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THE FRONT PAGE

A New World

Shifting interests are redefining what
it means to be an electronic musician.

E]eclronic musicians have alwavs
been a flexible, resilient bunch. The genre’s pio-
neers willfully enslaved theinselves 10 time-shared,
room-sized mainframe computers in order to hear
short, very electronic-sounding compositions.
Later devotees were blessed with analog synthe-
sizer modules, which greatly eased the creation
process but still required a great deal of programming elfort to generate a lim-
ited range of sounds. Not until programmable digital synthesizers and MIDI
arrived did enthusiasts have the tools 10 create any music imaginable.

Now, it seems, the elecironic music universe is changing. It’s not a dramatic
reordering, but the notion of what it means to be an electronic musician and the
basic focus of electronic music-making is shifting. Synthesizers, samplers, and
other electronic instruments, which once comprised the core of electronic
music-making, no longer command the unrivaled attention of many musicians.
With the proliferation of great-sounding instruments, the glamour of new sound-
creation technologies and the instruments that implement them has faded.
Indeed, many musicians feel they have all the instruments they need 1o create
the music they want to hear (hence, the recent decline in the kevboard market).
In essence, theyv've become commodity items.

Most electronic musicians seem to be refocusing their interests on signal pro-
cessing and recording. Not surprisingly, many manufacturers are responding by
directing their product-development efforts towards creating these type of prod-
ucts. Impressive new synths and other MIDI products will continue to appear, of
course, but the most passionate efforts seem to be in the realm of digital record-
ing and signal processing. The introduction of affordable digital recording
equipment promises to be the most important development of this decade.
DAT has whet the appetite of many musicians, and even more are eager to
explore completely digital multitracking and production.

These new product developments, which will help maintain the interest of
“traditional” electronic musicians, also have the heneficial effect of enticing a
whole other group into the electronic music universe: acoustic and electro-
acoustic musicians. Purists may disagree, seeing as the classical definition of an
electronic musician is someone who uses instruments that create and modify
sounds entirely in the electronic domain. But, while this once mav have suf-
ficed, in this age of piich-shifted, reverberated, time-stretched acoustic guitar parts
streaming off a hard disk, the definition clearly needs an overhaul. To my mind,
any musician interested in signal processing or recording (particularly in the dig-
ital domain) may rightfully be called an electronic musician

As a magazine dedicated (o covering this still-burgeoning field, EM must reflect
these changing interests. Toward that end, we're introducing two new columns
this month: “Recording Musician” and “Working Musician.” As its title suggests,
“Recording Musician” will cover topics that affect musicians involved in record-
ing, whether their medium is analog or digital tape, or hard disk. Each month
working pros will offer insights into common problems that plague both budding
and experienced recordists. “Working Musician” will address music-business
and live-performance issues that working musicians often face. The focus, again,
will be practical experience.

The electronic music universe is adapting to the needs of its members. And as
it evolves, EM will continue to monitor its pulse and adjust accordingly. The
next few years should be interesting; keep us along for the ride.

2o W
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The Top 500

,,, Alesis drum machines are
g

" l..- fz;mo:{sle(;g'their solunds.
: «. The HR-16'snatural acoustic
e ims are still the standard for
Play the D4 with its  transparent rhythm tracks. The
onboard brigger inputs. punchy aggressive samples of
the HR16:B redefine how to make rhythm
tracks burn. The SR-16 is an instant hit with
its sampled reverb and ambience techniques.
Now you can have all this and more with
the new Alesis D4 Drum Sound Module.
There's an incredlible 500 sounds in all. Right
at your fingertips. g
The D4's sounds are unparalleled for their
realism. For example, when you hit a D4 sound
harder, the tone and pitch change just like a
real drum, thanks to the D4's Enhanced
Dynamic Articulation.™  Plus, stereo reverb
and ambience are
built into many of

VOLOME

ALESIS _

HIGH SAMPLE RATE
DRUM MOOILE
"s'r'(‘m SAMPLES

TITLE
ARTIST

HONEST SNARE

HR-16 =
IO 10

m’w NEW D4

G “0“
g:umo NEW D4

RIM SHOT ROOM
SR-16
g\G FOOT
HR-16:B

I

LAM
NEW D §RAND NEWDA
56 | wr-168 >
ALLA
g:&GAN% NEW D4

" FAT C\TY

pICCOLO

WOOD SNARE W/E! ,
SUPER FAT SNARE | |

ARTICUEATED B “.Aﬂ
/

the samples s0 you can keep your mind on the
beat.

Using the DM is a breeze with its large data
entry knob and dedicated bumins for all major
functions. There's even a toueh-sensitive
preview button and headphone output
for instant gratification... and latenight
drumset programming.

The D4's 21 user definable drum-
sets are accessible via MIDI or through
the 12 onboard audio trigger inputs.
You can even replace a wimpy drum sound on  Play the 024 with Mini
tape. Which you'll want to do if it didn't come  s#were wr havdware
from a D4. No rocket science here. Just pure
honest incredible sound. The only reason to
buy a drum sound module.

Everybody wants a hit. “The D4 has 500 of
them right now. At your Alesis«lealer.

12 audio triggerto-MIDI inputs are buill
in for arum triggers, pads, or tape.

roea
onime GRS SE—
PREVIEW — = o e . TRt
— STORE CHASE
CURSOR —— [S=—— -
GROUP
TRIE

10" MAPLE

SB-16 HALF OPEN HAT

HALF
EANeni® ARTICU

RIM 2 CENTEﬁ//
16 EAD KIC
SR DOUBLE HEAD ™

~niiol F “EAD

SINGLE HEAD 26’ MAPLE
TOM w/VERB
POWER

PLUS WOOD
G VERB

Alesis Corporation 3630 Holdrege Avenue
Los Angeles CA 90016



LETTERS

A TAXING MATTER

l am writing in response to
Geoffrey Hull's letter about the pro-
posed Home Recording Legislation
(December 1991) and to Bob O’Don-
nell’s “Front Page” editorial “The Guilt
Tax” (October 1991).

I have immense respect for Middle
Tennessee State University and its
recording industry management pro-
gram. This is why it is hard to believe
Professor Hull would charge EM with
“uninformed and misleading” com-
ments.

Mr. Hull is incorrect in stating “the
royalty assessed on digital recorders
and blank tape will go to the copyright
owners, not the government.” I am a
DAT owner and also a songwriter. I
only record original music on my DAT,
created by me and my friends, family,
and clients. Yet, I will not receive any
money collected from this DAT “tax.”
And the government will receive a cut
of the pie in the form of increased
income taxes from the receiving par-
ties involved.

Imposing a surcharge, or tax, on all
users of any product due to abuse by
some would create havoc. Can you
imagine what other surcharges could
be justified? How about a software-theft
tax on blank floppy diskettes or a
shoplifting tax on overcoats. We could
tax copy machines; the money could
go to publications such as this one.

The real trouble is with analog cas-
settes, not with DAT, and the record
industry knows this. ¥ this DAT scam

8 Electronic Musician February 1992

passes, the record industry will be steal-

ing from me and many others who

aspire to join that very same industry.
Greg Forgette
Murfreesboro, TN

I f you made your living as a
songwriter, you would be aware that
the mechanical royalty rates (record
company’s rate of payment to writers
from record, CD, and tape sales) are
set by the U.S. government. Would you
call that payment a “tax” simply
because it is regulated by Congress? It
is a curious arrangement at best, but
at least it prevents no payment at all,
which is what your commentary sug-
gests. If you let dogs run free—in this
case the powerful Japanese electronics
lobby—you promote the gild-lining of
an already well-fed canine. The DAT
“tax” is an equitable attempt to com-
pensate copyright owners, producers,
and artists—the creators.

This issue should have been ad-
dressed when the Xerox machine first
appeared. If intellectual property is
made available to the public, the copy-
right holders have every right to expect
compensation.

In your world, no one has responsi-
bility, no one is culpable, and we all
live in a beautiful, creative nirvana. |
suppose that’s all right, because I'll no
longer pay for my subscription. I'll just
borrow a copy of EM and go to the
Xerox machine.

David Ray

Missing Keys Music

New York, NY

David—While | appreciate your concerns,
you should be aware that the powerful

Japanese electronics lobby and the record-

industry lobby supporting this bill are one
and the same.—Bob O’D

I read with interest the con-
tinuing tape tax controversy. I think
the computer market for DAT tapes
and 3.5-inch optical media will be as
large, or larger, than the audio mar-
ket. Will we have to further enrich the
likes of Michael Jackson and the Gatlin
Brothers every time we buy blank
media for computer use?

If this is the case, the injustice is
unspeakable. If not, how will the record
companies know that unscrupulous CD
copies are not getting blank media
from computer supply stores?

Jim Chandler, Jr.
Chattancoga, TN

To update everyone: The Senate version of
the “Home Recording Rights Act” was voted
out of the Senate Judiciary committee in late
November and recommended for approval on
the Senate floor. A vote there could occur
as early as late January. A slightly differ-
ent House version was introduced by Con-
gressmen Jack Brooks (D-Texas) and Bill
Hughes (D-New Jersey). That bill was sent
to the House Judiciary Committee, of which
Congressman Brooks is chairman, and
then passed onto the House Judiciary
Subcommittee on Intellectual Property,
which is run by Congressman Hughes.
Testimony on the bill probably will occur
in February, so there’s still time to voice
your opinion to your elected representa-
tives.—Bob O’D

AN IMPERFECT FIGURE

I am a retired electrical
engineer but new to MIDI. I am con-
fused by the MIDI In wiring details in
the November 1991 DIY (“Build a MIDI
Interface for the Sound Blaster Card™).

In Figure 1, MIDI In shows the cath-
ode of diode D1 connected to pin 4
through a 220-ohm resistor. The cath-
ode of the diode in the opto-isolator is
connected to pin 5. To me, this indi-
cates that current flows in to pin 4 and
out of pin 5 at the MIDI In connector.

In the same figure, MIDI Out shows
+5 volts connected through a 220-
ohm resistor to pin 4. To me, this
indicates that current flows out of pin
4 and in to pin 5 at the MIDI Out
connector.

In the article, Figures 2 and 4 clear-
ly show that for the MIDI In circuit,
pins 4 and 5 are transposed from the
official MIDI 1.0 standard. The MIDI

Out circuit in the article agrees with _

the standard.
Am I overlooking something?
William P. Foster
Fair Play, SC
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We Couldn’t Write

So we spent |/ —_——
our time devel- | E=S====
oping Performer g £;:: i, o, g
3.6 instead. Now S -4

you can use Performer’s powerful Edit and
Region commands as your music is playing!
Transpose sections t0 new keys. Shift
music backward or forward in time. Grab
and move notes, set loops, draw pitch bends,
and change velocities. Edit or re-arrange sets
on-the-fly. All without stopping playback.
And without interruptirng vour creative flow.
Wlth our drure: machine style quantize-
=8 hu | g on-input, events quantize
as you record. And all of
Performer’s quantize
options work in real-time, including swing-
feel, strength, offset and sensitivity.

Call us for more information and the
authcrized dealer nearest you. Performer
Version 3.6 will be sent free of charge to
registered Performer Version 3.5 users.

Mark of the Unicorn, Inc.
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A Cause for Celebration . ..

"

2. _

——=t . . il s ' e . b

I n=g - g o 1T A

SAICK 2

What's the cause for celebration? Samick has decided to have a "coming out” party for their new line of Musical Instrumen
and Professional Audio Products. Since Samick's beginning in 1958. our objective has been to create quality products wi!
uncompromising design and value to meet your every musical need. Over the years you have come to depend on our produc
and quality. After all, we didn't become the world's largest acoustic piano and guitar manufacturer by chance! Regardless «
your musical interests: Rock. Jazz, Country. New Age, Gospel. or Classical, Samick has a product just for you, witho
draining your bank account. So we thought 1t was time to formally introduce ourselves and invite you to the party!

In maintaining the tradition of creating the world's finest quality musical instruments, we have created a line of profession
consoles, power amplifiers, powered mixers. speakers. and electric guitars with the same innovative design and quality that w
have always used.

So now that you know who we really are, come join the celebration and see why Samick is fast becoming the choice «
musicians and music lovers everywhere. Visit an authorized Samick dealer nearest you and, once you compare feature
performance, and price, you'll be celebrating too!

Samick - We are the Source!

Sa m ICK 4/4 + 18521 Railroad Street » City of Industry. CA 91748 + For Product Information Call: 1 (818) 964-4700



® LETTERS

Author Timothy Stanley vesponds: You
are absolutely right. The input pins in the
published article are wrong. In Figures 2
and 4, input pin 4 should connect to pin 1
on the oplocoupler, and inpul pin 5 should
connect to the 270-ohm vesistor. In my orig-
inal manuscript the pins were labeled cor-
rectly for Figure 2 but were changed in pub-
lication. My original for Figure + wd “ncor-
rect. Sorvy for the inconvenience caused by
these oversights.

DIGITAL DILEMMAS

Bcc:luse electronic musi-
cians turn to EM for information, they
deserve to read articles that are well-
written and factually correct. “Data
Compression and the New Audio
Formats™ (September 1991) is an exam-
ple of incorrect facts and poor writing.

For example, there are four reasons
it is doubtful “samplers and wavetable
svnths could use data compression to
multiply their sound storage.” First, all
current data-compression schemes rely
on the frequency content of the sound

at its original pitch. Changing the pitch
changes the frequency content in rela-
tion to the threshold of hearing.
Second, the compression scheme re-
moves the inaudible portions of the
spectrum. which would prohibit the
accurate interpolation and decimation
necessary 1o play back samples over a
wide range of pitches. Third, the audio
quality of both the Mini Disc and the
Digital Compact Cassette is only slight-
lv better than a standard analog cas-
sette. I've heard complaints about the
sound quality in 16-bit linear, 44.1 kHz
samplers; | can’t imagine anvone set-
tling for a data compression-based sam-
pler. And, finally, recording the out-
put of a data-compression system into

another data-compression system

results in unacceptable degradation of

the sound (which is why it has such
strong support from the record com-
panies). This would mean that the out-
put of the data compression-based sam-
pler could never be recorded into any
other data compression-based system.

Author Gary Hall says, "It appears

that ATRAC coding will distort time
information. The 20-millisecond blocks
imply that the sound can only change
50 times a second.” Mr. Hall should
review his transform theory. The
Fourier transform, and others such as
the discrete cosine transform, perfect-
ly map time-domain data into the fre-
quency domain and then back again,
despite block size. In fact, larger block
sizes give more accurate results. Time
domain problems inherent in data
compression schemes, such as pre-
echo, can be a factor of block size, but
this has nothing to do with accurately
reproducing sounds that change faster
than 50 times a second.

The paragraph about analysis and
resynthesis techniques belongs in anoth-
er article altogether. The only common
ground these two topics have with data
compression is an operation in the fre-
quency domain. You might as well have
said, “The most exciting part is the impli-
cation of digital equalization.”

Matt Booty
Chicago, IL
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The Flex Series FMI 14
Microphone Preamplifier is
simply the shortest path to the
cleanest, purest recordings—
digital or analog, This compact
module offers the kind of serious
features found on big consoles,
but without the extra circuitry,
switching and long routing lines.
Features like an ultra-low

noise/low distortion mic preamp stage, 48V phantom, our patented Accelerated Slope " EQ, @@

fully assignable aux sends, external power supply and the new HR format.
More leading recording engineers are taking advantage of the minimum coloration and

maximum performance flexibility found only with the FMI 14. From the Flex Series...pure and simple.
RANE CORPORATION 10802-47th Ave. W., Mukilteo, WA 98275. (206) 355-6000
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® LETTERS

Contributing editor Gary Hall
responds: [ guess [ wasn’t as clear as |
should have been. I was referring to using
analysis-resynthesis but not the deletion of
partials. Also, I can’t agree with you that
[fidelity limitations preclude using data com-
pression in a sampler. | know at least as
many people happily using their old E-1Is,
elc., to make excellent music. Fidelity is a
larger issue when using a sampler as a pro-
duction tool, i.e., to drop in sound effects,
dialog, and background vocals.

I agree with you about the unsuitability
of data-compressed media for quality-con-
scious recording and the politics involved in
the introduction of the Mini Disc and
Digital Compact Cassette (DCC). But |
don’t think those are good reasons not lo
use frequency-domain techniques in musi-
cal instruments.

Your comments about the implications of
1,028-sample blocks are on firmer ground,
and I've had some good discussions about
this with my colleagues at Sonic Solutions.
The consensus is that there’s ample reason
to be wary of the impact of ATRAC on tran-
sient response, but not because the sound
can’t change faster than twenty millisec-
onds as I stated.

ELECTRONIC ORCHESTRATION

| am responding to both
“Electronic Orchestration” (Sep-
tember 1991), as well as those letters
that reacted to it. There are really two
sides of the coin: those who feel we
must study and emulate the tech-
niques and characteristics of acoustic
instruments and those who believe
the electronic medium has its own
aesthetic value and parameters.

As a composer, [ employ the elec-
tronic capabilities inherent in my
home MIDI system to create both new
timbres and recreate traditional com-
binations, a distinction Mr. Salm iden-
tifies as traditional vs. electronic
orchestration. While the original arti-
cle was extremely well-written, I must
disagree with Mr. Salm’s response
that “Synthesists should not feel that
they need to make an in-depth study
of acoustic orchestration.”

As an instructor on the college level,
I feel the very principles so eloquent-
ly argued in the article are what syn-
thesists working within any genre
might use as guidelines of musical

common sense. An awareness of these
aesthetic values would go a long way
in correcting much of the weakness of
contemporary electronic music: long
on technological overkill, short on
musicality!

Rene Salm’s Ten Principles of
Electronic Orchestration seem appli-
cablcgo most situations, whatever the
stylistic orientation, particularly the
ideas of foreground, middleground,
and background. Other writers have
referred to this concept as primary, sec-
ondary, and tertiary focal points. At
any rate, thanks for an article of unusu-
al quality. This is one I will share with
my students.

Anthony Ferrara
Philadelphia, PA

Address correspondence to “Letters,”
Electronic Musician, 6400 Hollis St. #12,
Emeryuville, CA 94608. Published letters may
be edited for space and clarity.

Corrections to articles are listed at the end
of “Letters.” We compile these published cor-
rections annually; lo receive a copy, send an
SASE to “Error Log Listing”™ at the above

address.

MIDI devices.
oo
\
ove®

wo!

— FAX

7515 Chapel Avenue
O Fort Worth, TX 76116
Oftice (817) 560-1912
(817) 560-9745

ELECTRONICS see your dealer or Call

LAPTOP & PC MIDI

IBM PC COMPATIBLE INTERFACES

Our innovative designs have made MIDI possible for thousands of
laptop, notebook, and other “slotless” computer users. Key
external serial interfaces allow full speed communication with all
Simply “plug & play” with over 40 popular programs
from over 20 software companies, including:

Cakewalk 4.0, Pro & Live
Music Printer Plus 4.1

Cadenza for Windows

Band-in-a-Box

TOLL FREE
1-800-533-MIDI

(1-800-533-6434)

DEALERS

visit us at
NAMM Booth 2424
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By tonight, you could actually become a famous drummer.

What if you had a drum synthesizer that let rhythms, their style, expression and nuances, their
you synthesize yourself? very souls. And then we put all we learned back into

Then hang on to your psyche and look at the RY30, plus each drummer on a neat little card.
Yamaha's new RY 30 rhythm programmer. Now the fun really starts with the RY30's

The RY30 is the first programmable drum programming wheel. In realtime you can toss in a

synthesizer that not only gives you real drum sound  pitch bend, a filter, an envelope, and change the
but real drum feel. From real live drummers. Like  velocity. All for each individual voice. And all with
Peter Erskine. Dave Weckl. Matt Sorum. Tommy ~ CD quality, 16-bit sampling

Aldndge. Dave Garibaldi. And you. The Artist Series cards can also be used on the

It's not just more techno wizardry
at work here, it's Yamaha's
experience from making
drums. Then listening to
the artists who play
them. Then taking apart
their drum kits, their
patterns and unique

SY55, SY77,TG55 and the TG77 keyboards.
\ Check one out at your
B — Yamaha music dealer
' today. And tonight,

someone just might ask

for your autograph.

YAMAHA

©1991 Yamaha Corporation of America, Digital Musicas [nstruments, P.O. Bos 6600, Buena Parx, Calitornia 90622-6608. (7 14) 522-9011

YAMAHA

.
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Contact Passport for YOUR LOCAL DEALER OR
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DPASSDPPORRT

100 Stone Fine Road e Half Moon Bay, CA 94019
Phone: (415) 726-0280  Fax: (415) 726-2254
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sleep

breathe

live it

24 hours a day
everyday

let it out

get good

now

KIT

Keyboard Institute
of Technology

Send For Free Catalog: Musicians Institute 1655 McCadden Place Box 14‘I Hollywood, CA 90028 (213) 462-1384
i
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New Products

Our NAMM-bound collection includes multiple mixers

and a serious blast from the past.

1716 Theremin lives again.
albeit in updated form. Big Briar is
shipping enhanced (including option-
al MIDI) versions of Prof. Leon There-
min’s pioneer electronic musical
instrument. The new models are simi-
lar in appearance and function to
those manufactured in the U.S. by RCA
around 1930. Three case sty les are
available (starting at $1,800). The
Theremin is plaved using two anten-
nas: a straight, vertical pitch-control
rod and a loop-shaped tube that con-
trols volume. The player controls pitch
by varying the distance between the
right hand and the pitch antenna and
controls volume by the left hand’s
proximity to the volume antenna.
Unlike the originals, Big Briar’s ver-
sion has no tubes; the company chose
to pursue modern sound, perfor-
mance, and reliability standards by sub-
stituting modern analog and digital
circuitry, including a cry stal-controlled
master oscillator. Other new features
include a 10-watt (into eight ohms)
onhoard power amp, an optional 3-
inch speaker ($150), and a line-level
audio output. Those who use voltage-
controlled synths will appreciate the
1\'/octave pitch control output and 0
to +5V volume control jack. But the
show-stopper is that the Theremin can
be equipped with a MIDI interface
($275) that provi(les In, Out, and Thru
ports and lets it transmit and receive
Pitch Bend, Volume (Controller 7).,
and Local Control messages.

Big Briar, Inc.

Rt. 3, Box 115A1

Leicester, NC 28748

tel. (704) 683-9085

Sherpa Enterprises is shipping the
SP63 Electronic Percussion Pad Sys-
tem (51,170 U.S./8-piece system). The
system includes one | 1-inch, dual-trig-
ger percussion pad ($135); three 11-
inch, single-trigger percussion pads

(8118 ea.): one 8-inch, singh--trigger
cymbal pad (S144); one 8-inch, dual-
trigger cymbal pad ($169); onc &-inch,
dual-output hi-hat pad ($184); and one
11-inch, free-standing bass pad. Sherpa
pads use High Bounce-Soft Touch
gum-rubber playing surfaces designed
1o give more controllable stick-bounce
than real drums and avoid elbow
injuries that can result from playing
on hard surfaces. The dual-trigger
snare pad combines rim and pad trig-
gers, and if you feed the triggers to a
trigger-to-MIDI interface (or the trig-
ger inputs of an Alesis D4 drum mod-
ule), you can adjust the velocity sensi-
tivity to get volume crossfades between
rim and pad sound as you play closer to
the rim. The hi-hat pad comes with
hardware and mounts on any hi-hat
stand, the cvmbal pads mount directly
on any cymbal stand, and the percus-
sion pad adjusts to fit any tom stand.
The bass pad has a stopper to reduce
sliding. Trigger outputs are via Ya-inch
phone jacks. The RS91C Rack Stand
System (8591) is made of polished
chrome steel tubing with lightweight,
heavy-duty aluminum castings and mul-
tiple mounting arms.

Sherpa Enterprises

80 Parklawn Rd., Suite 101A

Toronto, Ontario

Canada M8Y 3H8

tel. (416) 580-7373

MIXERS

Fostex introduced the model 2412
recording console ($7,995), a 24 X 12
% 2 mixer with two independent sig-
nal paths that let you simultaneously
perform a 24 X 12 x 2 and a 24 X 2
mix. The two sections can be combined
for a H4-input stereo mix. The 2412
provides four bands of EQ per chan-
nel (including two sweepable midrange
hands); stereo, in-place soloing; three
aux sends per channel (one mono pre,
one mono post, and one stereo post);

Big Briar Model 91A Theremin

and siX MoONE aux rewurns. The mutes
can be automated with MIDI Note
On/Off messages from a sequencer,
or four onhoard scene changes can be
accessed manually. A talkback mic is
built-in.

Fostex

15431 Blackburn Ave.

Norwalk, CA 90650

tel. (213) 921-1112

Mackie Designs is shipping the Micro-
Series 1202 mixer ($399). a 12-chan-
nel mic/line mixer that uses the same
components as the company’s well-
received CR-1604 (reviewed in the May
1991 EM). The compact unit has a foot-
print of less than one square foot and
weighs just seven pounds and can be
rack-mounted in six rackspaces. Chan-
nels 1 through 4 have four XLR mic
inputs with trim pots and four bal-
anced/unbalanced, Yi-inch mono
inputs. Channels 3 through 12 are
accessed via Va-inch input pairs (i.e.,
left/ right jacks for channels 5 and 6,
a pair for channels 7 and 8, etc.). Each

February 1992 Electronic Musician 17



D 1991 Mazxell Corporation of Amenca
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Compare Maxell's XLII-S to an ordi- greater rigidity and durability. with Black Magnetite—a higher
nary cassette. An obvious difference The shell itself is a compound  energy magnetic material harnessed
is the size of the windows. Remember: of ceramic and polymer resins. With by Maxell engineers.
there are no bay windows inrockets, but 1.4 times the specific gravity of stan- It contributes to the sound CD
in houseboats there are. dard cassette shell material, it's anti- Review magazine described like this:

That tiny little slit of a window  resonant, absorbs vibrations that can ‘“'Bass response that doesn’t stop
allowed us room to build additional  cause modulation noise. staggering dynamics, real music.” And

support into the cassette shell for Inside, the tape is formulated  in their review of Type II tapes, they



THE SMALLER THE WINDOWS.

rated XLII-S, “Head, shoulders and
torso above the rest’”

Of course, an XLII-S cassette is
going 1o cost you more than one with
big, low-performance windows and

matching sound.

But not so much more that you

have to go to Congress for it. TAKE YOUR MUSIC TO THE MAX



® WHAT’'’S NEW

Mackie Designs MicroSeries 1202 Mixer

channel includes 2-band EQ, pan, and
two aux sends. The mixer also features
RCA tape inputs and outputs, two
stereo aux returns, phantom power,
and a pair of 12-LED peak meters that
can be switched between stereo outs,
mic inputs, and line inputs. All con-
trols are sealed rotary pots with center
cdetents; there are no faders. Except for
the tape outputs, all outputs are Vi-
inch phone jacks. Frequency response
is rated at 20 Hz to 40 kHz (£ 1 dB),
THD less than .025% (20 Hz 10 20
kHz), and S/N ratio 90 dB (referenced
10 +4 dBu).

Mackie Designs

16130 Woodinville-Redmond

Rd. NE, #2

Woodinville, WA 98072

tel. (800) 258-6883

or (206) 487-4333

Yorkville Sound introduced the Audio-
pro 1212 ($2,449) and 1216 (price
unavailable at press time) 12- and 16-
channel, powered mixers. Amplifica-
tion is provided by the same circuitry as
in the Audiopro 1200 power amps, sup-
plving 600W continuous power per side
into 2 ohms. An onboard Alesis signal
processor provides effects. Other fea-
tures include two post-fader aux sends,
two monitor (prefader) sends, two
stereo aux returns, 48V phantom
power, and two 9-band equalizers (one
stereo dedicated to the main outputs,
and one mono for the monitor out-
puts). The 1212 has a dozen XLR and
a dozen Ya-inch, line-level inputs, while
the 1216 has sixteen of each type. The
main outputs are compatible with both
balanced and unbalanced Y-inch jacks,
due 10 an internal self-correcting hum
recducer.

20 Electronic Musician February 1992

Yorkville Sound

4600 Witmer Industrial
Estate, Unit 1

Niagara Falls, NY 14305
tel. (716) 297-2920

Ramsa’s WR-S4400 series
mixers are available in
12-, 16-, and 24-channel
configurations (81,995,
$2,395, and 83,195,
respectively). Primarily
designed for sound-rein-
forcement applications,
the boards feature 100
mm faders; two sel-
ectable inputs per chan-
nel; individually switch-
able, 48V phantom power; and 3-band
EQ with sweepable midrange. WR-
S$4400 mixers have four subgroups in
addition to the left and right stereo
buses and four aux sends. All channel
inputs are halanced XLR and Ya-inch
jacks, as are the main outputs.

Ramsa/Panasonic

6550 Katella Ave.

Cypress, CA 90630

tel. (714) 895-7273

SIGNAL PROCESSORS

Drawmer’s DS301 MIDI-controlled,
dual expander/gate ($1,499) offers lin-
ear expansion; fast (fully open in five
microseconds), frequency-sensitive gat-
ing with sidechain access; and 3-stage
envelope control. The sidechain can
be monitored via a Key Listen switch.
The expander’s Auto Attack feature
matches the DS301’s attack time to the
input signal’s attack time, which helps
achieve smoother vocal processing.
Peak Attack adds short-duration gain
for percussive punch. Normal or invert-
ed gating is available, and the ducker
mode lets the DS301 be used for lim-
iting. The two independent channels
can be linked to control stereo signals.
The DS301 recognizes
and transmits  MIDI
Note, Channel, Velocity,
Aftertouch, and System
Exclusive messages. In
Expansion mode, the
unit generates Note On
data when the threshold
is exceeded and derives
MIDI Veloceity and After-
touch data from the
level of the incoming sig-
nal. The device operates
at +4 dBu, and all audio

Lake Butler Sound Micro Mitigator MSI-8

connectors are balanced-line XLRs.
According to Drawmer, the dynamic
range is 116 dB; bandwidth is <20 Hz to
22 kHz, £1 dB; distortion at 1 kHz is
0.04% (unity gain, +4 dBu input).

Drawmer/QMI

15 Strathmore Rd.

Natick, MA 01760

tel. (508) 650-9444

MIDI HARDWARE
The Micro Mitigator MSI-8 MIDI switch
interface ($269) lets vou control almost
any analog switch function via MIDI.
Essentially a set of eight microproces-
sor-controlled relays with a MIDI inter-
face, the MSI-8 not only permits MIDI
control over non-MIDI footswitch func-
tions such as effects bypassing and gui-
tar amp channel-switching but can
switch audio signals directly, which lets
you switch effects loops, mute mixer
channels from their insert points, etc.
Each relay can emulate click on/off
switches or momentary switches. The
unit stores 128 presets (of eight off ‘on
settings each) that can be accessed via
MIDI Program Changes, and it accepts
Continuous Controller manipulation
of individual relays. All connections
are via Ya-inch phone jacks.

Lake Butler Sound

5331 W. Lake Butler Rd.

Windermere, FL 34786

tel. (407) 656-5515

Emerald Music’s Thru Box Three Ver-
sion B (model 4210B; $269) combines
a standard, 1-In/10-Out MIDI Thru
box and a separate Thru section with
four selectable MIDI Inputs and two
Thru ports. The sections can be used
independently or combined into a 5
x 12 Thru box, and each section has
an MIDI activitv-indicator LED. The
MIDI connectors are on the rear
panel of the single-rackspace unit,
while the front panel holds the selec-
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Paul Jackson, Jr.

John Robinson

Nile Rodgers

and David Hentschel, and musicians like
bassist Marcus Miller, jazz
organist Joey DeFrancesco,

No matter what kind of music you
make, you make better
music playing with bet-

Fta

ter musicians. | .. = gae . o drummer John
That's why you ‘ = ""—‘—"“%!’ ™y Robinsen, and
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ta sample the Kt , White.
ENSONIQ EPS-16 . - 2. f » To help
PLUS Digital B bring their
Sampling Workstation. P expertise to

The EPS-16 PLUS is
vour ticket to an incredible

your music, the
EPS-16 PLUS is

library of over 1000 available as a

sounds. Sounds that  The extensive library for the EPS-16 PLUS numbers over 1000 keyb()ard ora
sounds — and new callections are being released every month. .

have been developed rack-mount

exclusively for ENSONIQ by some of the
best in the business.

urit. Both feature 16-bit fidelitv, 24-bit
dynamic effects, and a 16-track
sequencer with
recording and
editing fea-
tures geared
towards musi-
cians. And )
both are avail-
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David Hentschel
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PLUS

The SD-1 Music Production Synthesizer — Advanced synthe-
sis, 16-bit output circuitry, 24-bit dynasaic effects, and a
24-track sequencer. Truly, the next generation in integrated
music production synths,

The SQ-R PLUS Synthesizer Module — The great sound of
the SQ-1 PLUS in a single-space rack-mount .

The $Q-1 PLUS Personal Music Studio — Advanced synthesis,
24 bit dysamic effects, and a 16-track sequencer muke this the
low-cost MIDI studio with the high-quality sound.

The $Q-2 Personul Music Studio — A 76-key synth with
great sounds, 24-bit dvnamic effects, and a 16-track
® sequencer. The perfect choice when 61 heys just aren't
enouglh.

-
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The EPS-16 PLUS Digital Sampling Workstation. . d } able in Turbo ' M-;"f‘ Please send me the FREE ENSONIQ Guide to
COBflgUI'athﬂS with expanded RAM, Choasing a Synth vs. a Sumyder.
Jam with an EPS-16 PLUS, and you our FLASHBANK™ memory, and SCSI B LR iy O MR S L
i i . } | [25Q2 CISQ-1PLU/SQ-R PLUS
can make music with pianos sampled interface to give you all the power and ; ene
from Chick Corea’s Mad Hatter Studio versatility you need. e
guitars by Paul So take your music
Jackson, Jr. and synth to the next levei and | =
programs by Jason jam with the best 2 ”"’"‘;
Miles. You can benefit TARCONIQEFSI6  § G o bt o o s
trom the talents of PLUS. For the dealer 1 "
respected producers nearest you, call 1 n n i
like Nile Rodgers The EPS-16 PLUS Rack-mount. 1-800-553-5,151 i E 5 D l a
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looking at the

world's most powerful

DUT 11 TOGETHE

THE PROTELS™ MASTEK PERFORMANCE SISTEM OFFERS YOU SLPERIOR
QEALITY SOUANDS AS WELL AS THE ABILITY TO CONTROL YOLR ENTIRE MIDI SISTEM
MORE MUSICAL POWER IS AT FINGERTIF COMMAND IN THE MASTER PERFORMANCE

SYNTEM PLUS ORCHESTRAL EXPANSION

family of electronic musical instruments (nof fo mention a/ew

adoring fans). Individually, each brings superb sounds, immense

versatility and supreme ease of use to the realization of your musical concepts.
Combine them and you've

created a system of unprec

@  PIDEIITII)) e oo v

MAKE

edented range and scape.

PROCLSSION FEATLRES MORE THAN 1000 DRTM AND

S[a[‘[ W”h Lhe Proteusm Ma%[(’[‘ PERCLESION SOUNDS WITH A LEVEL OF EXPRESMY ENESS LNMATCHED

BY ANY OTHER ELECTRONIC PERCLSSION INSTRUMENT

Performance System. This 5-octave pressure and velocily sensitive keyboard offers fabulous 16-bit
sampled sounds and a host of powerful MIDI controiler features like Quick keys and Performance Maps.
Plus, integrated professional quality digital effects (sure everyone has ‘em. but not with this quality).

Then. let your ears delight to the Proieus line of 16-bit multi-timbral sound modules. Each provides a vast

coltection of exceptional sounds. 32-voice polyphony and extensive sound editing capabilities. Choose Proteus/!




DA THS PAGE COULD NAKE Y00 FRMOLS.

(Pop/Rock)
Proteus/2

(Orchestral) and

IROTELS) OFFERS Y0t A WIDE SELECTION OF POP AN ROCK SOENDS
PROTELS/2 GIVES YOU A WORLD CLASS SYMPHONY DRCHESTRA IN ONE RACK MOUNTED UAIT
BOTH FEATURE EACEPTIONAL 16-BIT SOUNDS FROM THE SMBLATOR Il LIBRARY

Procussion™ (with more than 1000 drum and percussion
sounds). In 1992, we'll offer Proteus/3 (World), a gathering of truly
unique and unusual sounds from around the glabe (from the Bull
Roarer and Spirit Catcher to the ever-popular Midjwidz).
ach of these instru

e~ PR
: IWORLD ments offer exceptional
a - L3 musical power. But, when

A WHOLE WORED OF SOUNDS WILL BE IN YOUR HANDS WITH OCR LNIQUE

AEW PROTELS/S MODULE (COMING A 1992) you put them Logether you
will command literally theusands of sounds with 160 voice polyphony. 24 megabytes
of memory and 80 multi-timbral MIDI channels. All of which can be swiftly manipulated
to create a range of sounds never heard before (excep?, perhaps in your head).

Just call us at 1-408-438-1921 for the lacation of the the E-mu dealer nearest you. It could prove a

historic step for you and your musical career. £ tems. Inc. PO Box 660015, Scotts Vallry, CA 95(




Pain. Or Pleasure.

Sound too good to be true? Hardly. To find out how
easy it is, coll 800-333-2137. We'll tell you where
you can get o demo, and send you a free copy of
our book, The Ultimate Home Studio.

Stop messing around with tape. For less thanyou S e ” ¥
might poy for an eight track analog deck and mixer m Iﬂ - |
you can have your own personal digital recording S ——=—.

studio. And a lot less hassle. i!; .!,;! !;l -

w— T T .. .-"1
Forget about tape hiss and noise reduction. Start : : =
thinking about unlimited digitol track bouncing and "i ji 3: i ;;5‘_“;’"
overdubbing with no generation loss. And ediing T TP T T N N T e T
like you've never even dreamed of with tape. Al As simple as o Portastudio}” DECK™ software
within an integrated system that combines digital ~ puts digitel multirack recording, mix automation
multitrack recorcing, automated mixing, MIDI and MIDI sequence playback off on one
sequencing, and sompling on the friendliest of PR
computers—the Macintosh I

Put the pleasure back into recording with
Digidesign's digital recording systems and get
started

producing the

best music

you've ever

made.

Call 415-688-0600 for the name of your

Most importantly, think about how great it will be to produce music

local dealer or international distributor. di g idesi gn

1360 Willow Rd. #101

that sounds os good as commercial (Ds. Goodbye cassette-tape demos. 1991 Digidesign Inc. Feotures and Menlo Park. CA 94025

specifications are subject to change without

Hello d‘lgltul peﬁecnon notice All trademarks are property of their 4]5 68 8 OéOO

respective companies.




@ WHAT'S NEW

Audio-Technica AT822 OnePoint X/Y Microphone

tor and power switches and display.
Emerald Music Company
392 Oak Knoll Rd.
Ukiah, CA 95482
tel. (800) 828-3837
or (707) 462-0990

TRANSDUCERS
Audio-Technica’s AT822 OnePoint
X/Y stereo condenser mic ($299) is
designed for DAT and high-quality cas-
sette recording, broadcasting, and field
recording applications. The mic has a
pair of matched cardioid condenses
elements with low-mass diaphragms for
fast transient response. Frequency
response is said to be flat from 30 Hz to
20 kHz, dynamic range is rated at 101
dB, and maximum input is 125 dB SPL.
A switchable lowcut filter, windscreen
and camera shoe-mount adapter are
included. The unit operates on a stan-
dard 1.5V AA battery with a battery life
expectancy of over 1,000 hours nnder
normal conditions. The mic’s standard
cord terminates with two mini plugs
threaded inside a pair of Ya-inch phone
plug adapters. A mic cable with a single
stereo mini plug also is included for
use with video camcorders.

