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MIDIVERBII

THE NEXT GENERATION FROMALESIS . . .16 BIT DIGITAL EFFECTS PROCESSOR

The unmistakable quality of the Alesis digital
~ reverb. 29 natural, sparkling reverberant images
that made MIDIVERB famous. Plus unusual delay
and studio production effects ... sounds that make your
music leap with your imagination. Plus flange,
triggered flange, shimmering chorus programs,
mulli voice chorus, multitapped delays, gated reverb,
reverse reverb, echoes, and more. Incredibly crisp
15kHz frequency response. 16 bit linear PCM processing
for uncompromising sound. Fast, logical
control directly through the front panel or via MIDI.
99 programs in all. Assignable to any of 32 MIDI patch
locations. Stereo all the way. 19" rack with /4" phone jacks
for instant hook-up. The Alesis signal processing microchip
keeps the price exactly where you want it. MIDIVERB Il
blows the lid off the world of signal processing.
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And now there’s Volume |l
of the “Universe of Sounds” for
the Emulator-1I™! Volume Il is a
Optical Media's CD-ROM System™ new CD-ROM disc with 500 banks

puts mountains of sound at your of clean, bright sounds—collected
fingertips! No more searching from some of the best studio musi-
through piles of floppy disks. You cians in the world. All processed
merely select the number of the with Sound Designer™ for the

sound you want and punchitintothe ~ smoothest loops and the cleanest,
hand-held remote. Within seconds punchiest sound. And the CDS3
you'll be playing some of the System is compatible with the
greatest sounds you've ever heard.  Apple Macintosh™
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Macintosh 1s a trademark of Apple Computer, inc.
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Your system can grow with our
CDS3 CD-ROM System. Today
Optical Media offers the Universe of
Sounds Volume | and Il for E-Il
owners. Tomorrow look for more
CD-ROM discs including a com-
plete CD sound effects library, all-
digital samples, and more. And our
new discs will load sounds into
virtually any sampling instrument.
Call or write today for more informa-
tion or the location of your nearest
CDS3 dealer.

Optical Media International
brings you the Future. Now!
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INTERNATIONAL
485 Alberto Way
Los Gatos, CA 95030
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OPENINGUPTHEBOX

IT CAN BE frustrating, getting to a point
where you know just what to look for in an in-
strument. A lot comes from experience with
equipment and knowing just what your needs
are.

As we approach the summer NAMM show,
I wonder what we'll be hearing about the in-
struments unveiled at the last show. Perhaps
there will be more complaints about “no indi-
vidual outputs”, or about the size of the manu-
al, or about how long it takes to load a disk.

But there’s a deeper, more fundamental
problem lying beneath those considerations.
It's not easy for a musician to get into all of the
technological music jargon from a cold start -
there seems little point in trying to get from A
to B if you can’t even find A. And even when
you have found your path through MIDI, sam-
plers, and sequencer programs, there is still a
learning curve which can leave you wondering
why you ever decided to deviate from the
piano.

It's not easy for manufacturers, either. Their
instruments are expected to be easy to learn,
yet adaptable to just about any situation imagi-
nable at the same time (and at no extra cost,
of course).

In the old days, a synth simply had “hidden
functions” which could only be accessed if you
knew where to look for them. Nowadays, a
synth would have so many “obscure” func-
tions by old standards, that it would be difficult
to keep them hidden under its cool exterior.
It's all very well to pack plenty of processing
power into an instrument, but if you don't
provide easy access to it, you're likely to limit
its appeal.

And now that MIDI requirements are be-
coming increasingly complex, there also
comes a point where each device's set of MIDI
parameters needs to be carefully tailored to
match other devices’ parameters. The simple
solution - implementing minimal MIDI - is
really no solution at all, since it prevents you

from gaining access to so many sophisticated
applications. Yet ensuring easy and sophisti-
cated communication between instruments is
an expensive business, and will remain so until
technology improves.

However, there is no conspiracy to prevent
musicians from doing what they want or need.
No one is trying to withhold the features you
demand, and if you can't get what you want
out of a $2000 synth, but can get it from a
$4000 synth, then that’s not to say that one
manufacturer is ignoring your needs. It could
just be that technology hasn't caught up with
your requirements yet.

To us, it seems crazy that new instruments
can produce never heard before sounds, and
still get panned for not having multiple out-
puts, built-in signal processing, or an advanced
MIDI implementation. The reason why instru-
ments appear with that kind of specification is
simply this: technology isn't at a stage where
certain features can be implemented such that
other, more common features are not com-
promised.

Sure, any number of features could be
buried in “hidden functions,” but at what cost?
Will the designers have to disallow certain sit-
vations in order to avoid possible self-
destruct? How much more are you prepared
to pay for that extra yard of special functions?
And how much longer will you wait while they
implement one last feature?

It might seem from time to time that
manufacturers ignore the needs of the “aver-
age musician,” but they’re often working with
the best information they can gather, and al-
ways within the constraints of the current
technology.

We're not trying to excuse all manufactur-
ers for the occasional bug or design flaw, but
it's worth remembering that an awful lot is ex-
pected of those little black boxes, and a lot of
work goes into them. @& Rick Davies
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16 Bit Professional Quality Digital Reverb System.
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probably collected as many synthesizers as
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This month our fearless critic rejects futu-
rism and takes a listen to good ol rock 'n’
roll tapes from you, our faithful readers. Has
he heard yours yet?
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They're Top 40 chart-toppers and they con-
sider themselves a guitar-oriented band;
but that doesn’t preclude them from taking
advantage of guitar synths and other
technologically-intensive music machines.

Ryuichi Sakamoto 100

Japan's respected technopop pioneer has
recently finished a record that breaks new
ground for him - it features live musicians.
He discusses the new LP and a multitude of
other projects in our exclusive interview.
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Korg DS8 Synthesizer 24

It's an eight-voice, multi-timbral synth from
Korg that uses FM digital technology to cre-
ate its sound, but features analog-type pro-
gramming. Does the combination work?

48 Track PCIi 38

We look at an innovative new sequencing
program for the IBM PC that has some
features unlike any other on the market.
Does its user interface get in the way?

Yamaha TX8IZ & MDFI

Yamaha's new rack-mount sound generator
brings a new twist to FM - a choice of
waveforms - while their MIDI data filer
permits saving of any Sys Ex data to disk. We
offer our observations.

Passport Master Tracks
Pro 74

One of MIDI software’s earliest pioneers
has just produced its first Macintosh se-
quencing program. The package has some
interesting editing functions, but can it
stand apart from the existing competition?

Roland D50, Part 2 84

We complete our in-depth look at the new
supersynth from Roland. Do its unique
sound-generating capabilities really herald
the start of a new era in synthesizer pro-
gramming?
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Synchronizer 30

Can chase-locking ability (without SMPTE)
for MIDi-based home recording studios be
made affordable? Our review of the new
synchronization box from Harmony Sys-
tems has the answer.

Roland DEP3 Effects
Processor 94

It doesn’t have the simultaneous capabilities
of its big brother, the DEPS, but it does have
some unique functions of its own. We
analyze its strengths and weaknesses,
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Newsdesk

Our redesigned news section keeps you in-
formed of the latest technological develop-
ments in both hardware and software, as
well as providing coverage of noteworthy
events.

To DX7IID or
not to DX71ID? 14

With the arrival of the new generation of
DX instruments from Yamaha, many DX7
owners are giving consideration to upgrad-
ing to them. We offer our own opinion on
the matter.

Sound Reading 98

Our new book review column looks at an
educational method book geared specifical-
ly towards beginning synthesists, and a
guide to currently available MIDI software.
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We Can’tGoOn... 68

.. Beating Like This. In the fourth segment
of our series on creative drum program-
ming, we look at some of the various elec-
tronic drum pads now available. How useful
are they for creating sequenced rhythm pat-
terns!

Sounds Natural 47

We begin an extensive new series that looks
at how to recreate the sound of acoustic in-
struments using various methods of synth
programming and sampling. The first part
focuses on the trumpet.

Patchwork 90

This month, another stunning array of
readers’ patches for many of the hottest
synths, plus a detailed review of Valhala's
new sounds for the Ensoniq ESQI.

Sampler Updates 54

Several manufacturers have recently intro-
duced important revisions for their 12-bit
samplers which offer significant improve-
ments over the original. Do the results
make planned obsolescence a thing of the
past?

Mono Mode 34

If you want to use an external sequencer
with Ensoniq’s multi-timbral wonder, the
ESQI, setting the proper MIDI| parameters
can be a bit confusing. We take you through
the necessary details.

MIDI Time Code 78

The latest addition to the MIDI specification
has the potential to centralize automated
control for audio-for-video, film soundtrack
and post-production work. But what exact-
ly is it, and how does it work?
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Truly
Professional

in the short time they have been avail-
able, Kawar's K3 and K3M synthesizers
have been recognized by musicians
and computer enthusiasts alike as truly
professional musical instruments with

sophisticated capabilities and warm,
rich sounds.

The K3 keyboard and its companion
K3M synthesizer module have been ac-
cepted by leading professional musi-
cians such as Jan Hammer and Tom
Coster. They find the K3's unique sound
a perfect compliment to their existing
electronic music systems.

Computer software companies such
as Opcode, Dr. T's, Hybrid Arts, and
Compumates also support the K3 with
sound editing software for the Atari
ST and 130 XE, Apple Il and Macintosh,
IBM PC, and Commodore 64 computers.
These software packages allow graphic
editing of the K3's unique programmable

World Radio History

user-wave. They also have advanced
voice editing and librarian functions that
allow patches and user-waves to be
easily accessed from disk and via modem.

So take a listen to the surprising
Kawai K3 on the “Miami Vice” television
show, on tour with Tom Coster and
“Vital Information;’ or at your local auth-
orized Kawai electronic musical instru-
ment dealer.

Kawai Canada Music Ltd.
Unit #1

6400 Shawson Dr.
Mississauga, Ontario
Canada L5T1L8

Kawal America Corp.
Dept. EM

2055 E. University Dr.
Compton, CA
90224-9045




CLARITY UPDATES EFFECTS
AUTOMATION

The XLV, an effects automation interface from
Clarity, is being updated to enable automation
of the AMS RMX-16, the Quantec Room
Simulator and the Yamaha REV| as well as the
Lexicon 224 XL and 480L and all voltage-con-
trolled devices (eg. digital delay lines). The aim
is to make the XLV compatible with nearly
every high-end signal processor in the studio.

XLV features include factory presets and
user programmability, eight control voltage
outputs, full MIDI implementation with an

onboard processor, positive and negative scal-
ing, a by-pass mode, and compatibility with the
480L. It has a capacity of 99 programs: 16 fac-
tory presets and 83 user programs.

MORE FROM Clarity. Nelson Lane, Garrison, NY 10524
Tel. (914) 424-407!

KURZWEIL OFFERS ADDITIVE
SYNTHESIS

Owners or potential buyers of the Kurzweil
I1SOFS (Fourier Synthesizer) may be interest-
ed in the announcement that a new Sound
Modeling Program (SMP) has been released
which, when combined with the Apple lle, will
transform the preset synthesizer into a pro-
grammable synth.

Introduced in June ‘86, the Kurzweil 150FS
has always had a range of resident instrument
voices, including piano, harpsichord, four
analog synthesizer sounds, acoustic and elec-
tric bass, acoustic guitar, clarinet, bells, vibes
and marimba. The Sound Modeling Program
will allow the user to view representations of
these sounds - or synthesize new ones — on
the screen of the Apple lle. The frequencies
and amplitude envelopes of up to 64 partials
per sound model may be precisely selected
and manipulated in a data table or graphic dis-
play form.

