM, 3aTparvBaeT anbbom Silence. Bonpochl

3apaet Peter Kern, gna Create Digital Music, doespanb 2010 .

Q: It seems that you've always had a really particular approach to timbre, and that it's especially
focused and evolved on this record. There's a certain purity of tone to which you tend to gravitate, as |
hear it. Can you talk a bit about how you approach timbral color?

B: Kaxetcs, y Bac Bcerga 6bin ocobbit noaxoa kK tembpy, n 910 0cobeHHOo
3aMeTHO B aTOM anbbome (Silence). B 3Byke npucytctByeT ocobas unmctoTta, K KOTOpOu
Bbl yacTto TAroteeTe, No KpanHem Mepe MHe Tak kaxeTtca Mornu 6bl Bbl pacckasaTb 0

TOM, KaK gocTuraeTcs nogobHbI TeMbpanbHbI okpac?

A: I can only nail it down to personal taste. | enjoy timbres with inharmonic content, and | like the
contrast between very sharp transients and very lush, airy sounds.

O: [ymato, 4to BOnNpoc TeMbBpanbHOro okpaca 3BYKOB, BO MHOFOM, CBOAWUTCS K
NUYHOMY BKycy. MHe HpaBATca Tembpbl, coaepkaline HerapMoHUYHbIE KOMMOHEHTHI,
elle MHe HpPaBUTCS KOHTpAcT Mexay 4YeTknumu (sharp transients — kopoTkue peskue

«aTaku») 1 HacblWeHHbIMK (lush — NNOTHLIMK, COMHLIMUN) «BO3AYLLIHLIMWY 3BYKaMW.

Q: I know that Silence, as with your other work, combines synthesized and found sounds. There
is a sense that you get to an almost atomic level with each, however, that the synthesized are becoming
organic and the recorded sounds are deconstructed to the point that become almost primitive and
synthesized. Is there a different approach to each of these, or is that something that happens naturally?

B: A 3nHaw, yto B anbbome Silence, kak n B Apyrux Bawwux paborax,
NCNonb3yeTcs codeTaHue CUMHTE3UPOBAHHbLIX U 3anMCaHHbIX 3BYKOB. KaxeTcsa, 4To B UX
obpaboTke Bbl ngete npakTMyeckn OO0 «aTOMHOro» (MUKPO) YPOBHS, npeobpaxas
3By4YaHne Takmm o00pas3oM, 4YTO CUHTE3MPOBAHHbLIE 3BYKM KaXyTCsl MpaKTU4eCcKu
€CTEeCTBEeHHbIMX, a 3anuMcaHHble — OobOpeTalT Hekyl, MOYTU CUHTETUYECKYHO,
NPUMUTUBHOCTb. CKaxnte, Bbl NpuHUMNManbHO MCNOMb3yeTe pasHble Noaxoabl Ans
06paboTKN CUHTE3NPOBAHHbIX U 3anucaHHbIX 3BYKOB? Wnu pesynbTaT He 3aBUMCUT OT

NOAXOA0B M AOCTUraeTCsl «eCTECTBEHHbIM» 06pa3om?


http://www.monolake.de/interviews/silence.html
http://LFP.pdj.ru/

A: The ambiguity of sonic events always fascinates me. That border between 'real’ and 'synthetic’
is a quite interesting one, not only in sound design, but also in visual arts. Working with synthetic sound
generation sharpens my senses for the real sounds around me, and often | am surprised by how much
they can blend. We are not talking anymore of sound generation with a single square wave oscillator and
a lowpass filter, but methods that are capable of creating highly complex and rich timbres. Those
method's sonic definition matches the complexity of real sounds and this is where the fun starts. I like to
place a recording of a metal thing next to a physical model of a metal thing next to a processed sample
next to an FM timbre and see how they become a nice ensemble of similar sounds.

O: MeHs1 Bcerga BOCXMLLA@ET HEKOTopasi HeonpeaeneHHOCTb, ABYCMbICIIEHHOCTb
3BYKOB. paHMUa Mexay «ecTeCTBEHHbIM» U «CUHTETUYECKUMM» OYeHb MHTepecHa He
TONMbKO C TOYKM 3pEeHUss cayHAa-am3arHa, HO W C TOYKM 3PeHus, K npumepy,
n3obpasntenbHbiX WUCKyccTB. PaboTa Hag co3gaHMeM CUMHTE3UPOBaHHbLIX 3BYKOB
obocTpsieT Moe BHMMaHWe K pearibHbiM 3ByKam — 3ByKam, KOTOpble MEHS1 OKpyxatoT. U
S YacTo ObiBal0 yAMBMNEH TEM, HACKONbKO CMHTE3MPOBAHHbLIE U pearibHble 3BYKU MOryT
cmelumBaTbca. CerogHs yxke He MAeT peyn O COo3daHuM 3ByKa C MCMNOSfb30BaHWEM
OLHOro reHepatopa «kBagpatHom» BOnHbl U ®PHY (lowpass filter, omMnbTp HU3KKMX
4acToT), Mbl roBOpMM 06 MCNONb3OBaHUN METOOO0B CUHTE3a, MpPU MOMOLLU KOTOPbIX
MOXHO MONYYNTb OYEHb CIOXHbIE U HACbILWEHHbIE TEMOPbLI. 3BYKW, NOSTyYEHHbIE 3TUMMN
MeTo4aMM MOryT BMNOJSIHE CPABHUTBLCH CO CMOXHBIMWU «ECTECTBEHHBLIMUY 3BYKaMu, 30eCb
N HaYMHaETCH «BeCenbex»: 9 BMOMHE MOry cMelaTth 3anucb « MeTaninyeckoro» 3Byka C
dou13nyeckon Moaernbo 3TOrO Xe «MeTannmyeckoro» oobekta, BMecTe ¢ 0bpaboTaHHbIM
CEMMMOM 3anucu n kaknm-Hmbyagb FM-TemGpom. BmecTe Bce 3Tu 3BYKOBblE OTTEHKM

06pa3yloT BeCbMa UHTEPECHOE COYETaHUSI MOXOXMX 3BYKOB.

