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Outils nouveaux (et plus anciens) 

de programmation musicale et visuelle
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How To Remain Successfully Unsuccessful
Andrea Cera
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different species, a different class, you are not one of us.
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1.0 Many musical tools get a strange new life 
after someone starts using them in the wrong 
way.1

1.1 Wrong uses of a tool can arise from in-
competence, ignorance, lack of proper un-
derstanding. However, they could be consi-
dered as responses to new problems, for 
which existing techniques are not useful. I 
will consider three examples: auto-tune, 
side-chain compression, and reverb.2 These 
tools were born as invisible and transparent 

devices, respectively to correct the pitch of 
an out-of-tune vocal performance, to help 
recognizing an individual track in a busy 
arrangement, and to add depth and space 
to a recording.3 In the production of Cher’s 
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to the nature of the vocal track. The resulting 
sound effect became the trademark of the 
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