The I50FS has a pool of 240 independent
oscillators called partials, each of which may be
a sine wave or any of several types of noise.
When a note is played, the necessary number
of partials is assigned from the pool. Each oscil-
lator's output is then given its own arbitrarity-
shaped amplitude envelope, called a contour,
which comes from the sound model memory.
The Sound Modeling Program allows repre-
sentation of these contours as a series of line
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segments where each break point has a time
and a rate or amplitude slope.

The Sound Modeling Program is a free
enhancement for the I50FS. It requires Ver-
sion 1.6 software, which is also available as a
free update.

MORE FROM Kurzweil Music Systems, inc., 411 Waverley
Oaks Road. Waltham, MA 02154. Tel. (617) 893-5900

TWISTER MIXER

Twister Engineering of Denmark has intro-
duced their eight-channel MIDI-based com-
puter mixer. The Twister Pac allows computer
control of signal level, computer reading of in-
put audio level, and status communications us-
ing MIDI protocol. The unit is also capable of
dynamic control of levels, mutes and groups as
well as an assortment of programmable gain
modifiers such as noise gating, compression,
and followers. Dynamic control information is
sent over MIDI using “keyboard-like” data
compatible with all MIDI sequencers.

A front panel control as well as Atari ST
fader display allow the unit to be used for re-
cording or live performance. Features include
100 snapshot memories, 64 groups per memo-
ry, a 95d8 signal-to-noise ratio, expandability
to 64 channels, and an eight-in, eight-out con-
figuration. The list price is $1599.

MORE FROM Promise Productions, 1416 Dorothy D-ive,
Glendale, CA 91202. Tel. (818) 242-8582.

MIDI SUMMER NIGHT’S
DREAM

Ensoniq has announced what looks to be an
exciting promotional campaign just in time for
your summer vacation. All you have to do is to
visit your local Ensoniq dealer and test-drive
one of the ESQIs between now and July 31. Fill
out and return the entry form, and your name
will be placed in a (probably large) hat. Three
lucky winners will be whisked away to Bobby
Nathan's Unique Recording Studios in New
York City for an evening in the studio with
Herbie Hancock.

MORE FROM Ensoniq, 155 Great Valley Parkway.
Malvern, PA 19355, Tel. (215) 647-3930

QUAD MONSTER
UPGRADES DX7

Monster Memory Co. has announced the arri-
val of Quad Monster, a small circuit board
which replaces the ROM chips of a DX7 in or-
der to expand its memory capacity, function
storage, MIDI capability and actual sound-pro-
duction potential.

New features and functions include internal
sound storage of 512 sounds, function storage
for each sound, programmable volume for
each sound, and direct MIDI access to all
sounds.

The new Play mode allows a sound to be

layered upon itself up to four times, each layer
fine-tunable over four octaves. During live
performances, the Double and Quadro modes
can be accessed in one move for lead solos or
can be switched in by a sequencer over MIDI.
The list price for Quad Monster is $259,
with a 10-day money-back guarantee.
MORE FROM Monster Memory Co., 5757 Kirk-wood Pl
N., Seattle, WA 98103. Tel. (206) 526-0540

MESA MEETS MIDI

Roland is looking to set new standards for
easy-to-use software with the introduction of
MESA (Music Editor, Scorer, Arranger), a
software package designed for the IBM PC and
compatibles. A fully integrated system with
three modes (song, score and print), MESA
has several features that today’s MIDI users
may be looking for in their sequencer
programs.

The mouse-based user interface provides
access to the functions, and music can be en-
tered using any MIDI instrument, the mouse,
or the PC keyboard. The song mode contains
advanced sequencing functions (including a
65,000 note capacity), while the screen graph-
ically displays the structure of a composition,
allowing “cut and paste” editing and arranging.

Score mode displays phrases in standard
musical notation on the screen, which are
transcribed and displayed with automatic
placement of notes, rests and beams. Com-
plete compositions can be created and individ-
ual notes and MIDI events can be inserted, de-
leted and modified using the mouse or the
PC’s function and cursor keys.

The program requires an IBM PC, XT, AT
or compatible with two floppy disk drives or
hard disk, a minimum of 512K RAM, an IBM or
compatible monochrome display system, par-
allel printer port, and a Roland MPU40I MIDI
Processing Unit and interface card.

MORE FROM RolandCorp US, 7200 Dominion Circle,
Los Angeles, CA 90040. Tel. (213) 685-514|

MIDI COMES TO USC

USC is offering a seminar in Electronic Music,
Computers and MIDI from July 15 through
July 19, 1987. The School of Music is hosting
the five days of training, which will include
hands-on experience in computer learning
labs and electronic instrument work stations
with a variety of microcomputer systems, mu-
sic software and electronic instruments and
MIDI hardware. In addition to the classes,
there will be exhibits, forums and perform-
ances from USC faculty and industry repre-
sentatives. An extensive collection of resource
materials on MIDI technology will be available
to seminar attendees for study and research
purposes. And electronic jam sessions are
scheduled in the evenings.

Instructors will include David Wheatley, Bill
Biersach, Paul La Rose, Bill Alvis and Gilbert
Blount of the USC Music Faculty, Clark
Spangler from UCLA, film composer Gary
Chang, and representatives from Fairlight,
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» Bacchus, the International MIDI Association,
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Dr. T's Software, Club MIDI Software,
Berklee College, and IBM. The sponsors are
attempting to create an instructional atmos-
phere rather than a trade show environment.
The cost for the entire five days is $200; for
| Unit Credit, $351.00. Auditors can opt to pay
$50 per day.
MORE FROM USC at (213) 743-3958, or write: Seminar
in Electronic Music, Computers and MIDI, School of Music,
University of Southern California, Los Angeles, CA 90089-
0851 (or PAN: Larose).

3.0 SOFTWARE FOR AKG
DIGITAL REVERB

AKG Acoustics, Inc. has announced the availa-
bility of Version 3.0 software for the ADR 68K
Digital Reverb and Effects Unit. The new pack-
age was introduced at the AES Convention in
London, and shipments to existing customers
began in mid-April.

The improvements feature dual digital delay
lines, multi-tap stereo processing, and multi-
effects (a four-voice stereo chorus, a multi-tap
delay line with sterec output, and a multi-tap
delay line driving a stereo reverberator). A
six-voice stereo chorus program, with con-
trols for equalization, number of voices, voice
delay, chorus rate and depth and automatic
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Previews of Innovations to be
Announced at the Chicago NAMM
Show . ..

16-BIT SAMPLING COMES
TO DRUMS

Forat Electronics will unveil its 16-bit sampling
drum computer, the Fl6, at the June NAMM
show in Chicago. The rack-mount F16 consists
of a main controller which accommodates up
to 16 modules. Rather than use one block of
memory to store several samples, as is the
norm on most samplers, each module stores a
single sample in half a million bytes of memory.
Thus, individual samples can be as long as six
seconds at full audic bandwidth, or 25 seconds
with reduced high-end response. For exam-

stereo panning is also included.

The ADR 68K can now sample in stereo -
four seconds, or two seconds when used
concurrently with other processing programs.
New AKG digital reverb units will come with
the 3.0 software as a standard feature. Owners
of units with older packages can obtain the
new software free of charge.

MORE FROM Dave Ogden, AKG Acoustics, Inc., Two
Calvin Road, Watertown, MA 02172. Tel. (617) 924-7697

POSHEK PRESENTS
TURBO TX81Z

Poshek Productions has just announced the
availability of Turbo TXB8IZ, a memory resi-
dent editor/librarian for the Yamaha TX81Z
module and IBM PC/XT and compatible com-
puters. The program is said to allow complete
editing of all parameters of the TX8IZ.

The four main modes of the program allow
for editing voice parameters, creation and ed-
iting of custom voice banks, and editing per-
formance data. An active three-drive directory
is accessible from each mode, and effects, mi-
cro tunings, system data and program change
data can all be stored.

A demo version with the MIDI functions
disabled is available for $5, refundable upon
purchase of the program. The list price is $79.

ple, crash cymbals sampled at 50kHz play for
up to six seconds.

Each F16 module has independent tuning,
volume and pan controls, and is available
through direct outputs or the controller's ste-
reo mixer outputs. And each module features
a large amount of memory - half a million
bytes for each sound.

The FI6 modules may be triggered using
drum pads, pre-recorded drum tracks, a drum
machine’s trigger outputs or MIDI (which
permits hookup to any MIDI sequencer).
Prices start at under $2500.

MORE FROM Forat Electronics, 11514 Ventura Bivd., Unit
I, Studio City, CA 91604. Tel. (818) 763-3007

ROLAND RACKS

Roland will be introducing rack-mounted ver-
sions of their S50 digital sampler and D50 dig-
ital synth at the upcoming NAMM show in
Chicago. Dubbed the S550 and the D550 re-
spectively, the new units will include all the
capabilities of their keyboard counterparts as
well as the ability to operate in MIDI Mono

MORE FROM Poshek Productions, 838 Van Dyke Drive,
Laguna Beach, CA 9265I. Tel. (714) 497-7210

SEQUENCER CAKEWALK

Twelve-Tone Systems has announced the re-
lease of Cakewalk, a sequencer package for
IBM and compatible personal computers.
Cakewalk features 256 tracks, low-level and
global editing, DOS command shell, pull-
down menus, on-line context-sensitive help,
and more in a $150 package.

Each of the 256 tracks has its own name,
play/mute switch, pitch and velocity transposi-
tion, and optional forced MIDI channel - all
changeable during record/playback. Each
track can hold any number of MIDI events
bound for any number of MIDI channels.

Other features include aural editing with
three programmable tempos, event filtering,
an ASCII file conversion format and a flexible
transport which allows you to move around
your work at will.

MORE FROM Gregg Hendershott, Twelve Tone Systems,
PO Box 226, Watertown, MA 02272. Tel. (617) 924-7937

SOLID SUPPORT STANDS UP

A new home keyboard stand from Solid Sup-
port Industries is now available which almost
any home keyboard may be attached to with

Mode (Mode 4). While exact price informa-
tion is not available yet, both promise to be a
few hundred dollars less than their keyboard-
equipped equivalents.

Roland will also be re-entering the pro au-
dio market with the addition of two mixing
consoles to their product line. The 16-channel
MI60 will be a rack-mountable, line level mix-
er and the non-rack mount M240, will have
(any guesses?) 24 channels.

In other Roland news, the company will be
sponsoring a D50 sound developers’ work-
shop at the NAMM show. The workshop will
be of a technical nature, with specific discus-
sions planned on the new L/A synthesis meth-
od (as implemented in the D50), and the
voice architecture of the popular new
instrument.

Product specialist Eric Persing and some of
Roland’s engineering staff will be on hand to
answer questions. In addition, the company
will outline its D50 sound developers’ support
plan. The meeting is scheduled to take place
on Monday, June 29, from 6-7.30pm in the Ro-
land display area (the Lindheimer Room of
McCormick Place).

MORE FROM Roland Corp US, 7200 Dominion Circle,
Los Angeles, CA 90040. Tel. (213) 685-5141

DAWN OF THE EIli?

First there was the eight-bit Emulator. Then
there was the Ell with its polyphonic
sequencer, individual outputs, and memory
expansions and extensions, followed by the
low-cost Emax. Now E-mu’s Elll outdoes
them all, with 16-bit stereo sampling at the
center of all the commotion. What else could
E-mu Systems call their newest, and most im-
pressive sampling keyboard? (Don't answer
that; there was a pattern emerging for a mo-
ment.)

MUSIC TECHNOLOGY jULY 1987



the use of 2" velcro strips. This stand is 27%4"
high by 25" wide, with two cross braces which
allow even small keyboards to be supported at
the correct playing height. Some keyboards
may be bolted directly to the stand through
slots provided in the top cross-support.