Q: What's your workflow like now in Ableton Live ? On some level, it's a tool that does things that
you have conceived or asked for, or that reworks things you've created. On another, of course, it's also
this commercial tool that has been adapted to a generalized audience. Are there areas of it that you tend
to work in most? Are there areas or features you tend to ignore or even avoid?

B: Ha 4yTto noxox npouecc Bawewn pabotbl ¢ Ableton Live? BoamoxHo Live
BbINOMNHAET Te PYHKUMN, O KOTOPbIX Bbl «MeYTanun», Unn HaobopoT, peannsyeT To, YTO
Bol yxe cpgenanu camoctoaTensHo? C Opyrod CTOPOHbI, Live — 3TO MpoOAykT,
afanTUpoBaHHbIM ONa WKMpokon aygutopun. EcTb nn B Live doyHKuMK, KOoTopble Bbl
ncnosnb3yeTe Yalle octanbHbIX? Nnu HaobopoT, ecTb Nn Kakne-nnbo pyHKUNOHaNbHbIE

BO3MOXXHOCTU, KOTOPbI€ Bbl CKITOHHbI ITHOPUNPOBATb, UMM OaXe n3deratb?

A: I try to avoid 'content’. | am not interested in 'throwing beat loops together'. | do not use presets
from other people when it comes to synthesis, this all is just not my way of thinking. Why should | leave
that great part of composition which is coming up with interesting timbres, to someone else? | am also not
using time stretching / warping as a tool to match beats. | don't like time-stretch artefacts, unless | drive it
in the very extreme as a special effect. | don't need factory groove templates, in fact | never use groove at
all, if i want to achieve it, | move notes by hand. Apart from that, I'd say | use everything Live has to offer.
There is no typical workflow, it highly depends on what | want to do. The most significant difference to the
old pre-Live times is to me, that | can make lots of sketches without any special idea in mind, just let go,



and save the result once | am bored with it. And much later | can open all those sketches, and see if
anything in there is of interest. Then | grab that element and continue working on the basis of this. | have
a lot of complex tree structures of fragments on my hard-disk, and this a great source of material and
inspiration.

O: A crapatocb un3beratb «KOHTEHTa». MHe He WHTepecHO «cobupaTtb
KOHCTPYKTOPbI M3 fiynoB». Ecnu roBoputb O CUHTE3e, TO S HEe WCMOMb3yK MnpeceThl,
CAeNaHHble APYrMMK NI0AbMU — MPOCTO 3TO NPOTUBOPEYUT MoeMy 06pa3sy MbILLNEHMS.
Moyemy s [pormkeH ycyTnaTb 3Ty MHTEPECHEWWYK YacTb npouecca Cco3gaHus
KOMMO3MLMN, HANOSTHEHHYIO YANUBUTENbHLIMU TEeMOpamKn, KOMY-TO Apyromy? Takxke s He
NCNOSb3Y0 TaWM-CTPETUYUHI U BapPrUHI B KayeCTBE MHCTPYMEHTOB ANSA «MNOAroHa»
6utoB. MHe He HpaBATCA apTedakTbl, BO3HMKAKOLWINE MPU TaWM-CTPETUMHIE, XOTHa A
MoOry mucrnonb3oBaTb UX Kak addekTtbl (SFX, special effects). MeHsa He wuHTepecytoT
groove-MUKLLEPLI W MpeceTbl - ecnn s Xody [obuTbCca onpeaenieHHoro rpyea, s
«coBurarwd  HOTbl BpydHyto». OpHako, s UCMONb3yld BCe OCTanbHble (MOMUMO
nepeyvncneHHbIx) dyHKkumn Live. He cylectByeT NoHATUA «npouecca paboTtbl B Livey.
lMpouecc o4yeHb 3aBUCUT OT pesyrbTaTta, KOTOPbIM MHE Xo4eTcs nonyyduTb. [NMoxanyn,
caMbIM 3Ha4YUTENbHbIM OTNIMYMEM OT BPEMeHMU, Korga Live He cyuwecTBoBano, sBndeTcs
TO, YTO Tenepb A MOry genaTb MHOXEeCTBO HabpockoB ©6e3 Kakon-nmbo KOHKPETHOW
naeun B rorioBe — MOXHO NPOCTO OTNYCTUTL pa3ymM U TBOPUTb, TBOPUTL 40 TEX NOpP Noka
TOT WM UHOM HabpOCOK MHE He HACKy4YuT, nocrne 3Toro 9 MPOCTO COXPaHsK ero Ha
XectkoM pgucke. [loaxe, 6GbiBaeT, 9 BHOBb OTKpbIBAldD CBOM HabpOCKM M CMOTPIO,
«MoHagenan nu 9 4Yero WHTepecHoro» =). Ha MoOem [OucKke XpaHUTCS OrpoMHoe
MHOXECTBO TaKMx HabpOCKOB, pPa3fiOXXeHHbIX MO PasfMyHbIM NarnkaM MOEro XXeCTKOro

aucka. 9ToT apxumB — OT/INYHBIN UCTOYHUK 3BYKOBOIro matepuarna n BdOXHOBEHUA.