Crest Power Amps

Audio-Technica U.S.
1221 Commerce Dr.
Stow, OH 44224
tel. (216) 686-2600

POWER AMPS
Crest introduced the
FA and LA series
power amps, both of
which use modular
construction, i.e., the
output section, pre-
amp, display circuit-
rv, and power supply
are independent
modules. The FA
series includes de-
tented front-panel
volume controls and has XLR inputs
and 3-way binding-post and barrier-
strip outs. The LA series has rear-panel
attenuation—the front panel just hasa
power switch—and uses Ys-inch TRS
inputs and 3-way binding-post and bar-
rier-strip outs. All FA amps except the
FA601 can power 2-, 4-, or 8-ohm sys-
tems, while the LA series can drive 4-
and 8-ohm loads. Both series are 2U
rack-mount. Frequency response for
FA and LA amps is listed as 20 Hz to 20
kHz (+0, -0.5 dB), THD less than
0.025% (into 4 ohms at 1 kHz), and
input sensitivity .775V (0 dBu) for full
power at 8 ohms.

Crest Audio, Inc.

150 Florence Ave.

Hawthorne, NJ 07506

tel. (201) 423-1300

SOUNDS
Sound Source Unlimited has produced
five voice collections for the Korg
01/W synth ($49 on disk, available in
01/W. Mac, PC, Atari, and other for-
mats: $99 on ROM card). Each bank
contains 100 programs, 100 Combina-
tions. and a demo sequence. The Sym-
phonic Collection is, as its name
implies, designed for
classical orchestra-
tions. Non-Linear

Explorations fea-

Model Power/Channel Power (8¢] bridged) Price tures an assortment
(82 stere). £ of unusual leads,

LAG01 120W 400W $630 bassc%, pads, atmo-
LA901 205W 600W 782 spher:nc so.u‘n(ls. and
01 -y Beol PYLTY 071 her weird stuff.
— - —t Urban Dance Pop has

T LT N L 400W $738 Top 40-oriented voic-
FAS01 225W 600W $936 es for R&B, funk, hip-
FA1201 280W 96QW $1.386 hop, and industrial

music. Radical Film

Textures offers ethereal effects washes,
pads, atmospheric voices, orchestral
sounds, and various soundtrack-ori-
ented effects. New Age Textures cov-
ers surreal string ensembles and other
new age-oriented timbres.

Sound Source Unlimited, Inc.

2985 E. Hillcrest Dr.,

Suite A

Westlake Village, CA 91362

tel. (805) 494-9996

SOFTWARE
Giebler Enterprises released several
specialized utilities for the IBM PC.
The Ensoniq Disk Manager ($22) lets
vou read, copy, format, and display
EPS, EPS 16 Pius, SD-1, SQ-80, Mirage,
and VFXS? diskettes on the PC.
VFXSMF, EPSSMF, and SQ80SMF ($32
each or $44 each, bundled with EDM)
are supplemental utilities for EDM that
transfer sequence files between Stan-
dard MIDI File format and VFX*?/SD-
1 and EPS/EPS 16 Plus formats, and
from SQ-80 10 SMF format. The VFX
MIDI Manager ($32, or $44 with DM )
lets you transfer original VFX sounds
and presets to and from a PC. Yamaha
Disk Manager ($22) lets you read, write,
copy, format, and display QX3 and
SY77 diskettes on the PC. QX3SMF
($44, bundled with YDAM) transfers
QX3 sequences to and from Standard
MIDI File format.

Giebler Enterprises

8038 Morgan Rd.

Liverpool, NY 13090

tel. (315) 652-5741

REV UP

Peavey (tel. [601] 483-5372) an-
nounced the PRM 308SV studio mon-
itor (expected list $349.99 ea.). a mag-
netically shielded version of its PRM
308S that is designed for use near video
monitors. The system uses an 8-inch
woofer, a 5 Va-inch midrange speaker
with its own subenclosure, and a 1-
inch, soft-dome tweeter...Ensoniq (tel.
[800) 553-5151 or [215] 647-3930) has
upgracled its SD-1 synth from 21- to 32-
note polvphony. The new version
(82,745, $100 upgrade for SD-1 own-
ers who purchased after November 1,
1991: $250 upgrade for other SD-I
owners; $699 complete upgrade for
VFX®P) also includes the previously
optional SQX-70 memory expander,
which increases sequencer memory to
75,000 notes and adds a “swing” quan-
tize function. ®
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TECHNOLOGY PAGE

Fuzzy logic is exciting
because it parallels much of
the way the real world

works. A switch is either open
or closed, but how much

of life involves going around

examining switches?

26 Electronic Musician February 1992

The Future Looks Fuzzy

Fuzzy logic, neural networks, and artificial intelligence could be
key technologies in tomorrow’s computers.

By Gary Hall

”

Fuzzy" logic has been a hot topic
in computer science circles for some
time, and the race is on for large-scale
commercialization. Major industrial
and governmental concerns in Europe
and Japan are in hot pursuit of new
hardware that will make fuzzy logic
applicable in a wide range of main-
stream products.

Fuzzy systems use degrees of truth
value—fuzziness—rather than the crisp
“true” and “false” values of standard
binary computer logic. To manipulate
such values, fuzzy
logic uses inequal-
ity-style arithmetic
operations, which
typically identify
one item as being
less than, or more
than, another item.
Inputs are “fuzzi-
fied” with what are
called membership
Sfunctions, to which
crisp true/false val-
ues apply only to
a certain degree.
These degrees are
manipulated with
minimum/maxi-
mum operations,
and the results are
reconverted into
the closest crisp
number (0 or 1) for
output in a process that's called
defuzzification.

Fuzzy logic is exciting because it par-
allels much of the way the real world
works. A switch is either open or closed,
but how much of life involves going
around examining switches? Inter-
preting your boss’s scribbled hand-
writing (Does that look more like a “7”

or a “2"?) is a lot closer to the kind of

daily problems that concern us, and
this is the type of problem fuzzy logic
solves more efficiently and satisfacto-
rily than binary logic.

For example, automotive manufac-
turers are keen on the prospect of
using fuzzy logic in complex control
problems. Stopping a car smoothly
under various road and tire conditions
turns out to be a touchy matter that
only can be solved by combining many
inherently “fuzzy” variables. It’s not
enough to know the road is slick and
the tires are bald. You have to know
such things as how slick, how bald, how
much the car weighs, how fast it’s
going, and how these factors combine.
Then you still have to dynamically
monitor the stopping process to get
the desired results. Fuzzy logic already
has been used with great success in
braking systems for Japanese commuter
trains.

Up to now, most fuzzy-logic systems
have been built as software inference
engines running on standard comput-
ers or microprocessors. But now the
focus has switched to designing “fuzzy
microprocessors,” integrated circuits
that incorporate the philosophy of
fuzziness at the level of chip architec-
ture. These chips are intended to be
used as general-purpose, mass-pro-
duction parts. This dedicated hardware
will meet the goals of high speed and
low cost that are critical to practical
application in consumer products.

Europe and Japan have well-funded,
high-profile projects under way. Japan's
Ministry of International Trade and
Industry (MITI) has pulled the coun-
try’s top 49 companies together to form
the Laboratory for International Fuzzy
Engineering (LIFE), with a budget of
$70 million to spend over five years.
This past fall, LIFE exhibited the first



fruits of its efforts, the Fuzzv Set Pro-
cessor (FSP) chip, the first piece of a
complete fuzzy computer system to be
called FUTURE, for FUzzy TURbo
Engine. (We can only hope their hard-
ware is as good as their acronvms.)

The FSP is a single-instruction, mul-
tiple-datapath device with an archi-
tecture that allows multiple FSPs to
run in parallel. According to engineers
at LIFE, four FSPs can execute fuzzy
logic operations at a rate 50 times
faster than a high-performance RISC
{Reduced Instruction Set Computer)
mMicroprocessor.

France's SGS-Thomson has an-
nounced that it is well on the way to
finishing two separate chips that will
demonstrate fuzzy-logic capabilities.
One device is entirely digital, and the
other is a mostly digital hybrid that
incorporates an analog memory. Ana-
log memories, which are similar to
bucket-brigade delay lines, are capa-
ble of storing continuous voltage levels,
which makes them highly suitable for
fuzzy operations. German labs also are
in the forefront of fuzzy-logic devel-
opments.

Manv researchers believe that the
full potential of fuszy logic will be
reached by combining it with the learn-
ing capabilities of neural networks (dis-
cussed in the January 1991 “Computer
Musician™) and artificial intelligence
(Al). As one researcher puts it. “The
fields of fuzzy logic. neural networks,
and Al have a common reference point
in a very simple and seminal idea, that
of interpolation.” The idea is to use Al
to manage fuzzy-logic rules derived via
neural networks.

An appropriate musical application

of fuzzy logic might be the creation of

controllers that can match the subtle-
tv and interactiveness of fine acoustic
instruments. In contrast to a MIDI key-

board’s simple Note On/Note Off
(with limited modulation), the tone of

an acoustic violin is the product of a
number of continuously varving fac-
tors, all subject to the sensitive res-
ponse of the performer. Fuzzy logic
may offer a way to incorporate more
of this dynamic complexity in elec-
tronic instruments.

Contributing editor Gary Hall
spent a rewarding year and a half as EM’s
technical editor. He now serves as support
manager for high-end audio workstations ai
Sonic Solutions in San Francisco.

‘TIME[INE
MICRO LYNX

LITTLE LYNX
MICRO PRICE

Our timing is right for you!
Introducing the newest member of

the TimeLine Lynx"™ family of
machine control systems.

Micro Lynx'™
Micro Lynx
two machine
system unit
with keyboard
controller
52495,

Our state-of-the-art, high per-
formance, integrated time code
system for your project recording
studio or post production facility.
It synchronizes up to three
audio or video transports and
MIDI simultaneously.

Generates synchronized SMPTE
and MTC (MIDI Time Code) and
with our Digital Audio Clock
Generator Card (ACG) will
generate a digital audio
sample rate clock for your
digital audio workstation.
Micro Lynx also has

See your Timeline Pro
Audio dealer or call us

direct for product literature. computer control ports
with Macintosh and

IBM interfaces.

‘TIME[INE
2401 Dogwood Way, Vista, CA 92083
619-727-3300 (FAX 619-727-3620)
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For vyears, keyboardists have savored the

spoils of the MIDI revolution. Isnn't it timme
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guitarists reclaimed their glory days?

n f you play guitar, the occa-
sional twinge in your fret-

ting hand is not a cramp, but the
sting of a long winter of discon-
tent. The guitarist inherits a lega-
cy of nostalgia for an age d'or
long banished to classic rock
radio stations. Meanwhile, key-
board players feast from a bot-
tomless cornucopia of synthesiz-
ers, samplers, drum machines,
and digital workstations that
allows them to strut into music
stores with the lust of the
beloved. Some key ticklers add
insult to injury by boasting they
can emulate any riff a guitarist
can perform.

But, beware the winds of
change. Many keyboardists seem
content to propagate patches that
simultaneously adorn hit records,
car commercials, television sit-
com themes, and video games.
Whoopee. It seems the new
rebels of technology are not MIDI
disciples. but guitarists shred-
ding the limits of signal process-
ing to discover weirder ways to
make noise. Does this mark the
resurrection of the guitar’s emi-
nence, or will keyboardists mere-
ly sample our thunder?
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THE GUITAR
UNBOUND

Creative signal processing
returns the timbral crown to
the fretted faithful.

By Michael Molenda

t was a baptism of such power

that it set the course of mv life.

I was ten vears old and fighting
a losing battle with the flu, when the
bedside television announced it was
taking me 10 “Swinging London.”™ A
morning news reporter with a fake
British accent started talking about
groovy fashions and mod music and
introduced a group called The Who
that supposedly captured the hip strut
of a new cultural movement.

When the camera panned to guitarist
Pete Townshend, | laughed. e was
nothing like the beaming pop stars that
plaved the Ed Sullivan Show or deco-
rated covers of 16 magazine. He was a
sullen misfit with a big nose. and I
despised him immediately because he
had no business pretending 10 be a
rock star when he was just an older ver-
sion of a geek like me. Then it hap-
pened. Townshend's arm slashed
across the front of his guitar and pro-
duced a roar of violence so sensual that
it shot from the tinv TV speaker and
buried itself in my heart.

On that day in 1967. the guitar
became the coolest thing in the world.
Cooler than Spiderman and Joe Na-
math and chocolate fudge ice cream.
So cool that I've been its willing slave
ever since.

PRIDE BEFORE THE FALL

Most guitarists have similar stories
about the moment that inspired them
to dedicate their souls to the instru-
ment. It seemed a noble bond. Back in
the late 1960s, and for some time afier,
the guitar was pop music’s undisputed
altar. It was sexy. mysterious. and won-
derful. a dark secret shared by every-
one struggling 1o copy the licks of he-
roes like Eric Clapton. Jimi Hendrix,
Jett Beck. Jimmy Page, Keith Richards.
and countless others. Some believed
guitars could change the world. 1t was,
perhaps. a silly notion. But the era pro-
duced many songs that remain un-

maiched in their scope and passion.

[ronically, it was passion that dealt
guitars a near-mortal blow. The “me”
generation of the carly 1980s repack-
aged the singles bar in a gloss of 1actless
romanticism, and disco music became
the soundtrack for an era of open shirts
and one-night stands. Guitars were not
invited to the party. However. as the
disco craze progressed. extended club
mixes often emploved hotshot guitar
solos 1o heat up the dance floor. The
prognosis was that the guitar might sur-
vive disco fever.

Then MIDI came slouching towards
paradise. Kevboardists became the new
heroes. and the industry bowed 1o win
their blessings. Programming was the
new passion; the sweaty strut of guitar.
bass. and drums was sanitized into the
dit-a-dit-dit rhythim of science (see "The
MIDI Trap.” p. 62). Although occa-
sional anomalies flared up (Eddie Van
Halen. the resurgence of heavy metal.
rap music’s embracing of rude rock
guitars, etc.). the 1980s marked the
end of the guitar’s preeminence. The
synthesizer usurped the throne.

THE COMEBACK MINDSET
Thankfully, all is not lost. Signal pro-
cessing has evolved o offer guitarists
an unlimited sonic palette. And we’re
not talking about MIDI guitars that bow
to the technology of the infidel. but
real-time effects devices that allow gui-
tarists to enhance the glorious fury of
plucked strings.

“I think guitars have alwavs sounded
betier than keyboards.” savs famed
eclectic guitarist Henry Kaiser. "But
vou've got 1o ury new things and devel-
op vour own sounds. To me, the point
of plaving guitar is not replicating
memorized licks, but searching for new
ones. This also applies to signal pro-
cessing. which [ consider as much a
part of the guitar as strings and pick-
ups. Always seek out unique wavs to
process vour sound.”

Experimentation is the key to con-
structing interesting timbres. Part of
the fun of being a guitarist is wearing
the mantle of musical iconoclast. After
all, if a guitar plaver can’t fearlessly
stampede into uncharted sonic terri-
tory, then who can? Don’t just dial up
a preset {lange from vour signal pro-
cessor and consider vourself a pioneer.
You must dive into a conceptual arena
of reckless abandon and (gasp) mess
around with elfects parameters. That



MUSICPRINTER” PLUS

Excellence — PLUS more!

MUSICPRINTER PLUS Is the most poweriul of all

notation Lased sequencer programs, yei the easiest

Lo learn and operate. As the leader in the incdustry.
~ MUSICPRINTER PLUS continues 1o be relingd swith

the release of Varsion 4.1 Highly acclaimed by
leading reviewers, MUSICPRINTER PLUS 1S

consistently on best sefier s

Heve are some of the standard featuies you can
ey with MUSICPRINTER PLUIS. Direct entry with
it MIDE Instrument. compuer keyboaAT Of
MOUSt Juick and logical editinig Of any Size SCOrRe,
lead shees, o charal styie; Publisting quality
rMting cn a wide vanety of dot-matnx and laser

(it Accurate performance of your arsistic
Notation—ruban markings, artculations, trils
breaath marks, of Professional level synang
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The Most Popular Keyboard.
The Most Incredible Sounds.
The Most Amazing Deal!

The M1 Music Workstation contin-
ues to be the most popular keyboard
in music. [f you've been waiting to get
into its trend-setting sounds and pow
erful flexibility, your time has come.
We've made the M1 more affordable
than ever.

And that's not all. Now you get
incredible savings worth up to hun

Some Participating Third Party Developers

Greenhouse Sound
Korg Library

Key Clique

Sound Source Unltd.
Livewire Audio

Valhala

*Offer good for M1 MR, MIREX and MIE
Ofter foad only i and Canide tl li dur i

Cannon Research
Angel City Audio
Patc¢h Works

Electron Artistries

dreds of dollars on M1 sounds and
hardware upgrades from Korg and
leading 3rd party developers!
There's never been a hetter time to
0 to your Korg dealer. Get the M1*
you've always wanted and a Super
Sounds Saver coupon hook. Each
COUPON €an save You money on power
ful new M1 sounds and upgrades.

Sup| 1 ! 1

MI Super Sounds Saver. The most
popular Keyboard in music at a great
price. Plus special discounts on the
best M1 sounds and upgrades. To-
gether in a deal so amazing, you'll
kick yourself forever if vou miss out
on it now!

ite b Karg U8 A 83 Fose St Wembury, NY 11590
75 Rut wy, St Laurent, Quebed, Canada H4TEW
horg 10 S A
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is, if you can.

“Some manufacturers are creating
an effects-illiterate public by design-
ing equipment with limited controls,”
laments Kaiser. “It’s as if someone sold
you 50 colors of paint, but forbade you
to mix them. There are mnany things
between a chorus and a flange that
don’t have names. An ‘intelligent’
device such as the Eventide H3000
greatly increases processing options
because it leaves a lot of parameter
control to the user.”

Unfortunately, it’s tough to deliver
sound-processing applications via the
printed page. Even if we could, it may
be a disservice 1o describe the con-
struction of a particular sound.

“How do you tell a painter how to
use light, or color, or shading?” says
Kaiser. “You’ve got to teach yourself.
There’s no language to discuss timbre.
You can’t notate an effect.”

Although words betray the specific
description of timbres, we can offer
hasic tips for the creation of sonic envi-
ronments. Use these as foundations
for your excursions into the tonal
unknown.

BEDTIME

Lush textures are not the exclusive
domain of synthesizers and samplers.
Sensual musical “beds” can be pro-
duced on guitar easily, once the per-
cussive attack of pick to string is mutat-
ed. This can be accomplished with a
volume pedal. Strum a chord with the
pedal up (volume off), then depress
the pedal as the primary attack fades to
produce a volume swell. It may take
practice to match the swells to a par-
ticular rhvthm, because timing is not
established by downsirokes, but upon
the movement of the foot on the
pedal.

The effect can be intensified by uti-
lizing a compressor to increase sustain
and popping a reverb or delay into the
mix. Don’t be afraid to throw in the
kitchen sink.

“My favorite method of producing
musical beds is through a thick haze
of burgundy wine,” jokes Private Music
artist and ex-Police guitarist extraor-
dinaire Andy Summers. “Seriously,
however, | use a number of effects in
combination. The key two devices
would be the Lexicon PCM70 and the
Eventide H3000. I often single out a
warm sustain, coupled with a long
reverb and an interesting program of

JUMP
START
YOUR
MUSIC
GAREER.
GO T0
GROVE.

If you're serious about a career
in music, do yourself a favor and

check out Grove.

Grove is not your average
music school. It's the breeding
ground for some of the finest mu-
sicians around. Peaple dedicated
to becoming a force within the
industry. But foremost, toward the
culmination of a dream -
spending their life making music
and making money doing it.

Grove ofters 10 one-year
programs and over 200 additional
evening and weekend workshops,
all taught by some of the top
professional musicians in the
business today. The skills you
develop and the insight you
acquire are guaranteed to open
your eyes, ears, and mind. . .
assuming you have the heart.

Classes begin 4 fimes a year.
That’s 4 opportunities in the next
12 months to get your career in
gear. So don't blow it. Go to Grove.

For a free catalog, simply call
(818) 904-9400, ext. G1 or
send back the coupon below.

ol®

Q;DOL OF MUSIC

Mail Coupon To: GROWE Scheol 01 Music. 14539 Sylvan Street, Van Nuys, CA 91411

Name

Address

City

| would
like to know
more about
the following
programs:

State -

Phene (required to process your request)

Q  Guitar O  RecordingEngineering

Q Bass Q  Songwriting

Q  Keyboard Q  Instrumental Major

QO Percussion @  Acoustic Composing & Arranging
Q  Vocal Q Film/TV Composing

Q

Q

Zip

General Musicianship

Enclosed is a check for $15.
Please send me a copy

of your Video Tour.

EM2/92
=
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MIDI SOFTWARE .

Latest Versions — Shipped World Wide

ATARI

Avaion 2 0

Band In A Box

C-Lab Human Touch

C-Lab Explorer M1 / Expiorer 32
Creator 31

Dr T Copyist (all versions)
Dr T D-50 M1 EdwLib

Dr T Proteus Editor

Dr T OMEGA

Dr T Tiger Cub

Dr T XOR

Edit Track Gold

Encore

Interval Music Sys K1/K4 Ed
Hybnd Arts Edit track

Hybnd Ats SMPTE Track I
Hybnd Arts Gen Edit
Genwave Univ Sample Ed
M

Trax by Passport

Master Tracks Pro

MIDI Quest Genenc Editor 20
Niche

Notator 3 1 (Soft ink) NEW
NotatorrUnitor SMPTE
Notator Aipha

Prolazoa Proteus Editor
SMPTE Track Gold

Steinberg Cubase 2 0
Steinberg K1 M1 Proteus Eds.
Stenberg SY77

Steinberg Midx +

Super Libranan

Unitor Il

ATARI COMPUTERS IN STOCK!

IBM
Ballade
Band in A Box
Big Noise M1 Multi D Editors
Cadenza by Big Noise
CMS 401-Il Interface
Dr T Copyist20
Encore
Fast Fingers
Finale 2 0sEducational Finale
Key Elec Laplop Intertaces
Jammer
Laser Mus.c Processor
Master Tracks Pro

M
MQX-32 w/Cakewalk Pro
Music Quest Interfaces
Music Printer Plus 4 O
Musicator 2 §
QO-View Proteus: O-View VFX
Play It By Ear/Rhythm Ace
Roland LAPC-1
Roland MPU w Cakewalk
Sample Visien 2 0
Score 3
Sequencer + 4 0/ Gold
Songwnght V
MIDI Quest Generc Editor 2 0
Super Libranan
Voyetra V-245M  V-24S
XORbyDr T

AMIGA
Bars & Pipes Professional
Dr T Copyist
Dr T KCS Sequencer 35
ECE MID! Intertace

New Version

NEW!

Maslev Tracks Pro
Phantom

Soundquest Editors
Stenberg Pro 24

MIDI Quest Generic Editor
Take Note

Tiger Cubby Or T

Trax

XoR

MACINTOSH
Alchemy 2 0
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my own devising on the Eventide.”

Ethereal shimmers can be evoked hy
turning the wet/dry mix on vour sig-
nal processor 1o 100 percent wet. Try
mixing a long sensual reverb with a
wide chorus or phaser. Accentuate the
languid timbre by strumming with the
fleshy nub of vour thumb.

SOARING

The creation of soaring legato lines is
limited only by imagination. In the late
1970s. one of the hands that plaved San
Francisco’s legendary new wave club,
Le Disque, had a guitarist who plaved
outrageously sustained single note lines
with only a Les Paul guitar and a Mar-
shall amplifier (i.e., no effects).

What he did was turn the amplifier to
full “jet turbine” volume and bind the
strings under the nut with gaffer’s tape
to prevent them from feeding back.
Gently touching a string released
enough Marshall mavhem to ring notes
out forever. Crude, but effective.

For the volume shy, less dangerous
soaring tones are attainable with an
EBow (Heet Sound Products: tel. [213]
687-9946). This tiny, horseshoe-shaped
device 1ransmits an oscillating energy
field that vibrates the guitar string to
produce infinite sustain. The EBow is
held in the picking hand and single
note lines are performed with the fret-
ting hand.

Plaving the EBow through a “clean”
system (no effects or distortion) often
produces sounds reminiscent of angry
bumblebees. A\ more elegant effect is
gained by running the guitar through
a moderate delay (250 milliseconds)
set to multiple repeats. This diffuses
the nasal quality of the naked EBow
without compromising its aggressive
bite. I olten add a “kick™ to song fade-
outs by coupling the delay 10 a touch of
distortion and letting complimentary
high notes soar over the chord changes.

INSPIRED LUNACY

Sometimes an effect, or combination
of effects, evokes a certain atmosphere
that demands its own composition,
rather than being married to a struc-
tured pop song. Once I was agonizing
over a chordal motif for a dance score
commissioned by renowned choreog-
rapher Joanna Haigood. Haigood was
against using identifible themes for this
particular work ("Town,” performed by
her Zaccho Dance Theatre in 1990),
and I was blowing the gig by continuing



Excellence Needs No Explanation.

to write melodic pieces.

In frustration. I turned on my Lexi-
con PCM42. which previously had been
set (bv somecone else) at 1,000 mil-
liseconds. The long delay time and five
or so repealts drastically changed my
insipid pop melody into something
ominously beautiful. I added a long
chamber reverb to accent the “spook-
iness” of the melody and further mutat-
ed things by cutting the tempo in half
and performing the lines with volume
swells. The accidental delay was the
real composer of the work that finally
won Haigood’s approval. Also, the
experience proved writer's block can
be cured by twisting a few knobs on
vour effects rig. ' A

“I've often found using effects drives
me into a compositional mode that |
mav not have found without it,” muses
Summers. “One of my favorite meth-
ods is to build lavers and lavers of
reverb and echo with an extremely
long tape delay through the Lexicon
PCM70. This creates a drone-like wash. #ZFO
You're generally limited (o one key, s E N N H E . s E n’
but the effect is mindbending.” 6\1(5:1“[%:'500360;7387

Tel. #203-434-9150 FAX # 203-434-1759
RIFFING OFF MICROPHONES © HEADPHONES  BOOM SETS ® RF WIRELESS © INFRA-RED TECHNOLOGY

Henry Kaiser is right. You can’t teach Morufactuing Plnt. 0-3002 Wecemark, Germany

creative signal processing. Nurturing
an individual style requires experimen-
FOR MUSICIANS/BANDS/STUDIOS
e ALL MAJOR BRANDS
CHURCH/HOME/SCHOOLS

tation, and this seems to be a fright-
* SYNTHESIZERS VOLUME DEALER

To learn more about the Sennheiser excellence in design and engineering, please call or write.

ening prospect to many musicians.
The vast majority of guitarists I know
don’t dare expand bevond preset
effects parameters. That's sad. No won-
der the guitar slumped. Guitarists
became comfortable instead of curi-
ous. Listen 1o the radio. It’s a relatively
recent development that guitars are
sounding vibrant and sexy again And

« DIGITAL PIANOS NEW & USED

much of this resurgence is due to ALL BRANDS

voung British cats messing with the sta- e SAMPLERS

tus quo. (History repeats?) ALL MAJOR
The guitar heroes of the past were e DRUM MACHINES CREDIT CARDS

never satisfied. Whether through drug-

induced inspiration or simple ambi- e SOFTWARE PROFESSIONAL

tion, they strove to push the limits of ADVICE

their instrument. Today’s guitarist is MIXERS/AMPLIFIERS
(hopefully) more clear-headed and
commands unprecedented signal-pro-
cessing options. But guitars won’t rule
the world again if cowards caress the
strings. So start twisting those knobs.

We have work to do.

* RECORDING EQUIPMENT

Call for a catalog and pricing information

RHYTHM CITY

RRL bsoonis Adstor Wichael 287 East Paces Ferry Road N.E , Atlanta, Georgia 30305
Molenda escapes the cluiches of depression

and anxiely by swinging a Les Paul over his 1 (404) 237'9552 g 1 (404) 237'766 1

shoulder and dancing on a wah-wah pedal.
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for more information contact
vour nearest music dealer or:
Music Industries, Corp.
99 Tulip Avenue
Floral Park. NY 11001
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uik Lok’s innovative line ol Multi Rack

Module Systems lets you rack to the

max. The advaneed. patented design i
stachable. so it expands right along with your
rackable gear.

The sleek black metal units not only look
great. they offer complete structural integrity.
Because of Quik Lok™s unique modular and
flexible design. rear eross supports allow casy
access (o rear inputs. and can be raised or
lowered to accommodate components that are

Rack Your
Equipment,
Not Your Brain

RS 956

12" 25" or 18" deep. Lightweight and strong.
the 10-space modules are stackable to 30 spaces
high. come with side panels that camoutlage
wiring. and are protected by Quik Lok™s stan
dard two-vear warranty. Other special features
include front handles and casy roll casters that

give vou maximum mobility.

So quit wracking your brain and star
racking vour gear. Cheek out Quik Lok’s full
line of rackable systems at the Quik Lok

dealer nearest you.



NO STRINGS
ATTACHED

Keyboard players prove once again that
you can’t believe everything you hear.

By Steve Oppenheimer
ince Jan Hammer’s amazing
Minimoog work with the

E Mahavishnu Orchestra, rock

synthesists have shamelessly attempt-
ed to emulate the sound achieved by
electric lead guitarists. Their success
has been notable, if limited: While
many aspects of guitar-playing can be
replicated on a synth or sampler, not
even Hammer pulls off all the guitar
tricks in the same manner as a top-
flight guitar hero.

The toughest part is real-time inte-
gration of rapid chordal and double-
stop patterns, picking effects, and riffs
into a seamless whole. It’s easier in the
studio, of course, but to go beyond
straight-ahead leads with an assortment
of harmonics-tapping, string-bending,
and vibrato effects, you have to invest
a lot of time. Nonetheless, a well-
rehearsed keyboard plaver can perform
enough guitar-like parts to cover a host
of musical situations.

Of course, you don’t have to limit
vourself to playing like a guitarist.
Many times the point is to fill a similar
role, so you can go beyond the guitar’s
limitations and add the special
strengths inherent in good 10-finger
keyboard playing, such as higher-speed
licks; larger, more complex chords;
and extended note range.

LEARNING FROM THE
MASTERS

The best way for a keyboard player to
sound like a guitarist is 1o play guitar—
even badly. It’s the ideal way to learn
how a guitarist approaches a musical
situation. Otherwise, you have a lot of
watching and listening ahead. Watch
guitarists’ hands carefully, and get a
feel for how they arpeggiate chord

tones within lead lines, when they tend
to bend strings, etc. If you want to play
a strict guitar emulation, play within
the maximum practical range of an
electric guitar; depending on the gui-
tar, the range is about four octaves (E2
to E6, or MIDI notes 40 to 88) in stan-
dard open tuning.

As with emulating other instruments,
you must learn the unique plaving con-
ventions guitarists use for various types
of music. For instance, jazz guitarists
of the old school rarely bend strings,
preferring to slide up the fretboard or

jump to a different string.

It seems obvious, but it’s worth
emphasizing that you should listen to,
and practice playing, vour favorite gui-
tar parts on keyboard. You don’t need
to imitate anybody when playing your
music, but every musician can learn
from the masters.

PITCH BEND AND VIBRATO

A guitarist must always finger-bend
strings up, not down, due to the design
of the instrument. Sometimes players
such as the late Roy Buchanan and Jeft
Beck get a down-bend effect by bend-
ing the string up while muted, then
picking it and pulling the string back to
normal position. (For a good example,
listen to Beck’s “Cause We've Ended
As Lovers™ on Blow by Blow. Not coin-
cidentally, the song is dedicated to
Buchanan.) You can do it the same way
with the pitch wheel: bend first, then
attack the key and ease the wheel back
to center position. Guitarists generally
accomplish downward bends in either
of two ways. The most common method
is with the whammy bar, but some gui-
tarists occasionally use the machine
heads to detune and retune the string
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while sustaining a note. (Bluegrass
banjo plavers use this detuning tech-
nique, 100.)

Although keyboard players have had
great success using the pitch wheel for
string-bend emulation, it isn’t an ideal
controlier. If possible, try using a rib-
bon controller. A touch-sensitive XY
pad such as the Spectra Symbol Sofi-
stick (tel. [801] 972-6995) is even bet-
ter, but vou’ll have to create your own
mterlace circuitry. (We're planning a
DIY project that accomplishes this
using the EM MIDI Fader project pub-
lished in the February 1991 issue. Stay
tuned.)

These controllers let your fingers do
the work, as with a real guitar, and you
aren’t at the mercy of spring tension.
They also provide a way to get more
realistic vibrato. Jan Hammer is famous
for his pitch-wheel vibrato, but appar-
ently he has exceptional hand strength
and coordination, so you may find this
approach difficult. In addition, some
wheels have springs too stiff for smooth
vibrato effects.

Many kevboard plavers use LFO-

f

Digital

A Truly Cost

based vibrato (frequency modulation),
which often sounds too mechanical (o

convince a knowledgeable listener. If

vou randomly modulate the LFO fre-
quency by a very small amount, the re-
sults are a bit less
mechanical. You also
should set the LFO
speed to match the
tempo and feel of
the music. One pos-
sibility is to trigger
the LFO with a
spring-loaded CV
pedal and program
the patch so the
pedal modulates
LFO frequency; thus,
vou can match the
LFO frequency to
various tempos by
ear, “on the fly.”
When the pedal is
released, the spring returns it to the
“up” position, and the LFO frequency is
zero (no vibrato). LFO-triggered effects
aren’t ideal, but if done well, most lis-
teners accept them.

Hybrid Atts, Inc. Introduces The

Master

Effective

Direct to Disk Recorder/Editor

8522 National Boulevard o Culver City, CA 90232 « (213) 841-0310
US Fax (213) 841-0348 o Int] Fax (213) 841-0340

v
A ribbon
controller or XY
pad lets your
fingers do the
walking for more
realistic pitch a lot of

bending.

@ Hybrid Arts, Inc.

CHORDING

A 6-string guitar commonly is tuned
(from sixth to first string) 10 E, A, D, G,
B, and E, with the sixth string two
octaves below the first string. Alternate
tunings are common.
(One rockabilly tun-
ing trick, which I first
heard used by James
Burton, is to tune the
sixth string down to
D. The deep sound
that this produces is
worth experimenting
with.) You’ll have to
use open chord voic-
ings spread accord-
ingly, which will take
thought
until you get used to
it. Naturally, vou
shouldn’t exceed six
notes in a chord if

you want an accurate emulation.
For strumming effects, roll the notes
as if picking them one by one, instead
of attacking them all at once. You'll
probably have to use both hands to get

*and we mean a
complete system
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As in easy to use. As in no restrictions
to your creative flow. Asin the Alesis MMT-8
MIDI Recorder, the world's most popular
hardware sequencer three years running.

If you're like most songwriters we talk to,

a powerful software sequencer can some-
times be intimidating to work with, and can
actually get in the way of your music. Song-
writing is hard enough. Your sequencer
should make it easier.

We designed the MMT-8 so just a hit on
the record and play buttons puts you in
songland. Intuitive, quick and easy.

The MMT-8 is the hardware sequencer
for everybody. Whether you're a beginner

* Call 1-800-5-ALESIS for detaits

or an advanced power user with a 400 meg
hard drive.

Use the MMT-8 as a powerful notebook
sequencer. It's got all the features and edit-
ing you need for your music. And now with
our new MMT-8 Music Link Software™#,
power users can Sysex their work over to
their software sequencer for full screen
editing. Stand alone or in conjunction with a
computer system, the options are inspiring.

Still the best. Still only $299.** Buy an
MMT-8 at your Alesis dealer today. It's that
simple.

Now in basic black.

*Slightly higher in Canada *Maciniosh is a regisiered trademark of Apple Computer, Inc

Alesis Corparation 3630 Holdrege Avenue Los Angeles CA 90016
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the sound of a full chord strummed
across six strings. If you're using a
sequencer, you may find it effective 1o
slow the tempo while rolling the
chords, then return to normal speed.
Jazz guitarists often strum the last three
or four strings and slide straight into a
melodic lead, ending with finger vibra-
to. You can emulate this by rapidly
rolling your fingers upward across
three notes and continuing into sin-
gle-note lines, without string bends.
Oberheim’s Strummer (reviewed in
the December 1991 EM) is designed to
remap keyboard voicings to sound like
a wide varicty of guitar voicings. It does
a fine job and can save vou a lot of
work. Strummer emulates upstrokes,
downstrokes, and many common gui-
tar-strumming techniques.

PROGRAMMING

The basic timbre of the unprocessed
electric guitar, like most plucked
stringed instruments, has a respectable
amount of the fundamental, with vir-
tually every harmonic represented.
There are so many different guitar
sounds, though, that it’s tough to gen-
eralize. For an in-depth examination of
the topic and a selection of sample
synth patches for guitar emulation, read
A Synthesist’s Guide to Acoustic Instru-
ments, bv Massev, Noves, and Shklair
(available from Mix Bookshelf; tel.
[800] 233-9604 or [510] 653-3307).

A few tips:

¢ Use a very fast attack time to get a
solid picking sound. Map the synth’s
attack time to decrease as key velocity
increases so that you get more pick
sound (faster attack) when vou hit the
kev with greater velocity. You can
accomplish a similar effect if you're
using a sampler and can modulate the
sample start time from velocity. When
you want to get an extra-hard picking
effect, you can layer a small amount of
“pluck” patch—a separate program
with very fast attack, almost no sustain,
and very fast release—and trigger it
with velocity, using a high velocin
threshold (low sensitivity).

* Program the synth or loop the sample
so that the sound has a longer sustain
time than a real guitar string but does-
n't sustain as long as vou hold down
the key. (Guitarists rely on signal pro-
cessing for extra sustain; kevboard play-
ers can "have their cake" with sample

looping and synth-envelope program-
ming and still use signal processing.)
Use a fast release time so vou don’t
smear the notes in fast passages or
when emulating hammer-ons and pull-
offs, but make sure the release isn’t so
immediate that you get an audible
“pop” at the end of the sound.
® T'ry layering two patches or samples,
one of which is the basic guitar sound
and the other a feedback sound that
has a delayed, long, slow attack. The
feedback only enters if you hold the
key long enough, then continues to
swell as you hold the key. If vou use
vour ear and program the feedback
sound to attack as the main guitar
sound decavs, vou can achieve an effect
reminiscent of Jimi Hendrix's feedback
at the beginning of his song "Foxv
Ladv.”
* One of the difficulties of guitar emu-
lation is that the strings interact, caus-
ing sympathetic resonating harmon-
ics. It’s possible to program a poor per-
son’s version of this by such tricks as
bringing in a delayed sine wave at the
third (or other) harmonic. You can
produce much more claborate and
accurate extensions of this idea if vou
want to dedicate a lot of programming
time and multitimbral voices to the
task.
* By programming a separate patch
with a very fast attack, short sustain,
moderately fast release, and simple
waveform, you can emulate picked har-
monics. Use vour ear to tweak the
envelopes. You can use velocity cross-
switching, pedal-triggered switching,
etc., to shift between the regular guitar
patch and the harmonics patch. If vou
can play fast, accurate leaps, you can
map the harmonics patch to a separate
+one higher up on the keyboard. On
an Ensoniq EPS sampler, you can layer
the different samples and bring them
in with the Patch Select buttons, the
left pedal in the double footswitch. or
MIDI controller 70. The same holds
true for bringing in a “chicken pickin’”
paitch (a variation on the “pluck’
patch) or sample.
* A 12-string guitar uses six pairs of
strings, with the lowest four pairs tuned
in octaves. You can emulate the tuned
pairs by using two instruments or two
oscillators tuned in octaves, with an
extremely short delay between them
to account for the time it takes to pick
continued on p. 132
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his was The Dream: A
user sits in front of a
computer-based sequencer

The latest

with a number of parallel
tracks running horizontally

MIDI spec
across the screen and bar .
markers running vertically proposal will
through all tracks. The pro- allow
gram has all the expect- sequencers,

ed autolocate, loop, record

select/mute, and cut/copy/ tape decks,

paste commands. However, VCRs, and
the flrS1-I group of tracks hard-disk
deals with MID1 data, the

next two control a hard-disk recorders to
recorder, and the last eight be treated

tracks exist on a slaved reel-
to-reel tape deck, with es-
sentially no difference in the
way they are handled. The
user merely selects the
track on which to record
based on what needs to

equally.
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be recorded and how it should be edit-
ed later.