The stand is constructed of %" steel tubing
and weighs 12 pounds. The list price is $59.95.
MORE FROM Solid Support Industries, 2453 Chico Ave-
nue, So. El Monte, CA 91733. Tel. (818) 579-6063, or out-
of-state Tel. (800) 782-6377

MIDI PERCUSSIVES

Electronic Percussion Through MIDI, published
by RolandCorp US, is a new guidebook for
drummers and percussionists interested in the
expanding world of MIDI percussion. The
book presents an overview of Roland elec-
tronics percussion products with photos,
product descriptions, various system configu-
rations, and actual demonstrations as well as
complete songs on a cassette tape which
accompanies the textbook.

The guidebook is intended to give a basic
working knowledge of a MIDI percussion sys-
tem and provide suggestions for designing a
personalized electronic percussion set-up tail-
ored to your individual musical needs and bud-
get.

Needless to say the initial specs are quite
impressive: |6 voices, 16 individual mono-pho-
nic outputs (in addition to two stereo out-
puts), 16-bit linear sampling, 35.5 secs of
monophonic sampling or 17.5 seconds of ste-
reo sampling at a 30kHz sample rate with the
standard two megabytes of internal RAM
(expandable to 8Meg when new RAMs be-
come available), S/N ratio of greater than
90dB, 40Meg internal hard drive (upgradable
to 80+), 3.5" floppy disk drive, built-in
sixteen-track sequencer (with advanced edit-
ing features including cut and paste), SMPTE
cue sheet capabilities, three envelope genera-
tors per voice, high-quality VCAs and VCFs,
an external SCSI port, an R$422 port and sep-
arate DAC:s for each voice. The Elll price has
not been announced, and the instrument will
be ready in late fall.

E-mu will also be introducing the SP1200,
which is a souped-up version of the SP12 with a
built-in 3.5” disk drive and increased memory
for up to ten seconds of sampling time. The
price of the new drum machine has not yet
been determined, but sources at E-mu say that
it will be less than a Turbo SPI2.

The Emax HD, yet another new entry from
E-mu, will be an Emax with a built-in 20Meg
hard disk drive. With the new drive, which
holds the equivalent of about 35 disks, the load
time for samples will be reduced to approxi-
mately three seconds. A rack-mount version
with a hard disk, as well as retrofits for existing
machines will also be available by mid-
summer.

MORE FROM E-mu Systems, 1600 Green Hills Road,
Scotts Valley, CA 95066. Tel. (408) 438-1921

Dr. T GOES BLANK

Word from Dr. T's is that they have acquired
exclusive rights to distribute Blank Software’s
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The guidebook/cassette tape package for
drummers is available through authorized Ro-
land dealers or from RolandCorp US, at a sug-
gested list price of $10.

MORE FROM RolandCorp US, 7200 Dominion Circle,
Los Angeles, CA 90040. Tel. (213) 685-5141

SHURE ANNOUNCES
COMPACT PA

Shure Brothers, Inc. has announced the intro-
duction of the Shure Audiomaster, a compact
modular sound reinforcement system. Com-
ponents in the Audiomaster system include
the Model 1200 Expandable Powermixer, the

Sound Lab program (for the Macintosh) and
Sound File (for the Mac or Commodore 64).
Version 2.2 of Sound Lab (originally designed
for the Ensoniq Mirage) now features the
MIDI Sample Dump Standard, making the
program attractive to owners of other
samplers.

Also coming at NAMM is their Esq'apade
ESQI editor for the Atari ST, and the VDS Mi-
rage editor (also for the ST) which provices
FM and additive synthesis tools for editing ex-
isting sounds, or for making new samples.
MORE FROM Dr. T's Music Software, 66 Louise Rd.,
Chestnut Hill, MA 02167, Tel. (617) 969-6657

AURAL EXCITERS
RIDE AGAIN!

Another product being introduced at the
NAMM show, this one from Aphex Systems,
is the newest Aural Exciter, the Type E. De-
signed expressly for the performing musician,
instruments or mikes can be plugged directly

Model 3200 Loudspeaker, the Model
AI200MX Expansion Module and the Model
A1200C Portable Case.

The Audiomaster 1200 Powermixer is a
200-watt, six-channel powered mixer that is
expandable to eight or |0 channels with the in-
stallation of expansion modules. The 1200 fea-
tures color-coded controls and LED indicators
for various functions. Most microphones can
be used with the unit, which includes
both transformer-balanced low impedance pin
XLR connectors and Y4” unbalanced high-
impedance phone jacks for each input channel.
The unit is surrounded by steel casing and in-
cludes RF protection circuitry to prevent RF
interference.

The Audiomaster 3200 Loudspeaker sys-
tem features the Time Sync crossover
network for time-corrected phasing, a con-
stant directivity horn, a compression high-
frequency driver, and a 12" low-frequency
driver with a 2Y2" high-temperature aluminum
bonded voice coil and a 32 pound magnet.

Audiomaster prices are: $930 for the
Powermixer, $450 for the Loudspeaker,
$183.35 for the expansion module, and $70 for
the portable case.

MORE FROM Shure Brothers, Inc., 222 Hartrey Avenue,
Evanston, IL 60202-3696. Tel. (312) 866-2553

into the Type E for stage, recording and PA
use without the necessity of a preamp or mix-
er. The Type E can serve as a low-noise
preamp and direct box as well as a sound
enhancer.

The Type E features “High Z" ins and outs,
plus line level ins and outs, and is intended to
be useful at home, on stage and in the studio.
Optional rack mounts are available for mount-
ing one or two units in a standard 19" equip-
ment rack.

Like all Aural Exciters, this new model gen-
erates musically-related harmonics in an effort
to restore natural clarity, detail and brightness.
According to Aphex, the effect is especially
helpful for digital audio effects, samplers, and
synthesizers because it helps counter some of
the problems associated with digitally recon-
structing a sound.

Suggested list price of the Type E is less than
$200.

MORE FROM Aphex Systems Ltd., 13340 Saticoy Street.
North Hollywood, CA 91605. Tel. (818) 765-2212
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Your questions answered by Music Technology’s team of experts. If you have
a query about any aspect of music technology, or some information that
might be useful to other readers, write to Readers’ Letters,

Music Technology, 7361 Topanga Canyon Blvd.,

Dear Music Technology,
I have been looking for a CD with sampled
sounds on it for some time. The photo that
accompanied your May article on the Casio
SK2100 seems to have one pictured in the lower
left corner. If at all possible, could you let me
know where | can obtain information on it?
Jeff Newman
Smyrna, GA

The CD in the photo is, in fact, exactly what
you (and probably hundreds of other peo-
ple) are looking for. Entitled ““Sampling
Collection, Vol. I, it is available from Korg,
or any Korg dealer, for $41.95. It contains
189 studio-quality samples of 34 acoustic
instruments (most of which have multiple
samples), including piano, strings, brass,
woodwinds and percussion.

Dear Music Technology,
I recently read your May issue and tried to make
sense of many of your articles. The reason they
didn’t make sense was because | don’t know the
definitions of such terms as MIDI, sampler,
sequencer and the roles that MID! plays in
interfacing with computers or other instruments.
Can you help me with the definitions of the terms
that are used in your magazine? Thanks.
Bronko Gligich
Santa Ana, CA

Take heart, Bronko. At some point we were
all in the same confusing position in which
you find yourself right now - caught up in a
mass whirlpool of technological terminolo-
gy which seemingly leads nowhere. There
are a number of books available on the dif-
ferent technologies which you might look
for, but we would also suggest that you begin
haunting music stores, talking to fellow mu-
sicians and (of course) reading Music Tech-
10

Canoga Park, CA 91303.

nology. Once you discover which specific
areas of technology best apply to your own
musical needs, there are various users’
groups which can help. Most of all, hang in
there! The effort will pay off in superior mu-
sic capabilities.

Dear Music Technology,

Ha. Ha. Your article, “Heads, Hands, and Feet”
(MT, April '87) mentioned the Zlatna Panega
cooperative. | swear it’s all a joke. | don’t know.

Do they really manufacture such wonderful*

interfaces? If so, would you give me their
addresses? Your report mentioned that the UK
edition of Music Technology covered this; can
you give me the magazine dates?

Is it true Dimitrov can’t figure out what to do
with it? | have a number of good ideas, but | have
to know if the reportage is fact or fiction.

Wind O’Neal
Arnoldsville, GA

Boy, we certainly can’t fool some of you out
there. Wind, here, has obviously caught on
to some of the more esoteric developments
that are being worked on by the famous
Bulgarian MIDI engineers, Boris Dimitrov
and Marri Limeski. Unfortunately, no fur-
ther details have reached us since we re-
ported the initial developments and we have
a sinking feeling that we may not hear from
them again until around the Ist of April,
1988. (Iron Curtain nations only allow sensi-
tive information to be leaked every so often,
you know.)

Dear Music Technology,
I recently read about the Audio Optics QED pick-
up in your April 87 issue. Can you send me any
info on this company or product? Is it a pitch-to-
MIDI converter for guitar?

Also, can you send me any info on the Vortex
MIDI converter mentioned in the same article. |

am looking for a pitch-to-MIDI converter that
will work with a nylon string guitar.
Any information on the above would be most
appreciated.
Julian Catford
Seattle, WA

We often receive requests for specific infor-
mation about products (ie. product bro-
chures) and companies but we don’t have
that kind of info on hand (except for our file
copies), so if you’re looking for specifics we
suggest that you contact the manufacturers
directly. (We always put the address and
phone numbers of manufacturers at the end
of reviews for that very purpose.) In case you
lost the issue with the products in question,
here are the appropriate addresses and
phone numbers: Audio Optics, PO Box 691,
Santa Barbara, CA 93102, @ (805) 563-
2202; Beetle (Vortex), 130 N. Victory Bivd.,
Suite 101, Burbank, CA 91502, & (818)
841-9922.

To answer your questions, the QED is not
a MIDI guitar converter, but rather, a so-
phisticated audio pickup system. The po-
tential is there to make it part of a guitar-to-
MIDI conversion system, but as of yet, such
a system does not exist. As far as a nylon-
string guitar converter goes, we suggest you
look at the Ovation and Takamine GTMé
acoustic guitar-to-MIDI systems, which are
available from Kaman Music Corp., PO Box
507, Bloomfield, CT 06002. @ (203) 243-
7941. The Photon System, which is now be-
ing distributed by Gibson Guitar Corp., can
also be used with nylon string guitars. Infor-
mation is available from Gibson’s parent
company, Phi-Technologies, 4605 N. Stiles,
Oklahoma City, OK 73105. @ (405) 521-
9000. Roland’s new GM70 converter can be
used with acoustic guitars as well, but they
must have metal strings. .
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Yamaha has been hearing

VOICES

And you can hear all 240 of
them for only $345:

Presenting the Yamaha FB-01
FM Sound Generator. A surprisingly

again.

one of the FB-01’s 16 user memories.
A lit LCD exhibits all perform-

ance data, system set-up, and voice

names with dozens of operations car-

compact black box con- TR ried out via a simple
taining the largest selec- 1= ik key layout on the front
tionof YamahadigitalFM o panel. The FB-01 is de-
voices since the introduc- e ‘ -~ |signed for ease of opera-
tionof the DX synthesizer. 1 - tion by any musician,
Its incredible af- SEe | e - leven those without any
fordability is even more s detailed knowledge of
dramatic when you con- e = {MIDI or computers.
sider that in additionto % i | & Sk | 5 Its exceptional
240 pre-programmed S | 3 e 2 Jacaptability makes it
voices, the FB-Olaccom- | &z @i 3o s fwell suited for MIDI ap-
modates 96 user VOICES. |gfem |mibr Erw |E "> Iplications ranging from
For atotal of 336 voices iz #imi i 2 s Hive performance to com-
atthe unheard of price =5 »&ui 2in SEk Lie fputer music Systems,
of only $1.02" each. e |80 H | R |G MIDI recorder and se-
But whatiseven Gt i Gimnd G5 G uencer systems, and
more incredible is the dam des pams il tie  BMIDI studio systems.
amazing versatility the = smmizasx st s acomione. Weighing in at
FB-01 affords the amateur and the a shgnt 4. ., the Yamaha FB-01
professional musician alike. provides left and right stereo outputs
Each natural acoustic instru- and is also capable of microtonal tun-

ment or synthesizer voice features in-
dependently programmable functions
such as pitch bend, detuning, octave
transpose, and up to eight 4-operator
digital voices simultaneously.