Q: Recently, you shared some of your early, personal Max patches as Max for Live creations.
Were any of these patches used on Silence? Max for Live has really become part of your workflow, yes? |
don't mean to focus exclusively on the technology, but it seems that these Max patches - even more than
any element of Live - really embody some of your aesthetic and taste, yes? They're a bit like experiencing
a Monolake album interactively. Do you conceive them in that way, as a sort of compositional thought
formed into a tool?

B: HepaBHo Bbl nogenunucb HekotopbiMm u3 cBomx MAX paspaboTok B
kadectBe natyen gnsa MAX for Live. Micnonb3oBanucb N Kakme-To U3 3TUX natyen ans
co3gaHusa Silence? Cran nm MAX for Live 3HauMmon 4actbio Bawero paboudero
npouecca? B 3TOM MHTEPBBLIO A HE XOTeN Obl OCTaHaBNMBATLCA Ha Cyrybo TEXHUYECKNX
Bonpocax, ogHako atu MAX-natuu, gaxe 6onble Yyem nobas gpyras YacTb Live, HecyT
B cebe OTTEHOK BalUuMX 3BYKOBbIX MPUCTPACTMIA MU My3blkanbHOrO BKyca, Tak nv 3T707?

Pabota C HMMW HaNOMMHAET «UHTEPaKTUBHbLIA PEXUM MNPOCNyLIMBAHUS» anbboma



Monolake? MoXHO nu roBopuTb 06 3TUX YCTPOMCTBAX, Kak O «KOMMO3ULMOHHOM

3aMblicne, 3aKn4yeHHOM B TEXHNYECKNX VIHCprMeHTaX»?

A: The tools have a strong influence on the result. Take the Monolake PX-18 sequencer. Its way
of expanding a one bar loop into something that repeats in longer cycles is based on such a rigid
concept, that it enforces a quite specific rhythmical approach. Some patterns are simply not possible,
some are very easy to achieve. This is exciting and this is very musical; a piano is an instrument which
makes it very easy to treat all twelve notes of a well tempered scale the same. And it is an instrument
which makes it impossible to play with any notes that do not fit in such a scale. This is exactly the same
interesting tension between enabling and inhibiting expression as with the rhythmical limitation of the PX-
18.

There is an interesting interaction going on between developing tools and achieving musical
results. The whole process is far from being linear and entirely result orientated. The idea at the
beginning is shaped by first results and experiences gained from playing with a simple prototype of a part
of the functionality, this drives the further development of the tool, but also influences the musical idea. If |
try to build a granular time freezer, and after initial tests | figure out that | need a lot of overlapping grains
to get the sound | want, | can also start thinking in swarms of particles, and this might lead to musical
ideas that shape how [ try to improve the grain thing. Working this way often provides far more interesting
results than sticking to an initial plan. As an interesting side note, this way of thinking also finds its way
more and more into general software/hardware development and interface/functionality design. The tools
of the future need to feel right. One cannot design a multi touch screen application on a piece of paper,
implement it and think it will work. It would, technically, but it might not be inspiring to use and therefor
most likely not a success in a competitive market.

O: NHCTpyMEHTbI 0Ka3bIBalT 3HAYUTENbHOE BIUsIHUE Ha pe3ynbTaTt. Bo3bMem, K
npumepy cekseHcep Monolake PX-18 (BxoguT B Komnnekt noctaBku MaxForLive).
Cnocob pas3BuTUa «OAHOTAKTHOWY» puUTMUYecKon netnm (one bar loop) B HeuTo
MHOrOKpaTHO MoBTOpsloLeecs, wucnonb3dyembln B PX-18, gBngetca HaCTOMNbKO
«KECTKUM — HErmbkum», 4to PX BykBanbHO HaBs3biBaeT 0COObLIN NOAX04 K NMOCTPOEHNIO
PUTMUYECKNX PUCYHKOB. HeKoTopble PUCYHKM MNPOCTO HEBO3MOXHO peanu3oBaTb C
nomotllbto PX-18, opyrne nony4ntb o4eHb NPOCTO. BCE 39TO 04YeHb 3axBaTbIiBAET, KpOME
TOro 3TOT NOAXOA BecbMa «My3blkaneH». dopTenuaHo, K NpuMepy — WHCTPYMEHT,
NO3BONSAOLWMMA YETKO pasnnyatb HOTbl pPaBHOTEMMNEPUPOBAHHOrO CTpos. Ho ceirpatb
WHTepBarnbl C MHOM TemMnepaunen Ha opTennaHo He NpeacTaBNAeTCss BO3MOXHbIM —
3TO W XapakTepudyeT HEKOTOPYH HamnpsPKeHHOCTb, BO3HMKAKOLWYK B CBA3UN C
BO3MOXXHOCTbIO/HEBO3MOXHOCTbIO TE€X WM WHbIX AENCTBUA MPU  UCNOSIb30BaHUK
KOHKPETHOrO  MHCTPYMEeHTa  (CcuTyauuMs  aHanormyHa wn C  «KPUTMUYECKUMMU
orpaHmyeHuammny PX-18).