And now. The Dream, Version Two:
A user is seated in front of a recording
console and a set of monitor speakers.
He or she is in the process of mixing
down a song, along with performing a
litile overdubbing. To the right—in the
“master” section of the console—is a
set of transport controls. track-select
switches, and an autolocator from
which the user can control a linked
MIDI sequencer. hard-disk recorder,
and analog tape deck. All of the
required functionality for the three
devices is right there. The user needn’t
bother to go over to the computer, try
to find room for two or three com-
pletely different autolocators, or stop
and think about which one of them
should be reached for next.

These were the dreams I laid out for
Genry Lester (former chief engineer of
professional tape synchronizer com-
pany Adams-Sinith) and David Oren
(then of TEAC/Tascam; now of Fos-
tex) at an AES show several vears ago.
It was then that the concept of MIDI
Machine Control was born.

MIDI RECORDING

MIDI has changed the way many peo-
ple record music. Previously. the tape
recorder was the center of the studio.
with the mixer acting as the interme-
diary through which came the original
instruments and, eventually, a final
mix. Instruments were plaved only 10
be captured on tape. A lot of music is
still recorded that way today.

MIDI has shifted the focus to the
instruments and a new device called a
sequencer. The instruments are plaved
every time the song is plaved (initially
by the musician, subsequently by the
sequencer). and the sequencer permits
extremely flexible and detailed edit-
ing. However, when a few non-MIDI
instruments are to be added to the
song, the nimble sequencer must be
slaved (o a ponderous mechanical beast
known as a tape recorder. which allows
little to no editing.

Obviously, things would be much eas-
ier from the MIDI musician’s perspective
if the recorder(s) in a studio could be
treated just like a multitimbral synth or
group of synth modules that connect to
one “master,” be it a dedicated controller,
patchbay, computer. or one of the mod-
ules. So. we have to teach the mechani-
cal beasts how to think and speak MIDI.
1992
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The MIDI Specification already offers
several wavs of controlling sequenced
devices: MIDI Real Time messages such
as Start, Stop. Continue, Clock, and
Song Position Pointer. as well as MIDI
Time Code (including Time and Cue-
ing parts of the specification) and MIDI
Show Control. Why is another proto-
col needed?

The original system of MIDI clock-
ing is based on the way hardware se-
quencers and drum machines work. In
these devices, all events—notes, drum
hits, whatever—are quantized to occur
on specific subdivisions of the beat.
The only thing these machines care
about is getting to the next fraction of
a beat and releasing all of the infor-
mation they have stored there. There-
fore, the only thing that MIDI Clocks
do is signal that the master timekeeper
has moved forward to the next subdi-
vision (1/24th of a quarter note), and
anvone clse trving to keep in step
should do the same. A few additional
messages tell a slaved device to Start
(go to the start of the song and start
listening for Clocks), Stop (pause and
stop listening 1o Clocks), and Continue
(start listening to Clocks again without
going back to the start of the song).

The most complex message is the
Song Position Pointer (SPP). It savs,
“GGo 10 a point this many 16th notes
from the start of the Song. because
we're about to continue from there.”
Extensions have recently been added
to tell what the time signature is and
where the downbeats fall. However. the
focus is more on time than on control.
There is no way to convey all of the
other actions that the user is perform-
ing at the sequencer or drum ma-
chine’s front panel (such as muting
tracks, or putting them into record).

The other problem with MIDI Clocks
is that thev’'re only a relative time-
keeping svstem. Although they can tell
vou about fractions of a heat, they can’t
1ell vou how much time has elapsed
between those fractions (Milliseconds?
Davs? The third scene of a movie?).
Also, some applications don’t have a
beat at all. They rely more on an abso-
lute time scale, where vou might say.
“Go to this point in time from the start
of the reel of film or tape.”

The most common format for this
tvpe of time keeping in the video and
non-MIDI audio worlds is SMPTE time
code. SMPTE divides time into hours,

minutes, seconds, and frames (the lat-
ter being fractions of a second that cor-
respond to individual video or film
frames—see “Decoding SMPTE" in the
April 1991 for more info). It soon be-
came obvious that more MIDI musi-
cians needed the ability to keep time in
these systems (it also was getting rather
expensive to build SMPTE time code
to MIDI Clock converters into every
device that needed absolute time). As
a result, MIDI Time Code—a wav to
translate SMPTE into MIDI messages—
came into being.

MID! Time Code (MTC) was invent-
ed when samplers were first being used
to create sound effects for movies, and
signal processors were being incorpo-
rated into automated mixdown systems.
This required cue lists of MIDI notes
and program changes (o be sent at spe-
cific times. For this purpose, MIDI Cue-
ing messages were developed. MIDI
Cueing provides a system for creating,
downloading, and even editing cue and
edit decision lists directly in MIDI
instruments. In essence, these messages
turn MIDI devices into mini-sequencers
based on absolute rather than relative
time. This message system even offers
provisions for punching into and out of
record mode on specific tracks, think-
ing ahead towards eventual control
over tape recorders and sequencers
with the same set of commands.

However. MTC Cueing also has some
problems. The biggest one (which has
just recently been cured) is that all
actions in MTC Cueing had to be pre-
meditated: An edit decision list had to
be created ahead of time and down-
loaded to the slaved devices (not too
hot for punches on the fly). Also. these
lists convey 100 little detail compared to
the constant interaction and babysit-
ting that most tape recorders need.
MTC Cueing is still useful for triggering
sound effects and changing audio treat-
ments at specific times, but some
devices have more sophisticated re-
quirements. Building this ability into
all samplers and signal processors
would be a great step forward for MIDI
in post-production.

MIDI Show Control (MSC) was cre-
ated for the needs of lighting control-
lers and theatrical productions in gen-
eral. Instead of measure numbers or
SMPTE times, these applications tend
to be represented in terms of “scenes”
and “cues” that could happen at vari-
able times depending on the pace of
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the performance. Although there are
Go, Stop, and Resume commands in-
side MSC (which seem similar 1o Start,
Stop. and Continue on the surface),
MSC is much more like a random-
access step-time sequencer that plays
back both one-shot events and orches-
trated segments of the performance.
With commands such as Load and Fire,
it also covers some area of control
bevond just keeping one’s place.

This brings us to the latest member
ol MIDI's alphabet soup: MIDI Ma-
chine Control (MMC). MMC does not

FOR ALL MIDI

A7 The First

create vet another way of representing
time, it actually can use cither SMPTE
or MTC. Based on the professional
remote-control standard ESbus and
using a newly-created set of MIDI Uni-
versal System Exclusive messages, it is
designed to remotely control every-
thing vou would expect to find on the
front (and back) of a well-equipped
professional tape deck with a built-in
time-code generator.

MMC includes such details as indi-
vidual track record and mute status,
setting audio monitoring connections

INSTRUMENTS

W0

Real-Time MIDI Performance Software

Created specifically for the MIDI performer, this highly
acclaimed software program lets you spontaneously create
music while playing your MID! instrument. With Sybil, you
control the notes, rhythm and instrumental sounds of your
synthesizer through the notes you play, in Real-Time,

without missing a beat!

it'’s fun and easy to use with your Macintosh or IBM
ti er. But the best thing about Sybil is that it

W 5 Music Products
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for each possible mode. varispeed and
shuttle control, and even commands
to memorize macro-like procedures
and events (see the sidebar, "MMC
Message Summary”). This range of
functions is supported by a complete
set of low-level communications com-
mands, including sophisticated error
reporting and a signaiure field to tell a
controller just what functions a partic-
ular device is capable of performing.

Just as MTC is not a replacement for
SMPTE time code in all situations,
MNMC is not a full replacement for a
synchronizer. Devices that currently re-
quire an external synchronizer (such as
many audio and video tape decks) will
still require one; devices capable of syn-
chronizing themselves (such as MIDI
sequencers) do not require anything
extra. You don’t even need an extra
serial port to speak the non-MIDI lan-
guage of most current synchronizers.
MMC is a unified language for speaking
to synchronizers, tape decks with built-
in synchronizers, hard-disk recorders,
and MIDI sequencers that follow a 1ape-
deck analogy. Combined with the uni-
versality of MIDI, the possibilities run
from simple to mind boggling.

FAST FORWARD & PLAY

MMC certainly isn’t the first protocol to
allow external computer control of
tape decks (see the sidebar “Remotely
Controlled Recorders”™). However,
many of these protocols still rely on a
controller (usually an external syn-
chronizer) having detailed knowledge
of the decks it is controlling. This
includes everything trom the com-
mands they will accept 1o how tast they
can speed up and slow down.

With MMC, a controller only has to
implement commands that it thinks
are necessary. depending on the appli-
cation. The slaved devices then decide
the best way to respond to these com-
mands. As controllers get more com-
plex, MMC allows them to control
more details (in fact. a separate pair
of MIDI cables per slaved device starts
10 become necessary). while the actual
performance of commands still rests
with the slaves.

This follows the original MIDI con-
cept that any sequencer. master key-
board, drum trigger, or other device
built vesterday must be able to talk to
any sound module built tomorrow.
Likewise, an MMC controller shouldn’t
require an update to conirol new
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D PM " YSE DIGAAL PHASE
MODWLATION 'SYNTHESIZER

Bl n November of 1989, the first DPM® 3 roiled off the [ =—lP-G e
B production line and into the synthesizer market — — ——
B 1 market historically filled with over-priced. gadger-
oriented keyboards having a service life of ahout ¢ Doublec sequencer capacity to 40,000 notes,
B fifteer: months. Peavey's goal was to develop a 100 sequences. 20 songs
superior instrument that offered more features than
comparably priced units, plus allowed for an infirite Loopable Envelopes: (—>3, 1—>3, 2—>3,

numbcr of upgrades, making it virtually impossible
for the DPM 3 to eniex the “cycle of obsolescence.
The DPM 3 successfully established itself as the model
for synthesizer architecture of the future

0<->3, 1<->3, 2<->3; sustain only, sustain plus
release looping

With the expanded editing functions of the Programmable filter settings for each drum
DPM® 38€ and its 16-bit sampling capabilities, the SE in a Drum Kit
proved that the DPM design for limitless software up-
grades was truly the wave of the future. ¢ Programmable Pan per linked program in
Now, as promised, we continue the evolution of the COMBI programs
DPM 35€ with the new Version 3 software upgrade
Version 3 doubles the memory capacity of the on- ) . .
board sequencer. It alsa offersry exte[;de?il programming Enhanced editing from the k?\ bed of para-
features making the SE even more flexible and easy to meters that are note or velocity-based
use. Expand your musical horizons with the DPM 3
with Version 3 software upgrade from Peavey ¢ Drum piece selection from the kevbed

PEAVEY ELECTRONICS CORPORATION /711 A STREET / MERIDIAN, MS 39302-2898 / (601) 483-5365 / FAX: 484-4278 © 1991
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o New ASIC 24 bit di
effects system
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o 20 kHz bandwidth

o Better than 30 DB S/N ratio
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triggering [
« Programmable mix
« Stereo effects loops let
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THE WORLD’§ MOST POWERFUL
BASS PROCESSOR

Otfering all the features of the SGX-2000, the Nightbass is the first 1otal
sound system for the bass guitar. Genuine tube preamplification fo- wanm,
fat funk or thick super-drive. A crossover allows bi-amping and the ability to
send only the high frequencies thru the effects section for room-filling
sound while retaining tight, punchy low end. Optimized tube and EQ
circuits allow a range of bass sounds beyond imagination! Coupied to one
of the world's finest digital processors, the SGX Nightbass is the studio or
live processor that will define bass sound for generations to come.
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sequencer

MTC

SMPTE/MTC converter
e e e

tape recorder

SMPTE

MIDI notes, etc.

MMC

MIDI clocks

MIDI
notes,
etc.

FrEELEN
e {..r.r:.r.«‘..w

drum machine

MIDI modules

FIG 1: A typical MIDI studio with MMC

devices as they come along (unlike
manv current synchronizers). For tape
decks, this allows the synchronizer to
be split into a component that controls
the ballistics of the reels themselves
tsuch a component usually can be built
into the deck) and the actual controls.
For sequencers (which already can syn-
chronize to other devices), this is the
same as having a second set of virtual
buttons to control their movements or
sending these button pushes out over
MIDI to another device.

The most obvious application of
MMC will be to add the ability to slave

keyboard cantroiler

the transport of external tape decks
to MIDI sequencers. On the simplest
level, it will only be a replacement for
the Play/Record/Pause/Stop/Fast
Forward,'Rewind controls on the front
of the deck but displaved on the
computer’s screen, so that the user
would not have to switch user inter-
faces when they move from editing a
song to plaving it back. This low-level
communication wouldn’t even require
a closed-loop MIDI connection bet-
ween the sequencer and tape deck;
the transport commands can be issued
one-way. Synchronization probably will

MMC MESSAGE SUVIMARY

The entire MIDI Machine Control
specification document is thicker than
the MIDI 1.0 Detailed Specification,
which makes it a little hard to pro-
vide full details here. Also, at press
time, MMC was going through one
final round of updates and revisions
before approval (although it shouid
be fully approved by the MMA and
JMSC by the time you read this). Nev-
ertheless, here is a sampling of some
of the commands and responses that
probably will be included in the first
version of MMC.

COMMANDS

STOP, PLAY, DEFERRED PLAY,
FAST FORWARD, REWIND, RECORD
STROBE, RECORD EXIT, RECORD
PAUSE, PAUSE, EJECT, CHASE,
LOCATE, VARIABLE PLAY, SEARCH,

SHUTTLE, STEP, ASSIGN SYSTEM
MASTER, PROCEDURE, EVENT,
GROUP, DEFERRED VARIABLE
PLAY

RESPONSES & INFORMATION
SELECTED TIME CODE, LOCK
DEVIATION, LOCATE POINTS,
SIGNATURE, RESPONSE ERROR,
COMMAND ERROR, TIME
STANDARD, SELECTED TIME CODE,
SOURCE, STOP MODE, FAST
MODE, RECORD MODE, RECORD
STATUS, TRACK, RECORD STATUS,
GLOBAL MONITOR, RECORD
MONITOR, TRACK SYNC MONITOR,
TRACK INPUT MONITOR, STEP
LENGTH, PLAY SPEED REFERENCE,
LIFTER DEFEAT, RESOLVED PLAY
MODE, CHASE MODE, TRACK
MUTE, FAILURE

Power MIDI
Transcription...

MIDI files to notation
the quick, easy way!

With ShowTune.
read in MIDI (files.
choose your page
layout, edit your music
WYSIWYG, then print!

you

Up to 8 tracks « Up to 12 staves on a
page ¢ Transpose o Set keys o Spilit
fracks ¢ Quantize e Play e 4 clefs o
Stem direction choices < Page
templates ¢ Instrument names « Text,
lyrics o Brackets e Margin settings,
indents e Headers, footers e Bar
numbering ¢ Page numbering e
Laser, inkjet, dot-matrix support e
Insert over 200 musical characters o
Delete, move » etc., etc.

And here’s more of our
Power Music Software:
The Note Processor

Full pro scoring

Triple Forte
MIDI workstation

$295
.. $249

Call us for your free catalogue.
Orders and info:
{800) 535-TONE
thoughtprocessors
584 Bergen Street Brooklvn, NY 11238
Fax: (718) 398-8411
Voice: (718) 857-2860
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EDITORS

A Universe of Sound Creation
Designed for MS WINDOWS, MAC,
AMIGA, ATARI ST, PC/XT/AT/C1
A “tour-de-force", Electronic Musician

MIDI QUEST SPECIAL

»The best gets better

«Call for your MQ Special Offer Pak

*MQ supports more inskruments than
any other Universal Editor/Librarian

MIDI QUEST Jr Librarian $99
MIDI QUEST $250
MIDI QUEST for Windows $300

NEW! INDIVIDUAL EDITORS $99

Ensonig VFX/SQ-1
Kawai K1/K4
Korg Wavestation
Korg M1/R/ex
Korg T1/T2/T3
Roland D-5/10/20/110/GRS0
Roland D-70
Roland R-8/R-8m
Roland U-20/U-220
Yamaha SY22/TG33
Yamaha SYS55/TGSS
Yamaha SY77/TG77

FOR MORE INFORMATION
Call or write for our complete list of Editor/Librarians|
Sound Quest Inc., 66 Broadway Ave. Ste. 1207
Toronto, M4P 176, Canada. BBS: (416) 234-0558
Phone: (800) 387-8720 / (416) 322-MIDI
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REMOTELY CONTROLLED RECORDERS

MIDI became possible because syn-
thesizers started to use microproces-
sors—in essence, small computers—
to control themselves. This was
equivalent to a lifeform evolving from
simple stimulus/response behavior
(in a synthesizer's case, playing notes
in response to control voltages ard
gates) to gaining conscious aware-
ness, and with it, the ability to think
and control itself. Once an organism
knows how to control itself, it
becomes much easier to control it
and tell it what to do (rot unlike a
newborn eventually growing into a
person with whom you actuaily can
have a conversation).

Tape recorders have followed
a similar evolutionary path. They are
mechanical in nature, centering a-
round a motor dragging a piece of
tape across the record and playback
heads in the desired direction at the
desired speed. Aside froem somre fan-
cy servo circuits that maintain a
steady speed during recording and
playback, controlling this motion
mainly consists of turning a motor
on and off or feeding a different volt-
age to it. Remote control means ad-
ding relays that can turn the com-
mands on and off into these lines. In
addition, remote control requires
audio circuitry, which is responsible
for converting audio to and from
some weak magnetic fluctuations that
appear on the tape.

The speed is externally con
trolled by sending a crystal-controlled
set of tachometer (“tach”) pulses-
exact timing pulses at a frequency of
9,600 or 8,000 Hz that control the cap-
stan’s speed. Tape-ceck synchronizers
and remote controllers are devices
that know which lines to switch on
and off (via the parallei interfaces on
many decks), and how to send tach
pulses at a rate that wou.d match the
speed and position of multiple decks.

This system isr't compatible
with the concept of MIDI control. MIDI
is based on sending a fairly abstract
command to a device and expecting
the device to figure out now to exe-
cute it. For example, in a synthesizer,
the simple command “turn a note on
with a pitch of middle C and a ‘veloc-
ity’ of 64” gets translated into a eom-

plex set of software commands and
control voltages that manipulate the
internal chips making up a “voice” in
precisely the correct manner.

As for synchronization, the
closest thing to a tach pulse is the
MIDI clock, which comes along at the
variable and fairly leisurely pace of
24 per quarter note (16 to 100 Hz, for
tempos ranging from 40 to 250 beats
per minute). Therefore, the only way
these two systems can talk is to print
some form of clock pulses or time
code on the tape itself. Then you
must have an intermediate device
translate that into MIDI clocks or MIDI
Time Code (MTC) for a sequencer or
drum machine to follow.

Eventually, tape decks also
started employing microprocessors
to help them control their own func-
tions better. Early on, this was limit-
ed to speed control and perhaps mon-
itoring the status of a few switches.
But as microprocessors became both
cheaper and more powerful, they
were eventually used to run the
whole show: speed, direction, record
status, audio routing, bias levels,
memarized counter locations, etc. As
tape decks learned to control them-
selves better, they became easier to
control by other computer-minded
devices, and MIDI control became
possible.

MID! is not the first taste of
computer control given 10 tape
recorders. Several protocols already
exist and are widely supported by
various professional recorders (espe-
cially in the video field). In particu-
lar, Tascam has created a consistent
serial control protocol for several of
their cassette and open-reel decks.
They have also attempted to get sev-
eral MIDI sequencer companies to
support this protocol. However,
because their protocol did not follow
MIDI hardware or software specifica-
tions, they unfortunately did not have
great success. In contrast, Fostex
added a proprietary MiIDI control sys-
tem to just one of their decks—the
R8—ard got some interest. This Tale
of Two Protocols is perhaps the best
example of why MIDI seems to be the
best bet as the protocol to hook a
variety of devices together.—CM
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quencers follow a linear tape
analogy already, these tracks
could appear in parallel,
alongside the MIDI tracks. A
smart sequencer would even keep track
of when the user punched in and out
on these external tracks and perhaps
represent them as solid bars to show
data (i.e., music) present (sce Fig. 2).

Another possibility is to use the mark-
ers sported by many current sequencers
as locate points that are sent to a tape
recorder as well. In this application,
the deck winds the tape to the correct
point when the user selects the marker.
Sequencers can even “step” external
decks by sending a corresponding step
time over MMC.

Not only are these obvious applica-
tions of MMC, they also will probably
be the first to appear. At the fall 1991
AES Convention, Tascam showed their
MMC-100, which converts MMC into
the serial protocol used by their 238,
644, and 688 cassette decks and TSR-8,
MSR-16, and MSR-24 open-reel recor-
ders. The company even has started
evangelizing MMC to sequencer com-
panies. Roland plans to add MMC to
their DM-80 hard-disk
recorder, hoping that

FIG 2: A hypothetical MID! sequencer expanded to control
a 4-track cassette deck.

trols and track selects into a mixing
console, because this is where they tend
to sit while watching the video moni-
tor. Likewise, a songwriter might want
these controls built into their worksta-
tion kevboard, controlling either an
internal sequencer, a tape recorder, or
a computer-based sequencer or audio
recorder (sec Fig. 3).

To be truly mobile, perhaps we will
see MMC versions of devices such as
the JL.Cooper CS-1 and CS-10 or Niche
ACS control stations. Mavbe inventive
programmers will write interpreters in
Ear Level's HyperMIDI or Opcode’s Max
to allow these devices to control future
equipment. fig. 4 shows how this studio
might look, with the aid of a multiport
MIDI interface (such as MOTU’s MIDI
Time Piece, Opcode’s Studio 5. or
Lone Wolf's MidiTap) and a strong
routing protocol (such as Apple’s MID/
Manager, Opcode’s OMS, or Lone
Wolf’s MediaLink) to hook it all up.

Expect the tables to be turned as well,

this will allow it to be
controlled by a num-
ber of different com-
panies in different
applications. C-Lab
also promises to add
MMC to all their se-
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quencers.
However, in front of
a MIDI sequencer is

not the only place that
a musician or record-
ing engineer sits when
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working on a song.
Especially for people

"

recording audio-for-
video, it makes sense
to build transport con-

FIG 3: Future MMC-savvy mixers or master keyboards could add
transport controls.

Windews
DOS
You Get it ALL!
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20 \° ; $199.95
- ::—T_L"_‘G’T'

Cadenza has set a new standard for DOS
based sequencers. With features like our
powerful graphic editing. you don’t have to
struggle 1o get your music right. Cadenza lets
yOu create music in ways our competition
only dreams about. And Cadenza has other
features like SMPTE Sync. multiple port
support. Graphic Faders and more ...

And Introducing

\ Only
W $299.95

We just couldn’t stop there. We took advantage
of the powerful Windows environment to create
the most sophisticated sequencer for the PC
ever. With even more features. like multiple
edit windows for any combination of events
and tracks. realtime system exclusive recording.
multiple interface support and use of all your
system’s memory. Cadenza for Windows is the
answer for power users.

Call or Write tor further information.

Free Demo Disks available.

P.0. Box 23740 Jacksonville, FL 32241
{(904) 730-0754
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the INNOVATORS ar
CANNON RESEARCH
PRESENT...

THE WORLD'S
GREATEST
SEQUENCER

(Well, we think it is 1)

The new Version |Il FRONTAL LOBE is the most
powerful, hardware sequencer/MIDI librarian
avoilable. While maintaining its excellent repu-
‘tation for portability (4.5" x 6.5, 2 pounds), it
contains many features found only on the most
expensive computer-based software sequencers.
The new 16 TRACK, 32 CHANNEL, 256 PART
sequencer in the FRONTAL LOBE is MIDI generic |
and  therefore
will work with
[any synthesizer,
controller,  and
sound modules.

| USER FRIENDLIEST.....

The human interface is revolutionary and
|incredibly natural. All sequencer operating and
(editing functions have been laid out onto the

controller keyboard. Musicians easily learn how '
'to "play" the FRONTAL LOBE sequencer fo create
| ond edit songs instead of having to remember the

wyptic series of buttons to push which other
| hardware sequencers require for operation.

MOST FEATURES PER DOLILAR.....
With MIDI FILES COMPATIBILITY, you can even
use your favorite software sequencer to prepare
' songs, then download them to the FRONTAL
LOBE ond take advantage of its portability.
Although, with advanced features not found on |
'other hardware sequencers like COMPARE,’
| UNDO, and MACROS, you may just find the
| FRONTAL LOBE becomes your new favorite
'sequencer! It even has variable speed Forward
and Rewind keys that let you hear your song
going forward or backward in realtime.

CALL TODAY
And we will send you our HARDWARE
SEQUENCER COMPARISON CHART. You can see
for yourself where the best value is ! If you are
already one of the thousands of FRONTAL LOBE |
owners, call for software update information.

FRONTALY
LOBE-

Grass Valley, California
800-628-3394 or FAX 916-272-8693
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® IN CONTROL

tape recorder

| MMC
MMC + MTC

MIDI notes, etc.

5 SMPTE/MTC converter

> |-a_ €%
MIDI notes and clocks %% e
MIDI
clocks
MIDI
notes,
etc.

drum machine

MMC + MTC
S ——
MMC

MMC controller
MIDI notes, etc. |

keyboard controller

FIG 4: A more complex MIDI studio with a remote controller.

with more tape machine synchronizers
being able to control MIDI sequencers
or simply a wider varietv of other
recorders. A Tascam MIDIiZER com-
bined with their MMC-100 should allow
simultaneous control of a more tradi-
tional tape deck in parallel with an
MMC-ready sequencer or recorder.
And Roland plans to add MMC sup-
port to their SBX-1000 sync box, which
currently supports MIDI cue lists and
GPI triggers.

Perhaps most significant is the deci-
sion by Alesis to base communication
between their ADAT digital recorder
and BRC (Big Remote Controller) on
MMC. The BRC is designed to control
up to 128 tracks, and there’s no rule
that all these must be ADAT tracks. Sev-
eral video deck manufacturers are
members of the JMSC’s MMC working
group, and even some high-end audio
recorder manufacturers have admitted
that they too will have to support MMC
in the future (some in response to calls
they've already received from their
users). MIDI often has been dismissed
by the professional audio and video
industries. Maybe the reality of low-
budget home studios taking over more
work will encourage these professionals
to work with semi-professional equipment.

At the bottom line, MMC will hope-
fully mean that we no longer have to
make a conscious decision about what
we are going to record before starting
a project, be it a song or a multime-

dia presentation. We’ll just hook all of
the recorders up to one master and
select tracks as needed without having
to call the United Nations for a trans-
lation or another engineer to operate
the other decks. Ultimately. that is
what technology should be about: giv-
ing us, the users, more creative free-
dom to choose how and with what we
want to work.

The complete MMC specification
should be available from the IMA (5316
West 57th Street, Los Angeles, CA
90056: tel. [310] 649-6434) by the time
vou read this. Its price wasn’t set at
press time. Manufacturers and indi-
viduals interested in implementing and
further evolving MMC are encouraged
to join the MMA, which also can be
reached at the above address.

(Special thanks to MMC proposal
author, Gerry Lester. former chief engi-
neer of Adams-Smith, and the JMSC's
working group chairman, Shoji Fuji-
wara of TEAC/Tascam. It will take the
work of many individuals and compa-
nies to make MMC a success, but it
couldn’t even have become a reality
without these two.)

Chris Meyer is technical chair-
man of the MIDI Manufacturers Associa-
tion and an MMC working group member.
He is the author of the MIDI Time Code
and Sample Dump Standard extensions to
the MIDI specification.
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. At one new

sound per second,
24 hours a day, it
would take over
300 years to out-
grow the new
Kurzweil K2000.
That's how power-
ful it is. The K2000
features a totally
new approach to
creating sound
called VAST™
{Variable Architec-
ture Synthesis
Technology). It's
like having the
entire history of
synthesis under
one control panel
— from analog
subtractive pro-
gramming to
several types of
digital synthesis.

But no program-
ming is necessary
to enjoy the

© 1991 Young Chang America. inc,, 13336 Alondru Blvd,, Cerritos, CA 90701, 213/926-3200.

K2000'’s vast stock-
pile of onboard
sounds: 8 mega-
bytes worth of
striking new 16-bit
soundftiles.

Beyond this, the
K2000 can accept
MIDI sample dump
files from other
machines. And
there's even an
option that lets
you sample your
own sounds. Its
sonic potential is
infinitely
expandable.

There's also an
onboard muiti-
effects processor
that can produce
up to four simul-
taneous effects.
External signal
processors can be
patched right into
the K2000, too.

Yas - .
Add a 61-note N2
velocity/aftertouch  "§LET Q¥ &
sensitive keyboard Wy % S >
with master con- {5 SN Y
troller features, a Vit oS
big 240x64 backlit i % SIS
graphic display for 3=aa, A0S0
programming AL R WA
ease, immediate « A
support from the
top names in
music software,
and you’ve got all
the synthesis
power you'll need
for a long time to
come...the next
300 years, at least.
So there’s no time
to lose. Visit your
Kurzweil dealer
for a glimpse at
the future of

synthesis —

the K2000. —— e

KURZWEIL 50
o .-_.‘i,-m:,.,‘:,,,‘g,\..gv =— v

Kurzwel s 3 product line of Young Chang Amerca, Inc



MOLENDA linked 10 umbilical cords. The
doctor's swift cut was just a teasc, as the organic
bond with Mom was replaced by MIDI cables and
guitar cords. \nd in the delivery room of musical

BY MICHAELl S ome musicians are forever

ideas—the homwe recording studio—we often reap
audio sustenance from a headphone cable.
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T'he proliferation of home demo studios has
increased the importance of headphones. Early
recording artists didn’t need headphones, they just

plaved and sang together live. However, during rock
music’s “age of overdubs™ in the 1960s. live studio
recordings gave wav to meticulously stacked guitar
and vocal tracks. Although monitoring previously



What would you
do 1f you lost all
your music in the

et next 30 seconds?

Cry. Alot, probably. But that wouldn't help
you remember the subtleties of a great melody.
Or bring back the project you're working on
under deadline. What a nightmare.

We have a simple solution to this very real
possibility. DataDisk. The direct MIDI to disk
storage unit that backs up your hard work in an
instant push button operation. Connected to the
end of your MIDI chain, it stores 800K of Sys Ex
data directly to standard 3.5" floppy disks.

And DataDisk is multi-lingual, capable of
receiving data from all popular brands of

musical equipment. So why pay $50 a piece for
ROM cards when you can store 1000s of synth
patches on a single one-dollar floppy disk? You
can even name files, so you're safe, cost-effective
and organized. Plus, our new SQ software lets
you use DataDisk as a real time MIDI sequencer
so you don't have to lug your computer to gigs.
A power failure or loss of data could turn
your musical dreams into bad memories,
in just seconds. Protect your time and
creativity. Pick up a DataDisk at your Alesis
dealer today.

DWRECT MDY TO DRSS/ LUNFYERSAL DATA STORAGE

19" Rack mountable. 800K of direct MIDI to disc Sys Ex data storage on 3.5 floppy disks. Real time sequencer. 5449 suggested retail. Slightly higher in Canada.

Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 90016

ZALESIS

STUDIO ELECTRONICS
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The most
widely used
midi sequences
in the world. First
in customer satisfac-
tion for over six years.
Over 1,300 song titles
available for any musical
application. All programmed in
LA for consistent top quality by
Stephen Kern.

From Pop to Rock. From Country to
Standards to custom programming,
we've got it all!

Trycho sequences are available
for most popular computer and hardware based sequencer systems. We even have
stereo audio cassette and DAT versions for non-sequencer users. We're the only
sequencing company authorized as a dealer for equipment we support. For you, this
means great sequences, fast setup, access to the best midi hardware, comprehensive
technical support, and fantastic overall service six days a week - year in and year out.

So whether you're involved with audio production, multimedia presentations, are a
hobbyist or a professional musician in a solo, duo or trio act, you can count on
TRYCHO TUNES for the absolute best in midi sequences.

TRYCHO TUNES Performance Sequences ... there's NO competition!

TRYCHO TUNES are available at many fine music &
FOR WORLDWIDE SALES computer stores. Or order direct at:
Please Contact:

Australia Canada Japan SRR .U A . BN BN f__ - ! IR —
Pro Audio Supplies In Home School of Music ~ Music Network s A N "/(h | & 7 a \ ] | /‘hfﬁr = - //Q ..
14-16 Woolley St. 1120 11 Ave. SW 234-1-501 o 9 -
Dickson Act Calgary Eda-Cho Midori-Ku | ‘
2602 Australia Alberta T3C OM4 Yokohama
Ph. 06 249 7766 Ph. 403 245 3250 Japan 225
Ph. 045 912 2472
New Zealand Norway United Kingdom
Music Houses of ACS musikk Zone Distribution
New Zealand Oscarsgate 5 Abbeville Rd.
P.O. Box 39029 1C London SW 4

Mrasisy  mwiwnm o oo 1-800-543-8988
Ploase see us o TRYCHO MUSIC INTERNATIONAL
(T ] eu :
NAMM Booth #2716, 2166 WAE;:?"‘:W(\:/ :"’;2’8§:lte 330
Phone (714) 826-2271
Fax (714) 995-8079




e HEADPHONES

recorced tracks could be accomplished
with conventional playback speakers.
sound leakage became a problem.
(However, producer Phil Spector used
this leakage to great effect for his “Wall
of Sound” productions.) Headphones
became the monitor of choice for the
first wave of rock’s multitrackers.

Today. the home recordist utilizes
headphones as an instrument of isola-
tion. Few aparunent dwellers can blast
drum machines or sampled industrial
noise into the wee hours. Headphones
allow the home recordist the luxury of
laving tracks at any time without risking
eviction. Many musicians track and mix
entirely through headphones. The
need for increased quality has prompt-
ed manufacturers to design modecls
with extended frequency response and
enhanced listening comfort.

To help put all the choices into per-
spective, we've compiled a chart (p.
58) that lists headphones deemed suit-
able for home or pro studio use. Mod-
els considered purely for consumer use
were not included. The differences
between various models are fairly
straightforward, but the following para-
graphs claborate upon the features
incorporated into the chart.

Remember, headphones are the most
intimate of reference monitors, so thev
should not be purchased without a
“heads on” wrial. Bring familiar tapes
or CDs to test frequency response and
decrease the chance ol being fooled
by bass or treble boosts. Also, wear the

Koss PRO/4XL

headphones for awhile to see if they
are too tight, too loose, or exhibit an
awkward svmmetry.

TYPE

Dvnamic designs are easv to make,
dependable, and are the standard of
the industry. Similar to dvnamic micro-
phone designs. the transducer employs
avoice coil suspended in a static mag-
netic field.

Electrostatic models are more com-
plicated and require outside power (o
polarize a thin transducing diaphragm
suspended between two fixed clec-
trodes. {AKG's hvbrid dvnamic/elec-
trostatic model K340 does not require

LIST OF MANUFACTURERS

AKG Acoustics, Inc.
1525 Alvarado St.

San Leandro, CA 94577
tel. {510} 351-3500

Audio-Technica U.S., Inc
1221 Commerce Dr.
Stow, OH 44224

tel. (216) 686-2600

Beyerdynamic

56 Central Ave.
Farmingdale, NY 11735
tel. (5616) 293-3200

Fostex Corp. of America
15431 Blackburn Ave.
Norwalk, CA 80650

tel. (310) 921-1112

Koss

4129 North Port Washington Ave.
Milwaukee, WI 53212

tel. (414) 964-5000

Sennheiser Electronics Corp.
6 Vista Dr., PO Box 987

Otd Lyme, CT 06371

tel. (203) 434-9190

Sony Corp. of America

3 Paragon Dr.

Montvale, NJ 07645-1735
tel. (201) 930-1000

Stax Kogyo, inc.
16920 Halldale Ave.
Gardena, CA 90746
tel. (213) 538-5878

Telex Communications, Inc.
9600 Aldrich Ave. South
Minneapolis, MN 55420

tel. (612) 884-4051

Yamaha Corp. of America
6600 Orangethorpe Ave.
Suena Park, CA 90620
tel. (714) 522-3011

UENCER WITH
RT INTERFACE

' EZ MIDI PRO and
THE CMS-444C
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\ YOU BE THE JUDGE

SEGUENCER i b <
Al St=ndard Sequencing Functians YES YzS
Extended Memary/XMS YES NO
EMS [expanded memory) YES RO

Confizure MIDL Intertaze and Screens YES NO
frem Within Program

Muftiple Tempo Maps YES NO
Nultgle Meter Maps YES NO
VJ Meters on Screer YES NO
8 MiDi Ports Standard YES NO
Graphic MIDI Control €dt Screen YES NO
Yap Your Temoo in = YES | NO
"' Included YES NO
toad a Song with a Patch Change YES | NO
Bring Up Lynes on Screen When YEs [ NO
org Starts

Mndows SAA Stanasrd Convention | YES NO
3 MIDI Faders Assignable to Controters |  YES NO

Best Pnce and Mo Features $149 | 5249
INTERFACE -3l
Ralgnd™ Compatibh: B EEES
4 Ports In and Out I NO
Optional Programmable Timer i YES NO
Ufaume Wa ranty on Parts | YES NO
Prce | s298 | $3ag
Bundled Price CMs-444c/ MAX-32/
Secuencer and Interface EZ MIDI PRO | Cakewalk PRO
| $355 $549
| (Al Prces ano Feature from Manutacturer's Licemirs @b o 17-1739

| MORE FOR YOUR MDIIIE Y

The CMS-444 1s manufactured in the USA and has the
aughest guality control and a hfetime warranty on all parts

Cakewaix Pro™ of TTS. Inc. MGX-32™ of Music Quest. Inc
CMS 444C™ CMS Inc. . EZ MIDI PRO™ MIDI Concepts inc

382 N Lemon Ave » Walnut, CA 91788 » 714-194-1841
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EM Guide to Headphones

Manufacturer/Model Type Frequency  Sensitivity Impedance Power Handling EarCup EarCup Cord Length Price
Range (dB per mW)  (Ohms) Capacity Design Covering (Feet)

AKG K33 20 Hz-20 kHz 50 100 mW semi-open 66 $49
AKG K44 20 Hz-24 kHe ] 50 100 mW semi-open 66
AKG K141/2 c 20 Hz2-20 kHz 975 600 W semi-open 10
AKG K240DF dynamic 20 Hz-20 kH: 600 W semi-open 10
AKG K240M 20 Hz-20 kH. 600 W semi-open leatherette 10
AKG K270S 20 Hz-20 KHz 7 W sealed leathe 10
AKG K280 20 Hz-20 kHz 7 200 mW semi-open lea : 10 $
AKG K340 15 Hz-25 kHz 400 200 mW semi-open leatheret 8 !
AKG K400 20 Hz-26 kHz 9 120 W open n
AKG K500 dynamic 15 Hz- 27 kHz 120 W open 1
AKG K1000 system dynamic 20 Hz-20 kHz 120 W open 14 $2,199
Audio-Technica ATHI08 namic 20 Hz-22 kHz 1 40 a open fabric 98
Audio-Technica ATHI10 20 Hz-20 kHz ( 30 sealed 98 $99
Audio-Technica ATHI11 20 Hz-20 kHz 30 open 98 8
Beyer Dynamic OT100 j c 30 Hz-20 kHz 400 1 W sealed 10
Beyer Dynamic DT102 30 Hz-20 kHz 400 A sealec 10 $1
Beyer Dynamic DT211 30 Hz-18 kHz 40 W open 10 $49
Beyer Dynamic DT220 dynamic 20 Hz-20 kHz 02 400 V sealed 10 $
Beyer Dynamic D770 Pro amic 5 Hz-35 kHz 600 W sealed 10 3249
Beyer Dynamic DT990 Pro 5 Hz-35 kHz 6 600 W semt-open 10 $
Fostex T-10 65 H2-25 kHz 9 50 200 m open 8
Fostex T-20 printed ! 50 Hz-30 kHz 95 50 200 mW Semi-open 10 S
Fostex T-40 30 Hz-40 kHz JE 50 W sealed 10 $1
Koss CD 3 lynamic 15 Hz-20 kHz 60 W sealed 8
Koss CD 4 c 20 H2-20 kHz g 60 semi-open ! 8 $4
Koss ESP/950 ( 8 Hz-35 kHz 1 100,000 open leatherette 4
Koss HV/1A Plus 15 Hz-30 kHz g 140 open 10
Koss HV/PRO 15 Hz-35 kMz 93 100 ) mW open 8
Koss MAC/S 20 Hz-20 kHz 5 60 W semi-open 8
Koss MAC/7 y 20 Hz-20 kHz 60 seated 8
Koss Porta/Pro 15 Hz-25 kHz 7 60 A open 45
Koss Porta/Pro Jr 15 Hz-25 kHz 9 60 W open 3 45
Koss PRO/4AA 10 Hz-22 kHz 34 230 W sealed pne ite 10
Koss PRO/4X Plus 10 Hz-40 kHz 100 )0 mW seated € 10
Koss PRO/4AAA Plus 10 Hz-22 kHz 100 sealed 10
Koss PRO/4XL 10 Hz-22 kHz : 180 sealed 4/8
Koss PRO/75 10 Hz-20 kHz 4 180 W sealed 10
Koss PRO/99 dynamic 10 Hz-20 kHz 36 100 W sealed 10 §
Koss PRO/450 ynamic 10 Hz-30 kHz 100 W sealed 10/25
Kass TNT/55 15 Hz-20 kHz 1} 60 W sealed 8
Koss TNT/66 20 Hz-20 kHz 60 W sealed r 10
Koss TNT/77 y 15 Hz-20 kHz ¢ 60 100 mW sealed 10
Koss TNT/88 15 Hz-30 kHz 94 60 W sealed 10
Sennheiser HD25 jynamic 30 Hz-16 kHz 70 closed i
Sennheiser HD250 dynamic 10 Hz-25 kHz 300 closed 10 23
Sennheiser HD450 20 Hz-20 kHz 4 70 open foam 10 $99
Sennheiser HD450 Studio 20 Hz-20 kHz 4 600 open foan 10 $10¢
Sennheiser HD430 18 Hz-22 kHz 4 70 open 10
Sennheiser HD520 18 Hz-22 kHz )4 300 open 10
Sennheiser HD540 Reference 16 Hz-25 kHz 4 300 open Y 10
Sennhetser HD560 Ovation dy 16 Hz-30 kHz : 300 open 10
Sony MDR-7502 dynamic 60 Hz-16 kHz 45 W sealed leath 7
Sony MDR-7504 15 Hz-18 kHz 4 45 W sealed leatherette 10
Sony MDR-7506 10 Hz-20 kHz 63 1 0W sealed 10
Stax Kogyo SNB SRD-6sb 15 Hz-25 kHz ¢ 8 30w open r 7
Stax Kogyo Gamma Pro SRD-7 Pro 10 Hz-35 kHz 8 30w open 7
Stax Kogyo Gamma SRD-6sb ( 3 10 Hz-35 kHz 8 W open 7
Stax Kogyo Lambda Pro Classic/SRM-Xh r 8 Hz-35 kHz 50 k2 open 7
Stax Kogyo Lambda Pro SRD-7 Pra Crosts 8 Hz-35 kHz 8 J0W open 7
Stax Kogyo Lambda Pro SRD-P 8 H2-35 kHz 59 k€2 open 7 $799
Stax Kogyo Lambda Pro SBM-1 Mkz Pro 8 Hz-35 kHz SH kQ open 7
Stax Kogyo Lambda Signature SRM-T1 7 Hz-41 kHz 56 k2 a open 7 $
Stax Kogyo Lambda SRD-7sb 8 Hz-35 kHz 8 oW open 7
>tax Kogyo Sigma Pro SRM-1 30 Hz-35 kHz ( 5C kQ 4 open 7
stax Kogyo SR-30 Pro SRD-4 el 20 Hz-24 kHz 8 W open 7 5199
Telex V-100 10 Hz-20 kHz €00 W open 5 {modular) 127
Pelex V-200 10 Hz-20 kHz 630 W sealed 5 {modular}

4
yamaha RH-5M 20 Hz-20 kHz 2 sealed 8
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outboard power because it employs a
transformer within the headphone.)
Electrostatic headphones generally
reproduce more precise highs than
dynamic models.