Plus four preset configurations
that enable the FB-01 to be used as a
single-voice 8-note polyphonic sound
source, as well as a split sound source
and dual sound source. And a Mono-8
mode offers monophonic perform-
ance of up to 8 voices simultaneously.

You can also create your own
configurations and then store them in

ings by computer.

All the more reason for you to
stop by an authorized Yamaha Digital
Musical Instrument dealer today %(l)r
a complete demonstration. So you too
can soon be hearing voices.

Yamaha Music Corporation, Digital Musical Instrument Division,

PO. Box 6600, Buena Park, C:\ 90622. In Canada, Yamaha Canada Music

Ltd., 135 Milner Avenue, Scarborough, Ontario M1S 3R1. *USA suggested
retail price subject to change without prior notice. Canadian price will vary.

€ YAMAHA
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The new DX instruments have
a number of features which the
old ones lacked, but if you
already own an “old” DX7, the
important question to ask is,
are the new features enough to
justify a new purchase?
Compatibility may be the key.
Text by Howard Massey.

X7 OWNERS EVERYWHERE face a

tough decision these days: upgrade to

the newer DX7IID or DX7IIFD (the

difference being simply that the latter

contains a built-in 3%2" microfloppy
drive for data storage) or stick with Old
Reliable?

Compounding this dilemma is the fact that
many DX7 owners may just be starting to feel
a little more comfortable with the gremlin of
actually programming their instrument and/or
modifying presets. The word on the street is
that there was initially a good deal of re-
sistance by DX7 owners to the idea of buying

yet another, even more complicated DX in-
’ | strument, but the fact remains that many im-
portant improvements have been made in the

second generation DX7II.
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So the question remains: should you or
should you not lighten your wallet by buying
one! Here are some important facts that may

; dE C I S I O N S help you make this decision.
/ The Improvements

FIRST OF ALL, let's discuss some of the
improvements that everyone has been talking
about. Probably the most important one is the
fact that the DX7I, unlike its predecessor, is
multi-timbral. It can make two sounds at once
- sort of like the DX5 (or a DX7 and TX7),
but better, because there are many more
possibilities for interaction between the two
sounds. Like the DX5 (or most bitimbral
synthesizers, for that matter), you can split the
keyboard or layer the two sounds over the
entire keyboard. Unlike the DXS, however,
you can actually edit either sound while
hearing both in this layered keyboard mode
(called Dual mode) - meaning that you can
really approach the DX7Il as a 12-operator
digital FM synth. This is great for those of you
who may think you have explored all the
possibilities of creating sounds with six oper-
ators (and, honestly, | haven’t run across
anyone yet - including myself - who has).
The interactivity between whichever two
sounds you call up at any given time goes well
beyond this, however. The DX5 (and the
DX7/TX7 combination alluded to earlier)
allow you, of course, to send the audio outputs
to separate channels, making for a pleasing
stereo effect. The DX7II takes things a step
beyond, by offering programmable panning of
the outputs. This is an area of the instrument
that | am personally very excited about,
because it takes what is normally a very
directional, focused sound and allows you to
turn it into an ambient sound - almost like
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SurroundSound - all from the DX7II's front
panel. If you normally play your instrument
through a single amplifier/speaker com-
bination, this will have little impact. But if you
work in the studio with an engineer who is
smart enough to record you in stereo, it
means a whole lot! Taking the directionality
out of the sound means a whole new ball game
as far as the kinds of subtle effects you can cre-
ate. The panning implementation in the DX7II
goes far beyond what | have seen in any other
synthesizer in this price range. You can pan by
key velocity, by note number, or with an LFO
- and there’s even an envelope generator
which is totally dedicated to this function. Fur-
thermore, you can shift the mixed signal of
your two patches, or you can alter the output
level of one and not the other, or you can alter
the output level of both - in a complementary
fashion so that as one increases, the other de-
creases proportionally.

The second most striking improvement in
the DX7Il is that the sound quality of this in-
strument is much higher than that of the DX7.
You know all of that digital fizz that ac-
companies so many DX7 patches? Well, it
won't be gone completely in the DX7I, but it
will be much, much quieter and virtually
unnoticeable in 90% of your patches. The ac-
tual clarity of the sound has also been im-
proved, thanks to 16-bit digital-to-analog con-
version and higher-speed processing. Not only
are sounds crisper and more defined, | find the
bass end to be improved a great deal as well.
This, along with the many different detuning
options offered by the DX7II, allow you to
create those big, beefy sounds (hold the on-
ions, please) that DX7 owners everywhere
have cried out for. Well, maybe | exaggerate a
bit - but there is no question that the DX7
carried the often unjustified label of being
“thin-sounding”. Have no fear - this is some-
thing the DX711 absolutely cannot be accused
of.

Another big improvement is that the “func-
tion controls” of the DX7 are, happily, no
more. Instead, all of these parameters (which
include things like pitch-bend wheel assign-
ment, portamento, and real-time controller
routings) are, in the DX7II, voice edit parame-
ters. This means that you program them indi-
vidually for each voice, and they will change per
patch just as surely as operator output levels
will. At long last, you can customize your con-
troller routings for the particular sound you've
created. What this really means is that there is

of continuous sliders on the front panel of the
DX7H (an idea borrowed from Yamaha's
MIDI keyboard controllers like the KX88 and
KX76). These allow you to actually alter voice
edit parameters (things like EG settings, oper-
ator output level or frequency, or even the al-
gorithm) directly from play mode. Further-
more, the movement of these sliders is trans-
mitted via MIDI, so that they can be used to al-

IE WRESET e

DX711 RAM4 cartridges, which are larger -
both physically and in memory capacity - than
the DX7 RAM cartridges. These can also be
used to store micro tunings alone, or data for
an exciting new function called Fractional Scal-
ing. Those of you who ever used the DX7’s
keyboard level scaling function will be inter-
ested in this. In a nutshell, keyboard level scal-
ing allows you to increase or decrease an oper-

et ——at T sl

“You can actually edit either sound while hearing both in the dual mode,
meaning that you can really approach the DX7Il as a 12-operator
digital FM synth.”

ter various continuous controller parameters
in slave synthesizers. You can also link these
via MIDI to controllers from other master
keyboards (assuming you're using the DX7II
as a slave instrument), so that, for example,
moving the modulation wheel of your
Emulator changes the LFO speed in your
DX7Il - or almost anything else about the
DX711 patch or patches called up!

Ah, MID|. Here's an area where DX7 own-
ers have been deprived for years. In Yamaha's
defense, it should be pointed out that the orig-
inal DX7 was designed in 1983 - prehistoric
days, by MIDI standards. Well, the DX7II
moves into the modern MIDI age, with all the
bells and whistles you can hope for. In fact.
MIDI is so well implemented that this instru-
ment is actually well-suited for use as a master
keyboard controller, something that the origi-
nal DX7 definitely could not claim. In fact, the
keyboard itself has a better “feel” than the
DX7 keyboard.

Got some MIDI questions? We got some
answers: Yes, you can transmit on any channel
(though, unfortunately, you can’t transmit on
more than one channel). Yes, the two patches
can receive on the same or different channels.
Yes, you can receive in Omni mode. Yes, Local
On-Off is supported (meaning that you can
disconnect the DX71l keyboard from its own
sound-generating circuitry). Yes, all 127 veloc-
ity increments are transmitted. Yes, volume
can be externally controlled. Yes, program
changes can be prevented from being trans-
mitted (the DX7 always sent them) and you
can even re-map these program changes (so
that, for example, calling up patch #22 on
your DX7I1 causes it to send out a “change to
patch #47" command to slave synths). You
can even transmit the contents of the DX7!I

“There was initially resistance by DX7 owners to the idea of buying yet

another, more complicated instrument, but important improvements have
been made in the second-generation machine.”

virtually no need to alter anything about a
sound in live performance - you really can set
everything up in advance.

Speaking of controllers, it's worth noting
that the DX7II allows the use of many more
controllers than does the DX7. You can have
two sustain pedals, for example, as well as two
foot controllers. One of the sustain pedals can
take on some pretty nifty functions, like acting
as a soft pedal, or duplicating the effect of a
piano sostenuto pedal. There are also a couple
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have to necessarily store sounds in memory
before you can ship them over to your patch
editor. In short, you want MIDI - you got
MIDI.

Speaking of memory storage, there's a lot
more of it in the DX7II than in the DX7.
Twice as many voices, to be exact, can be
stored in the internal memory, along with 32
performance setups, a couple of micro tunings
(more about this below), and the MIDI setup.
The same amount of data can be stored in the

ator’s output level (thus causing a change to
the volume or timbre of the sound) as you play
different areas of the keyboard. The original
DX7 used a system of preset curves to initiate
these changes. This system is implemented
here as well (the DX7Il, as you are no doubt
aware, is upwardly compatible - for the most
part — with the DX7, as we’ll see shortly), but
the DX7II takes things a step further with the
introduction of this fractional scaling parame-
ter. The fact of the matter is that the so-called
“curves” used by DXs for level scaling are not
curves at all. Instead, the output levels of vari-
ous operators are altered in groups of three
semitones at a time according to one of four
preset tables. Fractional scaling allows you to
dig right in and change this table, or even to
create your own tables. This gives you much,
much finer control over changing volume or
timbre on areas of the keyboard, and also al-
lows you to create true hard splits within a sin-
gle voice —something that becomes, admitted-
ly, less vital when you are working with a mul-
ti-timbral instrument that already has a split
keyboard mode.

If you go for the “FD” model of the DX7II
(about $400-500 more), you'll also have
microfloppy disk storage at your disposal. Be-
yond holding DX71l data, this drive can also be
used for generic MIDI data storage. The maxi-
mum file length of 20 kilobytes makes its use
somewhat limited, but | am told that Yamaha
plans to increase this maximum file capacity in
an upcoming ROM update.

The much-vaunted micro tuning capabilities
of the DX71l - none of which were imple-
mented in the stock DX7 - allow you to do all
kinds of weird and wonderful things to the in-
tervals between semitones. You can create
microtones, macrotones, inverted keyboards,
or “dead” areas of the keyboard where the
pitch remains the same no matter what note
you play (great for percussive patches). You
can also work with any of the |l tuning presets
(which include those created by such lumin-
aries as Kirnberger and the unforgettable
Vallotti and Young —weren't they a song-and-
dance team in the fifties?), though we have be-
come so accustomed to equal temperament in
modern music, it remains to be seen if these
alternate tunings will be used a whole lot. Still,
hats must go off to Yamaha for at least offering
the user the option of getting away from the
norm.

There are many, many other improvements
that are less significant, but may nonetheless
be important to you. For one thing, those hor-
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rible membrane switches of the DX7 have p

()



P> been replaced by real switches —some of which

are even equipped with LED status lights. The
LCD is much larger, allowing for two lines of
40 characters (as opposed to the two lines of
IS characters in the DX7), so that you can see
much more data at any given time. For exam-
ple, you can view all the EG settings for a par-
ticular operator in one single display, without
having to cycle through all the rates, then all
the levels. Cursor switches, similar to those
used in the DXS, allow you to get around from
parameter to parameter within the display.
The LCD is also back-lit, making it much easier
to use on stage. The master tuning display now
shows you numbers - so you can actually see if
you're at A440 or a blt sharp or ﬂat, though as
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really only four areas of slight incompatibility,
so let’s take them one at a time.