Mexay npoueccamu pas3paboTku TEXHUYECKUX MHCTPYMEHTOB U CO34aHUS TOW
UM MHOW KOMMO3NUUKM CYLLeCTBYeT MHTepecHas B3aMMOCBA3b. Henb3s ckasaTtb, 4TO
3T nNpouecChbl BKyne 4BMAATCA JIMHEWHbIMU, WX CTPOrO OPUEHTUMPOBAaHbl Ha
pesynbTat. BHayane ugea dopmupyetca Ha 0ase onbita paboTbl C YNPOLLEHHBIM
NPOTOTUMNOM TEXHUYECKOIO MHCTPYMEHTA, N0 Mepe pasBUTUA UHCTPYMEHTA U3MEHSAEeTCA
U My3blkanbHas cocTtasngwowada. K npumepy, MHe Xo4deTcs caenaTb rpaHynsipHbIn

TanMm-ppmsep (YCTPOMCTBO MOBTOpstOLLee MNEeTN0 U3 grain'OB — KpaTKOBPEMEHHbIX



OTPE3KOB, B3ATbIX M3 MCXOOHOro curHana, npum. peg.). locne npenBapuTenbHOMO
TECTUPOBaHNA YCTPOWCTBA S MOHMMaK, YTO MHe HeobxoOuMO MHOXECTBO
nepekpbIBaOLLNXCA 3epeH (grain) Ans NonyvyeHUss HYXXHOro 3ByKa, TakMm obpasom s
HauyMHal AymMaTb HE O €AMHUYHbIX 3epHax, a 00 «obnakax», COCTaBNEHHbIX W3
MHOXECTBa 3BYKOBbIX YacTul, a BOT NpoLecc (oopMMpoBaHnNS Taknx «obnakos» byaet
BO MHOIOM 3aBWUCETb OT My3blKanbHOW cocTasnsaowen naen. Takon pabounn npouecc
Aaet kKyga 6onblue MHTEpPECHbIX pesyrnbTaToB, YEM KEeCTKoe CrnefoBaHWe KakoMy-TO
nnaHy. Kpome Toro, Takom cnocob MbIWwieHns no3BonsieT Bce rnybxe un rnydxe
NMpoOHMKaTb B CYyTb paboTbl My3blkanbHbIX MAporpaMm K 000OpyaoBaHMs, a Takke
NHTepdencoB ansa nx KOHTposns. C MHCTpyMeHTamun Byayuwiero 4OMKHO BbITb NPUATHO K
yao6Ho paboTtatb. HeBO3MOXHO paspaboTtatb npunoxexHne ang multitouch-akpaHa Ha
nncTke 6ymarn. TexXHU4eckn, oHO aaxe MoXeT paboTaTb, HO He ByaeT obnagatb TeMm

«BAOXHOBNSAKOLLNMU» OCOBEHHOCTAMM, KOTOpPbIE TaK LUEHATCA cerogHA Ha pbliHKe.

Q: A few years ago, when you were in New York, you made a couple of comments that stuck with
me. One was that you thought that the tech press sometimes wasn't critical enough of technology, that,
for instance, they weren't saying critical things about Ableton Live. Another was that you felt like there
was less need for Max partly because of what Live itself does. I'm curious if you have any new thoughts
on either of those —

B: Mapy neT Hasag, B Hblo-Mopke, Bbl caenanu ABa 3aMevaHusi, KOTopble MHe
0CO0EHHO 3anoMHunucb. OQHO M3 HUX KacanocCb TOro, YTO TEXHUYECKMEe U3gaHus He
OblNM OOCTAaTOYHO KPUTUYHBI NO OTHOLWEHKIO K Ableton Live — B 4OMKHOM CTENeHU He
ocBellanun HegocTaTku npoaykTa. [pyroe 3amedaHme otHocunochk K MAX. Bbl ckasanu,
YTO B HEM HET 0CO0O0M HyXAbl, YaCTUYHO U3-3a TOro, 4YTo B Live u Tak peanu3oBaHo
OrPOMHOE MHOXEeCTBO (PyHKUMIA. JTloBoNbITHO, Kak 6bl Bbl cerogHsi NpOKOMMEHTUPOBaNu

3TW 3amMeyaHunsa?

A: I find myself doing a lot of things in MAX these days, since the integration in Live made it so
easy and rewarding. When | made that MAX statement in NYC, | felt that coding is a trap when it comes
to actually creating music. One simply does spend too much time with non musical problems. In many
ways, MAX5 and MaxForLive reduced the time needed to get results. And this makes the whole package
very attractive again. | started teaching sound design at the Berlin University of Arts a year ago. | can
show my students how to create a simple two-operator FM synthesizer with an interesting random
modulation within fifteen minutes and the result is a Live set including the MaxForLive part, which | can
save and send it to the students as an email so they can open it again an continue working on it. If stuff
can be done that fast, it leaves enough headroom to actually use it in a musical context. In retrospective a
lot of 90s IDM music was way to much driven by exploring technology. At some point one has to step
back and say: okay, now let's actually have a look at the composition and not only at the technical
complexity of the algorithm.