The printed ribbon design utilizes a
transducer that moves like a piston to
ensure its sound reproduction is total-
ly in phase.

FREQUENCY RANGE

Many manufacturers offer models with
frequency response beyond the accept-
ed range of human hearing (20 Hz to
20 kHz). So why bother with head-
phones claiming a response of 5 Hz to
35 kHz? Well, depending on who you
talk to, the science of psychoacoustics
assumes humans can perceive fre-
quencies as low as 10 Hz and as high
as 50 kHz. If you're recording film
scores, museum exhibit audioscapes,
or theatrical sound-design productions,
it may be necessary to “hear” these
extended frequencies. tleadphones
with super-wide frequency response are
a boon to the home recordist who usu-
ally cannot audition subwoofer rumbles
at movie-theater volumes.

SENSITIVITY AND IMPEDANCE
These specifications determine how
much level the headphone can pro-
duce. Sensitivity ratings show the deci-
bel level attained by each milliwatt
input. High impedance values, such as
600 ohms, often are used in large studio
systems where multiple headphone con-
figurations are the norm (an entire
band tracking live, large vocal choirs,
etc.). This ensures that each headphone
delivers optimum level without over-
taxing the main power amp.

Low impedance values (50 ohms)
allow reasonable volume levels from the
wimpy headphone amplifiers included
in cassette ministudios an¢ some con-
sumer power amps.

POWER-HANDLING CAPACITY

Cassette ministudios, consumer audio
products, and headphone outputs on
most mixing consoles route only a few
milliwatts of power to the headphone
jack. So don’t get nervous if the head-
phones vou’re considering have a pow-
er-handling capacity of 100 milliwatts
(mW), and vour power amp is rated at
200 watts RMS. Pro-studio applications
involve different power requirements,
but the headphones on the chart
should survive normal professional use.

NUOro D200

%%g@ SAMPLER

LIBRARY

ROLAND 53553520 k™7

AKAI $-1000, S1000KB, S-1000P8, $-1000HD, S-1100
AX, SE, SE-HD, E , Turb

EM AX 5?3\)5(“ Voice DiTks, Vé‘?/:‘/)é;}: e

26 3.5” Voice Disks, VC1VC26
ENSONIQ 57 fsctne vy

$99 7 PER COMPLETE SET
|

EYE & | PRODUCTIONS (] RotAND [ EnsoNiQ |

930 Jungfrau Court

Milpitas, CA 95035 O akal L Emax |
(408) 945-0139 [ KORG 23 (Free info only) |
Name |
Address |
City State Zip |

*Limited to stock on hand/add $7.00 for shipping and handling |

NO EXPERIENCE
NECESSARY

Imagine yourself as a conductor who
doesn't have a score, leading a
group of players who lack
sheet music.

To begin a performance,
you tell the players
to play anything
they want. Then
you refine what
they're playing

with pitch, timing,
loudness and other
instructions.

That's what it's like to use Sound Globs. It lets you create music
interactively, developing the music while you're hearing it.

You create exciting music, even if you don't know how to put notes
on a staif, and even if you don't have a great playing ability.

Sound Globs works with every MIDI instrument, and
is compatible with all leading IBM sequencers.
A free demo is available.

116 Churchland Drive = Winston-Salem, NC 27101 « 919-722-0830
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Why can't
things work like
they should?

Suffering from MIDI-life crisis?

Now you can get musikey keyboard templates that
show commands and shortcuts for the major PC
music programs. Take the pain out of MIDI.

Double-sided, 5-color, die-cut templates fit over a
-~ standard PC 101 keyboard, showing all the tricks and
% shortcuts. Make your time count with musikey key-

| board templates. Glare-free and biodegradable.

musikey keyboard templates for:

Cakewalk
Band-In-A-Box
Sequencer Plus
Trax

Cadenza

Cakewalk Professional (on back)

GS MIDI Patches (on back)

Sequencer Plus, Jr. (on back)

Master Tracks Pro (on back)

Cadenza for Windows (on back)
musikref reference cards for:

| GS Standard Patches w /| GS Drum Note Layout

v \,j Only $5.99 Each - At Your MIDI Software Dealer
musikey © templates musikeef © reference cards

harvey & company

route 1, box 648v, sanger, tx 76266
(817) 482-3422

fax (817) 482-6753

Imaging, depth of field, and response previously unheard-of in small
console top monitors. A unique three-way design with an exclusive
down-firing woofer ensures true low frequency response and makes
imaging deep and powerful. Specifically designed to be fatigue free,
portable, and accurate. It is a world class reference for the real world.

“...simply mesmerizing imaging and depth of field in addition to
very clean and well-formed transients.” — Home & Studio Recording
“...excellent imaging and sound stage.” — Music Connection
For more information contact:

USCO AUDIO
2623 Canyon Drive, Hollywood, CA 90068-2417. Voice/Fax (21 3) 465-4370
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® HEADPHONES

EAR-CUP DESIGN

Sealed designs offer maximum isola-
tion and limit "bleed through” of track
sounds into nearby microphones. Iso-
lation is especially important for musi-
cians who monitor at high volumes.
(Loud monitoring is not recommend-
ed. Guitarist Pete Townshend attributes
much of his tragic hearing loss 10 head-
phone monitoring at blitzkrieg levels.)
However, even moderate monitoring
levels can cause “ghost”™ drums to
appear on acoustic guitar or vocal
tracks. Also, feedback can be a prob-
lem when recording intimate vocals
extremely close to the microphone.

While sealed designs are helpful dur-
ing tracking, enclosed systems can
cause resonance problems that are
undesirable during mixdown. Some
manufacturers are accomplished at
engineering optimum tonal accuracy
despite the proximity problem, but it
pays to carefully audition closed
designs for frequency anomalies.

It is not a bad idea to employ a sep-
arate, more accurate headphone sys-
tem for critical referencing and mix-
down. Semi-open designs often employ
acoustic chambers behind the trans-
ducer to vent (and smooth out) low
frequencies. Completely open systems
are touled as offering the truest fre-
quency response.

Despite the increased chance of
sound leakage, don’t dismiss the value
of open headphones for tracking.
Open and semi-open designs provide
singers a more “natural” monitoring
environment, because the sound of the
voice in the room is not sealed out.
Many singers are more comfortable
hearing their voice this way.

EAR-CUP COVERING

People often get squeamish about what
touches the sides of their face. If this
sounds silly, vou haven’t witnessed stu-
dio cats rummaging through twenty
pairs of headphones to find a set that
doesn’t feel “icky.” (It really happens.)
Obviously, manufacturers are sensitive
to the ear-cup issue, and have varied
ideas regarding suitable coverings.
Some even offer different coverings
within the product line. A few models
have ear cups that can be removed for
cleaning or replacement.

CORD LENGTH
Few things are more frustrating than
a short headphone cord. Sure, exten



sions are readily available, but some-
times too much of a good thing gets
tangled around microphone stands and
chairs. If you use headphones as the
primary monitors in your home studio,
make sure the basic cord length allows
easy access to your instruments and
mixing board. It's no fun being at the
“end of your rope” and having the
headphones ripped off your ears every
time vou turn away from your key-
boards to tweak the EQ on your mixer.

HEAD ‘EM OUT

When you deal with a lot of manufac-
turers, you find many differences in
how they promote their products. For
instance, the subject of headphone
weight caused a lively dialog. We delet-
ed this category from our original chart
outline because we deemed it of little
interest to EM readers. However, dur-
ing the initial gathering of specifica-
tions, several manufacturers com-
mented on the missing category. They
stated that broadcasters and profes-
sional recording engineers are con-
cerned about headphone weight, due
to the comfort considerations of
extended use. Other manufacturers
balked at the category, fearing con-
sumers might think a lightweight head-
phone was cheaply constructed.

A completely unscientific survey of
local broadcasters, engineers, and
recording artists revealed that 90 per-
cent think you’re nuts if you ask them,
“Are you bothered by the weight of
vour headphones?” We deleted the cat-
egory. (Most professionals were more
concerned with maximum adjust-
ments—large head sizes unable to
thwart pinching and small head sizes
unable to remedy slippage.)

The main factor to keep in mind is

Sennheiser HD25

personal preference. You’ll probably
do a lot of singing and overdubbing of
instruments with these things on your
head. Many musicians just want head-
phones that sound good, but it also
helps if the ear-cup pressure (and even
the covering) is comfortable. It’s espe-
cially distracting to attempt soulful
vocals when the headphones pinch.
Beware of models that accentuate
mid and/or treble frequencies. A con-
stant barrage of sheering mids can
induce swift auditory fatigue, a guar-
anteed productivity buster if your apart-

ment-based studio forces you to moni-
tor everything on headphones.

In the end, determining which head-
phones suit your needs will probably
be based on subjective considerations,
regardless of what the chart specs say.
The intimacy of headphone monitor-
ing can have a direct influence on how
you perform and/or mix your music, so
make sure your audio umbilical cord
offers the appropriate sustenance. ®

(Special thanks lo edilorial assis-
tant Mary Cosola for compiling the chart.)

Hanual Crossfade

Autonatiec Crossfade

ady

A

' v
* 2
Read Only

48 d:\snare.

NO MORE EXCUSES!

If you've been wanting a hard disk recording system but thought
you couldn't afford one, we've taken away your last excuse.

System - hard disk recording and

Introducing
editing on your AT-compatible.

CiirdlD)™ $795

The CardD is an
AT-compatible bus board
that gives you:

o Real time direct-to-disk
stereo recording and
playback

o True professional-
quality 16-bit audio

e Stereo analog inputs
and outputs

e 3%Hz, 44.1 kHz, and
48 kHz sampling rates

that features:

editing

zoom-out
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¢ On-line help
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The EdDitor is an
interactive stereo
waveform editing program
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¢ full zoom-in &
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Minneapolis, Minnesota 55416
612/559-6104 Fax 612/544-5573
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MIDI has simplified

the music-making process,

but at what price?

62 Elactronic Musician

February 1992

n article published recently in a respected indepen-
dent #ilm journal claimed that no decent film score
would ever come from a MIDI studio. The author
an experienced film composer, argued that MiDI-
produced music was “mechanized, quantified, [and]
predigested” and could never replace “real musi-
cians.” Furthermore, it stated MIDI wasn’t any
cheaper.

Seeing as | make a decent portion of my living
doing film scores in my MIDI studio, | was rather
taken aback by this thesis. It suggested that every-
thing [ and my fellow M1DI-heads have worked on
for the last decade or so —making synthesizers sound
better, designing software that improves creativi-
ty, bringing professional tools to affordable price
brackets, and designing elegant and cheap ways to
link sound and pictures —has been for naught. But
after a few days reflection and some concentrated
radio and TV listening, | began t0 agree with him.
I also find most MIDI music —and not just music for
films — predictable, mechanical, and boring. (He
was dead wrong about it not being cheaper, but
that’s a different article.)

The writer blamed MIDI itself, and on this crucial

point | disagree. MIDI doesn't kill musie, musicians
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No matter where you go,

there we are.

Whether you're recording, compos- bination of sound, sequencing and exclu- So no matter what kind of music
ing, playing live or just getting started, sive performance features, with a friendly you make, we've got you covered. And
do yourself a favor. Do it with an user-interface and new 32 voice polypho- 2 there you are.

ENSONIQ synthesizer.

ny. (Factory-direct upgrades on existing .\ =~ For the dealer nearest you, call

Our combination of advanced syn- SD-1's and VEX®'s are available.) * . 1-800-553-5151.

thesis, dynamic effects and
creative sequencing is
second to none. That's
because we pioneered
the synth workstation
concept, and have
honed it to perfection in a
line of synths that are right
for any player in any situa-
tion.

Our top-of-the-line SD-1
32 Voice Music Production
Synthesizer is the perfect com-

Our SQ-1 PLUS and 76-key ~ ° N T
$Q-2 Personal Music Studios N e ) - l"’leasecsfnd dme rh; FREE ENSONIQ’
= Guide to Choosing a Synth vs. a Sampler.
Off(?r d complgt.e'range of Please send me information on : () SD-1 32 Voice
musical possibilities to the 5Q-2 [15Q-1 PLUS/SQ-R PLUS (J EPS-16 PLUS
budget-conscious musician. Name
And our SQ-R PLUS gives you
the great sound of the
$Q instruments in a
rack-mount — the per-
Of course, ENSONIQ has long been fect addition to any
an acknowleged leader in affordable M|DI setup. And all
samplers, such as the EPS-16 PLUS the SQ series feature

Digital Sampling Workstation and >
EPS-16 PLUS rack-mount unit. 21 voice pOIyphOﬂy.

Address
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State Zip Phone

Mail to ENSONIQ, Department E-25
155 Great Vailey Parkway, Malvern, PA 19355
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How Two Men Separated Jim Morrison
From Thousands Of Screaming Fans.

Without ever leaving the safe-
ty of the digital domain provided by
ADAP sound designers
Stateman and Gershin
layered hundreds of crowd
samples, replaced dialog,
prepared tracks, designed
special audio effects
and synchronized foley.

Armed with powerful

PO RIS T T,

16-bit ADAP systems, they created an
entire world of audio illusion for Oliver
Stone’s blockbuster movie,“The Doors”
They did it all with unsurpassed
digital sound quality, while being
able to take their sound creations
from their stationary ADAP
workstation directly to the sound

stage using the fully compatible
ADAP PORTABLE.

Wilie Stateman and Scott Martin Gershin

of Soundelux, Inc., creators of digital sound

effect tracks for“The Doors,” shown with the

ADAP PORTABLE and Atari laptop STACY.

And they're not alone. These

days, more and more film and post
production houses, recording studios,
and radio and TV stations are using
ADAP to bring audiences to their
feet. And all this at the best price/
performance ratio in the industry.

@ Hybrid Arts, Inc:
Good Things From A Small Box.

Hybrid Arts, Inc. 8522 National Boulevard, Culver Ciry, CA 90232  (213) 841-0340 US Fax (213) 841-0348  Int'l. Fax (213) 841-0346
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kill music. MIDI has made it possible,
even easy, (o create “perfect” music,
precisely programmed and absolutely
identical every time it’s performed. But
MIDI-based music that sounds live, as
if it were performed by human beings
instead of machines, is a rare com-
modity. And only music can commu-
nicate human values that listeners find
worth listening to. This becomes more
true as music ages. In 2015, “Classic
Hits” radio will not be plaving New Kids
on the Block and Vanilla Ice.

MIDI has been a wonderfully democ-
ratizing influence, encouraging many
musicians who otherwise could not pos-
siblv afford 1o produce good-sounding
stuff to try their hand at making
records, performing, scoring images,
or simply enjoving themselves. It’s
fueled a tremendous technological rev-
olution, inspired countless software
and hardware designers and indepen-
dent record labels, and created a new
genre of magazines such as EM.

But MIDI also has caused both man-
ufacturers and consumers to become
lazy. When it's so easy to make every-
thing sound so good, why even work
at making music? That’s the trap MIDI
musicians have fallen into.

IS MIDI TO BLAME?

It’s fashionable to complain that MIDI
isn’t good enough for doing “real”
music. But in reality, despite the
inevitable compromises that went into
its adoption, MIDI is an extremely well-
designed descriptive language for musi-
cal performance.

Before electronics, all music was cre-
ated by physical gestures, such as
singing, whistling. and beating. MIDI,
with its carefully defined but wide-rang-
ing command set, provides an excel-
lent modeling system for physical ges-
tures. A musical sound starts, it grows
and changes, it stops. All of these
actions are reflected in the MIDI com-
mand set.

Then what's the problem? Because
MIDI tools do so much immediately
and bring so much power to even the
poorest (in both senses of the word)
musician, it's incredibly tempting to
let the tools do all the work. There's
an old joke about a guy who hears a
certain machine will do half his work
for him, so he buys two. When the 100ls
do all the work, however, the musician
gives up the responsibility of creating,
and what comes out only will speak to

other tools, not other humans.
Rather than take advantage of the
new horizons MIDI technology opens,
many musicians simply use it as a faster,
cheaper means to the same old goals.
In the process, their horizons get even
smaller, and the genres they work in
become even more restricted.

USER-LAZINESS

The most commonly cited fault in
MIDI composition is over-reliance on
quantizing. Quantizing robs music of
any rhythmic subtleties. And while it
often helps compensate for a lack of
technique, it also eliminates much of
what we hear as phrasing. Phrasing is
more than note durations and volumes.
it’s also small changes in timing: A note
that’s delaved slightly will sound
emphasized, while notes that are
plaved ahead of a beat tend to be de-
emphasized. Quantizing completely
destroys this.

Step-time entry is even
because durations are quantized as well
as attacks. If you ever feel like taking a
glorious phrase by Mozart and squeez-
ing all the life out of it, enter it into a
sequencer in step-time.

Another familiar bugbear is depen-
dence on factory sounds. Synthesizers
admittedly are hard to program, and
the folks at the factory know a lot more
about it than you do. But becoming a
slave to their taste is a sure-fire way (o
lose any semblance of individuality in
your music.

Factory sounds are designed to show
off an instrument in a music store, to
grab vour attention and wrench your
gut. While these qualities are useful,
successfully composing, arranging, and
producing a project also requires sub-
tlety, expressiveness, and the ability to
blend.

In addition, factory sounds get old
fast, as a quick lisien to the cheapo
music behind most late-night TV ads
will attest. A fundamental principle
related to this phenomenon occurred
to me a few years ago, after a particu-
larly boring computer-music concert:
Any sound, no matter how beautiful
and complex, becomes boring if you
repeat it often enough.

worse,

HALF A SPEC

Just as neurologists theorize that we
normally use only a small part of our
brains, most MIDI users take advan-
tage of only a small part of the MIDI

The otherhalt
of your Proteus

128 new presets in ROM
]
Sounds include pop, rock,
synth and ethnic
[ ]
Full factory warranties
from E-mu and InVision
[ ]
FREE quarterly user presct updates

Call
for a free demo cassette

(800) 468-5530

InVision Interactive
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spec. How many of us have ventured
beyond Note Ons and Offs, the occa-
sional Sustain Pedal, and mavbe a little
Mod Wheel or Pitch Bend? Knowing
when a violin note starts and stops is
only a small part of what that note is
all about. So it should be with a MIDI
note. But few MIDI composers bother
to usc footpedals for anything other
than volume, or aftertouch for real-
time timbral changes, or breath con-
trollers or joysticks for anything. Ask
vourself: Do vou even know how to pro-
gram your synths to respond to that
kind of control?

Finding or designing “the perfect
sound” too ofien becomes the goal: We
just hit a key and walk away while the
music unfolds by itself. But music is
not what happens when vou push a but-
ton; music is what vou do with the
sound after the button is pushed. Every
note that comes from a saxophone is
different; the pitch, vibrato, tone, and
volume contour all differ. How dare
we play a few notes on a keyboard and
call it a sax line!

Reliance on Note Ons often creates
repetitive pattern-based music that

leaves little room for nuance or expres-
sion. Evervthing that isn’t dance music
sounds like Philip Glass: It becomes
non-physical, non-human music. (Yes,
Glass is a successful composer, but if
your only goal is to write like him, you
don’t need to read this article.)

It takes a traditional musician years to
master a single instrument, to develop
the ears, the micro-muscular responses,
and the aesthetic sensitivity to make it
produce music that others want to
hear. Remember the first time you
picked up a flute or a trumpet: Could
vou make any sound at all? The first
time vou pick up a new synth, it may
sound great, but you are a long way
from using it to its full capabilities.

The MIDI studio is, after all, a musi-
cal instrument. And like any other
instrument, it needs to be mastered.
Most of us don’t give ourselves enough
time to learn its parts. Every synth,
every patch on every synth, has a playing
technique. A good patch should pro-
vide room for exploration and expres-
sion, but most of us just choose some-
thing quick and simple.

Samplers are particularly seductive. A

Exclusive Direct Out ————
(DO) switch maximizes flexibility.

Allows reconfiguration of

M1500 Series mixers without use

of external patchbays

3-band EQ with—~

sweep mid-range

In line configuration allows —— S

easy monitoring of channels,
use as separale monitor mix
or double number of inputs
for mix-down

Link (3-4 to 1/L-2/R) /

allows buses 3 & 4 to be
used as a sub-group
during mix-down

sampler records the sound of a specif-
ic instrument plaving a specific note
in a specific way. Many users think
that’s all it takes to capture that instru-
ment. But to convincingly re-create a
real instrument requires many samples,
many ways to choose among them that
make musical sense, and a playing (or
sequencing) technique that reflects an
understanding of how the instrument
is played.

Proper use of velocity, aftertouch,
and mod wheel can effectively simulate
a real violin performance. But if you
don’t know exactly what a violin sounds
like, you won’t fool anybody.

MIXING

Because the technology gives MIDI-
users a rich vocabulary and great con-
trol over so many aspects of the music,
many start to believe they can handle
the composing, arranging, mixing,
recording, and editing all by them-
selves, with equal facility. MIDI is
empowering, but it’s not magic. Some
of us, let’s face it, can’t deal with all
that. ’'ve been mixing music for near-
ly twenty vears, but when I have an




-

L e

important project, I still hire a mixing
engineer.

A lousy mix can be a dead giveaway of
what would otherwise be an acceptable
MIDI-produced track. In an acoustic
session, an engineer would never
spread out a piano so it takes up the
entire stereo image and then put a five-
piece horn section in mono, dead cen-
ter. But an inexperienced MIDI musi-
cian, equipped with a brass patch on a
one-output synth and a stereo piano
sample, might do just that.

Onboard processing, while it can
make a synth sound much better in the
store, can get vou into trouble in a mix.
A half-dozen synths mixed together,
each with its own peculiar reverb, often
results in a mishmash of unrelated
acoustic spaces that sound unreal and
out of control.

The other side of the coin is that
MIDI makes it too easy to sound good.
In the past, a killer piano sound
required a quality piano, mics, room,
and engineer. Today all you need is a
$500 box. Good-sounding instruments
make even bad music sound decent to
the non-discerning ear.

_— 8input/4 buss output/8 monitor

_— 3 Auxsends,
Aux 1, pre or post;
Aux 2 & 3, either post
or dual (monitor) send

————— Dual Master allows for
mixing of dual section to
either buss 1/L-2/R
\ or buss 3-4

SUM 1+3 switch allows
Aux 1 and 3 to be summed
to allow signals from both
main and dual sections
\ to be sent to one effects unit

2 stereo and 2 mono
effect returns

HARDWARE LIMITATIONS
Before you start believing it’s all your
fault, realize that manufacturers share
the blame. Few manufacturers produce
anything that challenges the status quo
of MIDI. Wonderful new products
come out all the time, but few offer
any radical new ways to exploit MIDI.
And if thev do, they are difficult to find,
because nobody knows how to support
or sell them. Occasionally a major man-
ufacturer dares to create something
truly revolutionary. But unless it's an
overnight smash, the manufacturer usu-
ally gives up on the product before it
has a chance to take hold.

Here’s an example: An important
characteristic of string and wind instru-
ments is that the speed and depth of
vibrato are independent of each other.
In the vast majority of digital synths,
however, a patch’s LFO speed is fixed.
Even if vour synth lets vou control
speed and depth separately (like the
Kurzweil 1000 series and Oberheim’s
Matrixes), vou’ve probably never tried
to set up a patch that takes advantage
of this capability. This isn’t because
you’re dumb; it’s because the manu-

facturer has buried it in the software
not bothered to explain it in the man-
ual, and failed to provide any presets
that illustrate it.

Another example: Real singers and
wind players can only produce one
note at a time. but they get from one
note to the next in a variety of ways,
like sliding, breathing, or tonguing.
Most synths have a switch for “mono”
mode, but few actuallv behave anv dif-
ferently or offer any useful choice of
articulations when they are in this
mode. A “legato” controller is in the
final stages of being written into the
MIDI specification. but it fails to dictate
how instruments will behave in “legato”
mode; each manufacturer must take its
own initiatlive on that front.

In fact, of the many useful additions
to the MIDI spec in the last few vears,
few—except for MIDI Time Code and
MIDI Sample Dump—have become
common practice. Instruments that use
general purpose controllers, or regis-
tered and non-registered parameters,
are still quite rare. Controller matrices
finally are appearing in synthesizers,
samplers, and processors, but few of

YOU GET WHAT YOU PAY FOR.
AND GET. AND GET. AND GEL.

One look at the features of the new M1508 (left) and you'll agree that
it’s a lot bigger than it appears. And, if you like what you get with our rack-
mountable 8-channel M1508, you'e gonna love the 16-channel tabletop
M1516 all the more, because it lets you simultaneously utilize up to 32 input
sources for mixdown, plus two stereo and two mono effects returns.

One way or the other ($1149* for the M1508, $1849* for the M1516),
you'll get what you pay for, over and over and over again, at your nearest

TASCAM

@ 1992 TENC America, ., 7733 felegraph Road, Montebelio, CA 90640 213/ /26-0303. *Suggested retail price

TASCAM dealer.
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virtually all of a lead vocal from a standard stereo
record and leave most of the background untouched!
Record with your voice or perform live with the
backgrounds. Used in Professional Performance yet
connects easily to a home component stereo
system. Not an equalizer! We can prove it works over
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Before You Buy!-
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these devices include factory patches
with complex controller maps.

You could argue that constant tech-
nological innovation actually harms the
cause of MIDI music. Many users feel
pressured to have the latest, hippest
noisemakers, so they never get a chance
to fully explore each new toy before
they move on to the next one.

SOFTWARE INTIMIDATION
Sequencer manufacturers often throw
in new features without carefully con-
sidering how they will be used. A mod-
ern computer sequencer must deli-
cately balance comprehensiveness and
accessibility, or it will stifle the user’s
creative flow. For example, if you have
to wade through all of a program’s fea-
tures to use its basic functions, you'll
probably become frustrated and give
up altogether.

At the same time, many programs still
lack functions that could help the real-
ism of sequenced music enormously.
For example, you should be able to tell
a track to rush or drag progressively over
a period of time, as a real instrumen-
talist often is asked to do.

Truly useful System Exclusive capa-
bilities are also long overdue. Many
sequencers offer SysEx recording and
playback, so a synthesizer (or even a
whole studio) can be reprogrammed
at the beginning of every sequence, but
this could go further. Some synths only
reach their full expressive capabilities
when controlled by SysEx. To exploit
this, sequencers need to give the user a
chance to edit SysEx data like text and
then send it within a sequence like any
other MIDI event.

WHAT CAN YOU DO?
Despite our film-composer friend’s
experience, there are people out there
creating great music with MIDI. Here
are some things you can do to make
sure you're in that group.

e Master your instrument. Take time
to learn what your studio can do, and
get good at doing it. Try to avoid spend-
ing all your time looking for the latest
and coolest hardware, but work with
what you’ve got. As one successful, but
frustrated composer told me, “I've got
all the tools I ever wanted. Now I wish
they’d just leave me alone and let me
make music!” Maybe you can get the
complex sound you want by layering
two instruments, or using processing,
instead of searching for that one synth

you think will do it all for you.

For a good exercise, try working with
classical pieces, and see if you can make
them sound convincing on your equip-
ment. It doesn’t matter if you don’t
have a string sampler. You don’t need
a specific acoustic sound to make an
orchestral point. You can instead use
something that fulfills the same func-
tion as that sound, and make it come
alive under its own terms. For example,
where an orchestral composer would
use a viola section to fill in a chord,
you might get the same effect with a
vocal pad. While it won’t sound exact-
ly the same, it might fit well with the
rest of the sounds you use.

® Learn how to make music breathe.
Sometimes it helps to think of each
instrument as a human voice and shape
each line as if you were singing it.
Whether you're imitating an instru-
ment or creating something entirely
new, imagine how that instrument feels
to play, and figure out how to translate
that into finger and controller move-
ments.

e Learn about orchestration (see
“Electronic Orchestration” in the
September 1991 EM for a start in the
right direction). The principles of
orchestrating for electronic instru-
ments are largely the same as for acous-
tic instruments: Different timbres
should complement each other and
stay out of each other’s way. Make sure
each line has its own distinct spectral
space. Keep things from getting muddy.
Learn about mixing; it goes hand in
hand with orchestration. Learn how to
create spaces with processing and how
to keep elements distinct even as they
blend.

* Try alternative controllers. Get a
couple of drum pads, or try a MIDI gui-
tar. Even the lousiest MIDI guitar does
note and chord combinations that are
clumsy to do on a keyboard. If you sing,
spend some time with a pitch-to-MIDI
converter. If you play woodwinds—even
a pennywhistle or a recorder—try a
MIDI wind controller. Even at the sim-
plest level, one of these can add new
layers of expressiveness to your music.
And if you really get into it, you can
create a unique compositional voice
for yourself.

If you can devote time to them, look
at the truly alternative controllers from
Don Buchla, or alternative composi-
tion programs like M or Music Mouse.
Try to expand your vocabulary beyond



r]:lke hold of vour music with Cakewalk™
The Cakewalk MIDI sequencer lets you
shape musical ideas into new forms. With the

click of your mouse or a few simple kevstrokes,

vou can change velocities, adjust tempos, quantize
rhythms, extend tracks, transpose pitches and much
more. Cakewalk's intuitive interface and on-line help
get you up and playing in no time. And with 256 tracks,
Cakewalk gives vou plenty of room to experiment.

Cake For Pros.

If you're making a living making music, take a look at Cakewalk
Professional™ Don’t let the low $249 price fool you. Cakewalk
Professional is loaded with features that you would expect only
from higher priced sequencers, like support for all SMPTE
formats, over 32 MIDI channels, and multiple interface hoards.
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It’s a LIVE!

Build a playlist of up to 128 songs for your
live performances. Play along to your own tracks
without delays between songs. Cakewalk LIVE! loads
and plays standard MIDI files, so you can use it
with any MIDI software package. Lists for $49.

Oh Romeo.

The Romeo Music Cakewalk Series is a three-disk set loaded with
over 60 multi-track song files of classical, jazz, pop, and drum
patterns. Just load the songs into Cakewalk and start playing
along, or “sample” any of these sequences for use in your own
MIDI compositions. Commissioned by Romeo Music Inc. exclu-
sively for Twelve Tone Systems. Only $29.95.

Get a Piece.

For more information on the full line of Cakewalk MIDI software
products, give us a call at 800-234--1171. Ask about our
free catalog. Order the Cakewalk demo diskette for only $10.00.

Cakewalk is also served at finer music and computer software
stores everywhere.

Cakewalk Highlights

m 256 tracks
® MIDI/SPP with Chase Mode
NEW! m MIDI metronome
@ Multiple sequence views,
incluzfing piano roll, event list,
measure and track view
NEW! m Enhanced real-time controls
a Step record
NEW' m Fractional tempos
# Event filters
® Standard MIDI File formats
® On-line help
® Mouse support
# Extensive edit commands
® No copy protection!

The #1-selling
MIDI sequencer
for IBM PC-
compatibles.

Only 8150!

EDITCRS
CHOICE
Cakeralk 2.0 Nov. '88.

Other products { are trad

Outside of U.S.,
call 617-273-4437.

Cakewalk Professional
Highlights
All the features of Cakewalk, plus:
& Direct SMPTE/MTC
NEW'! m Built-in fit-to-time command
8 Percentage quantization
NEW! m 48-480 pulses per quarter note !
m Cakewalk Application Language (CAL)
® Powerful keyboard macros
NEW! m Supports multiple MID! output ports
NEW'! ®m Supports over 16 different interface

boards
® ...and more d

I
|
|

| Twelve
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akewa
Watertown, MA 02272

Priees are subject to change without notuce. Cakewalk and Cokewalk Professinal are trademarks of Tuelve Tone Systems, Inc.
rks of thewr respective manufacturers.
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MIDI-CYMS

the Note On/Note Off totalitarianism
of keyboards.

¢ Get out of the studio once in a
while. Go out and listen to some real
music: not Milli Vanilli, but chamber
music, jazz, or ethnic music. Hear how
these performers use subtle changes
in time, pitch, timbre, and vibrato to
make their expressive points. Think
about how you can adopt some of those
lechniques to vour music.

¢ Collaborate. MIDI is making one-
man bands out of many people, but
not all of us are up to the gig. Even if
you have the best instrumental, orches-
tration, and engineering chops in the
world, you can gain perspective by
working—playing, programming, or
mixing—with someone with a differ-
ent perspective.

The All New and Innovative!

CHOKE CIRCUIT ™ /PAD INTERFACE MIDI UNIT

CAN WE DO THIS?

I believe in MIDI. I have spent the past
eight years immersed in it, and it has
changed my life in more ways than 1

CP-16 Features inchude: MIDI-CYMS”

Fully MID! Implemented CHUKE CIRCUIT™ MID1 Cymbal Trigger Pads now available

Comprehensive Pad Interface Capabilities with
such as: NEW/! RUBBER PAD OPTION

Up to 4 Note/Slots per Trigger

Pitch Bend by Velocity with a
4 Point Envelope

Extensive Hi-Hat Capabilities

I3

(A Di. of Green'e
840 W. VALLEY BLVD.
CA. 91803
(818) 2824156 FAX: (818) 282-6242

Start with our
V-22 dual-port
MIDI interface,
and when
you're ready,
move up to

a V-24s.

Four MIDI ports,
64 channels.
SMPTE
reader/generator.
Audio click detector.

You can even

add MPU-401
compatibility.
Upgradable.
Affordable.

A strategy that
defines the future of
PC MIDI interfaces.

Vo
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can count. I intend to keep working
with it for a long time. Needless to say,
it drives me nuts to hear “It isn’t good
enough,” or “It isn’t pro,” or “I want
real music.”

We, as users and de\'elop('rs, have
not done all we can to realize MIDI's
potential. But it's not from lack of
desire. We all (well, most of us) live in
the real world and are constrained by
real-world economics. Manufacturers
have to sell to fickle customers, com-
pete in a highly fashion-conscious mar-
ket, and constantly introduce new
products to stay competitive. Users
must justify the costs of their equip-
ment, meet client schedules, and feed,
house, and clothe themselves and their
families. Few of us on either side of the
equation have unlimited time to exper-
iment, to play, to continuously seek
out new forms of creative expression.

But unless that precise form of play
is encouraged, and unless MIDI dem-
onstrates its creative—not just com-
mercial—potential, it will always be
associated with “machine music.” And
that will be a great loss to humans.

Paul D. Lehrman is a composer,
consullant, and author, who has been work-
ing with electronic music since 1968. He
is on the faculty of the Sound Recording
Technology program al the University of
Massachusetts at Lowell and serves on the
Executive Board of the MIDI Manufactur-
ers Associalion.



WHATEVER YOUR TASTE

Whatever your platform (be it Atari;*Apple
Macintosh™ or the PC®), you can enjoy the wonders
of Cubase...The Freshest MIDI software tool available.

Cubase is renowned for its user friendliness.
intuitiveness and flexibility. M-ROS (MIDI real-time
operating system) lets you record, edit and arrange
your music in ‘real-time’ in a logical graphic envi-
ronment. where all functions are available (even
saving your work to disk) without stopping.

Cubase adapts to the way you work, offering more
ways 0 manipulate. edit and arrange your music
than you ever imagined. Everything you need is at
your fingertips: Linear or Pattern-based sequencing:
4 Graphic Edit windows (each with a dedicated tool

box): a Logical Editor for event-specific manipulation:
8 crealive Quantizing options (including user definable
Grooves); add-on modules which range from MIDI
Processing to composition assistance: and File-Format,
compatibility between computer platforms.
Whatever your musical style, or the way you work,
or the computer you use, we invite you to savor
the many flavors of Cubase...\Vhatever your taste.

*Windows 3.0™ 386 S\ and up

Sta.nbarg 17700 Raymer Street. Suile 1001
~ Northridge, California 91325
JONES 818-993-4091 FAX: 818-701-7452

Apple Macintash are registered trademarks of Apple Computer Corp Ater 15 @ registered trademark of Atari Corp Windows 3018 a registered trademark of Microsoft Corp

SEE US AT NAMM BOOTH 2631 - HALL C
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The MT120 with 5-band EQ.

Creative freedom. And a bit more.

Quite a bit more. Like getting a rock solid bottom end
from the kick drum. Like bringing more brilliance to a cymbal.
Like making a dull guitar track scream. All from a four track
cassette recorder with an integrated mixer and a 5-band
graphic equalizer. When you go in to your local dealer,
don't ask for the MT120. Demand it.