Function controls - As we've seen, these
no longer exist in the DX7II. Instead, they
have grown somewhat in complexity and
evolved into standard voice edit parameters.
When you ship a DX7 voice into the DX7II
(either via MIDI or via the ADPI cartridge
adapter), no function control parameters are
transmitted, simply because they are stored in
a separate, “non-MIDI” area of the DX7
memory. Therefore, these particular parame-
ters will all reset to initialization defaults in the
DX7Il, which simply means that everything
will essentially be off (except the pitch-bend
wheel, which will default to a range of two

“Bear in mind that in many instances, you may need to tweak a couple of

parameters in order to get the DX7 wvoice to sound exactly the same once it
is in the DX7IL”

with the DX7, there is still no reference A440
tone. Physically, the DX7Il is just a little bit
smaller (though not so much smaller that it
won't fit perfectly in your existing flightcase)
and a little bit lighter than the original DX7,
but appears to be just as roadworthy.
Compatibility

AS MENTIONED ABOVE, the DX7Il was
purposely designed to be upwardly compati-
ble with the DX7. This means that it can do
everything the DX7 could, and, really, a whole
lot more. What will be important to the DX7
owner who has invested a lot of time and pos-
sibly money into creating a library of sounds is
that all DX7 sounds can be played by the
DX7II - and will, in most instances, sound ex-
actly the same (or slightly better, due to the
higher bit resolution and faster processing
times). This is accomplished in one of two
ways. The first method involves simply ship-
ping voice data from a DX7 to the DX7II via
MIDI (the DX7Il will respond to the DX7
SysEx ID code). You then, of course, have the
option of storing that received data in internal,
cartridge, or disk memory. The second meth-
od involves the use of a special adapter (the
ADPI, available from your nearest friendly - or
unfriendly, as the case may be - authorized
Yamaha dealer). This adapter sits in the car-
tridge slot of the DX711 (which, you will re-
member, is larger than that of the DX7), and
your DX7 RAM cart is then placed in the
adapter. This will allow you to directly access
whatever patches are stored in the cartridge.
One thing to be aware of - and that is that this
is not a two-way street. The DX7Il is compati-
ble with the DX7 - but it is specifically
upwardly compatible. That means you cannot
send DX7Il patches to a DX7 - it simply won't
understand them, because the System Exclu-
sive code is entirely different and contains
much more data. More importantly, that DX7
RAM cartridge that is sitting in the adapter in
the DX7II cartridge slot has now become a
ROM cartridge - because you cannot write
DX7Il data to it.

Bear in mind, also, that in many instances
you may need to tweak a couple of parameters
in order to get the DX7 voice to sound exactly
the same once it is in the DX7II. There are
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semitones). So, if you created a DX7 sound
with a specific controller in mind to, let’s say,
route an LFO signal, you'll need to put the
DX7Il into edit mode and set up that routing
again from scratch. The big difference is that,
this time, when you store the sound, the con-
troller routing will be stored with it as well.
Therefore, the rule of thumb here is that all
DX7 function controls that you may have used
will need to be re-entered into the DX71I - a
tedious if not particularly difficult process. Be-
sides the old function controls, the DX7Il also
contains many new edit parameters, such as
the new Pitch EG parameters discussed be-
low. All of these parameters which don’t exist
in the DX7 will simply assume initialization
defaults when a DX7 voice is sent to the
DX711.

Amplitude modulation sensitivity —
the DX7, this parameter has a range of 0-3,
with 3 representing maximum sensitivity to
both LFO and EG bias modulation. In the
DX7Il, the range of this parameter has been
increased to 0-7. Therefore, when shipping
over DX7 patches that use either EG bias or
LFO amplitude modulation, you'll have to re-
tweak this parameter. Operators which had a
sensitivity of 3, for example, will still have a

takes less time to get from level to level).
Unfortunately, a DX7 pitch EG rate of, say,
S0, is the same speed as ‘compared with a
DX71l pitch EG rate of 50 only when the
Range is one octave, not eight. Therefore, you
will find that all of your DX7 pitch EG rates are
considerably faster when the sound is ex-
ported to the DX7II. This will have little effect
on pitch EG rates which are quite fast, but can
be drastic for those which are quite slow. For
example, a favorite trick of mine when synthe-
sizing *“acoustic-type” sounds on the DX7 is to
put in a very slight pitch EG movement at an
extremely slow rate (for example, traveling
from an L2 of 50 to an L3 of 45, at an R3 of 0).
This adds a barely perceptible instability to the
sound - and slight instability is a hallmark of
virtually all acoustic sounds. The first time |
shipped some of these patches to the DX7II, |
was shocked to hear what sounded like the in-
strument becoming violently ill. The R3 of O,
which was really too slow to hear clearly in the
DX7, was now a very obvious slow drop in
pitch. The solution was simply to change the
Range to one octave, and to alter the levels ac-
cordingly. The bottom line is that you may well
have to make similar kinds of alterations to
patches which use the pitch EG.

Delay effects incurred by operator en-
velope generators - One of the advanced
tricks sometimes used by DX7 programmers
is to build in “delays” by cleverly taking advan-
tage of a deliberate anomaly in the DX7 oper-
ator EGs. As is shown in my first book, The
Complete DX7 (plug, plug), when traveling
from a level of below 20 to another level of be-
low 20 (in other words, when traveling at in-
audible EG levels), the rates of movement act
as digital delay lines. This works in the DX7
even if you are traveling between two inaudi-
ble levels that have the same values. In the
DX7I, however, the EG logic has been
changed somewhat (possibly because editing
changes made to DX7Il EG levels are assimi-
lated by the microprocessor in real time).
Here (as is shown in The Complete DX7II, plug,
plug, plug), there will be no delays incurred
whatsoever when traveling between two lev-
els that are exactly the same. Therefore, if you
try to play a DX7 sound (like the “Water-gar-

“The DX7II is compatible with the DX7 - but it is specifically upwardly
compatible. That means that you cannot send DX7II patches to a DX7.”

sensitivity of 3 - but 3" will no longer mean
“maximum”.

Pitch EG - The DX7I! offers several im-
provements in the pitch EG, including rate
scaling, a keyboard velocity control, and the
addition of a variable Range parameter. In the
DX7, the (non-adjustable) range of the pitch
EG is always eight octaves (four sharp and four
flat). When shipping DX7 voices over to the
DX7I1, the Range parameter will automatical-
ly set itself to eight octaves, so it seems like
everything should work perfectly, right?
Wrong. The problem is that the absolute
speeds of movement within the pitch EG
change (even though the rate values remain
the same) when the Range is altered - just as
operator EG speeds change as output level is
altered (as the envelope “squeezes down", it

den” ROM preset) that uses this trick in the
DX7Il, you won't hear the delays. All you'll
need to do to fix this is to simply alter one of
the two levels so that it’s slightly different -
even a single increment will work - from the
other.

Conclusions

SO - TO DX7IID or not to DX711D? That is
the question. With luck, this article helped to
provide you with an answer. The deciding
factor will simply be how many of these new
features are important to you in your own
application. It’s a tough decision - but one that
Yamaha has made easier for you by deciding to
implement upward compatibility. My opinion?
| love the new instrument - and | still love the
oldone. [

MUSIC TECHNOLOGY JULY 1987



MUSICIANS!
GET THE
MOST OUT OF
YOUR ST!

Subscribe to START,
the ST Quarterly.

Every issue highlights the
Atari music scene—the
latest MIDI news, music
software reviews, "how-
to” articles by well-known
professional musicians,
and a disk chock-full of
programs and utilities—
so you won't miss a beat.

In addition, you'll find
challenging tutorials,
amazing programs, and
techniques, tips and tricks
trom some of the biggest
names in the Atari world.

it's time to get
START-ed!

(See subscription card
next to this page)

“World P/  History

Summer 1€86

Volume ! Number |




I-N-0=1=

T'HE COLLECTOR

Geoff Downes, once one half of the Buggles, then a respected progressive rock keyboardist with Yes
and Asia, and now a solo artist with a forthcoming album, owns one of the biggest synthesizer
collections in the world. How has he acquired them, and does he still find a use for them all?

Interview by Paul Wiffen; photography by Matthew Vosburgh.

O THERE WE WERE . . . An

equipment-laden photographer

and I, walking innocently into

London’s Townhouse Studios.

Suddenly, we were surrounded by
keyboards. They filled the control room
as well as the studio floor. They were
standing against the walls, on the floor,
racked up in threes and fours.

We soon gave up trying to count
them, and settled down to the serious
business of trying to cover them all in
our discussions and photographs. Bear
in mind that what we have here is the
pick of 8000 words of interview

I8

transcription, and no fewer than 10 rolls
of film . ..

I suppose, to be logical, we should talk
about the first keyboard you ever owned.
Well, that's one of the few [ don't sull
have. It was a Farfisa . . . No, befare that
there was a Vox Jaguar, which cost me $60
(about $100) when I was 13. Thar was an
absolute fortune in those days. But I soon
graduared to a Farfisa Compact Duo and
then eventually bought my first Hammond
when [ was 16, a J122. The first two are
long since gone (they're the only twa
keyboards I've ever sold), but the
Hammond still exists today. It still works

but it's been cut down and modified by Bill
Dunn, London’s longest-established organ
customizer. It's now just a top keyboard
and a box with all the gubbins inside it, to
make it more transportable.

So you started gigging on the organ,
rather than the electric piano?

Well, there was actually one other keyboard
I sold, a Hohner Pianet, which was the first
electric piano [ had. Of course, I'd been
playing piano for years, but acoustic piano
was a bit inconvenient for gigs. Having
studied classical organ as well, the
portability of electronic organs made them
the ideal main instrument.
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In those days, it didn’t matter what
kevhoard you had; if you could get it to the
gig, you were in. Having a Compact Duo
was the equivalent these days to a rack of
DX7s, and the Hammond was really
upmarket, you know, like having a Fairlight
or Synclavier now.

The electric piano started to emerge as a
viable alternative to the organ in the late
'60s, like on the Doors records or the
Zombies or 'l Heard It Through the
Grapevine. That was the new sound - it

pedals, for example. You still can't get that
huge sound out of anything else.

The next thing I bought was a Polymoog,
which, although pretty terrible by today's
standards, was the first polyphonic machine.
That really did open up a whole new bunch
of possihilities, because then you had
instant string sounds and all those other
pad sounds. And although the Prophet was
probably far closer to a polyphonic
Minimoog, the polyphony
thing.

was still a major

“Pue always been an American synthesizer man. It’s the warmth of the
oscillators | like, which even today the Japanese can’t seem to produce.”

you had that then vou were really cool,
which is what inspired me to get something
that sounded vaguely like that. The organ
was great for covering orchestral lines; you
could get that big sound out of it, but you
needed the percussive edge for those sort
of cover versions.

So 1 got the Pianet, which was an
absolutely dreadful machine. It worked by
plucking the strings with sticky pads. Mine
just wore out, because the pads started
getting less and less sticky as the dust got
in.

When the Pianet died, what did you
move onto?

That's when | got the Fender Rhodes,
which [ still use occasionally. At the time
that was the standard setup: Hammond and
Fender Rhodes. Of course, the Moog
systems were starting to come out = vou
know, the wall-to-wall telephone exchange
svstems built into wardrobes, but you
couldn't use them live unless you were
Emmo (Keith Emerson).

What was your first synth?

Well, 1 waited 'til the Minimoog came out
to get into that, simply because of the
convenience. A lot of bands started using
that - Yes, ELP, and so on - so | figured
I'd better get one. | was at college at the
time and we were “studying svnthesizer” on
that early EMS thing, the VCS3, which
Flovd and Roxy were using but mainly in
the studio. But no-one at the college knew
how to get a decent sound out of it. We
were always experimenting with it, waggling
the jovstick, but all it made was horrible
noises. 1t's difficult to believe that was only
12 years ago, but that was the leading edge
of synthesizer technology.

You've now got two Minimoogs, plus
numerous other Moogs. I notice that
with them and the numerous Prophets,
you tend to favor the American sound.