So, what's the role of the press in this? One experience | gain from reading the Ableton user
forum and from talking with students is that there is a great amount of insecurity about which technology
to use. It's the abundance paradox. Which software sounds best? Which compressor do | need to use?
Which plugins do | need for mastering housy dub music with a hint of pop and some acoustic guitar?
Having the choice between 5000 compressor plugins whilst not understanding what makes a compressor
really sound the way it does, it pretty much my idea of hell. So often | have that impulse telling the world:



hey, you can use the sidechain input of the compressor you already have in Live, and you can feed that
sidechain with a slightly delayed version of the original signal. You could also apply saturation, filtering, or
even reverb or again an instance of the compressor in that side chain signal to shape its timing and
response to its input. This will have a result of the compression curve, and this means you can build
anything from a very normal compressor up to the most exotic effect you can imagine. And you can store
those structures for later re-use. You can automate every single aspect of it. You can use ten or twenty
instances of it in a song. Are you guys aware that you have more power right in front of you than the best
music producers and hardware designers just ten years ago would have dreamed off? | simply do not
want to read any more articles about a new compressor, be it hardware or software, unless it provides
insight into the amazing possibilities we already have. | don't want to read anymore sound quality
discussions that deal with the last bit of a 24 bit file in a world where people listen to mp3 over mobile
phones and enjoy those artefacts. The most exciting new music comes from young kids guys running
some audio software in a bedroom, listening to the result over a shitty hi-fi and use Melodyne 'all the way
wrong'. Those folks do not read gear magazines, they could not care less about yet another mastering
EQ, but create the most stunning beauty. If people talk too much about gear | usually do not expect too
much good music. | am often trapped in this twilight zone between engineer and composer too, so | know
what | am talking about here...

O: CerogHs 1 mHoroe genato B MAX, 0oCO6EHHO € y4eTOM YCMELHON NHTEerpauum
nocnegHero ¢ Live. Torga, B Hbro-l7lop|<e, korga 4 rosopun o MAX MHe Kasanocb, 4To
nporpaMmupoBaHne — 3TO cBOeobOpasHas noBylliKa MpuM co3gaHuu My3blku. [lopon
NPUXOANTCSA CIULIKOM MHOIO BPeEMEHU YOEeNsTb COBCEM He My3blKalbHbIM BOMPOCAaM.
Bo mHorom, Beinyck MAX5 n MaxForLive nossonun cokpatntbe Bpems, Tpebyemoe ans
BOMOSILLEHNA  KOHKPETHbIX wuaen. Takmm obpasom, TaHgem MaxForLive, Ha
CEroAHSAWHNA OeHb, SBMNSeTCA BeCbMa npuBriekaTerbHbIM NpoaykToM. [og Hasag s
Hayan obyyaTb cayHA-Aun3ariHy B bepnunHckom YHuBepcuTeTe. 3a naTHaguaTb MUHYT S
MOry nMokasaTb CTygeHTam Kak co3gatb npocton FM-cuHTesatop C  ABYMS
reHepaTopaMn U MHTEPECHOWN Criy4YarHOM MOAYNsUMEN, NPUYEM 3TOT CUHTe3aTop byaeT
coxpaHeH B Live-cete ¢ npumeHeHnem ogHoro MaxForLive natya. 310 nossonsieT
nerko OTnNpaBUTb MPOEKT CTyAeHTaM Ans ganbHenwen pabotbl ¢ HUM. Peanusaums
TEXHUYECKUX NMOEN CTAHOBUTCS TakOW ObLICTPON, YTO «OCTaeTCsl BPEMS U HA MY3bIKY».
MHoxectBo IDM my3blkn 90-x Haxogunocb B NPSAMOW  3aBUCUMOCTM OT YMUCTO
TexHu4yeckoro passutusa. B kakon-to momeHT IDM My3blkaHTy TOro BpeMeHU
npuxogunocb ckasatb cebe: «Tak, xBaTuUT, nopa Obl 3aHATLCA KOMMNO3ULMEN a He
PUANTPAHHOCTLIO anorpuTMOBY.

CnepnyeT ckasaTb, YTO BO BCEM 3TOM Mpecca TakKkKe urpaeT HemaroBaXKHYH
ponb. OQHOM BaXXHOW BeLLblo, KOTOPYK S NodeprnHyn Ha dopymax Ableton n npwm
obLWeHnn Cco CTyaeHTaMn HABMSIETCS HanuMyune HeyBEepeHHOCTM B TOM, Kakue
TEXHUYECKNE NHCTPYMEHTBI CrieayeT UCNoSib3oBaTh. OTO MOXHO OXapakTepu3oBaTb Kak
«napagokc u3bbiToyHOCTMY (abundance paradox). «Kakas nporpamma nydwle
3ByuUnT?». «Kakom komnpeccop cregyet wucnonb3oBatb?». «Kakue nnarmHbl MHe
NCrnonb3oBaTh A4S MacTepuHra My3blki B cTune house+dub ¢ fierkum oTTeHKOM NOMChbl

N NapTUsSIMU akyCTUYeckon rmTapbl?». Belbupas ns 5000 pasnmyHbIX KOMNPeCccopoB, He