YAMAHA

199! Yamaha Corporation of America. Profeasional Audio Products, P.O. Box 6600, Buena Park, Calilornia 90622
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FROM THE TOP

The EM Glossary

By Lachlan Westfall

The terminology

of electronic music
fromAto Z ...

well, actually from A
to W, but who's

counting?

n the unlikely event

you've run across an unfa-

miliar term in the pages of

EM (ahem), here's a list of
definitions designed to keep you in the
know.

ADSR

Acronym for Attack, Decay, Sustain,
Release. Describes the four stages of a
standard envelope generator. (See
Envelope Generator.)

AES/EBU

Digital audio standard developed joint-
ly by the Audio Engineering Society
(AES) and the European Broadcast
Union (EBU). The standard describes
a format for transmitting stereo digi-
tal audio along a serial cable. Although
balanced XLR is the only “official”
cabling format, fiber optic and coaxial
cables commonly are used. (See Bal-
anced/Unbalanced, S/PDIF.)

AFTERTOUCH

MIDI message that indicates the
amount of pressure applied to a key,
or keys, after they have been depressed.

ALGORITHM

A pattern of information or set of

instructions. In electronic music, an
algorithm can define the specific set
of parameter values to create a sound
on a synthesizer (as in a DX7 patch), or
specific permutations of MIDI dara per-
formed by computer software (as in
“algorithmic composition™).

AMPLIFIER

A device or software algorithm that
increases the amplitude of the voltage,
power, or current of a signal. Com-
monly refers to a device that increases
the volume of an audio signal. (See
ADSR, Envelope Generator.)

ANALOG

An audio signal is an electrical repre-
sentation of, i.e., is analogous to, a
sound waveform. The signal’s voltage
fluctuates in the same pattern as the
speaker cone that reproduces it. Ana-
log synth technology uses electronic
components, including oscillators, fil-
ters, and amplificrs, (o create electrical
signals analogous to the audio wave-
furins they represent. (See Oscillator,
Filter, Amplifier.)

AUTOMATION
The act of controlling aspects of a
music studio automatically. For exam-

ple, mixer automation allows vou to
record the movement of the volume
faders or mute switches so that they
will consistently repeat their move-
ments.

BALANCED/UNBALANCED
Terms used to describe two types of
audio cable conventions. Unbalanced
cables, such as standard guitar cords,
use two wires. One wire carries the
actual audio signal and the other is
used for ground. Balanced cables, such
as three-pin XLLR microphone cables,
use two wires for the signal and one
for the ground. One of the signal wires
carries the sound, while the other car-
ries an inverted copy. When the signal
reaches the destination, the inverted
copy is flipped and added to the orig-
inal. Anv noise added by the wire also
is inverted. When combined with the
“non-inverted” noise, the two noise sig-
nals cancel each other out.

BYTE

A piece of digital information. Much
like each word is a piece of an English
sentence, a series of bvtes typically
makes up digital messages. In MIDI,
bytes are made up of eight bits, and
most messages are two or three bytes in
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TDK's NEW
SM
CASSETTES:
“IT'S ABOUT
TIME"

&m PROFESSIONAL
MASTER SERIES

® Now available in 10, 20, 30, and 60
minute lengths.

@ Superior high bias cassette for
studio and demo recordings.

® Uses top-quality SA tape pancake
for low noise and wide dynamic range.

@ Ask for our new A/V catalog.

+) SONOCRAFT

575 Eighth Avenue
New York, NY 10018
TEL. 800-274-7666
FAX 212-564-9488

LISTEN

Interactive I:ar Training
on the Maciitosh®

Can you
hear the

music?

& fie Jdy

Window [uercise Meternial Oplions Level

Hmmnmn
i (NSRS Squs 184

7th Chords

Notatiwn g o

» Matching and multiple-choice exercises

¢ Choose keys, scales, range, inversions..

¢ Use Mac sound or MIDI instruments

* Melodic and harmonic exercises:
Melody, Growing Melody, Intervals,
Triads, 7th, 9th, 11th, 1 th Chords,
Interval Nammg Inversion Naming,
Chord Naming, Tuning, and more..

¢ To order, send S check cg mor:\ey ord)er:

$99 (includes shipping
\‘“"’/,' Call for brochure or
educational lab-pack info.

/I\\\ (510) 5264621
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length. What's a half a byte? A nibble,
of course.

CLICK TRACK

Audio “clicks” recorded on one track of
a multitrack tape recorder. The clicks
indicate the tempo of the music on the
tape. These clicks help musicians play
with the recorded music, or they can
be translated into MIDI svnc. (See Syn-
chronization.)

CONTINUOUS CONTROLLERS

A set of MIDI messages, such as Mod-
ulation Wheel and Volume, that rep-
resent dvnamic or continuously chang-
ing aspects of a performance. These
are the primary means of communi-
cating musical expression with MIDIL

CONTROL VOLTAGE

Electrical signal used to control the val-
ues of parameters in analog circuits.
By sending a specitic (or continuously
varving) electrical voltage to an ele-
ment of the synthesizer, such as a filter,
vou could describe what vou wanted it
to do (such as raise or lower the cutoff
frequency)

CUE

A section of music or sound effects
used in a film or video. A cue can range
from a short piece of background
music to a complex score. The specif-
ic points at which the cues are trig-
gered in order to correspond 1o visual
events are called cue points or “hit”
points.

CUTOFF FREQUENCY

The point at which a filter no longer
allows frequencies and overtones of a
sound to pass. In a lowpass filier, a high
cutoff frequency allows most of a sound
through and generally produces a
bright sound, while a low cutoff fre-
quency blocks most of the sound and
produces a muted or plain sound.

DAT

Acronvm for Digital Audio Tape, a
medium for storage of digital audio on
small cassctie-like tapes.

DB

Abbreviation for Decibel, a logarith-
mic expression of a ratio comparing
two quantities, such as how much loud-
er one sound is than another, or how
much more power is available at the
output of an amplifier than at the

input. Also used to indicate the ampli-
tude of a signal. (See "The Decibel
Demystified” in the April 1990 EM.)

DIGITAL

In essence, having to do with numbers.
In electronic music, digital informa-
tion may describe the waveform of a
sound or the nuances of a performance
as a series of numbers. The numbers
then are translated back into sound or
played as a performance on electronic
instruments.

ENVELOPE GENERATOR

An electronic circuit or software algo-
rithm that changes parameters over
time. A sound’s volume envelope will
determine the different volume levels
of a sound from the point it is first
plaved until it is no longer heard. A fil-
ter envelope similarly will determine
the changing brighiness of a sound
over time. (See ADSR, Amplifier, Fil-
ter.)

EPROM/EEPROM

An acronvm for Erasable Program-
mable Read Only Memory. This is a
type ol computer chip that can be load-
ed with digital information (perhaps a
sample of a sound) and later erased
and loaded with new information. Stan-
dard EPROMs are erased under expo-
sure to ulira-violet light. A newer ver-
sion, EEPROM (Llecirically Erasable
Programmable Read Only Memory),
can be erased by an electrical voltage,
making the chips much easier to
update.

FILTER

A device that removes, or “filters,” cer-
tain elements or data from an audio
waveform or datastream. In a synthe-
sizer, a lowpass filter allows low fre-
quencies 1o get through while inhibit-
ing higher frequencies; a highpass fil-
ter does just the opposite. A bandpass
filter allows the frequencies within a
specified range to pdss, while a notch
filter blocks the frequencies in a spec-
ified range (see Cutoff Frequency). A
MIDI data filter removes certain mes-
sages from the MIDI datastream.

FSK

\cronvin for Frequency Shift Keving.
FSK is an audio tone typically generat-
ed by a sequencer, drum machine, or
computer MIDI interface that is record-
ed on one track of an audio tape for



With NRI hands-
on training, you
can experience

the rewards
of a career

in computer
programming

Now you can get the practical training
and experience you need to succeed in
computer programming, today’s top-
growth computer career field.

NRI at-home training gives you
real-world programming skills in four of
today’s hottest computer languages:
BASIC, Pascal, C, and COBOL. You get
hands-on training that now includes a
powerful 386sx/20 MHz mini-tower
computer, modem, and programming
software ... all yours to train with and
keep! Best of ar, NRI gives you the
programming know-how you need
to succeed on the job, in a new
career, or in a business of your
own.

Job opportunities for the
skilled computer programmer
will increase by 71.7 percent
over the next 10 years according to
Bureau of Labor Statistics [vrecasts, And
now, with NRI training, you can be one of
the increasing number of computer
programmers using their skills to build a
top-paying career — even a business of
their own — in this professionally and
financially rewarding high-tech field.

V The only programming
course that includes a powerful
386sx-based computer system
and programming software
you keep L

Right from the start,
NRI training gets you 8
actively involved in |
the challenge of real-
world programming.
You learn how to
create the kinds of
full-featured,
powerful pro-
grams today's
employers and
tlients demand.
And, unlike any other school, NRI lets you
experience first-hand the power of an IBM
PC/AT-compatible, 386sx-based computer
system, complete with modem, a full
megabyte of RAM, disk drive, and monitor
— all yours to train with and keep!
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NEW!
386sx
mini-tower
computer!

Plus you
explore the
extraordinary
capabilities of
not one or
two but four
in-demand
computer
languages. You learn to design, code, run,
debug, and document programs in
BASIC, Pascal, C, and
COBOL. In the
process you become
uniquely prepared for
the wide vanety of
programming opportuni-
ties available today.

V¥V No previous
experience necessary

Immediately, you start getting the
money-making job skills you need o
secure a future in computer programming
— no matter what your background. NRI's
unique Discovery Learning Method guides
you swiftly from computer novice to com-
puter professional with step-by-step lessons
covering program desi%n techniques used
every day by successful PC programmers.

You'll find no heavy textbooks to
plow through. No night classes 1o attend.
Instead, NRI's at-home, step-by-step
training covers all the bases, guiding you

¥ Check one free catalog only

Computer Programming
Microcomputer Servicing
PC Applications Speciahst

Name

I Address

SEND FOR YOUR FREE NRI CATALOG TODAY!

‘ ”ﬂl Schools

McGraw-Hill Continuing Education Center 4
4401 Connecticut Avenue, NW, Washington, DC 20008 BNl
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State Zip

from the important fundamentals to real-
world methods and techniques. Backed up
throughout your course by your experi-
enced NRI instructor, you quickly gain the
skills you need to handle a wide variety of
programming tasks with confidence. You
even use your modem to “talk” to your
instructor, meet other NRI students, and
download programs through NRI's exclu-
sive programmers network, PRONET

V¥ Send today for
your FREE catalog

Now you can experience the professional

and financial rewards of a career in

computer programming. See how NRI at-

home training gives you the know-how,

the computer, and the software you need
fel started in this 1op-paying field. Send
ay for your FREE catalog!

If the coupon is missing, write to us
as the NRI School of Computer Program-
ming, McGraw-Hill Continuing Education
Center, 4401 Connecticut Avenue, NW,
Washington, DC 20008.
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Programming in C++ with Windows
Desktop Publishing & Design
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City

Accredited Member, Nauonal Home Study Council

5466-022
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New Version 2.5 |-

Bartleby's Editor/Libranan

for the E-mu Proteus  $99
For IBM-PCMPU-401 compatibles

Now includes support for Orchestral Expander
from E-mu and Protologic from Invision.

30 day Money Back Guarantee

Instant Drum Patterns

Two books of drum patterns PLUS
patterns on diskette in SMF and
Drummer format. From Five Pin
Press. For IBM-PC, MAC and Atari.

200 Instant Drum Patterns $29.95
260 Instant Drum Patterns $29.95

We carry a full line of MIDI
hardware and software products
for IBM-PC compatibles.

Ask about music software
for KIDS!
from Kiddie Midi

Call for our free catalog
Bartleby Software
MH!MHMM

Orders: 1-800-767-2808

Robérl Jr. Lockwood rides his Chairiot at the
1991 King Biscuit Blues Festival.

ChAIRIOT
Adjustable height, folding
© Seat easily adjusts from musician's
16" thru 30" chair.

* Folds to 1*

® Easy to pack

® Chair design aliows for maximum
treedom of movement

® Natural or black finish

by ARCHITE AL ARTS

Order Toll Free:
1-800-522-6416
Fax (501) 372-6564
$79.95 (pius shipping)
Visa, MIC, & Am Ex.
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synchronization purposes. The tone
alternates between two frequencies,
and the rate of alternation indicates
the tempo of the music being used as
a reference. FSK can be used to svn-
chronize MIDI sequencers and drum
machines to 1ape machines. (See Syn-
chronization, Synchronizer.)

HERTZ (HZ)

The measure of the frequency of a
vibrating object, such as a guitar string
or speaker cone. Equivalent to cycles
per second. The human range of fre-
quency perception is about 20 Hz to
20,000 Hz (or 20 kilohertz, abbreviat-
ed kHz).

LFO

Acronym for Low Frequency Oscilla-
tor. A circuit that produces an alter-
nating signal at a frequency typically
below the human threshold (1 1o 15
IHz). Used 1o create effects such as
vibrato, tremolo, and wah-wah. (See
Modulation, Oscillator.)

MASTER

Term used to indicate the controlling
instrument in a system. If the MIDI
Out of synth A is connected to the
MIDI In of synth B, synth A is the “mas-
ter” and synth B the “slave.” (See
Slave.)

MIDI

Acronym for Musical Instrument Dig-
ital Interface. A digital communica-
tions protocol devcloped in the early
1980s that allows electronic musical
instruments and computers to com-
municate with each other. The proto-
col consists ol a set of messages that
represent various aspects of a musical
performance.

MIDI CHANNEL

A logical division separating MIDI mes-
sages, which allows muliiple insiru-
ments to be addressed independently
over a single MIDI cable. Most mes-
sages are sent on one of sixteen chan-
nels. Instruments can be set to respond
to specific channels, allowing them to
plav certain parts and ignore others.

MIDI CLOCKS

Also known as “MIDI Svnc.” A set of
messages that communicate tempo and
timing information between instru-
ments in a MIDI system. (See Syn-
chronization.)

MIDI INTERFACE

A hardware device that connects to a
personal computer and translates MIDI
into a format it can understand.

MIDI MODE

An operational state that determines
how an instrument will respond to
incoming MIDI messages. In Omni
mode, an instrument responds to notes
on all channels. In Poly mode, the
instrument plays multiple notes simul-
taneously. In Mono mode, the instru-
ment plays only one note at a time.

MIDI TIME CODE (MTC}

A set of MIDI synchronization messages
that correspond to SMPTE time code.
MTC allows MIDI software to synchro-
nize more casily with time code record-
ed on film or video tape. (See SMPTE,
Svnchronization.)

MILLISECOND

One thousandth of a second.

MODULATION

\ term used to describe the process by
which one element attects another. For
example, a low-frequency oscillator
modulating a filier's cutoff frequency
makes the sound duller or brighter.
An envelope generator modulating an
amplitier will cause the sound’s vol-
ume to change over time. (See Enve-
lope Generator, LFO.)

MULTITIMBRAL

A term used to describe a MIDI svn-
thesizer that can respond to multiple
MIDI chaanels simultaneously and thus
play many musical parts at one time.
Onc multitimbral instrument, for
example, could simultaneously play
piano, strings, brass, and drum parts.

NOTE OFF

A MIDI message used to instruct a
MIDI instrument 1o stop playing a par-
ticular note. For example, a Note Off
message is sent when you release a key
on a MIDI keyboard.

NOTE ON
\ MIDI message used to instruct a
MIDI instrument to play a particular
note. For example, a Note On message
is sent when vou strike a key on a MIDI
keyboard.

OFFSET

The difference in time between two
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access every effect's parameters
from the LXP-5's front panel, for

A system of digital effects
processors that adds spec- gy
tacular sonic enhancement SCIENCE OF SOUND a breathtaking spectrum of control.
to your performance or And combine this versatile processor

production. \_/ with the LXP-1, and you fill a single

external inputs for use with most ~ rack space with incredible power

Lexicon's LXP Series digital foot switches or pedals. These and performance.

multi-effects processors combine inputs can be patched to any of MRC: MIDI Mission Control
Dynamic MIDI® effects auto- the LXP-15's effects parameters. The LXP-1 and LXP-5 are formid-
mation, spectacular effects, 128 You can even use them together able in their own right. But add
user memories, and of course, with Dynamic Lexicon's MRC

the legendary Lexicon Sound. MID!I for MIDI Remote Con-
Add Lexicon's MRC MIDI Remote  superb troller, and you
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edented range of control. The The LXP-1: Small But Mighty networked effects. The MRC also
newest member, the LXP-15, The half-rack LXP-1 gives you simplifies programming and con-

enhances the series even further. access to Lexicon's repertoire of trol of all your MIDI gear, up to 16
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everyone. The LXP-15's effects essential, fundamental compo-
programs include pitch- nent of the LXP Series.
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The compact new 2412 mixer from
Fostex combines flexible functionality
with efficient use of space. Designed
for project studios and personal
facilities, the 2412 represents a new

dimension in creative freedom

OLU Fosfex
1265

NUMEROUS MIXING OPTIONS.
The 2412 is a 24x12x2 recording
console that features multiple inputs
and dual mixing paths in a chassis
only 22" deep. Both mixes have EQ and
effects processing. A total of 58 inputs
can teed the stereo mix—a unique
capability in such a compact console
STATE-OF-THE-ART CONTROL.

We offer MIDI-automated muting, six
effects returns, 12-buss configuration
and proprietary Fostex faders for smooth
operation. It all adds up to flexibility
that gives you greater control

SEE FOR YOURSELF.

Visit your authorized Fostex dealer
and get a complete 2412 demonstration
You’ll be surprised at how well we size

up to the competition.
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events or series of events. For exam-
ple, if you record a piece of music that
starts at one SMPTE time, and you
intend to use it in a film where it
should start at a different time, the off-
set is the difference between those two
times.

OSCILLATOR

A circuit in a synthesizer that typically
generates an alternating, or “oscillat-
ing,” voltage (analog synths) or series
of numbers (digital synths) at a spe-
cific frequency. This produces a wave-
form that can be processed by filters
and amplifiers. (See Amplifier, Filter,
Waveform.)

PARAMETER

A ‘“variable element,” according to
Webster. If vou’'ve ever programmed a
synthesizer, vou know there are many
different aspects of the sound 1o spec-
iy, such as waveform, envelope attack,
or velocity response. Each of these
aspects is one of many parameters that,
when combined, make a finished
sound or patch. (See Patch, Program.)

PATCH

A specific set of parameter values on a
synthesizer that create a specific sound.
Derived from early svnthesizers that
used “patch cords” to connect differ-
ent elements. (See Parameter, Pro-
gram.)

PCM

Acronym for Pulse Code Modulation,
one of the most common techniques
by which an acoustic sound or analog
signal is converted into digital infor-
mation. (See Sample.)

PPQGN

Acronym for Pulses (or Parts) Per
Quarter Note. The ppqn of a MIDI
sequencer or tape synchronization
device indicates the accuracy or “reso-
lution™ with which it can represent a
performance or communicate a (¢mpo.
MIDI clocks are generated at a rate of
24 ppqn (which corresponds 10 an
accuracy of 32nd-note triplets), but
many computer-based sequencers fea-
ture rates as high as 480 ppqn. (See
Resolution.)

PROGRAM

One of manv terms used to indicate a
particular set of parameters on a syn-
thesizer or signal processor. Also
known as a “patch.” (See Parameter,
Patch.)

PROGRAM CHANGE
MIDI message used to tell an instru-
ment to change to a new program. The
Program Change message can specify
128 different programs.

QUANTIZE

\n operation that aligns notes record-
ed in a sequencer onto a rhythmically
exact timing grid. Quantization allows
you to “clean up” the timing of vour
performance by making sure that all
of the notes line up with specific rhyth-
mic divisions, such as quarter notes,
eighth notes, sixteenth notes, eic.

RAM

Acronvm for Random Access Memory,
a type of storage medium for micro-
processor-based devices such as svnths
and computers. The most common
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forms are dvnamic and static RAM.
Dynamic RAM is temporary memory
that only holds data when the device
is turned on. Static, or batterv-backed,
RAM is semi-permanent memory that
holds data as long as it has power, gen-
erallv from a batterv.

REAL TIME

The act of recording or manipulating
something as it occurs. Playing a part
“on the flv" is an example of real-time
recording; editing or recording a per-
formance note by note is not. The lat-
ter is typically called “step-time” record-
ing. (See Sequencer, Step Time.)

RESOLUTION

1) The rhvthmic accuracy with which a
sequenced performance can be re-
corded. Resolution is typically mea-
sured in pulses per quarter note. A
higher resolution will result in a more
accurate representation of the perfor-
mance. (See PPQN.) 2) The number
of bits used to represent a sample. A
higher sample resolution will result in
a more accurate representation of the

dvnamic range of the sampled sound.
(See Sample, Sampler, Sampling Rate.)

ROM

Acronvm for Read Onlv Memory.
RONMI typically is used to store data on
a computer chip that can be used but
not changed. ROM cards allow vou to
load new sounds into a svnthesizer,
but sounds in ROM cannot be over-
written.

SAMPLE

A digitally recorded sound. When sam-
pling a sound, the waveform is ana-
lvzed and converted into a series of
numbers. This digitally represented
waveform then can be manipulated in
various ways using a synthesizer or com-
puter. (See Resolution, Sampler, Sam-
pling Rate.)

SAMPLE DUMP STANDARD

A set of MIDI System Exclusive mes-
sages that allow digital samplers from
different manufacturers and computers
to exchange sampled sound informa-
tion. (See System Exclusive.)

SAMPLER
A device that can digitally record a
sound and play that sound back from a
keyboard or in response to MIDI mes-
sages. (See Resolution. Sample, Sam-
pling Rate.)

SAMPLING RATE

The rate at which an incoming sound
wave is "examined” to produce a num-
ber representing the instantaneous
level of the waveform at that moment.
Typical sample rates range from 11 kHz
10 48 kHz. Higher sampling rates result
in more accurate and often better-
sounding samples. (See Resolution,
Sample, Sampler.)

SCsl

Acronym for Small Computer Systems
Interface. A computer interface spec-
ification for connecting up to eight
devices together in a system. Typical
SCSI devices include hard disks,
removable cartridge storage devices,
or optical storage media for digital
data. Many samplers have SCSI ports
and thus provide the ability 1o add

Special support for The Sound Canvas and upcoming range of other

S instruments, r
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hard drives for additional storage.

SEQUENCER

A MIDI recorder that stores every ele-
ment of a musical performance as a
series of individually editable events.
Sequencers can be hardware- or soft-
ware-bhased. Hardware sequencers are
stand-alone devices that can record,
edit and play back MIDI information.
Software sequencers are programs run-
ning on personal computers that pro-
vide the same functionality and often
include additional features. (See Real
Time, Resolution, Step Time, Syn-
chronization.)

SLAVE

A\ device that only responds to infor-
mation received from a controlling
device. (See Master.)

SMPTE

\cronym for Society of Motion Picture
and Television Engineers. It is com-
monly used to specify SMPTE time
code. a method of representing hours,
minutes, seconds, and frames on filim,
video, and audio tape. This timing ref-
erence then can be used to synchro-
nize music to the film/video. (See
MIDI Time Code, Synchronization.)

SONG POSITION POINTER

\ MIDI message used to indicate a spe-
cific point in a song. typically to indi-
cate the point from which to start play-
ing. An intelligent tape synchroniza-
tion device uses Song Position Pointer
(SPP) messages to tell a connected
MIDI sequencer where to begin playing
in a sequence by reading the sync code
recorded on the tape and converting
it into the appropriate SPP message.
(See Synchronization.)

S/PDIF

\cronvm for Sony/Philips Digital Inter-
Face. A “consumer’” digital audio inter-
face standard. (See AES/EBLU.)

STEP TIME

The act of recording or manipulating
something one step at a time. An
example of Step Time includes edit-
ing or recording a sequence note by
note. (See Real Time, Resolution, Se-
quencer.)

STRIPE
Recording a synchronization signal
onto a tape track. (See FSK, SMPTE.)

Instant Drum Patterns $29.95
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SYNCHRONIZATION

The process of ensuring that multiple
devices in a music system, such as tape
decks, sequencers, and drum machines,
have the same timing and control ref-
erence. Typically, this means starting
and stopping at the same time and play-
ing at the same tempo. Various syn-
chronization schemes include click
tracks, FSK, MIDI sync, and SMPTE
time code. (See Click Track, FSK, MIDI
Clock, SMPTE.)

SYNCHRONIZER

A device that allows vou to coordinate
the operation of multiple devices,
including tape recorders and se-
quencers, as a system with a common
clock reference. Machine synchronizers
allow you to simultaneously run the
transport controls of multiple tape
recorders, and MIDI synchronizers
translate SMPTE or FSK into MIDI
Song Position Pointers or MIDI Clocks.
(See FSK, MIDI Clock, SMPTE).

SYNTHESIZER
An electronic musical instrument that
can generate or “synthesize” complex

waveforms (as opposed 10 a sampler,
which records external waveforms).
Synthesizers often include keyboards,
but keyboardless svnthesizers or
expanders also are common. Most post-
1983 synthesizers include a MIDI inter-
face. (See Amplifier, Envelope Gener-
ator, Expander, Filter, LFO, Modula-
tion.)

SYSTEM EXCLUSIVE

Set of MIDI messages with which a
device or computer program can send
information particular to one specific
instrument or familv of instruments.
Svstem Exclusive, or SysEx, also is used
for various complex messages in MIDI
such as the Sample Dump Standard
and MIDI Show Control. (See Sample
Dump Standard.)

TRACK

In essence, a place to store informa-
tion. On a multitrack tape recorder,
you typically have four, eight, or 24
tracks on which to record individual
parts. With MIDI, it gets a bit more
complex. A track in a MIDI sequencer
can hold MIDI data that usually is sent

on one specific MIDI channel. Howev-
er, MIDI tracks and channels are not
synonymous. One track can hold infor-
mation on manv MIDI channels, and
a number of tracks can be set to a sin-
gle MIDI channel. (See MIDI Channel,
Sequencer.)

VELOCITY

An aspect of MIDI note messages that
indicates how fast a note is attacked.
In the case of a keyboard, it measures
how fast a key travels down (Velocity)
or up (Release Velocity). It is not to be
confused with aftertouch, which mea-
sures how hard a key is pressed after
the note has been played. (See After-
touch.)

WAVEFORM

Sound is made up of repeating pres-
sure waves moving through the air. A
waveform is a description of a single
cycle of the sound wave. Waveforms
can be created by synthesizers or
recorded by samplers.

Lachlan Westfall is the president
of the International MIDI Association.
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When factory presets alone are just not
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control over the sound of your music. Move up to
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Standard MIDI Files

By David (Rudy) Trubitt

With the help of
meta-events, SMFs
make it easy to
share your musical

creations.

irtually all sequencer man-

ufacturers and developers

now support Standard

MIDI Files, and with good
reason. They provide the easiest way
to transfer sequences between differ-
ent programs (including notation pack-
ages) and different computers. Stan-
dard MIDI Files (SMFs) also have
encouraged the development of algo-
rithmic composition, drum-pattern pro-
graming, and other types of esoteric
software. SMFs make it a snap for these
programs to export the music they cre-
ate into general-purpose applications.
(For a detailed review of the SMF spec
see “Introducing Standard MIDI Files”
in the April 1989 EM.)

This month, I'll look at the SMF for-
mat and how it’s being implemented
by commercially available sequencer
and notation programs. As you'll see,
this implementation varies widely.

SMF CITY

SMFs include two types of data: MIDI
and non-MIDI. Not surprisingly, MIDI
performance data and any related
SysEx make up the majority of most
files. (Not all SMF-compatible sequen-
cers can read SysEx, however.) SMFs
also can include special non-MIDI
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information called meta-events (see
sidebar, “Meet the Meta-Events™). Meta-
events include things such as track
names and tempo and time signature
changes. As with SysEx, support for
these meta-events is not universal, but
this doesn’t mean you won’t be able to
hear your music after a transfer. It sim-
ply will confuse matters.

Here’s a common problem: You
transfer an SMF from one sequencer
to another, and you lose your track
names and tempo changes. Which
sequencer is to blame? Your first test
should be to create an SMF in the
source sequencer and import it back
into the same sequencer. Any infor-
mation lost during this out-and-right-
back-in transfer probably was not put
into the SMF by your sequencer in the
first place, so there’s no point in blam-
ing the second sequencer for “ignor-
ing” nothing. This test also will show
you if different tracks assigned to the
same channel are merged and what
happens to looped tracks in the SMF,

If this test leaves the track names and
tempo changes intact, shift your focus
to the second sequencer. Two options
are possible: Either the second
sequencer doesn’t support these mes-
sages, or the information is being

encoded into a different type of meta-
event than the sequencer expects. For
instance, track names have their own
track-name meta-event, but some pro-
grams use the text meta-event instead.
If the source sequencer stores them as
text and the destination looks for them
as track-name events, they’ll be lost in
the translation. Some programs offer
the thoughtful option of selecting text
or track-name events for onscreen track
names so you can work around the lim-
itations of other programs.

Very few programs support all, or
even most, of the currently defined
meta-events. (One exception is Op-
code, who was instrumental in the
adoption of the SMF format. Vision'’s
meta-event support is complete.) Al-
though support for all events is not a
requirement for a “proper” implement-
ation of SMFs, the more the better.

That said, there are some parts of the
SMF 1.0 spec that have never caught
on. For example, most programs sup-
port both format 0 and format 1 files,
which represent single-track and mul-
titrack sequences, respectively. How-
ever, almost no one supports format 2
SMFs, which are akin to a collection of
format 0 sequences in a single file.
Within SMFs, the time between events

SUSAN GROSS



Automatic Accompaniment has arrived -
...and just got better with Version 5

LD [C L0

INTELLIGENT SOFTWARE FOR IBM, MAC & ATARI COMPUTERS

Type in the chords to any song, choose the style you’d like and Band-in-a-Box does the rest...

Automatically generating professional quality five instrument accompaniment of
bass, drums, piano, guitar & strings in a wide variety of styles

24 Styles built in...

Jazz Swing « Bossa « Country + Ethnic « Blues Shuffle « Blues Straight = ;TLJ%M:T: =k =
Waltz - Pop Ballad + Reggae * Shuffle Rock - Light Rock « Medium Rock B r o o2 BT~
Heavy Rock » Miami Sound - Milly Pop « Funk « Jazz Waltz - Rhumba R Sored e
Cha Cha » Bouncy 12/8 Irish « Pop Ballad 12/8 « Country (triplet) e e oS Sl P g
Version 5: 2 more instruments + built-in sequencer... |&: 2 on E&“JE.?.;‘:":"" mows
The built-in sequencer lets you record melodies (or buy our MIDI-FAKE- . e (1 L i
BOOK disks which include chords & melodies). Also make your own 5 instru- | P o g e s
ment styles using the StyleMaker™ section of the program — or edit our “ e B L ~ il il
styles to your tastes. Now there are 5 accompaniment instruments (including | & B SR o e
guitar/strings). General MIDI standard implementation (even for old synths). = —pind inatox » | [
Plus 70 other new features! . —J
( 1990 D
— FINALIST - WE DIDN’T SAY IT... PC MAGAZINE DID!
PC Magazine Award “This amazing little program from PG MUSIC creates ‘music-minus-one” accompaniments for virtually any
for Technical Excellence 4 2 4
song any style. You simply type in the chords. pick a tempo and one of 24 styles, and the program creates
nicely embellished chords, a bass part, and drums to be played on a MIDI synthesizer. Band-in-a-Box
understands repeats, choruses and verses, and even varies the accompaniment, just as human musicians
would. Peter Gannon, the author of the program makes no claim to artificial intelligence, but Band-in-a-Box is
software that repeated surprises and delights you, especially in its jazz styles.”
AFTER HOURS /ENTERTAINMENT PC Magazine Jan. 15, 1991
Bagg'z':s'ig” Technical Excellence Awards)
DownBeat - the #1 Jazz Magazine says... Standard Edition (24 styles)
“Band-in-a-Box is the most significant contribution to Jazz Professional Edition (75 styles)
Education since Jamey Abersold Records.” Al St i e g B e Sl
ST ey | " ADD-ONS FOR REGISTERED USERS ‘l
NEW ! Upgrade to Ver. 5 for registered users $29
“l can't imagine a befter way to spend $59.” NEW ! Midi-FakeBook with Melodies
Electronic Musician October 1990 (180 Sohgsicguaue )
NEW! Styles Disk #2 — 25 new slyles for Ver. 5...
“One of the nealest programs I've seen in a long time.” Any 2 of above ..
S$Tart magazine 1990 Ay ﬂa_boﬁ_ b

1BM with MIDI — 640K, MIDI (any MPU 401 M/dtaror YamahaC1 SoundBlaster MIDI)
1BM with no MIDI — 640K + AdLib / SoundBlaster (reduced version)

MACINTQSH version REQUIRES 2 mb RAM (reduced version for 1 mb included)
ATARI 1040ST / 1040STE / Mega / TT - reduced version for Atari 520 included

“Every studio teacher and songwriter needs to own Band-in-a-Box.”
Music Paper Magazine August 1990

. TO ORDER TOLL FREE:
1-800-268-6272 or 416-528-2368 - 30 day Unconditional MBG -

to hear recorded demo 416-528-2180 (24 hours)

or send cheque/m.o.
for $59 + $3.50 shipping to: PG Music Inc. 111-266 Elmwood Avenue, BUFFALO NY 14222

Master Card

k8




CO
MIDI Interfaces

All Major Brands

Synthesizers ® Digital Piano ® Drum Machines
Software ¢ Mixers/Amplifiers
\

215 North Linden \\
Cortez, Colorado 81321 :
1-800-848-9583 9N
Tech Support (303) 565-3079 / ;&
Hours Mon-Fri 86 Sat 10-4 MST 2/}

L] - v @
— ——— - -

...with Panasonic’s new Software Developer’s Toolkit and a couple of their
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can be expressed as fractions of a quar-
ter note, or in a time code-based rep-
resentation. But support for time code-
based SMFs is almost non-existent.
There are orphans among the meta-
events as well. Support for cue points,
SMPTE offsets, and lyrics are rare.

SHUTTLE DIPLOMACY

Lost meta-event information can be
replaced manually once you’ve load-
ed the sequence, but if you're sending
the same SMF back and forth repeat-
edly, you’'ll have to make the fix each
time. Unfortunately, not much can be
done to avoid this, but knowing which
events will and won’t survive the trans-
fer can help you choose the way you
annotate your sequences.

Here are a few problems you may
come across. Consider a sequencer that
reads cue or marker events but trans-
forms them into text events. If you
write that sequence as an SMF, the
resulting file won’t have any marker
events in it—they'll be mixed in with
other text events in the sequence. Data
also can vanish when the program pre-
serves only the first or last instance of
a particular meta-event. For example,
Texture recognizes tempo change
events, but only the [irst one in a file.
Similarly, Cadenza only preserves the
last text event it receives on a given
track, discarding all earlier ones. Cake-
walk only recognizes the first key sig-
nature event.

In order to read tempo-change and
time-signature information correctly,
some programs require these “con-
ductor” events to appear in the first
track (in fact, the SMF spec recoin-
mends this). A related situation occurs
with Dr. T’s KCS and Tiger Cub
sequencers. These programs assume
that the conductor track is as long as
the longest track in the sequence. If
the incoming SMF has only one tempo
event at the beginning of the sequence,
the programs will appear to get stuck
on the first note because they will think
that represents the end of the se-
quence. You can work around this
problem by lengthening the conduc-
tor track after loading the SMF.

Different internal resolutions can
also result in a round-off error between
sequencers. For instance, 192 ppqn
does not divide evenly into 480 ppqn,
and moving sequences between these
resolutions can cause notes to be shift-
ed slightly.



COMPUTER TRANSLATIONS

As you’ve seen, moving SMFs between
programs on a single computer isn’t
necessarily trivial. But what about mov-
ing an SMF (o a different type of com-
puter? You could always just connect
the MIDI Out of one computer into
the MIDI In of another and not use
SMFs. but even il vou've got the two
computers in the same room, that’s not
the most accurate method. Two better
approaches are transfer—
through a direct cable, via a network,
or via modem—and [Moppy-disk ex-
change.

If vou have the appropriate transfer
software, serial transfers should be
straightforward. However, you must be
carclul to use a file transfer protocol
that preserves the integrity of binary
data files. Never use the protocols
intended for “text” files; vou'll get
garbage.

Floppy-disk exchange can be very
easy or more complicated, depending
on the computers involved. First, the
easv stuff. PCs with 3.5-inch drives and
Atari STs share the basic disk format, so

serial

SMFs on disk can be casily swapped
between these machines. (STs can only
read 720K disks, however.) Amiga disk
formats also are somewhat similar, but
the Amiga requires a special controller
board called a Bridgeboard (Com-
modore’s XT model lists for $462 and
their AT model is $754) to read and
write PC or ST disks.

The Macintosh is a different case,
because its disk and file formats are
incompatible with PCs. Thankfully, you
can overcome this incompatibility on
either the Mac side or the PC side.
First, all of the newer Macs (from the
SE/80 onward) are equipped with
SuperDrives, which can read and write
3.5-inch DOS format 1.4 MB or 720K
disks when used with Apple File Ex-
change, Davna Communications’ DOS

Mounter, or similar software. Owners of

older Macs are stuck spending a fair
amount of dough purchasing either an
Apple or third-party external Mac drive
that can read and write DOS disks. For
PCs, Central Point Software (tel. [503]
690-8090 or [800] 445-2110) offers the
Deluxe Option Board, which enables

vour 3.5-inch floppy drive-equipped PC
1o read and write Mac disks.

Once files have been transferred suc-
cessfully to a Mac floppy or hard drive,
vou also have to deal with the Mac's
file formats, regardless of whether vou
used modems, serial cables, or floppy
disks to make the transfer. Macintosh
files include information on the file
tvpe and the file creator in a special
header at the beginning of the file
(this, by the way, is the information
used 10 determine which document
icons are shown on the desktop).
Unfortunately, an SMF from a non-Mac
computer won't include this “creator”
information and will show up as a plain
document file on the Mac desktop.
Even worse, vour Mac sequencer won't
even try to open such a file, because 1t
will think (incorrectly) that it doesn’t
contain the right “type” of data.

Fixing the problem is simple once
vou know how. Two four-letter codes
identify the file’s type and creator. Just
change the file's tvpe to "Midi” (case-
sensitive). This can be done using a
number of programs, including Apple’s

Hey Glenn, what do you do with your 56K?

Glenn Meadows is the president of Masterfonics Inc. in Nashville, Tennessee.
His mastering credits, 350 of which have achieved Gold/Platinum status,
include: Alabama, Hank Williams Jr.. Dan Fogelberg, and Reba McEntire.
Recent 56K projects include: Steely Dan Gold Extended’MCA, Reba Mc-
Entire’/MCA. and Sawyer Brown Curb/Capitol. He has been mastering since

1978,

"The 56K has made my life much easier. In an effort to find a digital mastering
system suitable to my needs, | evaluated several other systems on different
platforms. The 56K proved significantly easier to use and faster to learn, as well

as very quick to do the type of edits | normally did with analog tape.

The playlist in SoundStage is the most intuitive | have seen. |use it daily for quickly changing the song order on compact
discs, as well as reassembling songs for different required mixes. What used to be done in a day with tape can now be

done in minutes with the 56K.

I've seen the competition... used it...,

digital recordin syster;w

A Professional System.
A Reasonable Pricetag.
Still $1995.00.

EISE .
DCAC g
SIS RS

and in my opinion, there is no better 2 track mastering solution on the market today."