Yes, I've alwavs been an American (or at
least an English-speaking) synthesizer man.
It's the warmth of the oscillators 1 like,
which even today the Japanese can't seem
to produce. The Prophets and Moogs, in
particular, excel at this. Take the Taurus
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Of course, when the Prophet 5 came out
that was a whole new thing. The sort of
changes you could make to a Minimoog
patch you could now de polyphonically.
The Polymooy was really quite rigid in its
ronal alterations, but the 5 was a dream
machine in terms of flexibility. It was like
five Minimoogs plus a programmable
memory, which was really revolutionary.
Was there anvthing between the
Polymoog and the Prophet?

Yes, the Yamaha CS80. That was a
glorification of the Polymoog approach. It
did have four memories you could set up
(if you include the two under that lid with
the fiddly litcle sliders), but basically it was
still mainly presets.

The CS80 has lasted a lot longer than
the Polymoog in terms of its sound.

stuft that [ got the Polymoog, the CS80 and
then the Prophet 5. Then, when | went out
on the road with Yes, which was the first
really major live stuff I'd done, 1 added a
Novatron and a set of Taurus pedals.

It was just before the Yes tour that |
bought the Fairlight. In fact, | used it on
the album on a mack called ‘Man in a
White Car.’ I'd literally just gotten it and [
was still experimenting with it. I'd never
spent anything like 15 grand on a synth
hefore.

There had been the Yamaha GX|1 before
that, which Emmo and Stevie Wonder had
got, which was supposed to be worth over
rwice that, but | don't know it they ever
paid for them or whether they got them on
some sort of endorsement deal. It was
funny, when we were in Japan a few vears
ago — we saw quite a few of them stuck in
resorts and hotels and places like that.

But a lot of people couldn’t understand
it when [ spent that much on a “synth.”
The thing was, the Fairlight was so
revolutionary that nobody could understand
what it was about.

i had one of the first Fairlights in the
country, certainly the first that went out on
sessions. When word got around that there
was an instrument which could sound like
timps one minute and strings the next, then
people wanted to use it on records. They'd
been dreaming of it for vears. So my name
came up on record sleeves in connection
with the Fairlight.

What was next after the Series 117
Well, the Prophet 10 came along shortly

“Even today, there’s nothing that sounds quite like the PPG. You can hear
its individual quality no matter how much other stuff you MIDI in with it.”

It’s still being used, despite its
limitations . . .

Yeah. I bought mine around 1980, to help
out with the Yes thing, but I was never that
into its sound. I suppose it's part of my
prejudice against Japanese synths. Ther just
Jdon't have quite the right sound for me.
I've still got it though, and T'll be using it
somewhere on the new album I'm sure. I'm
poing to get everything on there
somewhere.

So what was the next major purchase in
the Geoff Dounes arsenal?

The next thing must have been the Solina.
[ got that around 1978. That was the string
machine to beat all string machines. At that
time, on sessions, | was using that, the
Clavinet D6 (bear in mind that when [ got
that in the late "70s, funky disco music was
in demand), the Hammond, the Rhodes
and the Minimoog. That was like the state-
of-the-art setup at the time. Theoretically,
vou could get any sound you would be
asked for out of that lot.

It was when we were doing the Bugales

before we formed Asia. | bought it in 1981.
I'd always loved the 5, and when | heard
the 10 it just scemed a devastating sound.
You'd just put it on the track and instantly
the track sounded big - you know, that sort
of epic hugeness . . . Because vou had that
instant stereo output, it made a great tonal
enhancement of whatever else was plaving
with it. If vou had the whole rhythm
section going and you had a statement of
the harmonic structure from the 10, then it
was a great base to build on. People often
referred to my sound in Asia as being a
wall of keyboards, and the 10 was really the
foundation that was built on, the backdrop
against which evervthing went.

Was the Memorymoog another
instrument that came into that “big
analog sound” category?

To a certain extent, but the 10 was more
fundamental. | used the Memorvmoog a lot
monophonically, so it didn't fit into the
“instant pad thing" the way the 10 did. But
it still had the warmth of those Moog
oscillators, so it was great for bass sounds
and so on. It's one of those synths that'll
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» cut through anything. The problem was that

EEEEE

to start with, it kept breaking down.
Fortunately, it's reasonably reliable now
because 1 had the ‘Plus’ update - that gave
it the sequencer (which I never use) and
the MIDI (which [ use all the time). It also
seems to have helped the tuning, which was
all over the place originally.

When did the PPG Wave 2.2 arrive?

I think that came along about '82. That was
another one | got because it had a sound
all of its own. [t was away from the normal
analog synths, yet away from the samplers as
well. It was such a good idea to have a
machine with the variability and sharpness
of digital sound, but still with the warmth
of filters and envelopes. There wasn't a
need to learn a complete new way of
working, but you got a completely new
sound. Even today, there’s nothing that
sounds quite like the PPG. You can hear its
individual quality no matter how much
other stuff you MIDI in with it.

Moving back to Sequential machines,
you're still using the SixTrak, which a lot
of people reckon was not one of the
company’s better ideas. What is it about
it that you like?

It's great for basslines, using the Stack mode
to get lots of different elements and then
combining them to make one big sound. |
know on its own each voice sounds a bit
thin, but you can’t argue with six oscillators
all going at once. It's actually better for bass
sounds than the Prophet 5, because Stack
mode gives you different sounds combined
together, whereas Unison mode - which is

“People referred to my sound in Asia as being a wall of keyboards, and the

The only thing I find lacking in Korg
stuff is bite. As soon as you put something
next to them, it tends to impoverish their
sound a bit. But they are defintitely my
favorite among the Japanese makes. I don't
own a DX7 and wouldn't want to.

The DX must have something going for
it, though. It has sold more than any
synthesizer in history, after all.

Well, 1 think it's really a case of “more is
less” as opposed to “more is more.” If you
stack a bunch of Japanese stuff together,

machine. Before I got the Solina I used to
use an Elka Rhapsody on sessions to do the
same job, so when the Synthex came along
I didn’t have a big prejudice against Elka
because of the home organ thing. It’s
actually a very, very good synth. I think of
it like a programmable Solina. It does those
warm strings sounds that only the preset
string synths used to do, but it has loads of
other good sounds as well, all with the
same warmth.

I've always thought of the Synthex as a

“I don’t think the DX7 has a very interesting sound. Sure, it does good
superficial impersonations of lots of different sounds, but they all have the
same quality to them.”

you end up sounding like Howard Jones. 1
don’t mean that in a derogatory sense, but
you can’t actually differentiate between the
different synths he's using. | remember
hearing Dave Bristow doing a great demo
with the TX816s controlled from the QXI1,
but the problem was it all started to sound
the same. The horns started to sound like
the cellos which started to sound like the
saxes, simply because everything was being
done by DX7 voicing.

I don't think you can get a wide range of
sounds without a wide range of synths. Add
eight DXs together and it doesn’t sound
like very much, which is what | meant
when [ said more is less. Add together eight
different American and European synths,
and suddenly you have more than the sum

Prophet 10 was really the foundation that was built on, the backdrop

against which everything went.”

what the Prophet had - only gives you five
identical voices on top of each other.

But basically 'm an American synthesizer
freak. I'll buy anything that comes out of
the States.

Yet at about the same time you got the
Korg Poly 800. That seems a bit out o)
place among predominantly American
gear. ..

Well, I've always quite liked Korg stuff. I've
got a Polysix and a Mono/Poly which I use
a bit, and then most recently a DW8000.
They're the only ones | find suitably
different-sounding from anything else. And
that’s the reason 1 buy machines, after all -
because they don’t sound like anything else.

The Polysix and the Mono/Poly in
particular have a warmth you don’t find in
most Japanese stuff, although with the Poly
61 it was back to the cold Japanese digital
sound. The DW8000 and the DVPI are
getting back onto the right track, and the
DW does have some very nice things on it,
like the aftertouch and so on. It has a nice,
wide encompassing sound.
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of the individual machines - and that's
what I mean when | say more is more.
Would you say that’s because each
machine is creating the frequencies
differently, so they complement each
other instead of cancelling each other
out, as they would if they were all using
one type of synthesis?
[ think it's more than that. I don't think the
DX7 in itself has a very interesting sound.
Sure, it does good superficial
impersonations of lots of different sounds,
but they all have exactly the same quality to
them . ..
After the Poly 800 came a couple of less
well-known machines - at least in world
terms - the Elka Synthex and the OSCar.
What attracted you to them?
Well, when I said | was into American
synths, | meant as opposed to Japanese. I'm
really into European stuff as well. That
dates back to the Solina string machine, |
suppose: ['ve still got that and use it
occasionally.

The Synthex was just a great-sounding

sort of cross between the Prophet and the
Solina. Something with the programmability
of the Prophet but with an extra warmth
and size that you only got with chorusing
and a stereo output. Sequential got that by
doubling two 5s to make the 10, burt it was
an expensive way to get the same effect.
The Elka had some other great things too,
like digital ring mod and cross pulse-width
mod, which could give FM-type sounds but
with warmth. You didn’t have to go
through a lot of complicated procedures to
get a good sound.

The Elka was worth its weight in gold,
partly because [ got it just as the Emulator
Il was coming out. | got the EIl a day or
two before we started work on the third
Asia album and it didn’t have a sequencer
on it at the time, and the MIDI hadn’t
come through on either the Fairlight or the
Synclavier (which I was on the point of
buying), so the Synthex's MIDI sequencer
was really useful for sequencing the EIL.

Then there was the OSCar, a great
monophonic synthesizer which was
programmable. It came after the majority of
the monosynths, and it was the only other
monosynth that came anywhere near the
original Minimoog in terms of sound. And
the great thing was, you didn’t have to have
all the patch charts that I still have to use
with my two Minimoogs. The OSCar has
all the features of a classic monosynth, bur
because it's more recent it's got a lot more,
like MIDL, a pretty nifty sequencer with
program changes and so on. Then there are
nice little refinements, like delayed vibrato
and a single-triggering portamento which
lets you keep one hand free for a
polyphonic accompaniment on something
else at the same time.

And on top of everything, its got such a
ballsy sound. On lead stuff it'll cut through
anything. On several occasions ['ve got
everything but the kitchen sink MIDI'd up
for a huge backdrop, and there's the OSCar
soaring away on top, cutting through it all.
The Emulator 11, which you mentioned
earlier, has been a very important
instrument for you, hasn’t it?
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Yes. The Ell came out at just the right
time, bridging a gap that existed between
the low fidelity and short sampling time -
but polyphony - of the Fairlight, and the
high fidelity and long sampling times - but
monophonic playback - of the Synclavier as
it was then.

The original Emulator was little more
than a poor man's Fairlight with short
sample time, and [ didn't think much of it.
But when the Ell came out they had made
it a real instrument. And like the PPG, it

lovely warm quality, which probably comes
from the fact that it's not one hundred per
cent faithful.

Over the years I've built up enormous
libraries of sounds for the Fairlight, the EIl
and most recently the Synclavier, and I'm
not about to throw all that away just
because something with higher recording
quality comes along. That's another reason
why my setup becomes bigger. I still need
access to all those sounds. I know what
they all are in my head, so if | remember

“In my setup | have practically unlimited polyphony; it’s great for a
keyboard player to just be able to go ahead, play the part, and have the

machine take care of voice assignment.”

had standard analog control for altering the
sound, so it wasn't another whole new
thing to learn. I know that now its quality
has been surpassed by much cheaper
machines, but in those two years I've built
up such a library for it that it would take
forever to transfer it to, say, a Prophet
2000.

I'm perfectly happy with its quality. On
the sounds (orchestral and tuned
percussion, mainly) that | use it for, it has a

hﬂ £
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something that works in a particular
context, | can call it up, or get my roadie o
dig it out of the archives.