NnoHMMasi nNpu 3ToM Kak paboTaeT KoMnpeccop — BCE 3TO B HEKOTOPOM pope
XapaktepuayeT Moe npecrasneHme o6 «age». Tak YacTo MHe XO4YeTcsl ckasaTb MUpy
YTO-TO Bpode: «OW, Bbl MOXETe MNPOCTO ucnonb3oBaTb Bxod side-chain obblvHOro
Komnpeccopa BCTpoeHHoro B Live, a ynpasnswowun (side-chain) curHanm MOXHO
npegeapuTenbHO obpabotaTh pasnuyHbiMM adhdekTamu, punbTpamm, catypatopamu,
UNu, B KOHUE KOHUOB, [JOMOSIHUTENIbHBIM  KOMMPECCOPOM ANA  U3MEHEHUS
AnHamukn» .PesynbTatom 6ygetr  side-chain  komnpeccuss € MCNONb30BaHWEM
ormbaroLlen npakTuyeckn nbor ¢opMbl, YTO MO3BOMUT AOCTUYL KaK MPUBbLIYHOM
KoMnpeccuu, Tak u caMblx HeBoobpasmmblx acpdekToB. Kpome Toro, Bce natym MOXHO
COXpaHUTb W ucnonb3oBaTb Korga-nmbo B Byayuwem. MOXHO uMcnonb3oBaTb
aBTomaTusaumo nobbiXx NapameTpoB, UMW MPUMEHUTb TakoW KOMMpeccop ABaauaTtb
pa3 B o4HOM Tpeke. Bbl BoobLiE NOHMMaeTe, YTO YUCIIO MHCTPYMEHTOB M CPenacTB,
AOCTYMHbIX CEroAHSAWHEMY 3NIEKTPOHHOMY MY3bIKaHTY HaCTOSIbKO BEMMKO, YTO O HEM U
He MOrnM MeyTaTb My3blKaHTbl BCEro NULb OAHO AecATuneTne Hasag. S npocto He
Xou4y Gornblue yuTaTb cTaterm O «KHOBOM 3amMevaTefNlbHOM KOMMpPeccope», eCriv TONbKO
OH He nMepeBOpayMBaeT C HOIr Ha TrOSfIOBY HalW nNpeacrtaBfneHns O KoHuenuum
Komnpeccopa Boobuue. A He xegat Gonblle cnywaTb pasrnarofibCTBOBAHUN Ha TeMy
KayecTBa 3BYyKa, Kacawwmxcs nocrnegHero o6uta 24-6utHoro dhavna — cerogHs
OONbLWIMHCTBO Ntogen cnywaeT My3blky B lossless ¢opmartax, U ¢ nNpuUMeEHeHuem
MOOUMBHLIX YCTPOUCTB. Camble yHUKanbHble My3blkarnbHble MOen CerogHsi UCxogaT oT
TeX, KTO 3aHMMaeTCcsa My3blkon rge-Hubyab B cnarbHe, ucnonb3ys «aypaukue» hi-fi
KOMOHKM U HenpasuibHO NpumeHas melodyne. 3TW NOAM He 4YuTalT XypHanos o6
annapaTHbIX HOBMHKaX, He BbIOMpalOT «Jy4yllniA MacTEPUHIOBbIA 3KBanamsep», HoO TeM
He MeHee CO3Jal0T CcaMylo KpacuByld My3blky. Ecnn nwogu MHOro roeopsT o
©Keneskax», 1 pegko Xay oT HUX Xopowen My3blkn. A nm cam bbiBato 4YacTo 3axar
MexXxay OBYMSI MUPaMU «KUHXMHUPUHIA» U «KOMMO3UTOPCTBAY, NO3TOMY S 3HAD, O YEM

roBOpI0.

Q: As far as your own music, do you find you need some critical distance from a tool as an artist?
Or does that fall away once you're in the process of actually making the record? (It seems, after all, we're
all a bit spoiled by the various excellent tools we have at our disposal.)

B: KacatenbHo Bawen cobcTBEHHON My3blkM, HeOOXo4MMa N BaM Kakas-nnbo
«KpuUTMYECKas OUCTaHUMSI» OT TEeXHUYECKMX WHCTpyMeHToB? Wnu TexHonorus
CTaHOBUTCS HE TaKOW Ba)XHOW, Korga Oeno KacaeTcsl HernocpeacTBeHHoW paboThl Hag
komnoavumen? (B KOHEYHOM cyYeTe BCE€ Mbl HEMHOIO «UCMOPYEHbLI» 0BOMNneEM

PasnUYHbIX TEXHUYECKMX «KMPUMOYEKY).



A: Deadlines help. If | know that a project needs to be finished, | simply stop investing time in
technology at some point, and instead use what's there. Its a question of discipline and experience too. |
try to teach my students that if they are working on a technically challenging project they need to define a
deadline for the technical side. If not, they might work till the very last moment on technical stuff and
loose focus on the artistic part. At the end, the result counts, not the beautiful MAX patch, which could
possibly create a nice result.