PO Box 5074, York, PA 17405 717 843 6916 Fax 717 854 8319
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MIDI STARTER SET

PC Interface Kit and
sequencer software

ONLY 399 from

Want to find out what MIDI's all about? You'll never
find an easier or less expensive way to begin than this
starter set from PAIA

The PAtA interface Is easy to build following our detailed
step-by-step mstructions In less than an hour your
complete card will be plugged into your PC or clone. ready
to talk to any MIDI instrument. On the software side. the
Voyetra Sequencer Plus Jr. 1s a MIDI Recorder. Arranger
and Editor with power. versatility and ease of use that
can't be matched in this price range
PAIA PC-MIDI interface kit* $ 49.95
Voyetra SPJr software $ 69.95

11500

Special package price $ 99.90 (85 p&
Pl 2 *

Call or wnite for our complete catalog of MIDI and musical

device
(405) 340-6300

PAIA Electronics, Inc.
3200 Teakwood Ln., Edmond, 0K 73013
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L.M.P is an integrated musical page composition
package with a WYSIWYG editor to create, edit,
save, load, play, and print your music.
L.M.P-3.3 EL version is only $ 49.95*

1 version ofters basic notation and playback.
L.M.P-3.3 XL version is only $129.95*

XL version ofters advanced notation, playback,
reads and writes MIDI files, PCX files, high-res
dot-matrix printing, dynamic markings
auto-beaming, juke box mode, auto-resume,
international character sets, and much more!

* Shipping and Handling $5 00 USA—$10.00 Foreign.

Hardware Requirements:
1BM PC-XT-AT-PS/1 or 2, 512K RAM, DOS 2.x or higher,
and any VGA/EGA/CGA/HERC/ATT/MCGA display.
Hardware Options:
Microsoft or compatible mouse.
HP-Laserjet+11,11P/Ill or compatible and most 9,24 pin
printers for draft or high resolution printing.
MPU-401, Sound Blaster, Parallel, Seriat, Uart, and
many other MIDI and audio interfaces supported

Order today!
TEACH Services

182 Donivan Road
Brushton, NY 12916

(800) 367-1844

(518) 358-3352 BBS
(518) 358-3028 FAX
(518) 358-2125 Local
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Rest.dit or Central Point’s Mac Tools.
Once vou have corrected the problem.
vour sequencer will let you load the
file and begin working. Changing the

creator info is not required.

This information also plays a role
when vou transter SMFs from a Mac o
another non-Mac computer. The 128-

MEET THE META-EVENTS

Here is a list of the meta-events
defined in version 1.0 of the SMF
spec, along with a brief description of
their purpose. In addition, we’ve list-
ed the percentage of support for the
various events, based on an informal
survey of 26 software developers. For
a more detailed chart showing num-
erous programs’ specific support,
write to EM, SMF Chart, 6400 Hollis
St., Suite 12, Emeryville, CA 94608.

End of Track (100%) This manda-
tory meta-event specifies the end of
each track.

Sequence/Track Name (80%) This
event preserves your descriptive
track names.

Set Tempo (76%) Multiple ST events
in an SMF affect tempo changes,
although not everyone can accept
more than one. Some programs also
require them to be in track 1.

Time Signature (73%) Multiple TS
events are also allowed, although |
found occasional problems handling
time signatures other than 4/4.

Key Signature (58%) This is useful
to notation programs, which, inci-
dentally, support fewer meta-events
than sequencers.

Text Event (50%) The most general
way to put comments into an SMF is
with text events. As mentioned, some
sequencers use text events for track
names, but a better use of this event
is probably for general comments.

Copyright Notice (27%) You could
put copyright notices in text events or
a track name (although empty tracks
with names may be lost in transla-
tion). This event is probably of most
interest to those who distribute SMFs
for sale.

Instrument Name (23%) This meta-
event was created to leave a mes-

sage describing the sort of sound that
should be used with a given track.
To be safe, you should put that infor-
mation in the track-name event
instead.

MIDI Channel Prefix (19%) A group
of subsequent meta-events can be
associated with a specific channel or
track in a format 0 file with this meta-
event.

Lyric (15%) Several notation devel-
opers commented on the lyric event’s
lack of provisions for second and
third verses. At a low support rate
such as 15%, you’d better send the
lyrics in a separate file just in case.

Marker (15%) Designed to mark
beginnings of verses, etc., this meta-
event has surprisingly low support.
Note that some programs, such as
Voyetra’'s Sequencer Plus, have mark-
ers that are not exported as marker
events.

Cue Point (11%) These are like
markers, but for “hit points” (car
crash, breaking glass, etc.) when
synching to video.

SMPTE Offset (8%) With the num-
ber of sequencers capable of synch-
ing to SMPTE, it’s surprising how few
packages support this event. Hope-
fully, this will change. In the mean-
time, put this vital piece of info in a
{(non-empty} track name.

Sequencer Specific (8%) Intended
for special use with packages that
use SMFs as their only file format,
this is like a SysEx for meta-events. It
is also used by Hybrid Arts’ SMPTE
Track for interface port selection. (A
new meta-event for this purpose is
under discussion.)

Sequence Number (0%) Last, and
apparently least, is the lonely
Sequence Number event, which no
respondents supported.
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still. One new use has been found by NOW you can have Multi-track mixdowns, MIDI and
Opcode, whose programs now can cut SMPTE triggering, and chase-lock on your PC.

and paste SMFs to the Mac’s clipboard MicroSound users receive these standard features:
Just like any text or graphic. Using the « DAT/CD inferface, and 16/18 bit A/D, D/A avdliable

clipboard avoids the extra steps of -110db typical noise floor

exporting an SMF to disk and then Windows 3.0 based

importing it into the next program. Simultaneous Record & Play with 1 hard drive - 48KHz stereo

Because the clipboard is a common Rearrange hundreds of segments from up to 20 recorded files using crossfade

place for data exchange, other vendors splice, and overlap mix 2 to 38 internal tracks, each with unique fade and gain
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Another area being discussed within

the software-development community is Call, write or fax today for your free MicroSound brochure
the transfer of scores between notation

programs. The SMF spec is well-suited ; et
to the task of exchanging sequences, —Al & J—— Micro Technology Unlimited

i | 1 hen trving to move
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wraditional notation. For example,
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stem direction or slur placement, and
MIDI's note representation (Note On,
Note Off) is fundamentally different
than a score’s view of a singular note
event that embodies duration.

At this point, things could go two
ways. Additional meta-events describ-
ing more specific notation information
could be added to the SMF spec, or an
entirely new file format could be devel-
oped for exchanging scores. While new
melta-events certainly can be added,
most notation programs currently sup-
port far fewer meta-events than
sequencers. However, creating a new
format won’t be an easy task, as each
notation-software developer has devel-
oped unique structures for storing
scores.

Hopefully, vendors will continue to
expand their SMF meta-event support.
General MIDI will certainly increase
the number of SMF sequences, and bet-
ter meta-event support will make things
easier for users. Despite the incomplete
implementations and the potential
problems that sithation causes, SMFs
are a success. When software compa-
nies create a framework for coopera
tion, everyone benefits.

Struggling with multiple
programs can turn
state-of-the-art into

a state of confusion.

Besides integrating

the industry’s most
reliable

Sequencer with a
Universal Librarian and
Network Organizer,
Sp Gold's

MIDI Data Analyzer
lets you view,

control and analyze
MIDI Network activity.

If you'd rather juggle
tunes instead of software,
why compromise?

Go for the Gold Standard.

$299 95 sugg. retail

e PC Music Software

Vovetra _

333 Fifth Avenue + Pelham - NY - 10803 - (914) 738-4500 - Fax: (914) 736-6946

Call for Free Catalog: 1-800-233-9377

David (Rudy) Trubitt is the author
of Managing MIDI, available from Alfred
Publishing.
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Comprehending
Copyright

Ignorance
of this
law can arrest

your career.

omewhere between the
first clumsy entry of an
idea into your sequencer
and your tenth platinum
album, you’'ll have to deal with copy-
right of musical works. Electronic musi-
cians are surrounded by copyright is-
sues, from the ownership of software
to the ownership of lyrics. While this
article is not intended as a definitive
reference, it should reveal this law’s
importance to your career.

The United States Copyright Law is
found in Title 17 of the United States
Code, a dry piece of work with a sup-
porting body of extraordinary case law.
The cast of copyright-infringement
actions range from major record labels
to Mad magazine to famous artists in
every field of expression.

WHAT IS COPYRIGHTABLE?

A copyrightable work is the expression
of ideas, not the idea itself. For
instance, developing an idea for a rock
song about a girl named Susie entitled
“Eighteen-Wheelers From Kentucky”
does not entitle you to file copyright-
infringement actions against every com-
poser who lamented a girl named
Susie, invoked the state of Kentucky,
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or worshipped big trucks in their songs.
However, once the idea is fixed in a
tangible medium (a demo tape, lyric
sheet, or sequencer file), the work is
copyrightable. Titles of songs are gen-
erally not copyrightable, as they rarely
express a complete idea.

There also is confusion over the dis-
tinction between the copyright of musi-
cal works and the right to copyright
master recordings, included in the
copyright law as a protection against
counterfeiting. Musicians need to un-
derstand that the right to own a com-
position (song) is distinct from the right
to own a recording (i.e., a master tape
or phonorecord. Phonorecord is de-
fined as “the physical object which
embodies the work of authorship,” such
as compact discs, tapes, or records.)

Let’s say you decide to produce a CD
of your own compositions along with
a cover version of “Revolution” by The
Beatles. Upon completion of the pro-
ject, you would own the rights to your
master tape and the rights to your com-
positions. However, simply recording
“Revolution” does not give you the
rights to the Lennon-McCartney song,
just the rights to your master recording of
their composition. The sale of your CD

is subject to payment of royalties to the
copyright holder.

CREATIVE DIVISION

When it comes to songwriting and
copyright, collaboration can be a scary
subject. I've witnessed a number of dis-
putes over song ownership when
groups compose by jamming together,
or when writers shuffle parts. (“I've got
a great rhythm track; can you write a
melody and lyrics over it?”) Collabo-
rators often forget the importance of
converting creative contributions to a
finished work into percentages of own-
ership. It’s difficult to decide—espe-
cially after a song sells 1 million rec-
ords—whether to attribute the work’s
popularity to its cool bass line, lyrics,
vocal melody, or sensual synthesizer
licks.

Creative isolation prevents song-own-
ership conflicts, but it is hardly fun (or
practical) for most composers to write
in exile. It's better to forge a written
agreement with collaborators, particu-
larly if there is to be an uneven distri-
bution of royalty income. This agree-
ment should include a detailed descrip-
tion of each writer’s contribution, the
percentage of ownership earned by that



contribution, whether one writer has
the authority to speak for the other,
and what happens if the original work
is altered (or if it can be altered).

Of note here is the concept of a
“work for hire” arrangement. If a com-
poser is commissioned by a third party
to create a work, the registered owner
and “author” of the copyright is the
third party who commissioned the
work. Be sure to immediately establish
whether your commission is a work for
hire. If it is, vou won’t own any of the
compositions you are contracted to
write.

FORMALITIES

Registering vour composition with the
Library of Congiess gives it a recog
nized proof of ownership and avails the
copyright holder a number of legal
remedies should his or her rights be
compromised. Registration of a work
requires filling out form PA, available
from the Register of Copyrights (Pub-
lications Section, 1.LM-1455, Copyright
Office. Library ot Congress, Washing-
ton, D.C. 20559; forms hotline tel.
[202] 287-9100), along with the score
or recording. Your nearest federal gov-
ernment printing office or a local en-
tertainment lawyer also may dispense
these forms. The current registration
fee 1s $20.

People often ask if they can save reg-
istration fees by mailing a tape to them-
selves in a sealed envelope, or regis-
tering all their songs under one song
title. However, while these methods are
legally acceptable as alternatives 1o reg-
istration, they should be undertaken
with caution.

If you do not register your work with
the Library of Congress, certain reme-
dies, including statutory money dam-
ages, may be unavailable should some-
one infringe on your copyright. Also,
registering a nuimber of songs under
one title may cause the transfer of
rights to all songs registered on the
same form, when a third party may in-
tend to buy only a single work. The
general rule is that the investment in
correctly registering your songs is min-
ute compared to the costs of protecting
unregistered work should a dispute
arise.

THE COPY “RIGHTS”

The copyright holder of a musical work
is entitled to a number of exclusive
rights, which include: reproducing the

work in copies or phonorecords, pre-
paring derivative works, distributing
copies or phonorecords by sale or
other transfer of ownership, perform-
ing the work publicly, and displaying
the work publicly.

An infringement of any of these
rights entitles the copyright holder to
take action for copyright-infringement.
Two factual elements are necessary to
prevail in a copyright-infringement
action: a substantial similarity in the
infringing work with the original work,
and proof the infringing party had

access to the original work.

SOURCES OF INCOME

From the exclusive rights granted by
the copyright law arise four major
sources of income for the copyright
holder.

Mechanical income. A license issued
for the use of the composition on a
mechanical device, such as a CD, cas-
sette, or DAT tape. The mechanical
license fee is a statutory rate (present-
v 5.7 cents per record sold) that can be
negotiated with the user. This is the

ulbransen
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most identifiable and substantial
source of income for copyright hold-
ers. A platinum album (1 million units
sold) containing ten songs licensed at
the full statutory rate generates
$570.000 in mechanical rovaliies.

Performance income. These roval-
ties are derived from the performance
of compositions, usually on radio and
television. However, rovalty payment
obligations have expanded recently to
include exercise classes, restaurants,
and telephone “on-hold™ music. Per-
formance rovalties are collected for
composers and publishing companies
by performing rights societies. The
most notable of these are SESAC, BMI,
and ASCAP.

Print income. When sheet music and
compilations of printed versions of
compositions are manufactured and
sold, a rovaliy is earned by the copy-
right holder.

Synchronization income. Utilization
of a composition in movie, video, or
television programming requires a
“sync license.” This is a negotiated
license based on a number of variables,
including how much of a hit the song
is, the duration of use, how the work is
used, and who is using the composi-
tion. It is not unusual for a hit song
utilized on a multi-vear ad campaign
for a major product to garner a six-fig-
ure fee for the svnc rights alone. Note
that this income is separate from the
performance income, which is earned
on top of the sync fee.

SIGNING OFF

Until the copyrights are transferred to
a third party, they remain the exclu-
sive rights of the original composer
copyright holder. The transactions of
all of these rights and the income
derived from them translate into the
multi-million dollar industry of music
publishing. This is the real big game
in the music industry. It's also a deep
and complicated business that can con-
fuse even experienced industry veter-
ans. Hopefully, this brief overview of
copyright law entices vou to do some
additional research. If vou want to pur-
sue a career in the music industry,
knowledge is power.

San Francisco-based atiorney
Michael A. Aczon has chaired numerous
music business panels. Among others, he
has worked with Tony! Toni! Tone! and
Tommy Boy rap artist Paris.
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In Good Voice

Sometimes
the greatest
vocal takes are

mistakes.

rue storv: Manvy vears ago,
Paul McCartney produced
an album for his younger
brother, who avoided ap-
ple-to-apple comparisons by calling
himself Mike McGear. During a vocal
session, Paul ordered a large cardboard
box brought to the studio. Imagine the
nervous glances when Paul grabbed a
microphone, climbed inside the box
with wife (and background vocalist)
Linda, and started to sing. I can just
hear Mac #1 assuring his brother,
“Don’t worry mate, this is how we cut
all those Beatles records.” (Well, mavbe
Ringo’s tunes.)

The moral of this story is, whatever
works, works. Paul’s cardboard isola-
tion booth probably horrified the ses-
sion engineer, but the result may have
produced a strange and wonderful
vocal sound. (Unfortunately, history is
hazy on this one.)

Admirtedly, the law of averages is on
the side of conventional recording
practices. Industry standards have been
honed by decades of trial and error,
and the unassailable facts are that pro-
fessional methods vield professional
results. But the path of convention is
not the only road to great sound, and

T

By Scott Mathews

never is the mix of imagination and
technique more critical than when re-
cording vocals.

ALIVE AND KICKING

Sometimes the best method of record-
ing a great vocal performance is to stay
out of the way. Even Mitch Miller was
hip to this. Miller was a squatty cat with
a Van Dyke beard who produced some
incredibly foul Sing Along with Mitch
rccords in the 1960s. When Miller
heard a sound he liked, he instructed
the recording engineer to freeze.
Once, an engineer objected to the
command, complaining the VU meters
were pinned at their maximum levels.
Miller simply told the uptight knob-
twister to shut up. He then ordered the
meters covered with masking tape so
no one could see them.

Miller trusted his ears and so should
you. Technological etiquette is fine,
but if the sound vou hear is glorious.
who cares if the tape deck is on fire?
The first step in this organic listening
process is to decide whether the vocal-
ist should be recorded live. Although it
is contrary to conventional recording
wisdom, many vocalists are at their best
when singing with the band. The magic

of a “guide” vocal cut live to cue the
rhythm section often is superior to the
carefully recorded lead vocal overdub.
It is more common (and usually more
practical) 1o record lead vocals after
the rhythm tracks are completed to
ensure technical quality. However,
more “keeper” vocals are cut during
the basic tracking sessions than many of
us realize.

Some great mop-top vocals were live,
including “Twist and Shout,” “Yester-
day,” "I Want You (She’s So Heavy),”
“Let It Be,” and "The Long and Wind-
ing Road.” The King (Elvis Presley) cut
almost evervthing live. The other Elvis
(Costello) often releases tracks con-
taining his impassioned and sponta-
neous guide vocals, rather than the
“proper” overdubbed performances.
Even the Chairman of the Board. Frank
Sinatra (who does evervthing his way).
insists on cutting his vocals with the
band.

A few vears ago, | had the pleasure of
producing Roy Orbison. He told me
“Pretty Woman™ was recorded live in
the studio with two drummers pound-
ing and the background vocalist liter-
ally singing backup, because the guy
sang over Roy’s shoulder into the same
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microphone. Obviously, the majesty of
this track was not compromised by its
rough-and-ready recording process.
However, getting good live vocals to
tape requires forethought. The opti-
mum situation is to limit unwanted
sounds leaking into the vocal micro-
phone by placing the singer in an iso-
lation booth. If this isn’t possible, posi-
tion the drums and amplifiers as far
from the singer as possible. Then place
baffles around the drums, amps, and
vocal microphone. Commercial baffles
work the best, but guitar amps can be

isolated by draping a heavy blanket
over the cabinet. Atco recording artists
The Rembrandts used mattresses to iso-
late unwanted sounds while tracking
vocals.

Besides its standard role of deflect-
ing vocal "pops,” a windscreen should
be placed in front of the microphone
to prevent the singer from swallowing
or grabbing it during moments of spon-
taneous abandon. It also helps to roll
off a little low end (100 Hz or so) to
diminish the rumble of a band in full
swing.

- k'u%:”@
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THE PROPER TAKE

The conventional option of overdub-
bing vocal performances on completed
rhythm tracks still requires creative lis-
tening. Singers are an intensely indi-
vidual breed, and a microphone that
sounds marvelous on one voice may
sound hideous on another. If several
microphones are available, be sure 10
test a selection to see what sounds best.
Once the right microphone is chosen,
experiment with miking positions. If
vou don’t have a lot of microphone
options, mic placement is critical to
achieving good sound. A soul or gospel
shouter can send shivers down vour
spine with the microphone relatively
far away, but other stylists may require
more proximity.

I often like singers very close to the
microphone for an intimate sound.
Here’s my recipe: Set a condenser
microphone on a cardioid or hyper-
cardioid pattern with a -10 dB pad and
prop it two inches behind a wind-
screen. Instruct the singer to put his
or her lips right on the windscreen
(remember 10 clean the screen after
every session). If the extreme proxim-
ity causes pops, lift the microphone up
and down a bit until the sound hits the
diaphragm from a slight angle. Once
the sound is pure, let the singer rip.
When a track is completed, audition
the performance and punch in lines
that need improvement of pitch, phras-
ing, or intensity.

The improvement process can be
overdone. The performances of singers
such as Whitney Houston, Madonna,
Michael Bolton, and Bono (and I don’t
mean Sonny) often are polished until
thev bore me to tears. The voice you
hear on their records is a compilation
of endless takes, utilizing the best lines,
words, or even syllables to construct a
final, perfect vocal take.

GROUP VOX
Recording group background vocals is
a relatively easy task. If you desire a
room blend of voices. use as many mics
as needed and position the singers
straight at the mics from a distance of
approximately two feet. You also may
hang one omnidirectional microphone
in the center and have the singers form
a “circle of love” around it. But once
again, it often pays to seek out the
bizarre in order to capture interesting
background vocals.

Onc of the great innovators of
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]ou need contacts to make it in the audio and music production industry, and the 1991-92 Mix
Master Directory has the contacts you're looking for. Names, addresses, phone and fax numbers,
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the Mix Master Directory is the place to start. In fact, it's
the only reference source you’ll need. You'll find:

¢ Recording & Video Production/Post-Production Facilities
* Remote Recording Facilities

¢ Sound Reinforcement Companies

* Independent Engineers & Producers

* Mastering & Tape Duplication Facilities

e CD Replication Plants

* Facility Designers & Suppliers

¢ Recording Schools, Seminars & Programs

Exclusive Master Directory Bonus

Directory of Manufacturers: The Mix Master Directory
includes 14 solid pages of equipment manufacturers—the
audio production industry’s most complete guide—with a
handy product cross-reference for easier use.

Directory of Professional Services: You'll also find listings
of essential, hard-to-find pro audio services, including advertising agencies, public relations firms, busi-
ness consultants, photographic services, marketing agencies, technical writers and much more.

The Mix Master Directory is published by Mix magazine, for 14 years the professional audio industry’s most authoritative
directories publisher. If you need to make contact, you need the Mix Master Directory.

1991:.92
Call toll-free and pl ce your order today. (800) 233:9604.
Please send me __ copies of the 1991-92 Mix Master Directory at $24.95 each. (Add $3.50
shipping and handling. CA, NY & IL residents add appropriate state sales tax.) [ PROFESSIONAL AUDIO INDUSTRY]

Please send me information on being listed in the Mix monthly directories.
Check or Money order enclosed

DN 510 it 1 0 Mt 61t o BT s 15 SO M SME '  ars MO e s 5405 7 CHECK il e ot S ORI e <
(003111 ToT: 111 1= 11BN GO SRR RR———— S S e ——— Chargeto Visa  MasterCard  Discover Card

AUGIESS ... sumimississmmns s omauwmss s sWowsan e s s soa s e s om0 45 PO ORI PbHuT e T s 0+ American Express  Expiration Date ....................
Cily//StALE/ZIP 5 catwoc . shwsaod st oo s ommis et oo s 106 o ORI ENBRNEo Al B s TR e s« Creait CarG7is ... . 5.ge. st e Mt B ) s
Daytime phone ( T SO PT R s <+ /¥« <% TS s CX U s oh s Cardholder SIgNatUTE.. .al . omwe. S mmms s <3 rwohuamsaadss

Shipping times may vary; please aflow two to three weeks for delivery. For immediate customer service and rush orders, calt 1800) 233.9604 or (415) 653 3307. 24 hour fax Iine tcredit card orders only): (415) 653 5142
Mail completed order form and prepayment to Mix Bookshelf, 6400 Hollis St. #12, Emeryville, CA 94608
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strange recording approaches is Brian
Wilsoni. Once, after a leak necessitat-
ed draining his swimming pool, Brian
placed microphones at the bottom of
the deep end and directed the guys to
do group vocals on their stomachs fac-
ing down at the pool mics. The result
can be heard on the album Swmiley Smile.
Brian’s active mind struck again
when I recorded with The Beach Boys
at Al Jardine’s Arabian horse ranch in
Big Sur. Since the surroundings were
amazing, Brian suggested recording
background vocals in the great out-
doors. The Beach Boys’ recording engi-
neer, Steve Desper, hooked micro-
phones to a horse exerciser, a large,
round contraption designed to walk
six horses in circles. The apparatus
worked great. Each vocalist had his own
mic, eye contact was facilitated by the
circular design, and “pet sounds” were
provided by horses and birds.
Recording large groups, such as
gospel choirs, requires thoughttul
acdministration. The sheer size of these
choirs makes it difficult to identify weak
performances (or even fit all the
singers in the studio). To avoid a ner-
vous breakdown, try recording the
vocalists in easily manageable sections:
basses, tenors, sopranos, and altos. The
different sections can be recorded on
separate tracks and then submixed to
achicve the desired tonal balance.

CONCLUSION

Recording great vocals is a process lim-
ited only by the singer and the imagi-
nation of the engineer. The old cliché
stands true: “The only rule is there are
no rules.” Michelle Shocked recorded
her fine premiere release entirelv on a
Walkman, and it mav be the only
record that actually costs more to buy
than it did to make. At the same time,
million-dollar releases from industry
vets with every hot piece of gear ever
invented at their disposal often are vir-
tually unlistenable. Great records are
products of the heart. Don’t panic if
this leads vou into cardboard boxes,
entices you to drain the swimming
pool, or makes vou embrace a few con-
ventional recording techniques.

See ya on the charts, babe!

Scott Mathews is a natlily hand-
some independent producer, songuniter, and
multi-instrumentalist who has worked with
everyone from Barbra Streisand to Sammy
Hagar.

Instead of Opening 35,893 New Stores

They'll Just Work a Little Harder

E. U. Wurlitzer Music & Sound wants to be your favorite local music store.
And that’s a tall order when you consider that out of 35,896 cities and towns
across the country, they only have stores in 3 of them. But they’re sure they can
do it, because they know what you expect from your favorite local store. You
expect a wide selection, so they carry
everything from keyboards and com-
puters. to mixers and tape machines.
You expect value, so they offer com-
petitive prices.

But most importantly, £. L. Wurlitzer is committed to providing you with the
best possible service. Their salespeople are friendly, knowledgeable music profes-
sionals whowill work harder than anyoneelse to make sure you're happy. They're
exactly the kind of folks you’d expect to find at your favorite local store. So
shopping with them across the country is just like shopping across the street.

E. U. Wurlitzer is only a phone call away at 617-738-7000. So if vou're
in the market for a new piece of gear, pick up the phone and stop by.
é\ Sure, they'd love to open another 35,893 stores. But until they get

around to it, they’ll just work a little harder.

Your Favorite Local Music Store
Baston » Hours: M-F 11AM-8PM, Sat 10AM-6PM

S

“At last, I can record my guitar directly.”

Mick Jones, Guitarist/Songwriter: Foreigner; Producer: Van Halen, Billy Joel. /

“It's every amp you've ever wanted . “‘“ o
tO Own- Bruce Nazarian, Producer/Engineer/Guitarist: %ee p&\“\ 4
Anita Baker, Paula Abdul, Was (Not Was). R

“SansAmp is nothm; less

than revolutionary.

Mark McKenna, Independent. Englneer
Formerly on staff at Bearsville
Studios-NY, A&M Studios-Hollywood

SansAmp delivers the pure, natural sounds of
tube amplifiers, ranging from very clean to full
saturation -- without altering the original tonal
personality of the instrument. SansAmp's
versatility makes it uniquely suitable for any
music style, be it for guitar, bass, vocals,
keyboards, etc. Because there are no factory
presets, the user has the freedom to explore fine
and important nuances within the tube amp
sound spectrum to achieve a personal voice.

Sounds good on paper? Prepare to be convinced!

Designed and manufactured by

Tech 21

1600 Broadway, NY, NY 10019
(212) 315-1116 / Fax: (212) 315-0825
FET hybrid circuitry. Operable with one

9-volt battery up to one year.

MADEINUSA.

ggér Sai Purclﬁgm

Colour, Def Metallica Larry Oakes
(Bad Company), Robert uune (Lou Reed), Paul Pesco
(Madonna, Steve Winwood), Doug Wimbish (Jeff Beck. Mick
Jagger), Rik Emmett (T‘rxmph) Chns Currell (Michael
Jackson),Ray Gomez (Stanley Clark ), Jeff Campbell (Sting).
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COLUMNS

SERVICE CLINIC

Questions and
AnNnswers

Our savant of
service ponders
power problems

and concedes
that DIY service

has its pitfalls.

Your answer in the September
1991 “Service Clinic” regarding
" 4 the "do-it-yourself” servicer,
WY while complete with regard to
tools and test equipment, left out one impor-
tant ingredient: getting some professional
training. As a qualified technician and shop
owner with twenty years of experience, |
provide service for fourteen stores in my
area. The majority of headaches in repair
come from inexperienced “do-it-yourselfers”
who destroy more than they fix. Even the
technically minded guys (such as the one
who brought all the socketed ICs from his
mixer in to be “tested” but didn't make a lay-
out) are a pain. Please, do the real techni-
cians a favor and advise people to get train-
ing first.

=

%/ a -
oy "5

A.The logic of “education before
experience” is irrefutable, and the
above comments are well-taken. A
reminder regarding proper training
and experience, placed with the origi-
nal text, would have been helpful.

It should be considered, however,
that “Service Clinic” addresses the
needs of several categories of readers.
For the technical beginner and the
interested nontechnical reader, the col-
umn explains general matters of equip-
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By Alan Gary Campbell

ment operation and preventive main-
tenance. For the student and the tech-
nical hobbyist, it presents straightfor-
ward, explanatory repair, service, and
modification information. For the tech-
nician, technologist, and engineer, it
offers specific and often highly tech-
nical information to aid in profession-
al diagnosis and service.

Necessarily, there is some overlap
among categories. It has been and con-
tinues to be my practice to print warn-
ings (e.g., “Do not attempt this repair
if you do not have the proper knowl-
edge, skills, and equipment; refer the
job to a service center.”) for procedures
likely to be attempted by the do-it-your-
selfer that may cause difficulty or pre-
sent risk to equipment or people.

Nonetheless, do-it-yourself service is
an educational activity for many EM
readers. They have to start somewhere,
and most technicians started by disas-
sembling something they had no idea
how to fix. Of course, not every do-it-
yourselfer who botches an attempted
repair will transmute misadventure into
a career, but some most assuredly will.
My attitude toward do-it-yourselfers is a
bit different: I provide them with a list
of information sources, courses, and

R A S S - e

schools; explain (and on rare occasions
demonstrate) proper service procedures,
with applicable cautions; encourage
their interests; and hand them a bill.

Of more concern to me is the fre-
quency with which I am called upon to
repair the attempted repairs of other
service centers. Perhaps this is inevit-
able given the complexities of modern
technology and the time pressures of
electronic musical instrument repair.
It clearly reinforces the need for the
individual to maintain a good working
relationship with a competent region-
al service center and to carry spares, if
at all possible, when touring.

Q. recently sent my new unit [brand name
withheld to protect the guilty] to the factory
for repair, and it took five and a half weeks
and two phone calls to get it back. At that
point, the factory had it longer than |, and
they didn't offer to extend the warranty. My
local service center says this is normal. Is it?

A. Many music technology companies
are, in reality, small businesses with
small service departments that have to
deal not only with customer repairs,
but with production defects, upgrades,
beta testing, trade-show service, etc. It



is, unf()rlun:ut-l_\,', not uncommon for
some factory repairs 1o take from wwo to
four weeks, and sometimes longer,
although I occasionally receive facto-
ry “farm outs” back within a week, ship-
ping time included. It depends upon
the factory service workload at the ume.
(Note that it often takes from four to
eight working days for UPS surface
shipments to cross the continent.)

To speed up factory repairs, provide
detailed, written information regard-
ing the nature of the defect, including
its frequency, time of onset from
power-up, susceptibility 10 temperature
and impact, audible artifacts, display
glitches, etc. For in-warranty repairs,
make sure vou include proof-of-pur-
chase documeniation. To avoid further
problems from shipping damage, pack
the unit carefully, preferably in a fac-
tory carton (order one, if a suitable
substitute cannot be found), and insure
the shipment for the replacement cost
of the instrument.

It is reasonable to inquire by phone
if a repair is taking longer than expect-
ed, although harassing or threatening
calls generally are counterproductive.
Some manufacturers will extend the
warranty period in cases such as vours.
[ suggest you write a letter to the service
manager of the company, carefully
explaining the circumstances. Be sure
to include copies of all the relevant
purchase and service documents.

Q. The memory in my Fender Polaris synth
got scrambled. | opened the keyboard and
discovered what appeared to be two flash-
light batteries inside. Do these back up the
memory, and is it okay to replace them with
regular batteries?

A. The two D cells in the battery hold-
er adjacent to the power supply do. in
fact, back up the memory. These are,
believe it or not, normal flashlight bat-
teries manufactured by National Hi
Top, a division of Panasonic. Even
more amaving is that, among the many
Polaris synthesizers I've serviced, I've
never found one with depleted or leak-
ing batteries. (That doesn’t mean there
aren’t any, just that I haven’t found
them.) Their long life is at least par-
tially attributable to the low current
consumption in this application.
Nevertheless, the batteries should be
replaced if the combined terminal voli-
age (measured by high-impedance
DVM only; do not use an analog VOM)

drops below 2.7 volts. I recommend
Duracells in this application (no, they
don’t send me free ones) for their long
life and comparative freedom from
leakage.

The Polaris is somewhat sensitive to
line transients, which can scramble
memory. The batteries may still be
good. Lither way, you’l have 1o reset
and recalibrate the instrument. The
procedure was described in detail in
the June 1990 “Service Clinic.”

Q. Why are the memory circuits of pro-
grammable synths so sensitive to power-
line glitches?

A. AC line transients can get through
the power-supply circuitry of synths,
causing noise on the power-supply lines
that feed the memory circuits and
ancillary circuits. This noise can result
in incorrect operation of digital com-
ponents, writing bad data to memory.
The problem is aggravated by the fact
that most synth memory is battery-
backed, requiring the power supply to
“hand off” the memory ICs to the bat-
tery on power-down, and vice-versa on
power-up. This “hand-oft” process pre-
supposes an orderly power-up, power-
down sequence, which can be severely
compromised by line transients.

A simple, cube-tap-type surge sup-
pressor, while a valuable form of afford-
able “equipment insurance” that can
arrest potentially damaging transients,
will not stop low-level noise or solve
significant line problems. A line filter
contains, in addition to the varistors
of a surge suppressor, filter elcments
such as inductors and capacitors. Line
filters offer considerable protection
from noise, and many digital synths
and effects now have filters built in. A
line conditioner is the next siep; these
usually contain a constant-voliage, fer-
roresonant transformer (varistors and
filters are redundant) that delivers a
constant 117 to 120 VAC despite
brownouts and more serious line-volt-
age fluctuations. (For more on surge
suppressors, line filters, line condi-
tioners, and other types of related
devices, sce “Basic Studio Series, Part 6:
Getting Wired—A\ Power Primer” in
the April 1990 EM. )

EM contributing editor Alan Gary
Campbell is owner of Musitech™, a con-
sulting firm specializing in electronic music

product design, service, and modification.

professional

Audio Supplies

immediate shipment

—

N

labels  cassette boxes albums

d @KL

CD packaging reels and boxes

ask for our free PolyQuick catalog

Chicago
(708) 390-7744 Fax: 390-9886

Los Angeles
(818) 969-8555 Fax: 969-2267

PolyQuick

1243 Rund Roud, Des Plamnes IL 611016
16018-C Adelante St Irwindule CA 91702

LIGHTNING

MIDI Controllier
for the
Space Age

’

" addictive, no doubt about it...
a technological marvel.”
Jim Aikin
Keyboard Magazine

" I've been waiting

for this for years”

George Lewis
Trombonist

Lightning
at NAMM

" Expressive,

Zeta Music immediate,
Booth 3415 deep and fun”
Robert Rich

Svndlible Electronic Musician
from
Buchla & Associates
P.O.Box 10205

Berkeley, CA 94709
Telephone (510) 528 4446
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Reviews

The MicroSound hard-disk recorder/editor for the PC consists of an
external 1/0 box, a DSP board, and Windows-based recording and

editing software.

100 Electronic Musician February 1992

Micro Technology

Unlimited Microsound

By David Miles Huber

MTU’s digital mastering
system offers a graphic

interface and clean sound.
f you’ve been reading EM dur-
n ing the last year or two, it will
come as no surprise to learn

that the world is becoming flooded
with digital audio recording systems.
Among the most promising are systems
that record audio data directly to hard
disk, and the PC-compatible platform
seems to have inher-
ited its full share of
these. Micro Tech-
nology Unlimited’s
MicroSound digital
audio hard-disk edi-
tor offers a few
unique twists that
distinguish it from
the pack.

MicrodSound pri-
marily is designed to
function as a 2-track
mastering system,
but it also works
well as a video post-
production  tool.
Learning MTU'’s sys-
tem requires be-
coming accustomed
to some different terminology, but the
user is rewarded with extremely flexible
editing and song-assembly features.

The system is designed to operate on
80286-, 80386-, and 80486-based, AT-
bus computers running under Micro-
soft’s Windows 3.0 graphic operating
environment. It consists of three basic
components: an external I/O module,
a digital signal-processor board, and
Windows-based digital-audio editing
software.

PETER DIGG!

EXTERNAL 1/O0 MODULE

The external 1/0O module is a metal
interface box that is tied to the main
processing board via a 5-foot, shielded
cable. Its main purpose is to connect
the system to the outside signal world.
Measuring approximately 3 x 6 X 9
inches, it houses up to two 2-channel
1/0 module boards. (“Channels” in a
random-access digital audio recording
system such as MicroSound are not
exactly analogous to “tracks” in linear-
based recording, as discussed in “From
the Top: Hard-Disk Recording” in the
December 1991 EM.)

The 1/0 boards are available in three
possible configurations: unbalanced
analog audio, balanced analog audio,
and digital audio (AES/EBU and
S/PDIF). This allows the system’s hard-
ware and software to be configured to
include two analog channels, two ana-
log channels plus two digital channels,
or tour discrete analog channels (two
analog boards in tandem). The system
is not intended to replace a multitrack
recorder, so even though it offers mul-
tiple channels, you only work with
groups ot stereo soundtiles.

The system’s analog interface is capa-
ble of 64-times oversampling, analog-to-
digital conversion at any of fifteen user-
selectable sample rates, ranging from 8
kHz to 48 kHz. D/A conversion is
accomplished with K-times oversam-
pling, 18-bit converters. Analog input
and output levels can be adjusted inde-
pendently to match various level stan-
dards through the use of 20-turn gain-
trim pots. The optional digital inter-
face offers AES/EBU and S/PDIF
input/output ports with selectable sam-
pling rates of 32, 44.1, or 48 kHz. All
input/output ports offered by MTU
use Walkman-style, /8-inch mini jacks,
with 2-conductor, stereo mini jacks for
balanced analog and AES/EBU digital
port connections, an unfortunate
design decision.

MTU's AT-DSP56 processor board is
a full-size, 16-bit card, whose primary
function is to interface the external
1/0 module to the host IBM-AT (ISA-



Good Sound Advice.

Here's an easy way to figure out which software will help you get the most out of your MIDI setup: call the MIDI
software experts at Soundware and get the kind of reliable service and support that our customers have come to

rely upon. Simply dial (800) 333-4554. Orders gladly taken at the same number.
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Music Quest
PC MIDI Card

MQX-16, MQX-165, MQX-32M

Complete 286 and 386 PC MIDI
computer systems are now ovailable
from Soundware. We take ail of the
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FREE "MIDI by Mail" catalog available. Just
call or write and we'll be happy fo send you a copy.

No question too dumb. MIDI systems are great.
But the software can be o little confusing when
you're first starting out. We understand. That's
why we try our best to answer any questions you
have before you ordor. Just curl us of (800)
333-4554. Institutionalize us. Attenfion buyers
in professional studio facilities, schools ond
universifies: Soundware is the perfect place to buy
your MIDI software. We not only have the pro-
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Your MIDISource
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© 1991 Soundware Corporation 200 Menlo Oaks Drive MenloParkiGAT794025 (415) 328-5773 FAX (415) 328-0611

All of our MIDI computer systems are
backed by a full one-year on-site
service warranty on parfs and labor and
a technical support number you can use
to be in fouch with our technical support
staff. These systems come complete with
various software and MIDI inferfaces.
Our computers are the highest quality
286 and 386 compatibles available.
Each system goes tﬁrough a rigorous
test and burn-in before it's delivered to
you. Many models and custom
configurations to choose from. Please
calt for details.
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ducts, but also the knowledge to help make sure
you get the right ones. And we'll happily occept
your PQ.

We accept VISA, Mastercard, and American Express
with no added service charge. Your credit card will
not be charged until we ship your order. Personal
and company checks accepted. Please allow one
week to clear. Californio residents please add local
sales tax fo your order

SHIPPING

For foreign orders and Next-Day-Air, please call.
Ford all others, add S4 per item fo cover UPS
2nd-Day-Air.
y Call to order:

(800) 333-4554
Good anywhere in the U.S. and Canada
Monday thru Fridoy 9-5, Saturday 10-4 PST



® MTU MICROSOUND

bus) or EISA-bus computer. At the
heart of this card is a 20 MHz, Motoro-
la 56001 digital signal-processor chip
for calculating the necessary mixes,
gain changes, and fades and drawing
the onscreen waveform displays.