You’re now in possession of both a
Fairlight and a Synclavier, which some
people would consider as being over the
top. Having been such a champion of the
Fairlight almost since day one, how
come you're not updating to the

Series 11I?

Well, when the Synclavier came out

originally it wasn’t that interesting, to me at
least. It was pretty expensive just as a synth
and then, when it was updated to sample, it
was just a straightforward recording-type
implementation. The great thing with the
Fairlight back then was that it was a
complete system. You could play samples
polyphonically and mess about with them,
get different samples at the same time, and \
sequence them, first with the real-time i
recorder and then with Page R. "
It was only when the Synclavier's
sampling became polyphonic, which was less
than two years ago, that it became more I
appropriate for me. It was very frustrating,
being able to play synthesizer sounds
polyphonically, but not the samples. And
although the quality and bandwidth were a
whole lot better, it still wasn't of that much
use. You couldn’t walk up to the machine
and say “right, here’s a piano or strings | 4
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sample. let’s record this piano or string
part.” We used it on the last Asia album
for drum samples but little else.

The great thing on the Fairlight was that
you could do all sorts of things with
samples: merge, overdub, sequence and so
on. Bur since then the Synclavier has come
on in leaps and bounds, to the point where
it's a complere recording environment with
high-fidelity polyphonic sampling.
multitrack recording, and MIDI sequencing.
Plus, most of this was there a good year
before there was anything but rumors of the
Series IlI. So | pot the full Synclavier
package, because it was available first.

Now the Synelavier is so far down the
road, | don't foresee the Series Il ever
catching up. In fact, the system as NED
faresees it is going to keep expanding into
areas that Fairl:ight hasn't even looked at,
tapeless multitrack recording and so an.

And on the Faitlight, you can still only
record monophonically on each track like
Page R has always been, whereas the
Synclavier recards whatever you play and
assigns voices accordingly. This is
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particularly usetul when you're controlling
external machines via MIDI, as in my setup
I have practically unlimited polyphony. It's
great for a kevboard player to just be able
to go ahead and play the part and have the
machine take care of voice assignment.
There's none of this I played five notes at
one puint so ['ve got to bave five tracks of
my 16-track sequencer assigned to that
part.”

Then there's the facility to drop in and
record exactly as you would on a multitrack
tape machine with rewind and fast forward,
which makes the whole system so
immediatc. It makes life so much easier.
When you first got the Synclavier it was
still at the monophonic stage, and you
were using it primarily as a super high-
fidelity drum machine. Yet presumably
you now see the recording side of it as
the main thing now, as a central MIDI
workstation?

Yes, it’s my main compositional tool. | play
all my other MIDI keyboards from it and
sequence them with it as the master unit all
the time. It's great for arranging as well as

for writing, because | can change the
sounds around. I've actually got the best of
both worlds, because I can get all my old
sounds from the Prophets (which are all
MIDI'd) onwards, but also have state-of-
the-art sampling, recording and sequencing
in one integrated system.

Do you use the synthesizer side of the
Synclavier much?

I do have a few synth sounds on it, but [
don't really regard that aspect as terribly
important, as most of the sounds [ want are
easier to get from an analog synthesizer.
Making up sounds from scratch on it can
really be quite time-consuming, which is a
bit of a contrast to how quick it is for
sampling and sequencing/recording. [ still
prefer ADSRs and filters to partials, FM
amounts and harmonic addition. The
synthesizer side of it is fairly old now, and 1
find it quite limited, really. I don't think it
gives you the weight of sound you can get
from, say, the Prophet 5 or a Memorymoog.
And you can't tweak cutoffs or jump
oscillator octaves as you go along.

It's the newer side of the machine which
really interests me: using the sequencer to
record parts played using internal samples
(drum sounds and so on) and external
synths for the most part. It’s like a major
compositional tool and orchestrator. |
record the performances into the Synclavier
sequencer with either justified or unjustified
recording (more often referred to as auto-
correct or quantization on other machines)
as seems most appropriate to the part, and
then review the sounds to be used in
context in the recording studio, so that
time is not wasted there getting the part
right. | tend to use justification on the
drum parts and other rhythmic stuff, and
then do the solo parts freehand.

The other thing about the Synclavier
sequencer is that you can slide tracks
against each other.

Yes, that's great for compensating for the
different MIDI delays in the various synths
I'm triggering, or the fact that a slow attack
synth patch or sample is speaking late
because of its rise time . . . If a part is
dragging against the rest of the track, then |
just advance it until it’s in the right place,
until it feels right. Then 1 store that as part
of the sequence and it's always right on.

If I decide to change the sound or even
the synth(s) playing that part, then I'll slide
the track again ’til it feels right. For
example, if I record a part with a guitar
sound, but then decide I prefer the part on
a horn sound, I might advance the track 30
milliseconds to make up for the fact that
the horn hasn’t quite the attack of the
guitar. It's much better than cutting off the
front of the horn sample to make it speak
faster, which just makes it sound less like a
horn. It's the ultimate control, because you
can fiddle until it feels right - and that's
the sort of control I've always wanted from
all this technology . . . m
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he full-color sound of the ESQ-1 Digital Wave
Synthesizer makes other synths sound .. .well.
black and white by comparison.

After all, a broad pallette of sound is your first criter-
jon for a synthesizer. And the major international
music magazines who've reviewed the ESQ-1 seem
to agree.

The tone colors possible with 3 digital wave oscilla-
tors, 4 envelopes, 4 DCA's, 3 LFO's and 15 routable
modulation sources for each ESQ-1 voice impressed
KEYBOARD magazine’s Jim Aikin. “The ESQ's voice
offers far more than what vou'll find on a typical
synthesizer — even on some instruments costing twicce
as much™.

In somewhat colorful comparative terms, Peter Menga-
ziol of GUITAR WORLD wrote, “The ESQ-1's sound
combines the flexibility and analog warmth of the
Oberheim Matrix-6. the crisp ringing tones of a DX-7,
the realism of a sampler. the lushness of a Korg
DW-8000 and polytimbral capacity of the Casio CZ-1".

There are hundreds of ESQ tone
colors available on cartridge,
cassette and disk. And
now, each ESQ-1
includes an
Ensoniq Voice-80
Program Cartridge.
Added to the 40
internal programs, that’s
120 great keyboard, acous-
tic, electronic, percussive
and special effect sounds
right out of the box.

e goodbye to one-color sound

AL,
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MUSIC TECHNOLOGY's Paul Wiffen had a great time
mixing colors with the ESQ-1's 32 on-board wave-
forms and 3 ascillators per voice. “After a few minutes
of twiddling, vou can discover that. for example. an
analog waveform can make the piano waveform sound
more authentic, or that a sampled bass waveform can
be the basis for a great synth sound. Fascinating stuff!”

Even though its flexibility is unmatched in its class.
creating sounds on the ESQ-1 is simple and intuitive.
Mix a little blue bass with some bright red vocal and
pink noise and get a nice deep purple tone color.

But there’s one color you won't need a lot of to get
vour hands on an ESQ-1—long green. The ESQ-1
retails for just $1395US.

There are sound librarian programs for the ESQ and
most personal computers, SO you can save and sort
your creations quickly and easily. If you'd rather just
plug it in and play, there are hundreds of ESQ sounds
on ROM cartridges, cassettes and disks available from
Ensoniq and a host of others.

The easiest wav to see the possibilities for yourself is
to follow the wave to your authorized Ensoniq dealer
for a complete full-color demonstration.

For more information and the name of your nearest
Ensoniq dealer call: 1-800-553-5151

ensonia

ENSONIO Corp. Dept T 155 Great Valley Parkway. Malvern PA 193552 Canada
6963 Trans Canada kwy Suite 123 St Laurent, Que H4T 1vV8a ENSONIQ Europe
BV. Domplein 1, 3512 J€ Utrecht, Holland O Australha Electrnic Factory, 188 Plenty
Rd . Preston, Vic 3072

All quotes used by permiss on ESQ-1. Oberheim Matrix-6, Korg and Casio are trademarks of ENSONIQ Corp. ECC Deve'opment Corp, Korg USA and Casto, Inc respectively

©1987 by ENSONIQ Corp
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FM Synthesizer

Photography Tim\ Goodyer

At last, the world has access to a machine that produces sound via FM synthesis, yet incorporates
a familiar, analog-style programming system. Does the hybrid really work? Review by Simon Trask.

VER SINCE THEY acquired the rights

to FM synthesis technology, Yamaha

has maintained a monopoly over its

usage. And as they've chosen to stick

with essentially the same programming
system on all their DX products, FM has
become inextricably linked in musicians’
minds with one way of working.

Korg's latest synth, the eight-voice DS8,
uses FM technology and clearly sounds like
FM, yet presents the system in a different and
altogether more accessible format which en-
sures that any would-be programmer should
mzke friends with FM very quickly. (In case
you're wondering how Korg got its hands on
FM, the answer lies in the fact that Yamaha
now has a majority share in the company.)

Structure

GONE IS THE old FM terminology of algo-
rithms, carriers and modulators. No doubt
they're lurking somewhere under the DS8's
calm exterior, but what you get to work with
instead are two oscillators, two timbre and
two amplitude envelopes (both four-stage),
one pitch envelope (also four-stage) and one
LFO (offering a choice of triangle, sawtooth,
square and sample-and-hold waveforms) for
each of the DS8's voices.

Oscillator | offers a choice of sawtooth,
square, bright sawtooth and bright square
waveforms, while oscillator 2 restricts the
choice to sawtooth and square waves but addi-
tionally allows you to select cross-modulation
(in which case no sound is output from oscilla-
tor |, since it's used to modulate oscillator 2).

24

Remembering that we are dealing with FM
synthesis, the timbre section for each oscilla-
tor isn't about filtering in the usual sense.
Rather, this is where you alter the relationship
between carrier and modulator - as a fixed
value, or dynamically with a four-stage enve-
lope. Setting the overall “timbre” value (which
can, of course, be varied in time by its associ-
ated timbre envelope) to its minimum prod-
uces a sine wave, ie. an unmodulated carrier.
Further parameters for each oscillator are
“spectrum” (on a scale of 1-8), which actually
allows you to set the pitch of the timbre “op-
erators” (producing an effect vaguely akin to
resonance), and ring moduation (on a scale of
0-3). The latter feature is another example of
how Korg has taken the effort out of FM pro-
gramming, ie. they create ring modulation ef-
fects in FM for you, using whatever sound you
have programmed. It's worth noting that the
effect(s) that these two parameters introduce

obtain from manipulating sound with it aren’t
always readily understandable unless you un-
derstand the real structure which underlies it.
On the other hand, there’s nothing wrong
with an element of unpredictability.

Nowy, P'll try not to labor the DX compari-
son (Korg doesn't even mention FM in their
manual, let alone Yamaha's jargon), but the
DS8 seems to employ a four-operator FM ar-
chitecture. In fact, experimentation using a
DX7 side-by-side for comparison suggests
that the DS8 employs two four-operator FM
algorithms (numbers four and five on the
DX89, but seemingly minus the feedback loop
on five; the second algorithm is selected by
choosing cross-modulation for oscillator
two). This conforms well with the general ob-
servation around these offices that the DS8
sounds more like a DX9 than a DX7. Those of
you who are familiar with Yamaha's terminol-
ogy may find that you can’t shake it off when

Structure “The DS8 uses FM and sounds like FM, yet presents the
system in a more accessible format which ensures the would-be programmer
will make friends with FM quickly.”

are ultimately controlled by the timbre level of
the relevant “operator.” If they have little or
no effect it’s because the timbre (modulation)
level is set low. If you understand FM in
Yamaha's terms you'll have no trouble under-
standing that, which raises an interesting
point: although Korg has chosen a familiar and
simple programming system, the results you

you approach the DS8 - and that, ironically,
the organization of Korg’s synth works against
you until you find a happy working medium. It
is possible to understand the DS8 in Yamaha's
terms if you really want to, though there are
one or two lingering questions. Those of you
who have steered clear of FM because of the
way it has been presented up ’til now will B
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LIVE AT LAST

With Time Commander, you can run your technoband any way you like, from any sync code you've got, including yourself, and you
can be sure that your sync translation problems are over.