O: lNomoraloT TONbKO CPOKW. Ecnv s noHMMa, YTO MNPOEKT AOMKeH ObiTb
3aBeplleH, S MPOCTO MNepecTal TpaTUTb BPEeMs Ha pasBUTUE TEXHOMOrMu, MpOCTO
MCMNOMb3Yyl0 rOTOBblIE K 3TOMY MOMEHTY HapaboTku. A aymaro, 4To 3TO BOMPOC Kak
AVCUMNMMHBI, TaK U onblTa. A cTapalcb HaydnTb CBOUX CTYAEHTOB TOMY, YTO €CMM OHU
paboTaloT Hag TEXHUYECKU CrOXKHbIM MPOEKTOM, UM HEOOXOAMMO OnpedenvTb CPokK
BbIMNOSTHEHMST €ro TEXHUYECKOW 4acTu. VHaye OHM PUCKYIOT GONbLUMHCTBO BpPEeMEHWU
noTPaTUTb Ha TEXHUYECKY 4YacTb MaeWn, OT 4Yero nocTpagaeTr €€ My3blkanbHas
cocTaBnsowas. B koHeYHOM cyeTe BaXkeH pe3yrnbTaT — 3aKOHYEeHHasi KOMMNO3ULUS, a He

«3amevaTenbHbiny MAX-naty, KOTOpPbIN B TEOPUKM MOr Bbl aTb XOPOLUMIA pe3yrnbTarT.

Q: And have you ever considered trying to return to just building something simple in, say, Max,
and limiting yourself to that? Or are you able to find necessary formal limitations in the tools you have?

B: Cnyyanock nn Bam 3agymaTbcs 0 BO3BpaLleHun kK 6onee npoctbiM cnocobam
co3gaHus My3blkn? Hanpumep, npocTto caenatb HecrnoxHbin MAX-nat4? CnocobHbl nn
Bbl BbISIBUTb CAMOCTOSITENBHO OrpaHNYnTb cebs B MCNONb30BaHNN BCErO0 MHOroobpasusi

TEXHUYECKUX UHCTPYMEHTOB?

A: | am constantly limiting myself. | set up a multi dimensional network of constraints and bounce
off its walls. Exhausting but it helps getting stuff done. A typical constraint: No more patching in Max till
that project is finished, or try to get all Melodyne processing done in one afternoon and use those results.

O: A nocTosHHO orpaHnymBato cebsi. Y MeHsa crnoxunacb uenas MHoromepHasi
CETb PasnU4HbIX «MPUHYKOAKLWMX» apryMEHTOB, U 9 BCErga HaxoXxycb roe-Hnbyab Ha
ux pacnytbe. [lpMmepamm MOUX CaMOBHYLLEHMM MOryT ObiTb dpasbl: «Hukakoro
bonbwe co3gaHua natyenm gnsg MAX noka npoekT He 3akoHYeH”, unm «llonpobywn

3aBepLwnTb BCo 06paboTKky B melodyne 3a oanH OeHbY.

Q: I'm particularly interested in how you conceive rhythm. It seems like some of the ideas about
sequencing rhythm in Atom are also present here. Some of these rhythms are relatively symmetrical,
pulse-like. Then you have these stuttering rhythms, as though a vibration has been set in motion and is
naturally playing itself out in space. How do you work rhythmically?

B: MHe B 3HauuTeNbHOW CTEMNEHW WHTEPECHO Balle BOCMNPUATUE pUTMa.
KaxxeTcs, 4TO HekoTopble MAen PUTMUYECKUX PUCYHKOB M3 Atom npucyTCcTBYKOT M B

3ToM anbbowme. HeKOTOpre PUTMbl ABIIAKOTCA OTHOCUTESIbHO CUMMETPUYHHBIMU,



nynbCUPYHOLWLNMN. ,El,pyrl/le HacblLLEeHbl comBKamu, KOTOpPbIE KaK 6y}J,TO OOMOJTHAKT CaMn

cebs. Kak Bbl paboTaeTte ¢ puTMOM?

A: | contrast totally straight 16th grooves with material that itself constitutes a rhythmical quality
off that grid. In 'Silence' obviously | often used gravity driven processes with their inherent accelerations.
Or I played notes with an arpeggiator that is not synced to song time but where | control its rate with a
slider. Something Gerhard already did on the very first Monolake track 'Cyan'in 1995. Silence offers quite
a few hidden connections to Monolake history. My general approach to groove is simple: | change things
in time till it feels right.

O: A paboTato C KOHTpACTOM MexXay «MpsiMbIMU» PUTMaMMU, COCTaBMEHHbIMU U3
3BYKOB AnuTenbHocTbto B 1/16 gono, M 3BYKOBbIM MaTtepuariom U3HadanbHO
OTNMYaKLLMMCA N0 PUTMUYECKOMY CTPOEHUI0, Haxogswmmcs «BHe 1/16 ceTkuy». Ons
anbboma Silence A 3anucbiBan 3BYKM NPUPOOHbIX MPOLIECCOB, AOBWXKYLLEN CUION
KOTOpbIX SIBNSETCA rpaBuUTaumMst ¢ NpUCyLiMM en yckopeHuem. JInbo s ucnonb3oBan
apnegpxkmatop 6e3  CUHXPOHM3aUMW C  TEMMNOM  KOMMO3WUUWUW, MEHAS  4acToTy
BOCMPON3BOANMbBIX HOT C UCMONb30BaHMEM aBTOMaTU3aummn napameTpa Rate. MNoxoxun
noaxop 6bin peannsoBaH B nepBoM Tpeke Monolake — Cyan, 1995. Boobwe B ansbome
Silence noggepxmnBaloTCs HEKOTOpbIE «3BYKOBbIE Tpaguuumny Monolake. B obwem mon
noaxon K puTMy OOBOSIbHO MPOCT: «S BEpYy PY4YKM OO TeX Mop NokKa YTO-TO MHe He

MOHPaBUTCS».

Q: What was your compositional process like, generally, for these works? Did they start with
some of those sounds? With a rhythmic motive?