An optional SMPTE/MIDI card
makes it possible for the MicroSound’s
start/stop, punch, and timing functions
to be remote-controlled from an exter-
nal source, using either SMPTE time

code or MIDI Time Code.

SOFTWARE OVERVIEW

The MicroEditor software’s main screen
(see Fig. 1) includes a series of pull-
down menus for performing various
functions, recording a
Soundyfile, creating a Segment, and cre-
ating a Mixfile. Below the menus are a
Soundfile status line that shows the
sample rate, length, start time, and the

including

" MicroEditor (DASPOT_AD.MDG
[ Record Wtilities

File Segment
SRate: 44100

Edit Eftects

Play Mark
Play Window
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FIG. 1: MicroSound’s main screen offers a graphic playlist that allows you to easily see and

manipulate chunks of stereo digital audio.

svstem’s File Window Box. The latter
provides a graphic representation of
vour location in the overall Soundfile.
When vou point the mouse at a partic-
ular location in the File Window Box,
it whisks vou to the corresponding loca-
tion in the Soundfile.

The larger Waveform window located
near the lower part of the screen is a
graphic area used for expanded wave-
form-viewing, high-res zooming on
parts of a Soundfile, and showing mix-
related graphic information. A mov-
able, rectangular Zoom box within the
File Window Box indicates how much
of the Soundfile is presently being dis-
played within the Wavetorm window.

THE RECORD SCREEN
The Record screen (Fig. 2) is used 10
record audio directly to hard disk as a
Soundfile or play back anv number of
previously recorded Soundfiles. In this
case, a Sound(file is a length of unedit-
ed, 16-bit PCM digital audio, which is
stored to disk in standard MS-DOS
format.

The Record screen is accessible from
the program’s main window and in-

e
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THINK TREE

» Album X
 CD # Cassette

'

CAROLINE

1992 CAROLINE RECOROS, INC.
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cludes separate record and playback
sections. (This was done to prepare
for an update that will include simul-
taneous recording and playback.)
Either section can be triggered man-
ually from the screen’s transport but-
tons or, with the optional SMPTE
MIDI card, can be triggered automat-
ically using SMPTE time code, MTC
(MIDI Time Code), or MIDI Note On
commands. This function definitely
earned my appreciation.

User-selectable sample rate, 1/0,
and other system settings can be set
up once and saved as a standard start-
up default. In addition, peak ampli-
tude meters are designed into the
Record screen to help Kkeep the
recorded level below the clip range.
Several real-time numeric and graph-
ic displays are supplied, including a
tape counter, record bar meter, and
free disk space indicator.

CREATING SEGMENTS

Once a Soundfile (or series of Sound-
files) is recorded 1o hard disk, the user
can continue on (o the next phase:

8 Channels
99,95,
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MIXP)ll g: c;:; A»B POWER
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ouTMUTE TS T A
00 0000000/
. A [} 7 0 5 4 3 2
‘

The one-of-a-kind IMINIMIX@r " from Midiman.
Versatile - 4 channel stereo or mono 8 channel modes.
Ultra-Quiet - .01 % Total Harmonic Distortion, 90dB S/N Ratio.
Pocket-Sized - 6" x 3°* x 1, under 11b.
Plus... it runs for a year on one 9-volt battery (Included).

L] | ]
ZFmibiman”
T Guaranteed for life

30 North Raymond Avenue, Suite 505, Pasadena, California 91103
Tel.: (818) 449-8838 Fax.: (818) 449-9480

creating Segments. A Segment is a
marked region within the raw Sound-
file. Once named, such an audio Seg-
ment is easily inserted into an edited
Mix. Any number ol segments can be
created from up to twenty difterent
Soundfiles, which can be stored on
multiple disk drives, including net-
work volumes

Upon clicking Create Segment with-
in the main menu, a dialog box
appears that allows a choice of the
recorded Soundfiles residing on the
disks. Upon selecting a Soundfile, a
new Waveform window pops up, dis-
playlng the File window which repre-
sents the file’s overall length, and its
corresponding rectangular Zoom box.
The latter indicates how much of the
Soundtile is displayed in the larger
Waveform window.

Any part of the Soundfile can be
viewed by simply mouse-dragging
cither the leading or uailing edge of
the Zoom box to include the Sound-
file area you wish to see. Then you sim-
ply let go of the mouse button, and
the desired area will be displayed in
the larger Wavetform window.

Simply put, an audio Segment is
defined by the creation of a beginning
and an ending “marker.” These are

digital location points that tell the
com puter 10 pla\' back onlv a defined MQX-16, MQX-165, MQX-32M are trademarks of Music Quest, Inc. Other product/brand naies are trodemarks of their respeciive companies

FOR THE IBM PC, we’ve made state-of-the-art MIDI
interfaces with smarttape sync since 1988, While the
others brands arestillin rewind. In fact, the FSK syncon
Roland’s card doesn’t even work with some leading
sequencers -- like Cakewalk, Cakewalk Professional,
Master Tracks Pro, and Sequencer Plus Gold

Butyour sequencer will sing with our Chase Lock or
SMPTE sync. And with smartfeditures thatmake FSK an
anachronism. Like tape chasing to locate anywhere on
tape, and error correction for dropout-free reliability.

Sodon’tletyour precious recordings go down the
drain. Gelin sync. And stay in syne with Music Quest.

The MQX-16 has Chase Lock sync. The MQX-16S and multi-port standard
MQX-32M include both Chase Lock and SMPTE. All are MPU-401 compatible

Music Quest us/ canada: 1-800-876-13%

1700 Alma Drive Suite 330 Plano, TX 75075 (214)881-7408 Fax: (214)422-7094
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SCSI SOLUTIONS

44 MB Removable 44 MB Removable / CD-ROM combo

676 MB Fixed Drive

The Musician’s Drive

Nothing can compare to the convenience of a SCSI hard drive.

At PS Systems, we make SCSI simple. That’s why PS Systems continues
to be the Professional’s Choice...worldwide. We custom-build your drive
in a durable, lightweight aluminum case, with up to two drives of
removable, optical or fixed media, in any combination.

Then we support it with professional, accessible and courteous
customer service. Finally, we back it all with a one year, no hassle
warranty. This commitment to the professional musician has made us
the fastest growing rackmount SCSI drive manufacturer in the world.

FEATURES

B PS Systems’ quality and reliability W External SCSI ID switches
B Custom made twisted pair cables W Two SCSI connectors per drive
B Lightweight aluminum case B Shock mounting

M [lluminated power switches B Exclusive air convection cooling system

P.S. We also make memory expansion for a variely of keyboards and samplers.
Give us a call at (800) 4468404 for a PS Systems dealer near you.
PS Systems...The Professional’s Choice.

P

SYSTEMS

music technology products



® MTU MICROSOUND

ent methods: lincar assembly; overlap
assembly, which MTU refers 1o as Disk
Lavering; or via a Positioning window

region of a larger, unedited Soundfile
at a prescribed trigger time. (Digi-
design uses the term Region to denote
the same thing.)

You define a Segment by selecting
the Mark icon, placing the mouse at a
point, and click-and-dragging it to mark
the desired area. This can be done in
the File, Segment, or Waveform win-
dow. Moving an existing marker point
is done by placing the mouse cursor
over either marker boundary (at which
point the curser turns into a L/R arrow
cursor). clicking the mouse and moving
the Mark 10 its new location.

To help you set the appropriate
points, the Scrub command lets vou lis-
ten to any part of a Soundfile at stan-
dard, Y2, V1, ! Yis play speed.

assembly places one scgment directly
alter another (in a butt-edit fashion)

gram. Overlap assembly is used when
two or more Segments are positioned
such that they overlap and play at the

the files together in the digital domain
and stores them o disk as a separate

back, the program accesses these
mixed Blocks at the appropriate times,
/8, OF
When selected. this function can scrub
the playback cursor over a displayed
waveform in either the forward or back-
ward direction.

channel program.
Microliditor is capable of layering up

and right-channel gain parameters. Be
THE MIX SCREEN
Once a series of Segments are created,
thev can be assembled into a final mix
using the Mix screen. The function of
this screen is to provide a graphic in-
terface for viewing, placing, and con-
trolling Segments and for saving thesc
combined Segments as a separate Mix
file.

The Mix screen allows Segments to
be selected from the available Sound-
file list and places them into the Seg-
ment window. A graphic representa-
tion of these Segments is placed into
the window as a series of named, hori-
rontal rectangles. The Mix screen
graphically organizes these blocks in a
decision list that lets you see when they
will play or if they overlap in time.

Segments can be placed into the Seg-
ment window with a number of differ-

vou plan on doing many long fades,
vou'll quickly eat up room on vour
hard disk.

Microliditor's Positioning window. This
window acts as an audio clipboard,
allowing Segments to be positioned and

removed {rom the mix and reinserted
at a different point in time.

particular interest in fine-tuning an
edited mix are the Snap to Grid and

itor, vou can find vour location in the
Mix file using vertical gridlines whose
spacing and resolution change with

File Options Record Play Detauit

[Fite 1: d:\simul2.st [File Length: 00:00:00:00.0] [Counter: 00:00:00:00.0} File 1}

L ) = oth, -

[File 2: d:\everwhr.sf ] [Fite Length: 00:00:03:03.7} [Counter: 00:00:01:23.1] File 2

File lr ]

Peak Meters
‘1o oClipo o

Pause

Play sQon
| \[Length. 00.00:01 11_0;515

Audio Type: Analog l

mona

{Length: 00:00:01:10.5}

{Audio Type: Analog I
(Trigger. SMPTE 00 60:30:00.0
Disk Free: 00:00:06:12.3]

RECORD DISABLED) ‘« " Enable Record

[Trigger. NONE

PLAY READY

e

FIG. 2: The Record screen offers several counters and active meters for monitoring your record-
ing and familiar transport controls.

(a multi-segment clipboard). Lincar

Lo create a single, continuous pro-

same time within a Mix file. Whenev-
er such Segments overlap, the pro-
gram automatically and rapidly mixes

series of Sound Blocks. Upon play-

producing a seamless mix of the 2-

to 38 overlapped Segments, each of

which has fade-in, fade-out, and left-

aware that these files take up addi-
tional hard-disk space, however, so if

A Segment also can be moved and/or
placed at any location within an exisi-
ing edited mix through the use of

inserted into a mix at any place or

Two additional command tools of

Gain/Fade commands. Within Microlid-

MIDI Spy is the

unique nCw  sequencer
that records and plays in
the background! With
MIDI Spy installed,
you’ll never lose another
valuable musical idea -
it's always recording.
And you can play a list
of MIDI files in the
background while you
usc your computer for
other tasks like word
processing, BBSing, or
file maintenance.

MIDI data can be recorded at any time - from
the desktop or from within GEM or TOS
programs, whether the MIDI Spy dialog box is
open or not. Control MIDI Spy with hot keys
that arc always active, or directly from your
MIDI keyboard. And you can take your ideas
into your main sequencer to work on them, since
MIDI Spy rcads and writes standard MIDI files,
in all file formats.

MIDI Spy has been fincly tuned for
non-interference with your other programs. It’s
a perfect companion for our MIDIMAX
real-time performance tool, which features chord
maps and MIDI macros. And MIDI Spy even
has a special “MIDIMAX modc", allowing you to
actually record your MIDIMAX output!

MID

Creating innovative software
for Atari ST/TT computers... =

CodeHead s

SOFTWARE

P.O. Box 74090, Los Angeles, California, 90004
Telephone (213) 386-5735, Fax (213) 386-5789

CARPET COVERED
HARDSHELL CASES

One
Incredible
Low Price of

g $5900

Racks: 4, 6 and 8 space 14" deep
Keyboards: All pogular 61-note keyboards:
M-1, T-3, SY77, SQ-1, EPS, D-20, etc.
Guitars: Standard electric, bass, classical,
drednaught

Band Instruments: Trumpet, sax, violin, flute
Microphones: 12 Mic Case

Mixers: 6, 8 and 12 channel unpowered mixers

Albums, 45’s, CD’s, Briefcases

Order Now While
Supplies Last!

i den
B — =

Discount Distributors
{nyy (516) 563-8326(0umsi0e wv) (800) 346-4638

February 1992 Electronic Musician 105




300xh~

This mic is
Rock and Roll

The Power

The Feel

The Passion

The AUDIX 300xb

VLM type B technology
NEW.

Made to perform
Made for you

Fire up a 300xb

SCREAM...
With Pleasure!

The AUDIX Scream Machine.
The AUDIX 300xb

ANEHB Y IAE

Only from
AUDIX

Not Sold
Every where.

AUDIX

19439 SW 90th Court 300 h

Tualatin, OR 97062
Phone: 1510 463-1112
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FAX: (510) 463-2149

®¢ MTU MICROSOUND

zooming. Grids arce used (o indicate
overall time increments in a program
and allow the user to graphically place
a Segment with relative accuracy. They
can be displayed as SMPTE time (the
program supports 24, 25, and 30 fps
and 30 drop frame), absolute time, and
number of samples.

The Snap to Grid editing function
allows a Segment to be placed into the
Segment window with sample-level
accuracy. When Snap to Grid is active,
the leading or lagging edge of a Seg-
ment, or a flag selected with the mov-
ing Segment, can be “snapped” to the
closest Grid line, assuming the Seg-
ment is located within the left or right
third of a Grid section. When it moves
beyond this one-third spacing, the Seg-
ment freely moves in relation to the
mouse.

Segments also can be digitally faded
or changed in gain so as to match or
alter levels within a mix. Any number
of fade in/out times can be entered
into a dialog box, or a user-defined
default time can be used. In addition,
Segments may be individually attenu-
ated down to 0%, or amplified to
2,500% (25 times) of its original level,
clipping notwithstanding. The fades
can be up to the length of the Seg-
ment. Unfortunately, you cannot do
real-time automated mixing of the Seg-
ments; all mixes must be determined
ahead of time.

MicroSound docs not ofter digital
EQ or other DSP functions, but MTU
sells a separate DOS-based software
package called MicroTools ($200) that
can perform non-destructive time com-
pression/expansion, noise suppression,
pitch shifting, filtering, and other
sophisticated DSP functions. Micro-
Tools, which requires a math copro-
cessor, does not perform its manipu-
lations in real time.

The Mix screen is comprehensive
enough to let you place a Segment any-
where within a mix, remove it, place it
in another spot, or to slip a bunch of
them in time. The mixing abilities of
the Disk Layering (overlap assembly)
process lets you experiment with lay-
ering sounds while maintaining inde-
pendent control over levels and fades.
I’s great for building layered effects.
By mixing together clips from an
effects CD and adding a dash of slow,
backward scrubbing, I created wild sci-
fi effects tracks. This is useful for video
and film post-production. While in the

Mix screen, you can do SMPTE or
MIDI chase-lock, which speeds editing
operations and reduces preroll to
under two seconds.

From within the Record screen, you
can save any number of Soundfiles to
disk. The Mix screen, however, is capa-
ble of saving Segment markers and
other mix-related data as a separate
Mix file. Any number of Mix files can
be saved, so you can store alternate
mixes. In addition, a Save as Soundfile
command can be used o store a com-
pleted mix to disk as a single, separate
Soundfile, just as though it were re-
recorded.

MY TWO CENTS
The way MicroSound layers sound is
different than many other systems in
that when Segments are layered and
overlapped in time, it automatically
performs a disk-based mix. Most other
random-access audio recording systems
(such as Digidesign’s Sound Tools sys-
tems) assemble soundfiles in linear,
sequential, playlist-based fashion.
Because the MicroSound system
works differently from most other disk-
based, random-access systems, the man-

Product Summary
PRODUCT:

MicroSound Digital Audio
Editor

REQUIREMENTS:

B0286-, 80386SX-, 80386-,
or 80486-bascd IBM AT-
compatible computer with
at least 1 MB of RAM (4
MB recommended); MS-
DOS 4.01 or 5.0; Windows
3.0; hard drive with 28 ms
access time or faster
PRICE:

Basic 2-channel,
unbalanced analog system
$3.690

Digital I/0O board $495
MANUFACTURER:

Micro Technology
Unlimited

PO Box 21061

Raleigh, NC 27619-1061
tel. (919) 870-0344

EM METERS RATING PRODUCTS FROM 1 TO §

FEATURES ® ®e o o

EASE OF USE ® [ ] o ]
SOUND QUALITY o [ ] o & 4

VALUE ® ® o ¢



ufacturer elected to utilize new and
unfamiliar terminology. Partly because
of terminology problems. the docu-
mentation is unclear at times. 1 would
have appreciated a well-written Quick
Start section that explained the sys-
tem's operations more simply and
directly.  Fortunately, Microliditor
includes over 200 detailed, context-sen-
stive help screens.

Although the literature says that the
Microlditor works on 80286-based com-
puters, I could not get it to work on
my main workhorse. (An MTU repre-
sentalive assured us thai the author’s expe-
rience was unique, and the company is nol
aware of similar problems with other 80286-
based users.—S0O) Upon reinstalling it
on an 803K6-hased PC. the system
passed its startup test with no hitches.

Once working, 1 was faced with the
task of making adapter cables from
phono to the external 1/0 module’s
Vs -inch mini plugs. MTU’'s decision to
use mini jacks lets the company inte-
grate both unbalanced and balanced
I/0 connections into a single. inter-
changeable plug-in housing. Nonethe-
less, it forced me to putin a lot of time
soldering cables. which was a nuisance.
(Adapter cables also are available from
MTLU.)

My biggest beef about the software
design, other than the lack of DSP, is
the inability to monitor a signal
through the record system in any othei
state than Record. I feel that the sys-
tem should be able 10 monitor its input
in all states but Playvback so you can
always reference the source signal. For-
tunately, MTU promises to implement
this in version 2.06. which should be
out by the time vour read this.

Overall, MicroSound performs admir-
ably. Its ability 1o automatically mix lay-
ered files is an especially good leature.
The system also is easy to use: Creating
Scgments is as simple as zooming to the
spot vou want, highlighting the region,
and placing it into the Mix screen. It's
a relatively fast and easy process.

MicroSound currently is not opti-
mized to function as a multitrack re-
cording/editing system, as the Spec-
tral Svnthesis syvstem is. so if vou want
independent track adjusiments, pan-
ning, etc., look elsewhere. However,
MicroSound is well suited to sophisti-
cated 2-track mastering applications.

After getting fairly well acquainted
with a number of hard-disk recorders
and workstations, it becomes obvious

that each system has its own operating
philosophy and its own way of con-
necting vou to the digital world. Al-
though sometimes it is diftficult to figure
out what MTU"s literature is trying 10
say. once vou grasp the concepts, the
svstem can be operated with a reason-
able amount of speed and generally per-
forms as advertised. Caveats aside, the
MicroSound system warrants a person-
al test drive for interested [BM users.

David Miles Huber recently real-
ized that on his next trip to Mexico he can
anly take two carny-on items: his cat and
his DAT.

Alesis D4 Drum

Module

By Zack Price

More than a sound
repository, this box triggers

major changes.

lesis has a knack for making

drum machines that perform

as well as the competition's for
about half the price. They did it a few
years ago with the HR-16 and HR-16:B,
and more recently with the SR-16.
Thev've done it again with the new D+
drum module. And, in true Alesis stvle,
they've thrown in an innovative feature
that’s bound to delight MIDI percus-
sionists and producers and irritate their
rivals’ design teams.

DESCRIPTION

The D41 is a U rack-mount drum
sound module, similar in function o
the Kawai XD-5 and E-mu Procussion.
Unlike the latter modules, vou can't
svnihesize vour own sounds with the
D4, nor can vou add sounds or Kkits as
vou can with the XD-5. However, the
D4 has over 500 quality percussion
sounds that can be arranged into 21
different drum kits. That’s more than
enough for serious rhythm work. Con-
sidering that the D4’s price is less than
half of the other two mmodules, vou have
1o decide whether programmability and
expansion card slots (which use expen-
sive ROM or RAM cards) are worth the
extra money.

Drum
Microphone

The Power
The Pressure
The Performance

Made for Drums
Pure and Simple...
The AUDIX D-one

VLM lype C techinology
NEW.

Radical in spirit
Bulletproof by design.

Cut it Loose,
Capture it Clean.

The AUDIX D-one.
The AUD!X Clean Machine.

Only from
AUDIX
Not Sold
Every where.

AUDIX
19439 SW 90th Court
D-one

Tualatin, OR 97062
107

Phone: (415) 463-1112
FAX: (415) 463-2149
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MIDI SEQUENCES

If you want faithful
reproduction and unparalieled
accuracy in MIDI programming,
then you want the live-music sound of
TRAN TRACKS MIDI Sequences.

With TRAN TRACKS you get quality service,
great prices and a large selection of
popular songs. We support all

computer formats and most

dedicated sequencers.

Experience the
MIDigroove ™ —
It's “music-friendly! (\0 \\\

/i

AUSTRALIA « Rhythmic lv'ol L1d. « P.O. Box 433,
Hornsby. NSW 2077 +Tel:02-482-2086 « Fax 02-477-6069
UK « AMG « Hurst Lane, Privett Near Alton,

Hants GU34 3P LeTel: 07-3088-383« Fax 07-3088-390

ORDER LINE
1-800-473-0797
Fox (201) 383-0797
Technical Support
(201) 383-6691
133 West 72nd Street.
Sulte 01, dept EMO91
New York. NY 10023

TRAN TRACKS

MIDl .lQUlNC!!

S1IBRARIAN

m BRIGINAL Universal Librarian
a FOR THE ATARI \
IBMPC & COMPATIBLES
i AND APPLE MACINTOSH
el

Z]e STORES & ORGANIZES
ey PATCHES FOR MORE THAN ONE
20 HUNDRED MIDI INSTRUMENTS

Available direct or
at fine music stores
around the world

Iinternational Oistributors

f/—

641 CALEDONIA RD.
TORONTO, ON, CANADA MGE 48 |
TEL (416) 785-3036 FAX (416) 785-6416
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® ALESIS Da

In addition to providingé wéai&n of s;mﬁled perc;ssion sounds, the Alexis Di has twelve inputs
that let you trigger its sounds from electronic drum pads, drum triggers, or audio signals.

The D4 possesses many tried-and-true
Alesis features, stich as two sets of stereo
outputs, dynamic articulation, and 16-
voice polyphony. It also has a head-
phone jack (a [irst for Alesis) and a trig-
ger pad on the front panel so you can
audition sounds without having to use a
keyboard or other trigger device. How-
ever, this pad is so velocity insensitive
that I had to give the thing a darn good
whack to get a moderate sound level.

The D4 also responds to Local
On/Off, MIDI Volume, and a variety
of Continuous Controller messages.
Pitch bend affects all assigned voices
by “tuning” them in whichever direc-
tion the bend takes place. The ex-
tremes of the bend effect are more rad-
ical than when the sounds are normaily
tuned to their upper and lower limits.
It will definitely bring out the cyber-
punk in you.

TRIGGER INPUTS

Don’t get the idea that the D4 is just
doing the same thing as other machines,
but at a cheaper price. It has a special
feature that makes it not just MIDI-
friendly, but drummer- and producer-
friendly. In the back are twelve trigger
inputs that can be connected to elec-
tronic drum pads, drum triggers, and
even audio jacks. In addition, a rear-
panel jack accepts an optional momen-
tary footswitch that lets you step through
drum Kits, or serves as a hi-hat pedal,
depending on its user assignment.

For the MIDI drummer, the D4 is an
excellent means of triggering percus-
sion sounds without having to use a
“drum brain” or trigger-to-MIDI con-
verter, hbecause it combines the func-
tions of both. Furthermore, the D4 can
respond to trigger data and MIDI note
data at the same time (within the lim-
its of its 16-voice polyphony), so you

can combine electronic trigger pads,
MIDI trigger pads, keyboards, and
sequencers.

The D4’s trigger inputs also generate
MIDI note data, so drummers can eas-
ily use other MIDI modules in their
setups. For example, one of the sounds
in the D4 is Silence, which can be
assigned to any or all notes. Simply
assign Silence to a note that triggers a
sound made by another module. When
triggered, the D4 will generate the MIDI
note data to trigger the other device
without making a peep. If you don’t
want to use any of the D4’s sounds,
send it a Local Off command, and the
D4 will act as a trigger-to-MIDI box.

Drummers aren’t the only people
that will appreciate the trigger input
feature; producers can use them to
replace drum tracks in multitrack sit-
uations. Simply plug in the appropriate
audio outputs from the tape machine
to the trigger inputs, select the trigger
type, and play the tape. Instantly, you
get new drum sounds from old. I tried
this using a Tascam Porta-05 4-track
ministudio, so I could trigger only four
sounds at a time. The D4 performed
the task without any problems once I
determined the right trigger setting.
That wasn’t difficult, as the manual did
an excellent job of explaining how to
use this function.

It should be clearly understood that
this feature only works properly if each
drum sound is recorded on a separate
track first. If drum sounds are com-
bined on a track, the D4 will trigger
the assigned sound for that input,
regardless of the nature of the audio
signal thac triggers it. (This makes it
difficult to replace a previously record-
ed hi-hat, since the D4 can’t distinguish
between an open and closed hi-hat
sound on the same track.)



Although the most obvious use for
the input triggers is to trigger drum
sounds, keep in mind that they also
generate MIDI note data that can be
recorded into a sequencer. This makes
it easy to bring “live” (or multitrack
recorded) drums into a sequencing
environment for a variety of editing
and processing needs. (For instance,
the hi-hat problem mentioned earlier
can be solved by altering the note data
via sequence editing to distinguish
between open and closed sounds.)

SOUNDS

The trigger input feature wouldn’t be
so impressive if there weren’t great
onboard sounds to trigger. Fortunate-
ly, the D4 has over 500 high-quality
sounds, including many from the HR-
16, HR-16:B, and the SR-16. They're
arranged into six groups: Kick drums
(99 sounds), Snares (99), Toms (92),
Cymbals (55), Percussion (76), and
Effects (80). Each group has a healthy
mixture of unprocessed and processed
sounds, and the processed sounds are
not just cheesy gated-reverb effects.
The D4 has hall, room, gated, and
ambient sounds to suit anvbody’s
needs. As with the other Alesis ma-
chines, the emphasis is on rock and
dance sounds, but there are plenty for
other purposes. Jazz musicians will
appreciate the crisp. unprocessed snare
druins, including excellent piccolo and
chrome snares.

In addition, some sounds, such as the
Snare-Rimshot, employ velocity-switch-
ing or crossfading. Other sounds use
stereo effects. One of the more out-
standing examples of the latter is a
crash cymbal voice that actually sounds
like a drummer hitting two cymbals at
once. If the processed sounds aren’t
to vour liking, there are plenty of excel-
lent dry sounds to which vou can add
your own signal processing.

While the D4 sounds are excellent,
there were some missing sounds that
could have made this machine better.
For instance, there were no orchestral
percussion sounds, such as gong or
tympani. (I can only imagine how inter-
esting it would have been to combine a
tvmpani with pitch bend.) The Latin
sounds were wonderful, but they
account for the vast majority of the eth-
nic percussion available. And even
though I liked the effects sounds, I
could have done without so many of
them in exchange for more Oriental,

There can only he
one numhber one...

e Over 67 Years Experience

* Fast, Reliable Service

Call today to find out why
Sam Ash Music does more
business than all the other

in this magazine combined!

1-800-4-SAM ASH

In New York State, Call:

(516) 333-8700 or (718) 347-7757 NEW YORK 11082-9047

e Largest Inventory In The World

* Full Staff of Musician/Experts

mail-order retailers who advertise

MUSIC STORES

GET ON OUR MAILING LIST!
SAM ASH MUSIC « DEPT. EM
P.O. BOX 9047 « HICKSVILLE

Muwn - TRACK
DIGITAL

HARD DISK
RECORDING
AND EDITING
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AFFORDABLE

If you've been wanting to
record your band, put sound
ta film or video, ar quickly
turn out quality jingles. but
you've been watting tor an
affordable digital system that
offers you more than just

two tracks... You've found it.

INTEGRATED STUDIO

Spectral Synthesis ts the only company to offer a fully integrated,

16 bit, digital audio system for the personal computer. Colorful audio
workstation programs multi-task under WINDOWS, while SPECTRAL's
digital audio bus routes 100 plus channels of audio to hardware
processing modules. Synthesis, signal processing, sampling, sample '

editing, and hard disk recording and playback of up to 16 audio tracks sm L

simultaneously, only SPECTRAL's Digital Studio and SynthEngine

Systems integrate so much in one affordable package! m- A,
SN
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\r StoP PAYING Too MUCH
For Your CDs!

: ~ ONRECORD =

Complete CD manufacturing
and marketing services.

Our regular prices beat their advertised specials!

Designed to fit your individual needs.

What we include (that they don’t!):
Digital Mastering, Glass Mastering,
Printing, Graphics

Environmentally safe alternative!

Color ads in major music magazines!

Competitive turnaround time!

OnRecord,ForwRd.,Hancock,NH03449

Fax:(603) 525-4660

RACK-RELEASE

1-800-969-6434

MIDIMAN +30 N. Raymond Ave., #505, Pasadena, C
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® ALESIS D4

Indian, and African percussion sounds.

CREATING DRUM KITS

Up to 61 drum sounds can be assigned
to a single drum kit, and a total of 21
kits can be stored as patches. Drum kits
can be stored and retrieved through
SysEx, and the factory kits can be re-
called either individually, or as a group.

To create a drum kit, you select a
root note (the bottom of the MIDI
note range) and assign drum sounds
over the next five octaves. (You can’t
map sounds to MIDI notes outside the
5-octave range.) The default root note
is C1 (36), although you can set the
root note from C -2 (0) all the way up
to G3 (67).

Setting and changing drum Kkit
parameters is accomplished by using
the various front panel buttons and
the data wheel, which looks and feels
like a toy truck wheel. Alternatively,
with the Note Chase feature, you can
map sounds to notes played on an
external MIDI controller.

ASSIGNMENT MODES

Once a sound is mapped to a MIDI
note, its volume level, pan position,
tuning, and output assignment can be
adjusted in much the same way as on
the HR-16 and SR-16. However, the D4
also offers a choice of four different
voice-assignment modes for each note.
The assignment mode determines how
the sound behaves when played from
MIDI or external triggers.

The first two modes are quite straight-
forward. In Single Assign mode, if a
sound is retriggered before the end of
its envelope, the retriggered sound will
cut off the first one. In Multi Assign

Product Summary
PRODUCT

D4 drum module
PRICE:

$399

MANUFACTURER:
Alesis

3630 Holdrege Ave.
Los Angeles, CA 90016
tel. (800) 525-3747

or (213) 467-8000

EM METERS RATING PRODUCTS FROM 1 TO 5
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mode, a triggered sound plays through
its envelope even if it is retriggered
before the end of the first sound. In
essence, this makes the Multi Assigned
drum sound polyphonic, so there’s no
need to assign the same sound to two
different MIDI notes or trigger pads.

The third and fourth Assign modes,
A and B, group sounds together so that
any sounds that are part of a group are
cut off by the most recently occurring
note in that group. The most common
use for this mode is to assign open and
closed hi-hat sounds to a group and
use it to control when these sounds are
played. Keep in mind, though, that any
sounds can be assigned to either of
these groups.

CAVEATS

As much as I love this little unit, I do
have some complaints. First, the D4
has a “wall wart” AC adapter plug, a
despicable object that takes up more
than its rightful space on a power strip.
I know Alesis isn’t about to stop using
adapters, but 1 wish they used the
“lump-in-the-line” type (where the
power converter is in mid-cable).

My other complaint is about the
manual itself. While it is well-written, it
excludes some vital information con-
cerning the parameters that can be
manipulated in real time through Con-
tinuous Controllers. Nothing is more
frustrating than trying to create some
great real-time special effects with a
device when the manufacturer didn’t
supply the information necessary to
make it possible. I hope Alesis corrects
this serious oversight as soon as possi-
ble. (An Alesis representative informed us
that the MIDI implementation wasn’t ready
in time for the initial shipments but are
included now. Current D4 owners can call
Alesis to obtain a copy.—S0)

THE BIG FINISH

These complaints aside, the D4 is a
great machine that delivers a lot of
quality sounds and useful, original fea-
tures. That it does it for such a low
price makes the D4 almost irresistible
to any MIDI musician. For instance, if
you just use your drum machine as a
sound module, it makes more sense to
use the D4. If you're a MIDI drummer,
this is the box that should be at the
heart of your system. Producers and
studios will find that this device offers
flexibility and power in all phases of
the production process.



In short, the D4 has something for
every MIDI musician, and I predict it
will find its way into a lot of people’s
racks. It already found a spot in mine.

Zack Price programs rhythm
tracks for other musicians and teaches MIDI
rhythm seminars to non-drumming musi-
cians in the Chicago area. He also is a left-
handed MIDI guitarist, which qualifies him
for endangered species stalus.

Vestax MR44 Personal
Multitrack Recorder

By Dave Bertovic

This easy-to-use ministudio

is @ sound investment.

like to keep things as simple
n as possible, especially when
I'm recording. The fewer gad-

gets and wires I have 1o deal with, the

WATCH FOR

¥ 80l

more | can concentrate on music.
Straight-ahead products have their own
fascination, and nothing atiracts me
like a no-nonsense approach 1o prod-
uct design. Not that I avoid things that
are loaded with features, but I've alwavs
admired technology that doesn’t get
in the way.

The Vestax MR44 Personal Multi-
track Recorder fits right in with this
left-brain philosophy. This little sibling
of Vestax’s MR66 6-track cassetie deck
(reviewed in the August 1990 EM and
formerly distributed by Midco) brings
multitrack cassette recording to mar-
ket at a reasonable price without the
techno-two-step.

OVERVIEW
The Vestax MR44 is a 2-head (record
reproduce and erase), 4-track cassette
recorder with a 4channel audio mixer.
The unit is rack-mountable and oc-
cupies four rackspaces. The MR44
records in one direction on four tape
tracks and permits recording on all
tracks simultaneously.

The four record-signal input jacks

at the NAMM Show
Booth # 2442

KEEP AN EYE ON
~4 [Tkl

and the Punch In/Out jack are Yi-inch,
unbalanced. All of the other inputs and
outputs—line out L/R, monitor out,
aux sends 1 and 2, aux return L/R,
individual tape outs for tracks 1 to
4, and tape svnc in/out—are RCA
connectors and operate with line-level
signals.

The interesting thing about the
MR44 is that all of the input and out-
put connectors are on the front panel.
which gives the unit a patch bay-type
functionality. Some may feel this
detracts from the MR44's cosmetic
appeal, but functionality definitely wins
over beauty in this instance. 1 bolted
the recorder into my rack just above
my two patch bays and was ready to
work in a matter of seconds. Even the
power-supply input on the rear panel
(the rear panel’s only jack, by the way)
is duplicated on the front panel for
easy access. The MR44 uses an AC-to-
DC converter power pack.

Four 15-segment LED bar-graph
meters facilitate visual monitoring of
audio levels. Meters | to 4 correspond
to inputs 1 to 4 during recording and

+ 48 TRACK
SEQUENCER

* 768 PPQ

* GRAPHIC INTERFAGE
* SMPTE COMPATIBLE
* UNPARALLELED
SCORE PRINTING

Available now for Atari.

Mac and IBM versions
to be readied in early '92

Oktal International
378 rue Isabey, St-Laurent,
Quebec, Canada H4T 1WA

Tel: (514) 738-3000 Fax: (514) 737-5069
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Beyond automatic accompaniment...
Beyond simple sequencing...
Get the one that

does it all!

The

® 256 tracks of sequencing, editing, and interactive composers,
with thousands of styles!

Enter your own chord progressions,

or let the Jammer create them for you!
Record the tracks you want to play -
let the Jammer compose the others!
Create studio musician quality drums,
bass, keys, guitar, percussion...

Imagine having a
256 track
digital studio,

at your command!

with studio musicians

Compose new songs, recreate old tunes,
build jam sessions, or just have fun!
For PC’s with 401-type cards.

Free Demo Line:
the NAMM Show,

1'800'9' JAMMER Booth_2323.

Soundtrek, 3384 Hill Drive, Duluth GA 30136 1-404-623-0879

® Only $175!

See you at

IF YOU OWN CAKEWALK"
N

YOU NEED ...

DRUMMER adds advanced pattern-making
capabilities to Cakewalk's track-based
way of working.

DRUMMER's graphic interface makes it I
easy to create a drum pattern, a
looping melody, or a harmonic
texture. You can quickly
chain patterns together
into a longer score. And
our unique Auto Fill feature
will make your patterns sound
more alive than ever.

DRUMMER patterns can be quickly i

loaded into Cakewalk. Then use Cakewalk to add to and refine

your music further. And DRUMMER works just as well with all

other IBM sequencers, like Cadenza™, Sequencer Plus™,
Master Tracks™, and Music Printer Plus™.

C @ O L

S HOES

s O F T W A R _E

Find out how easy it is to create exciting patterns.
See your local dealer, or call us today for a free
DRUMMER demo pack!

116 Churchland Drive - Winston-Salem,

rademarks are the property of

NC 27101 - 919-722-0830

P
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® VESTAX MR44

tape tracks | to 4 during playback/mix-
down. Meters 1 and 2 also indicate the
overall level of the stereo mix. A mode
switch for the meter selects between 4-
track/4-channel operation and stereo
L/R metering. You can activate the
meters for level setting before actually
rolling tape by enabling a track or
tracks for recording and pressing the
Record button alone.

A 3-digit LED display functions as a
standard tape counter with reset to
zero. The unit also has a return-to-zero
function that stops the tape at 000 in
both rewind and fast forward.

MIXER SECTION

The MR44’s 4-channel mixer permits
recording four mic- or line-level sound
sources, or mixing the four tape tracks
to stereo. Crosstalk between channels
is negligible, and when vou turn the
faders all the wav down, there’s no
bleeding—"off” really is off.

Each channel includes a 3-position
(Tape. Off. and Mic/Line) input-select
switch. The Off position acts as a mute
function that prevents the sound
source or tape track from being rout-
ed 1o the main outputs. When Off is
selected on a channel, its correspond-
ing tape track can be monitored
through headphones, and its level is
set by one of four Monitor knobs locat-
ed just to the right of the channel con-
trols. Turning off a channel also pre-
vents the corresponding tape track
from being recorded on a new track
during overdubbing or ping-pong
recording.

Each channel includes an input Trim

Product Summary
PRODUCT:

MR44 Personal Multtrack
Recorder

PRICE:

$679

MANUFACTURER:

Vestax Musical Electronics
Corp.

2860 Cordelia Rd

Suite 120

Fairfield, CA 94585

tel. (707) 427-1920

EM METERS RATING PRODUCTS FROM 1 70 5
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The Vestax MR44 4-track recorder has outstanding sound quality and signal-routing flexibility for

the price but offers little in the way of timbral control.

knob that compensates for the wide
differences between low-level micro-
phones and high-output electronic
instruments, a stereo aux send, a stereo
pan control, and a level fader. Notice-
ably absent from the channel controls
is any type of frequency modification.
There aren’t even simple bass and tre-
ble knobs.

The MR44's only tone control is a
stereo, 5-band graphic equalizer with
bands centered at 100 Hz, 400 Hz, 1
kHz, 5 kHz, and 10 kHz. Control slid-
ers provide *10 dB of boost or cut, and
the equalizer can be switched on or
off. An interesting feature of the unit’s
EQ is that input signals can be filtered
during recording. As expected, sterco
tracks are routed through the EQ) sec-
tion during mixdown.

Signal routing on the MR44 is a sim-
ple matter and follows the same con-
ventions as other products of this type.
A 3-position (L., Off, and R) Record
Enable switch on cach track arms the
track for recording and assigns chan-
nels to the left and right buses. By pan-
ning all channels hard left and switch-
ing Record Enable to the left bus (with
the others switched off). the input sig-
nal on each mixer channel is recorded
on the same-numbered track (direct
track assignment): Channel 1 to Track
I, Channel 2 1o Track 2, and so on.
Alternatively, each mixer channel can
be routed to any tape track or tracks
via the left and right buses. The design
is flexible and simple.

The two L./R monitor output jacks
1oute signals from one of three sources,
selected with the Monitor Source
switch. When set to Program, the Mon-
itor jacks send the stereo signal mixed
from the four tape tracks. This is the
same stereo signal sent from the Line

Out jacks. When switched to Mix, the
Monitor outputs provide a stereo mix
of any instruments or microphones
connected to the mixer channels, plus
a mono mix of the four tape tracks.
(These levels are set by the four tape
monitor knobs.) When set to Monitor,
each of the jacks outputs a mono signal
set by the four tape Monitor knobs. A
stereo headphone output on the front
panel cnables the user to monitor the
MR44 in the same manner as the Mon-
itor outs. The Phones/Monitor volume
control allows you to set a comfortable
monitor level independent of the line
outputs.

The channel aux send provides a
post-fader, pre-EQ. linc-level, mono
stgnal, routed to a pair of parallel our-
put jacks. The aux return is via discreet
left and right jacks, with a master aux
return level control.

I'he MR44 provides four independent
tape outs that take signals right off the
tape tracks, pre-mixer. This makes it
possible, for example, to connect the
MR44 to another mixer and create an
additional stereo monitor mix.

Among the conveniences of the
MR44 are dedicated sync in and sync
out jacks for synchronizing devices
such as a sequencer or drum machine
to tape. A line-level sync signal, con-
nected to Sync In. is filtered and lim-
ited 1o ensure that the optimum signal
is recorded. Tape sync signals record
and play back from Track 4 only.

RECOKDER SECTION

The MR14 uses high bias (Tvpe II)
audio cassettes. As with other ministu-
dios, the MR44’s manual recommends
using the shortest tape possible and
advises against C-120s. The dbx noise-
reduction circuitry can be switched on

PETER DIGGS

announcing...

Classical

MIDI
[ ]
Files i

Romeo Music Intermational

W e have thousands of classical pieces
of music entered—over five million
notes. A team at Romeo Music has been
creating files continuously for over three
years now, and we're proud to announce
our first 16-volume release.
Whether you're a home enthusiast, tilm
composer, music student or professor,
we've got the music for you

MACG, IBM, ATARI, AMIGA

Vol | it Musi re |

Vol. 2. The Musie of Bach & Scarlatu.

Vol. 3. The Music of Handel & Haydn.

Vol. 4. The Music of Mozan & Vivaldi.

Vol. 5. The Music of Beethoven.
Schumann. & Schubert.

Vol. 6. The Music of Chopin & Liszt.

Vol. 7. The Music of Brahms & Debussy.

Vol. 8. Great Music After 1850.

Vol. 9. Three Favorite Beethoven Sonatas.

Vol. 10. The Art of Solo Guitar.

Vol. 11. A Treasury of Light Classics.

Vol. 12. Virtuoso Concert Pieces.

Vol. 13. Great Orchestral Overtures.

Vol. 14. A Renaissance Concert.

Vol. 15. Great Classics from NMovies.

Vol. 16.J.S. Bach. The Well-Tempered
Clavier Book I. complete.

CALL FOR DETAILS!

Only $49.95 per
volume of music!

INTRODUCTORY OFFER:

Buy Volumes #1-8 as a set,
and get all 8 volumes
for only $149.00!

For a Limited Time Only!

Call and order today!
1-617-254-9109
1-800-852-2122

VISA AND MASTERCARD ACCEPTED

$2.00 Shipping and Handling per volume.
MA Residents add 5% sales tax.

Romeo Music International is a
division of The JLR Group. Inc.
214 Lincoin Street. Suite [(4
Allston. MA (02134
T1e1617-254-9109 » FAX 617-254-9170

Romeo Music
The world’s

leading supplier of
Classical MIDI Files.™
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Graduate

to Smart Software!

“Intelligent enough to do it for you-
intuitive enough to let you do it!”

Automated & Interactive Music Composition

® Create music on demand ® Real-Time Editing
¢ Expandable Program Library e Graphical User Interface
® Improvise on Standard MIDI files

® Style Generators (2 included) & Utility Programs (349 ea.)

J-Rock ® New Age ® Minimalism ® Serialism ® Orchestrator ® Harmonizer

If you compose for film, video, or multimedia, you need the power of
MusicSculptor. Automatically create sound tracks for your next production.
Or jam with it for fun!

FREE programming book with orders placed before Feb. 15.
“Automated Music Composition” by Phil Winsor ($29.00 value)
Plug in your own algorithms in C, Pascal, or BASIC.

requiary $485  Now $299 5z

WP e Phone Orders (VISA & MC): 817-565-3185
\\2 Qfa.\‘b Mail Orders (Check or M.O.):
go‘“ C.l.R.1.A.S.-University of North Texas

P.O. Box 13886 Denton, TX 76203-13886
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® VESTAX MR44

and off. Tape speed is switchable
between 1 /& ips (the standard for
audio cassettes) and 3 % ips. A pitch-
control knob varies the selected tape
speed by £10%.

The MR44 shines when it comes to
sound quality, as the higher 3 ¥ ips
tape speed, coupled with dbx noise
reduction and dual-coil tape heads,
makes a recorder that sounds almost as
good as high-priced units. The bass
response is deep and tight for a cas-
sette machine, and high-end clarity is
impressive.

In listening for upper midrange to
high-end quality, I paid particular
attention to cymbals, transients such as
string plucks and snare hits, and dense
reverb decays. All retained much of
the original signal’s sound quality
when taped. In an A-B comparison
with a CD, the recorder held up quite
well.

The MR44’s transport uses solenoid
“soft-touch” controls and operates
much the same as a standard cassette
recorder. The transport controls feel
good, but there is a noticeable hesita-
tion when engaging Record or Piay
from Stop. Fast Forward and Rewind
commands engage immediately, but
when Stop is pressed, the unit simply
slows the tape to a stop, rather than
braking it to a definite halt. At first I
thought the MR44’s transport was slug-
gish, but a Vestax representative
explained that the design was inten-
tional. A slightly slower engage and
brake mechanism prevents the tape
from stretching, which is good fore-
sight on the company’s part. I also
noticed that when Zero Return is
engaged, the unit always overshoots
the zero mark in both fast-wind modes,
ending up at 997. This is intended to
give the tape a few inches of pre-roll,
which gets the tape up to speed by the
time 000 is reached.

Punch-ins and punch-outs fare ade-
quately for a unit of this caliber.
Punching out leaves a slight gap before
the previously recorded material be-
comes audible again, but I expected
this and do not find it objectionable. |
was disappointed to discover, howev-
er, that punching can only be done
with the optional FP-1 footswitch (list
price $29) or other momentary foot-
switch. They cannot be accomplished
manually from the front panel trans-
port controls.



IN CONCLUSION
The Vestax MR44 has all the ingredi-
ents that most people would look for in
a ministudio. For its price range, I found
it surprisingly easy to use, since the usual
design approach uses several multi-func-
tion controls in order to keep costs
down. The MR44 does not suffer at all
from lack of hardware, and the user is
not likely to get lost trving to remem-
ber what each control is intended to do.
The MR44 sports remarkable signal
routing for its price, providing excel-
lent flexibility for many recording and
monitoring situations. The front panel
is clean and fairly easy to get around
on with a well-arranged design. The
knobs, switches, and EQ sliders are
small, however, and some may find it
difficult to operate them. It was all 100
easy to overshoot the middle spot on
the 3-position switches, for example.
As for the documentation, the more
I read Japanese manuals translated into
English the more I feel that something
is missing from the box when I open
it. The MR4's manual covers all of the
functions, but not in a way the first-
time user will find helpful. The major-
itv of the functions covered in this
review became evident from prior expe-
rience with ministudios, or were dis-
covered through experimentation.
Still, the MR 14 is a solid value. It’s
logical in its operation, offers a nice
feature set. and sounds quite good.
Future ministudio customers will do
well to put this product on their shop-
ping lists as a definite contender.

Dave Bertovic is « freelance wril-
er, sound mixer, and musician working in
Los Angeles. He actually finds time (o record
a new song now and then.

Roland RSP-550 Stereo
Signal Processor

By Geary Yelion

Double your pleasure and

fun by replacing two effects

processors with one.

y first audio signal processor,
almost twenty vears ago, was
a Maestro Echoplex, which

only produced discrete echo. To
change the delay time, 1 had to physi-
cally reposition the record head. Tt was
noisy, but I loved it and used it every
day.

Todav's effects processors are supe-
rior in every way, and the new Roland
RSP-330 is a good example. It produces
up to five simultaneous effects from a
long list that includes delay, reverb,
vocoder, pitch shifting, chorusing, and
quite a few others. Like other high-end
processors in the latest generation. the
RSP-530 offers extensive programma-
bilitv, real-time MIDI control. true
stereo operation, 16-bit linear resolu-
tion, and a 48 kHz sampling rate. It
stores 39 presets in ROM and 160 user-
programmable effects for a total of 199
programs.

HOW IT LOOKS

All this signal-processing power is
stuffed into a single-rackspace unit with
as many displays and controls as any-
one could comfortably fit. The mod-
ule has a tendency to run warm, so |
suggest extra space above and below it
in an equipment rack.

An LED numeric display shows the
program number in big. green digits.
Program names and parameter values
are displaved by a backlit, alphanu-
meric LCD. and stereo LED meters can
be switched to indicate input or out-
put levels. The input levels are con-
trolled by a pair of concentric knobs,
but there are no front panel controls
for the output levels. Instead, output
level is memorized for each program.
One pair of up/down buttons are
labeled Program/Page. while another
pair increments and decrements
parameter values. There are eight more
buttons for selecting Edit mode, bypass-
ing the effects, writing programs,
changing svstem parameters, and so
forth.

The back panel holds a pair of V4 -
inch jacks for audio input and another
pair for audio output. Each pair has a
switch for selecting between -20 dBm
and +4 dBm levels to match vour
mixer's expectations. (The -20 dBm
level setting was a bit surprising, as -10
dBV is more common.) MIDI In, Out,
and Thru ports allow vou to change
programs and control parameters from
a MIDI instrument or sequencer. Three
of the remaining four jacks let you con-
nect standard footswitches to duplicate
the functions of the bypass switch and

MIDI RETROFITS

- -
for e ROland JUPITER 8

J 128 total patch locations!

J Dual channel MIDI response!
2 No DCB required!

1 No external switches!
Responds to note on/off, patch
change, programmable pitch
bend, sustain, volume, filter
cutoff, breath controller, tune
request, clock, portamento,
and various sysex data
transfers. Also responds to
many sysex and non-registered
parameters to control panel,
key, assign and arpeggio
modes. The note response Is
very fast and it works with all
versions of the Jupiter 8.
Compare this to all the others,
nothing comes close.
$275.00+S/H

fortie MOOG Source

1 256 patches!

4 No external switches!

Get that classic "MOOG”
sound without spending the big
bucks! This retrofit gives the
Source a programmable MIDI
channel, 4 octave note range,
pitch bend, patch change,
MIDI clock, start and stop for
the arpeggiator, and IN &
Out/Thru MIDI jacks. Existing
patch tapes can be loaded
into the new memory and
saved via system exclusive
transfer. All parameters are
accessed through the front
panel. $225.00+S/H

Encore Electronics
30 Glenhill Court Danville, CA 94526
(510) 820-7551 N

VISA and Mastercard accepted

February 1992 Electronic Musician 115



| Send Us Your Disk
Send Us Your DAT
| We'll Do The Rest
| Simple As That.

' CASSETTE CD & RECORD MANUFACTURING & PACKAGING
2832 SPRING GROVE AVENUE « CINCINNATI. OH 45225 (513) 681-8400

musizzd 2.00

An integrated scoring and sequencing package for IBM PC’s
that'll knock you out . . . at a price that'll wake you up. $295

rile tdic JIINIENE Control Group Sheet

Pahax=d, but not crogging: fresdy

Call 1-800-833-2397 for a FREE
Brochure and nearcest dealer.
$10 Demo Disk.

|dfidbrevel

Alla Breve Music Software, Inc.
ik Purk | "

Atk 1nOIs Tel B-5214-O44

y Chisca Avenue, St
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®@ ROLAND RSP-550

the program up/down switches. The
fourth jack accepts a user-assignable
continuous footpedal.

On power-up, the RSP-550 is in Play
mode. Although there's no way to
enter program numbers directly, the
device accepts patch-change messages
over MIDI. When you scroll through
programs, some signal processors hold
on to the previous program until you
press an Enter button, but the RSP-550
cuts off its effect until vou stop
scrolling and the new program takes
its place.

A Program Change Map makes it
possible to rearrange programs into a
more convenient order. When vou
remap program changes, you assign
program numbers to as manv as 128
of the 199 programs without actually
changing their memory locations.
Because the RSP-550 isn't organized
into banks (which would let vou send
it MID!I Bank Select messages), remap-
ping is necessary to sclect program
numbers higher than 128 from a MIDI
controller. Remapping also is helpful if
you want to make effects programs
match up with particular patches on
your svnthesizers.

HOW IT WORKS

Every program begins with one of the
39 presets, which are called “algo-
rithms.” Each algorithm specifies which
cffects are available, their order, and
their parameters. Effects can be turned
on and off, and vou can adjust their
parameter values, but you can’t replace
one effect with another. To use reverb
and delay in the same program, fot
example, vou have to find an algorithm
that includes both.

Just because an algorithm includes
an effect called “reverb” doesn't mean
that it has the same parameters as
another algorithm’s reverb. Some re-
verbs offer variable diffusion; some
offer carly reflection (the manual says
“refrection”), pre-delay, and level; and
other reverbs offer highpass and low-
pass filters.

If more than one effect is used in a
program, the LCD shows its "block,”
or combination of effects. Once vou
select an effect. vou can turn it off and
on. or go to its first page of parame-
ters. As vou step through subsequent
pages. all the parameters are revealed.,
allowing vou to increase or decrease
their value. Most effects let vou set the
balance between the processed and



The Roland RSP-550 is distinguished by its impressive number of programmable parameters, up
to 480 seconds of delay time, and exceptional phasing, flanging, and chorusing effects.

direct (drv) signal.

If you exit from Parameter Edit mode
without saving first, you lose all your
changes, and the parameters revert to
their original values. Because there’s
no Compare function, there’'s no way
to A/B vour modifications with the
original program.

As many as four MIDI controllers and
on/off footswitches can be used to con-
trol certain parameters in real time.
Acceptable MIDI sources include Pitch
Bend, Aftertouch, Note number, Veloc-
ity, and 89 Continuous Controllers.
Which control-signal destinations are
available depend on the algorithm; for
instance, a delay algorithm might per-
mit vou to control effect on/off, feed-
back. and mix level. With continuous
parameters such as reverb time and
flanging rate, vou can define the range
of values that can be elicited by, say.
minimum and maximum keyboard
pressure ot velocity.

HOW IT SOUNDS

For the most part, the basic algorithms
create good, usable effects. Some of
the programs are fine for showing off
the RSP-550’s acrobatics, but like a lot
of factory programs, they have too
much flash and not enough substance.
They sound impressive, but they prob-
ably won’t find their way onto many
records. Most people don’t really need
199 different effects anvway, so if vou
discover a dozen or more that vou find
useful, vou'll probably be happy. Some
programs are a little noisv, however,
particularly the ones that produce mul-
tiple simultaneous effects.

Only one algorithm gives you five
effects at the same time. Five algo-
rithms are called "Multis” because they
combine some of the most practical
effects into one program, uniting
either chorus, flanging, vibrato, or
pitch shifting with delay. reverb, and
EQ. In Multi 5, one of the modes is
called “Tremoro."

Modulation Delay Reverb and Revl
Rev2/Delay are the only algorithms
that allow vou to assign left and right
inputs to separate effects; vou can
select left, right, or both channels as
the input to each effect. On the re-
mainder of the stereo algorithms, such
as the Enhancer, Stereo Flanger. and
Stereo Pitch Shifter, the two sides are
processed separately, with the left and
right inputs directed to their respec-
tive outputs. Several other algorithms
dynamically pan the outputs in stereo.

Algorithms that incorporate equal-
ization utilize the 3-band variety. Each
band has a range of cut or boost {rom
-12 10 +12 dB. Only the middle band
has a variable frequency. The upper
and lower frequencies are fixed at 8
kHz and 200 Hz, respectively.

All sorts of inventive echo effects can
be fabricated with the RSP-550's delay
algorithms, which have a maximum
delay time of 2.7 seconds. It’s nice that
the delay time is variable in increments
of 1 millisecond. The feedback can be
cranked up to 120%, which makes each
successive echo grow louder until vour
speakers explode into flame. (Don’t
try this at home.)

There are two multitap delays: a 4-
tap and an 8-tap. Each delay tap can
be set independently, with back-and-
forth panning on two of the 4-tap
delays. Some multitap delay programs,
such as Wave, set up rhythmic patterns
that may be useful for improvising new
tunes, but others sound like they could
never be musically suitable, even for
special effects.

The most practical delay algorithm
is the Tempo Delay, which pans the
signal back and forth with each echo at
a rate specified in beats per minute,
rather than milliseconds. Set the tempo
between 46 and 280 bpm, then indi-
cate whether you want the echo to
occur at sixteenth-note, cighth-note
triplet, eighth-note, dotted eighth-note,
quarter-note triplet, or quarter-note

. S—
Vep Lditor: Track 15 - Bags, buiter, San. .
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JAZZ

INTRODUCING JAZZ THROUGH MIDI™

This truly original approach to
learning Jazz improvisation

can be used by players at all levels of ability
This course features authentic Bebop, Blues,
Modal. Latin and Fusion riffs all professionally
recorded into your sequencer with excellent
rhythm section accompaniment. By using your
MIDI sequencer you'll be playing jazz in less
time, working at your own pace and tempo.

JAZZ THROUGH MIDI™ INCLUDES:

* 60 professionully arranged solos with rhythm
accompaniment: bass, piano and drums.

¢ Wide variety of popular jazz standards and
styles.

 Lead sheets for chords and solos are provided. as
well as tips on substitutions, chord voicings,
scales, tumarounds, walking bass lines, and more!

o Beginning, Intermediate and Advanced levels

e Program works with any MIDI set up and drum
machine, Ex. Proteus, M1, U220, K4, etc.

e Type 1 standard MIDI file format for all
COMpULEr sequencers.

* Ability to edit the sequences into your own
arrangement and also create original jazz songs

® Easy set up. Sequences are arranged in 8, 12,
16. and 32 bar phrases, and are transmitted on
4 MID! channels.

AVAILABLE DATA FORMATS:

Roland MC500/ 300’MC-50/W30 Kawai Q-80

Korg T-Series  Alesis MMTR Data Disk SQ

Yamaha QX3 5Y77 5Y9) Ensoniq VFX-SD

EPS. SQ-80 Macintosh, IBM, Atari, Amiga.

$49.95

VISA AND MASTERCARID) ACCEPTED

NEW SOUND MUSIC

P.O. Box 37363 Dept. 1
Oak Park. Ml 48237 Phone: (313) 355-3043
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ROLAND RSP-550

intervals. A front-panel control button
or a footswitch can be assigned to per-
form a Tap Tempo function, and delay
time can be synchronized with MIDI
clocks from a sequencer. I wish every
delay unit had these features.

Although quite flexible and pleasant
sounding, the reverbs may seem a little
lackluster if you’re accustomed to ded-
icated studio reverbs. Perhaps I'm look-
ing for perfection, but more bands of
EQ probably would help. These reverbs
offer the longest hang time I've ever
seen: up to 480 seconds. I tried it, and
sure enough, I could just barely hear a
sound reverberating eight minutes
later if I turned my amplifier up loud
enough.

There is a good variety of different
reverb types: halls, rooms, plates, and
more. My favorite is the Modulation
Reverb, which turns a piano into some-
thing from a Brian Eno record. That
effect inspired a song that friends tell
me is the most beautiful thing I've
composed. Some reverb programs ofter
a gate with adjustable threshold level,
attack time, hold (sustain) time, release
time, and leftover level (reverb “tail”).
The Reverse Gate algorithm sounds
like a backward reverb that ends in a
dry echo.

The phaser is outstanding. I never
knew a phase shifter could feature so
many variable parameters, employing
up to a dozen stages of phase shifting.
Depending on which phaser algorithm
is selected, you can change the phaser
type, rate and depth of phasing, mod-
ulation phase, resonance depth, base
frequency, tremolo depth, step rate,
and more. As many as eight parame-
ters can be modulated with external

Product Summary
PRODUCT

RSP-550 Stereo Signal
Processor

PRICE:

$1,295
MANUFACTURER:
Roland Corporation
7200 Dominion Circle
Los Angeles, CA 90040
tel. (213) 685-5141
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controls. One algorithm, the Dynamic
Phaser, alters the phasing rate in
response to the loudness of the input
signal.

The stereo flanger is equally versa-
tile. Its Bi-Flanger mode links two nor-
mal flangers in series for deep, throaty
flanging effects. Resonance can be
applied to direct and flanged sounds,
or flanged sounds only. In addition to
depth, rate, center frequency, and lev-
els, you can control the phase angle of
flanging, which the manual refers to
as “moduration phase.”

There are six chorus algorithms in
addition to others that incorporate
chorusing. The effect can be delayed
and the cutoff frequency boosted or
cut. The most complex algorithm is
the Penta Chorus, which divides the
audio spectrum into five bands and
choruses each separately. The Space
Chorus simulates the Roland Dimen-
sion D, with four modes of depth and
speed. The Ensemble algorithm is an
especially fat chorus with two inde-
pendent LFOs.

The Rotary Speaker effect, coupled
with Overdrive distortion, is perfect
for Hammond organ sounds. You can
adjust the slow and fast speeds sepa-
rately for the simulated high-frequen-
cy horn and low-frequency rotor, as
well as the balance between the two.
The Rotary algorithms use a footswitch
to toggle between fast and slow rota-
tion, which effectively imitates chang-
ing speeds on a real Leslie speaker.
You also can control the rise time from
fast to slow and vice-versa.

Up to four pitch shifters can appear
in the same program. The amount of
shift is specified in semitones and cents
to a maximum of two octaves up or
down. The shifted sound can be
panned to any location and delayed as
much as 600 milliseconds. There are
two modes: High Quality, which sounds
good but takes more calculation time,
and High Speed, which sounds okay
and has less delay.

If you enjoy making synthesizers talk
(and who doesn’t), you'll like the
Vocoder algorithm. (Remember Wen-
dy Carlos’ “Beethoven Chorale” in A
Clockwork Orange? That was done with a
vocoder.) Basically, a line-level signal at
one input is modulated by the mic-levei
signal at the other input. On the RSP-
550, the left input’s audio signal is
divided into eight frequency bands,
which are controlled by continuous



spectral analysis of the right input sig
nal. You can mix in the original mic
input signal with the line-level signal
if vou want. The Vocoder works best
if the gate threshold is set low and the
hiss mix (sibliance) level is set 1o High.

The remaining effects are for im-
proving presence in a mix. The Edge
Expander slightly boosts the clarity of
attacks. The stereo Enhancer mixes
the original audio signal with a phase-
shifted version, enhancing definition.
Ambience is intended to simulate a
microphone placed some distance
from the source. All three are subtl
effects.

DOCUMENTATION

There are two manuals: an owner's
manual and an algorithm guide. The
owner's manual is an obvious Japanese
translation, very div and matter-of-fact,
but it gets the information across. It’s
written much more as a reference than
as a tutorial. The manual thoroughly
documents the MIDI implementation
and features an index.

The algorithm guide is better. It
explains each algorithm, showing a
block diagram and a list of parame-
ters. Almost a quarter of its 90 pages
are cdedicated 10 explaining how all
the parameters function. There’s no
index, but a chart in the back lists the
algorithms and their associated effects,
and another chart lists all 199 factory
programs.

IN CONCLUSION

This was a diflicult review to finish
because I kept getting so wrapped up
in playing with the RSP-550. My over-
all impression Is that it serves best as a
signal processor for kevhoards. Many
of the effects are oriented toward
organ, piano, and strings. Although a
handful of programs are specifically
designed for guitar and bass, it lacks
the versatile distortion you find in gui-
tar processors. On the other hand, if
vou already have a satisfactory guitar
preamp with distortion, this product
will perform your other guitar etfects
quite well.

The RSP-550 is no more difficult to
program than most other sophisticat-
ed musical electronic gear. Its many
parameters are controlied by too few
buttons, though, a problem com-
pounded by the limited space on the
front pancl of a single-rackspace unit.
As a result, 1t 1akes too long to step

/;/ L Al ) \ |
AAUSKC |

World's Largest Selection Of
Keyboards, Synthesizers,
Drum Machines, Samplers,
Sequencers, MIDI, Pro Sound,
Computers, DAT Machines,
Music Software
& Multitrack Recording Gear!!

Call 1-800-842-4777
FAX 213-429-6543

LONG BEACH LA BREA/WILSHIRE
)

ATSH re
(310) 429-9795 (213) 937-2177

MC, VISA, AE, OPTIMA, DISCOVER

IFyou’ve been looking for a
| low cost MIDI inferface for

your IBM PC or compatible,
then check out the PC MIDI Card. It's
MPU-401 compgtible to run over 100
popular programs. In your computer,
and with your instruments. And most
importantly, it l work like you expect.
Because it's made by Music Quest, the
name that means MID! interfaces for
IBM compatibles.

US/ Canada
, 1-800-876-1376

Music Quest

1700 Alma Dr. Suite 330 Plano, TX 75075
{214)881-7408 Fax: (214)422-7094

PC MIDI Card tm Music Quest, Inc. Other trodomarks acknowledged
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IFyou need a multi-port
MID!I interface for your
: IBM PC or compatible,

then gel the dual-port interface with
pro quality tape sync supporfed by all
professional sequencers for IBM. Like
Cakewalk Professional, 64-Track PC,
Cadenza, Master Tracks Pro, Forte l,
Musicator, Sequencer Plus Gold, and
Texture. Get the MPU-401 compaltible
MQX-32M.

US / Canada
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through program and parameter
changes from the front panel. I wish
there were an optional keypad or some
other way to enter values directly.

‘The lack of a Compare function also
seems like an oversight. Although the
RSP-550 is pretty flexible, it’s not the
end-all and be-all of audio effects pro-
cessors. There’s no parametric EQ and
no compression or limiting.

What it does, it does well, especially
phasing, flanging, chorusing, and Les-
lie simulation. At $1,295, it’s not cheap,
but imagine what you would pay for all
the separate effects this thing could
replace. There are less-expensive
devices (such as the Lexicon LXP-15
and Boss SE-50) that do much of what
the RSP-550 does, but they have fewer
parameters and less delay time. For the
moment, at least, the Korg A2 and
Rocktron Intellifex probably are the
RSP-550’s primary competition in the
same ball park.

All in all, the RSP-550 is a well-round-
ed processor that offers a few effects
you may not have already. If you have
a small studio, or if you play keyboards,
give it a try before you consider buy-
ing another signal processor in its price
range.

Geary Yelton has written three or
Jour books, scored dozens of commercials,
lectured to music teachers, sequenced three
Christmas records and a lambada CD,
orchestrated the album Bach for a New
Age, and taught college students how to
make funny noises with computers.

Dr.T’s KCS 3.5

(Amiga)

By Bob Lindstrom

A veteran sequencer gets

real-time graphic editing

with broins, if not beauty.
edicated fans of Dr. T's soft-
ware for the Amiga were start-

m ing to worry. Lately, the doctor
looked more like a country practitioner
than a dude about town. While other
Amiga-based sequencers bhoasted
graphic controller-editing, object-ori-

ented toolboxes, and notational dis-
plays, the text screens and event lists of

Dr. T's Keyboard Controlled Sequencer
(KCS) worked well, but they showed
their age.

With KCS 3.5 for the Amiga (the lat-
est version is 3.57), the situation has
changed: Dr. T’s has gone graphic. In
addition to all the power of MIDI
event-list editing, KCS now incorpo-
rates the Tiger graphic editing envi-
ronment, enhanced from the doc’s
Tiger Cub. For more visuals, version 3.5
also includes QuickScore, a manuscript
notation and printing module. And
from the version 3.0 upgrade, KCS 3.5
has a real-time MIDI mixer, the Level IT
algorithmic composing tools, and
SMPTE sync support (with the appro-
priate hardware).

Also, KCS Amiga now is freed from
the shackles of key-disk copy protec-
tion. For Workbench 2.0 users, the pro-
gram even includes custom icons suit-
able for Commodore’s new interface
design. Finally, for Amiga multimedia
mavens who lack synths, KCS supports
recording and playback using IFF
8SVX-format samples for the comput-
er’s internal soundchip, making it a
useful tool for self-contained Amiga
presentations,

Instead of the ARexx interprocess
communication port included in some
other Amiga sequencers, Dr. T's
includes its proprietary Multi Program
Environment (MPE) to enable automat-
ic data-sharing with other Dr. T’s pro-
grams. MPE isn’t exactly an ARexx sub-
stitute (see sidebar), but it is a power-
ful tool.

ANOTHER PRETTY FACE

Diving into individual MIDI data val-
ues is a great way to detail a MIDI
sequence. But face it, the event-list edit-
ing that made Dr. T’s famous isn’t
glamorous. So the doctor tanked up
with Tiger, a graphic environment that
allows real-time editing of notes, con-
trollers and tempos. Tigeris not a stand-
alone extra or KCS afterthought, but
a fully integrated editing/recording
module launched from within KCS,
using MPE.

On the surface, Tiger closely resem-
bles other graphic editors, though like
most Dr. T’s software, its spartan visu-
al design is functional and not flatter-
ing (see Fig.1). A piano display on the
left side of the Track window helps
identify the pitches of horizontal note
bars. The length of the bar shows the
duration.



One of Tiger’s idiosyncrasies is also
one of its assets: Note velocities are
tepresented by vertical stems rising
from the beginning of each note bar.
The stems point out the start of each
note (an advantage in dense passages),
and stem length defines velocity. This
svstem allows excellent note-bv-note
velocity editing, aithough velocity also
can he mouse-drawn in a controller
window.

Other controller messages can be
drawn in a controller window as sin-
gle events or multiple event curves.
Windows for most common conitroller
values can be selected from a com-
mand menu bar, but uscr-defined con-
troller windows can be created in a
pull-down menu.

Activating a conductor track (which
now is the stated purpose of Track | in
KCS) also provides the option of draw-
ing tempo changes, either offline, or
during real-time playback. A control
bar over the Track windows has “hot
spots” for moving between tracks, solo-
ing or muting the current track, chang-
ing the MIDI channel. setting program
or volume changes, and adjusting time
offsets.

Below the Track window, icons are
available that change the most com-
mon MIDJ values—velocity, duration,
start time, and pitch—as well as pro-
viding cut-and-paste functions. Also
found here are gadgets for changing
tempo, locating the mouse pointer by
Measure:Beat:Clock, zoom in/out, and
basic quantization. More sophisticat-
ed and less often used transformations
and editing options—transpose. quan-
tize with swing, time reverse, and oth-
ers—are tucked away in a bar of pull-
cdown menus.

Tiger has its own track-oriented
recording capabilities, but I still {ind
KCS a more efficient recording envi-
ronment. In addition 1o recording data
from a MIDI controller. Tiger recog-
nizes real-time mouse entry of con-
troller and note events, though | rec-
ommend this only for the mouse-obses-
sive musician.

Graphic editing is slick. but what
makes Tiger an essential addition is
real-time editing. A good example was
my eltort to make an improvised kev-
board solo sound a bit more like a live
flute player in a groove than the but-
terfingered dribblings of a paper com-
poser. Tiger can loop up to nine mea-
sures of a score, with the option of

eith Emerson
Emerson, Lake & Paimer and * 3’
{Album [0 the Power or 3° (Getfen)
‘Proneenng Moog Synthesizer
console in '69 weighed approx. 1
N WA  Sounds
now carry a Vorce Crystal in my
top pocket, and my road crew

loves me. ﬁ@“‘\
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e DR. T'S KCS

FIG. 1: Tiger provides real-time graphic editing windows for note
and controller data.

soloing or muting the current track. It
was easy to loop two to four measures
of a soloed track while tweaking a little
spontaneity into start times, velocities
and duration. A little more real-time
diddling while listening to all the
tracks, and [ was done. The cursor keys
were especially helpful in fudging indi-
vidual notes and groups of notes
(including non-contiguous groups of
notes) forward and backward for the
right “feel.”

However, the size of notes in the
graphic display is linked to the current
resolution. At 24 ppqn (which no right-
minded MIDI master should be using,
anyway), the notes get so close togeth-
er that they often are impossible to
edit at the highest zoom-in level. At
240 ppqn (KCS 3.5 Amiga maxes out at
384 ppqn), notes are large and man-
ageable. If you need to plunge down to
those bargain-basement resolutions,
simply step up to 240 ppqn for Tiger
editing, then convert back hefore sav-
ing the file.

THE SCORE
Like Tiger, QuickScore is an MPE mod-
ule that must be acti-
vated from within KCS
(see Fig. 2). This stripped-
down subset of Dr. T's
The Copyist (PC version
reviewed in the January
1992 EM) provides ‘a
convenient means of
displaying and printing,
but not editing, MIDI
scores in conventional
notation.

Several setup options
choose the
per page, clefs, part
and

measures

transpositions,

other notation prefer-
cnces. Other than that,
if you don’t like the
notation, that’s tough.
You can’t alter it.

I wish QuickScore filled
the screen with staves in
Single Track mode. At
present, all you get is
onc loncly staff rattling
around in a mainly
empty screen. Even so,
it does a good job with
most notation and
prints out attractive
parts and scores for a
quick and not-so-dirty
hard copy of your MIDI music.

One caveat about both QuickScore
and, to a lesser extent, Tiger: These
modules work best with accelerated
Amigas. Notating full scores using a
stock Amiga 500, for instance, is an
exercise in patience. If you can’t afford
a 68020- or 68030-based supercharger
for your computer, have a favorite bev-
erage ready. QuickScore gives you plen-
ty of sipping time.

STILL MORE MODULES

The remaining two extras in KCS 3.5
are carry-overs from version 3.0: Auto-
Mix and The Phantom.

AutoMix 1.3 is a self-contained virtu-
al MIDI mixer (see Fig.3). Designed to
resemble a mixing board, AutoMix con-
tains graphic onscreen (“virtual”)
faders that transmit user-selectable
Continuous Controller messages (it
defaults to Volume and Pan) in real-
time. Up to sixteen setups can be
stored in RAM or saved to disk. The
program provides a handy mixer when
recording to tape, or the controller
messages can be MPE-transmitted
directly to KCS.

FIG. 2: QuickScore notates and prints MIDI files in full score, as
pictured, or in single-track parts.



Dr. T's also provides an enhanced
beta version, AutoMix 2.0. It supports
the Niche ACM audio control module
(which I didn’t test) and can slave up
to four groups of pan and volume slid-
ers for simultaneous adjustment.

The Phantom is a SMPTE svnc utility
that reads and writes all formats of
SMPTE ume code when used with Dr.
T’s Phantom MIDI interface/SMPTE
time-cocle reader/generator for the
Amiga.

OUR STORY SO FAR

If vou're unfamiliar with previous
Amiga releases of KCS, you should
know that its recording and editing
areas have changed little since first
released several vears ago. Through
the vears, it has retained a reputation
for rock-solid performance and cre-
ative versatility. Whether vou prefer
pattern- or track-oriented recording,
KCS takes it in stride.

KCS has three basic recording and
editing modes: Track, Open, and
Song.

The Track mode Play screen is com-
posed of a tape transport control panel

and a text display showing the status of

all 48 available tracks (see Fig.4). Un-
der KCS's flexible environment, looped
recording can be activated for pattern-
oriented composing of short tracks, o1
truck-oriented composers can lay down
tracks of unlimited length.

Product Summary
PRODUCT:

Kevhoard Controlled
Sequencer (KCS) 3.5 fo
Amiga

PRICE:

$400

REQUIREMENTS:

Amiga 500 or better, with 2
MB RAM and Desktop 1.3
or 2.0; hard disk
recommended.
MANUFACTURER:

Dr. T’s Music Software

220 Bovlston St.

Suite 206

Chestnut Hill, MA 021 K7
tel. (617) 244-6954

EM METERS RATING PROOUCTS FROM 1 TO §

FATIRES @ @ O O (
EASEOFUSE @ @ @ ©
DOCUMENTATION @ @ @ ¢
vVie @ o e e (¢

EIIl OWNERS
dBm Technical Services

now offers a Field Tested upgrade
& modification that eliminates
99.99 % of all SCSI problems

reliability
emory upgrades

- New incredible price

For more information call
Perry Lancaster
(212) 645-2626

Vh Mount Rockmore
Y

...or a synth module, or a MIDI in-
terface, or a cassette deck, or a
VCR, or a sync box...

You can mount almost anything in
your 19” equipment rack with Mr.
Two, the rack-mount shelf from
Mount Rockmore.

Sturdy: Built from high-grade alu-
minum alloy, Mr. Two will support
up to 100 Ibs, yet weighs less than
34 ounces.

P o

Rack up an Elephant...

Versatile: Mr. Two gives you a
17" x 11" flat surface while using
only two units (3.5”) of rack space.

Sexy: Mr. Two is anodized black,
not painted, so it's a better match
for the high-tech gear in your rack.

Ask your favorite music dealer to
introduce you to Mr. Two. Or con-
tact us for more information. And
rack up an elephant.

Mount Rockmore ® 440 Webster Street ® San Francisco, CA94117 « 415 621-2178

February 1992 Electronic Musician 123




e DR. T'S KCS

In Open mode, one

or control se-
quences can be set up

more

to build a full score. In

a control sequence, you
may sequence, overlap,
interrupt, stop, trans-
pose, and otherwise
manhandle other Open

=

=il |

1

FiG. 3: Both pan and volume sliders may be grouped in the beta

version of AutoMix 2.0.

On the Track mode Edit screen is a
MIDI event list and a menu of mouse-
selectable editing options. Here, true
KCS nerds get into the “spreadsheet”
groove and revel in the detailed control
of event-list editing. IU’s hard to learn
and initially hard to use. Still, no other
editing technique gets down to those
micro MIDI levels.

Whatever vour style, you'll probably
layer several tracks into Open mode
sequences. The Open mode Edit
screen offers event-list editing for up
to 126 sequences. The Open mode Play
screen shows the current status of all
sequences. It is possible to record in
Open mode, but the Open mode Play
screen lacks onscreen tape transport
controls.

mode sequences in your
search for structural
perfection. Though
complex to master,
Open mode control
tracks offer unparal-
leled creative freedom.

For those who prefer
to get The Big Picture, Song mode is a
simpler way to string together full
sequences without the learning curve
of Open mode.

At its best, KCS enables composition
at several levels of detail, using many
different techniques. Once you grow
accustomed to the mathematical pre-
cision of event-list editing, the program
offers extraordinary control over the
work and the work environment.

CH-CH-CHANGES
The KCS design has not entirely resist-
ed change, however. Event-list editing
in KCS 3.5 includes a few work-enhanc-
ing additions.

The Split command in Track and
Open modes now lets you move ranges

MULTIPLE MULTITASKING

On the Atari ST, Multi Program Envi-
ronment (MPE) is one of Dr. T's chief
selling points. MPE allows users to
load and run more than one program
and share MIDI data between them.

But who needs MPE on the
Amiga? The computer multitasks from
the get-go, so why pile multitasking
upon multitasking? The answer is
interprocess communication.

While two Amiga MIDI pro-
grams can share the MIDI port (allow-
ing a patch editor to change timbres
while a sequencer plays a track), only
the synth knows what each program is
doing. Generally speaking, neither
program recognizes the existence of
the other.

Under MPE, programs not
only run simultaneously, they also
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share data simultaneously. Therefore,
patch setups saved by Dr. T's X-oR
universal editor/librarian can be piped
directly into KCS, and track editing in
Tiger can be instantly transferred to
The Copyist (but not exported back to
Tiger; | guess you can’t have every-
thing).

In KCS 3.5, both QuickScore
and Tiger require MPE and function
only when launched from within KCS
(