B: Kakum 6bin npouecc co3gaHua komno3uuun ana Silence? C 4yero Bce

Ha4yarocCb: C KaKOFO-HI/I6y,D,b 3BYKa, pI/ITMa?

A: There is no general rule. | often just open Live to explore an idea, and end up doing something
else because | found an interesting detail along the way. Or | have to work on a highly specific project,
and have to discard a lot of the results because they do not work in a given context. Instead of throwing
them away, | keep them and this might form the basis for another composition.

O: He cywecTtByeT kakoro-to obobuwatowero npasuna. Yacto s npocto
oTKpbiBato Live ans Toro, 4ToObl nopaboTaTb C BO3HMKLLIEN WAOEEW, 4acTo 3TO
3aKaH4ymBaeTcs paboTon B abCOSOTHO NPOTUBOMOMOXHOM HanpasneHnn noTomy, 4YTo B
npouecce paboTbl 0bHapyxmBatoTca Bce bonee n 6onee mHrepecHsle getanu. Jlnbo
OblBaeT Tak, 4To A paboTalo Hag KakMM-TO cneumduUyHbIM NPOEKTOM U MHE NMPUXOANTCSA
OTKasblBaTbCA OT MHOXECTBa [MOSyYEHHbIX pPe3ynbTaToB, MOCKOSIbKY OHU He
BNMCbLIBAOTCS B MOt paboTy. BmecTto Toro, 4tobbl NnpocTto oTbpackiBaTb MX, S XpaHIo

NX, U BNOCNeACTBUM OHU MOTYT CTaTb OCHOBOW HOBOW KOMMO3ULIUN.



Q: The title, "Silence,"” certainly recalls Cage. Was that intentional? Were there other meanings
here? In an album that's not silent, what is the role of silence?

B: HaseaHue Silence npobyxgaet B namatu paboty Kenmgxa (John Cage,
komnosutop, B 1952 r. BbICTynneHne KOTOpOro Bbi3Bano ckaHgan. Ero paborta noAa
Ha3BaHnem 4'33", Takke u3BecTHaa Kak silent piece — dakTMyeckn TULWMHA,
npurnalleHHble NOAM CryLlany OKpyXatolime 3BYKM B COYMETaHMM CO 3ByKamu feca, K
KoTopomy 6bin obpalueH Teatp). Ckaxute, Bbl HasBanu Tak anbbom HamepeHHO? EcTb
N Kakme-TO pyrve 3HayeHusa aToro HassaHua? B anbbome, KOTOpPbIN OTnMYaeTcs OT

TUWKHBbI Kengxa, kakoBa posb 3TOW TULLMHBI?

A: Silence is such a great concept. There is no silence, unless in a vacuum, it's that great mystic
world which cannot exist in our world. Also, in music the time between the musical events is as important
as the events itself. But | really leave it up to the associations of the listener to make sense of the title.
And of the liner notes and the photographs and the music. | think there is a lot of room for all sorts of
connections and connotations.

O: TuwmHa — 3TO Benukas KoHuenuus. ABCONITHAA TULLMHA CyllecTByeT
TOMNbKO B BaKyymMe — MUCTUYECKOM MUPE, KOTOPbIN HEBO3MOXEH B MPUBbLIYHLIX 4SS Hac
ycnosusax. Kpome Toro, B My3sblke, TULIMHA — MHTEpBarnbl Mexay 3BYKaMu BaXKHbl He
MeHee 4eM camu 3BYyKW. HO Ha camom fgerne s otaal MHTeprnpeTauuio HasBaHus BO
BNacTb cnywatensa (Hapsgy C NOHUMaHMEM aHHOTaUMW Ha KOHBEpTe «MMacTUHKWY,
goTorpacmi 1M npoyero). A Aymar, B KOHTEKCTe 3Toro anbboma cyuiectsyer

MHOXEeCTBO BO3MOXXHOCTEN A5 Noucka «CKpPbITbIX CBA3en» 1 nogTekcra.

Q: When we talked at the end of last year, we got to reflect a bit about winter. I'm about to spend
the week in Amsterdam and Stockholm, so I'm definitely going to be experiencing wintry climes myself! It
seems that winter is again a thread on this record. How did winter play into the album?

B: Korga mbl ¢ Bamu pasroBapuBanun B KOHLE MNPOLUMOro roga, Mbl HEMHOIO
3aTpoHynNu Temy 3umbl. A cobupatock npoBecTtn Heagento B AmMctepgame u CTokronbme,
NnoaToMy MHe B OyKkBanbHOM CMbICRe NPUAETCS ucnbiTaTtb Ha cebe «Bce pagocTu»
XOSIOAHOro knumara. YyBcTByeTCs, YTO 3uMa ABNAeTCS O4HOM M3 TeM 3TOro anbboma.

KakoBo eé mecTto B Silence?

A: | grew up in the bavarian countryside. Winter there equals silence, introversion, deep thinking,
and general inwards focus. | like this.

O: A Bblpoc B cenbckoM MecTHOCTUM baBapun. 3uma Tam MOXeT ObITb
OTOXAECTBMEHA C TULWWHOW, WHTPOBEPTHOCTbID, rNybuHOM MbIiCnK, W obLien
«BHYTPEHHEN» HanpPaBfEeHHOCTbIO NMMYHOCTU. MHe 3TO HpaBuTCS.

Bnarogapto 3a BHMMaHue.