Using real time technology we developed for our Master Beat synchronizer, Time Commander listens to YOU and passes that feel
along to your technoband. . .no more rigid performances! Your technoband will now pay attention to tempo changes AS YOU MAKE
THEM - - WHEN YOU MAKE THEM, and they can be different every night! Your music will breathe again, computers and all, and
so will you.

Time Commander also includes all the features of our original Doctor Click! Just connect a click track or any sync code and you'll
get MIDI and six simultaneous sync outputs. And if your unit plays late in the studio, no problem, Time Commander allows for Lead /Lag,
and the adjustment can be trimmed as the piece plays.

At Garfield we know that getting your band to come in on the right beat is just as important as staying in sync, so Time Commander
provides adjustable count in. And since we know that the owner’s manual is seldom where you are, we've printed ours right on the top.

60:{/0/4 Electronies
Time Commander

REAL TIME CLOCK

Now; for all of you who have noticed a little something extra on the front panel, for 2 bit more (and you can add this option later) Time
Commander syncs to SMPTE and MIDI Time Code!

¢ Live sync to drums or MIDI note data

¢ Live sync Pause, Restart & Restore modes

* Dual inputs read sync from kick and snare

* SMPTE/MIDI Time Code generate, read & translate
* Sync to 1/4, 1/8 & 1/16th note click tracks

Time Commander

Standard Model: $750.00
SMPTE Option: $150.00

1987 Garfield Electronics

¢ Sync to Clock, FSK & MIDI

* Outputs 24, 48, 96, 384, Sync R, Sync K, Click & MIDI
¢ Internal metronome can operate as master

¢ Bulletproof

¢ Made in USA

For the location of your nearest dealer call or write:

Garfield Electronics

PO. Box 1941, Burbank, CA 91507 ¢ (213) 434-6643

Our Only Business is Getting Your Act Thgether.



Bécchus introduces a state-of-the-art | vtz contrels | [N
object oriented graphic editing system g

for Yamaha's new FM Tone Generator—
the TX81Z.

Icons, control panels, multiple over-
lapping windows and a mouse give you
complete freedom to create and modify
any sound.
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VoIcING EDITOR

Each operator is given its own window
with the oscillator wave graphically displayed

in the center. All windows are logically
separated to provide maximum modularity i RN o W BN O T U T A
during the voicing process. Any voice can be : :'-“~:’-:'-:‘~“ LR L Nte Shlt_ Te o (v lo o o ele
instantly auditioned or retrieved for editing. — - Yolue O OO O
1 e Out ds5198 dntnrnan i
e t
PERFORMANCE EDITOR L0 Bt ——L e LR t |

With the Performance Editor, the TX81Z
can be voiced as eight independent instru-
ments. Use the Effects Editor to adjust Pan,
Delay and Chord for any performance . et
configuration. Microtuning and Program The TXSIZ'GLapth Edltlng §ystem for the IBM PC.

Change tables are also fully programmable.

YeYe S SOy

CoMPLETE REMOTE CONTROL

Graphic control panels, with buttons and : _ :
sliders are used to provide access to all front
panel functions. Pop-Up Menu “stacks™ are The Voice M anager. Series
used for instant context-sensitive help. Icons T - A
::‘?mgi":: fﬁ::ﬁ;’:vememly relocated The Only Pull-Down DX/TX Voice Control System

’ ' for the IBM PC

Our flexible design and advanced user With a single keystroke you can instantly access or edit any voice in your
interface make it easy to explore the power library, while running any other program—including sequencers. The
and versatility of Yamaha's new FM Tone | Voice Manager Series is the fastest, simplest, most powerful Librarian/
Generator. | Editor for Yamaha's 6-operator synthesizers.

Want to see more? Contact your local Suggested retail pricenowonly ........................... $129.95 '

dealer. (Or call us for the name of the dealer
nearest you.)

Suggested retail price ... ... $199.95
‘;@ Bacchus

Software Systems

2210 Wilshire Boulevard, #330, Santa Monica, California 90403 213/820-9145



p probably breathe a sigh of relief. At last you

can avoid the jargon and manipulate FM-
derived sounds with ease.

Control

KORG HAS ALSO set about giving FM a new
degree of performance flexibility by providing
front-panel timbre and envelope sliders which
allow you to alter “brightness™ and the overall
shape of the timbre/amplitude envelopes in
real time. In fact, these sliders have no effect in
edit mode, and when you enter this mode the
associated values revert to those programmed
- which seems like a sensible idea. The timbre
slider functions along FM lines, and appears to
work with reference to the currently-set tim-
bre level(s) - but its effect isn't exactly analo-
gous to altering timbre level.

The DS8 provides four keyboard modes:
single, layer, double and multi. Layer is what
we would normally call dual mode (and in-
cludes the ability to heavily detune the two
sounds and to set an interval of up to an octave
in semitone steps), while double is split mode
with the ability to overlap the split-points.
Double mode additionally allows you to speci-
fy the number of voices on each side of the
split (with the total not exceeding the DS8's
eight-voice limit). Multi mode allows the DS8
to flower into multi-timbral glory: eight
patches (known as groups) can be selected,
each one assigned its own MIDI receive chan-
nel (1-16) and number of voices (again, within
the eight-voice limit). You can also play any
one of these patches from the DS8's keyboard
(within the assigned polyphony) by setting the
synth’s MIDI transmit channel to the receive
channel of the relevant group. Thus, for in-
stance, you could play (and perhaps record) a
monophonic lead synth sound on the DS8’s
keyboard while an external sequencer played
back a monophonic bass line and a four-voice
chordal string part - and you'd still have two
voices free for another part or parts. A further
useful feature of double, layer and multi
modes is the ability to pan each patch to either
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PERFORMANCE EDITOR

+ 10 combinations, 200 patches + 20 combi-
nations and 400 patches + 40 combinations)
and of course data transfer via MIDI. A quick
spot of arithmetic will tell you that you can
have a maximum of 500 patches and 50
ccmbi-programs available with a single car-
tridge slotted into the DS8, which can’t be

Programming “The ring mod feature is another example of how Korg
has taken the effort out of FM programming . . . they create the effects for
you, using whatever sound you have programmed.”

left, right, or equally to left and right (center)
audio outputs, enabling sounds to be pro-
cessed individually.

Now, these modes wouldn’t be of too
much use if you couldn’t store relevant data
which could be readily called up. This is where
Korg's “combi-programs” come in - perform-
ance memories under another name. Ten of
these can be stored onboard the DS8, em-
bracing the keyboard mode and related fea-
tures like voice allocation in double and multi
modes.

The DS8 has 100 patches onboard, while ex-
ternal storage is taken care of by a choice of
three credit-card RAMs (offering 100 patches

MUSIC TECHNOLOGY JULY 1987

bad. One point about combi-programs: you
can't combine internal and external patches
But it's easy enough to transfer individua
patches between internal memory and car-
tridge, as well as transferring complete banks
of 100 patches and 10 combi-programs.

The factory sounds offer much that is famil-
iar in FM-land, and that familiar crispness of
tone is much in evidence. Clanging pianos
(there's even a patch called ‘Clang Keys’), tin-
kling electric pianos, biting clavs, well-detailed
organs and pipe organs, percussive vibes and
marimbas, clangorous bells, weedy strings
(sorry about that), warm horns, funky slapped
bass . . . and the usual complement of wind,

rain, birds and choppers. Now, a number of
these are just fine, but more often they fall
short of the instrument’s full potential, which
1s strange, given the expertise that exists in FM
programming these days. And one undesirable
feature of FM synths up 'til the DX7II is,
unfortunately, also evident on the DS8: digital
noise on bassy sounds.

The DS8 offers a useful range of parameters
for taking advantage of the keyboard's sensi-
tivity (including attack velocity and channel
aftertouch). You can define velocity response
for each of the timbre and amplitude enve-
lopes (though it’s not possible to invert the re-
sponse} and aftertouch response for pitch
modulation generation, timbre level (for both
oscillators) and amplitude level {for each os-
cillator).

Korg has also provided a choice of polypho-
nic and unison keyboard performance modes.
Unison mode stacks up all eight voices to play
asingle patch, with the ability to choose single-
or multi-triggering and to detune the voices -
a good way of creating a powerful sound. Korg
nasn’t forgotten that old faithful portamento,
either, which is programmable for each patch
and can be switched in/out from a dedicated
front-panel button.

pr=
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The keyboard itself is a particularly effective p
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P compromise between synth-style and piano-
style: plastic keys and medium travel coupled
with a modestly weighted action which allows
you to “dig in" more than on some synth key-
boards.

Programming

EDITING SOUNDS ON the DS8 (in fact, do-
ing anything on the DSB8) is greatly aided by the
2X40-character badklit LCD, which allows
you to see several related parameters at the
same time. Left/right cursor switches allow
you to step through the parameters, while the
familiar increment/decrement buttons and
data entry slider take care of parameter value
alterations. Thankfully, these sort of large and
informative window displays are becoming a
common feature on synths and samplers now-
adays.

The DS8's parameters are listed on the in-
strument’s front panel and are grouped under
three headings: function, voice parameter and
combi parameter, each of which has its own
selector button. In conjunction with the nu-
meric “keypad” under the LCD window, this
listing makes it very easy for you to find your
way around the instrument and to familiarize
yourself with the features it has to offer.

Onboard effects look set to be flavor of the
year among Japanese manufacturers. Korg was
one of the first manufacturers to put patch-
programmable effects on a synth; you'll no
doubt remember the DDL on their DW8000
and Poly 800 MKII synths. Now Roland has
come up with patch-programmable reverb,
and not to be outdone, Korg has included a
section called “multi-effects” on the DS8. This
allows you to program any one of the delay
(manual, long or short), doubling, flanger and
chorus effects for each patch and combi-prog-
ram. These appear to be digitally imple-
mented, and can be switched in and out from
the synth'’s front panel.

One irritation that | encountered on our re-
view model is that when you call up a patch or
combi-program which uses any one of these
effects, there's a |-2 second delay before the
effect actually comes into operation. By any
reckoning, that's one built-in effect too many.
28

Long delay offers a delay range of 105-
729msecs plus a feedback level and effect lev-
el, while short delay offers a range of 20-
88msecs and similar feedback and effect levels.
Doubling, flangerand chorus are useful effects,
but to these ears they don't possess the rich-
ness that you might expect from the same
treatments produced by a dedicated delay line.

While each patch can have its own effect,
the DS8 is only capable of generating a single
effect at a time. This means that when you se-
lect double, layer or multi modes you have to
make a couple of choices: which patch’s pro-
grammed effect you want to use and which
patch(es) you want the effect to operate on.
What this means is that, for instance, in double
(split}) mode you couldn’t have a lead synth
sound with long delay and a string sound with

data can also be sent over MIDI by selecting
the relevant patch (as on the DX7, you need
to have System Exclusive enabled to do this).
This should make life fairly simple for those of
you who want to use an all-purpose MIDI data
storage device or equivalent software prog-
ram. At the same time, Korg has actually pro-
vided a fairly sophisticated System Exclusive
implementation (with full details in the manu-
al), which software developers will be able to
make use of for the usual patch editor/librari-
an programs.

The DS8’s rear panel offers MIDI In, Out
and Thru, stereo and headphone outputs, sus-
tain pedal input, dedicated program up input
and assignable footpedal and footswitch in-
puts. The footswitch can be assigned to prog-
ram down, oscillator select (I, 2 or 142), ve-
locity on/off, multi-effect on/off, aftertouch
on/off and portamento on/off. The footpedal
can be assigned to controi MiDi voiume, tim-
bre (equivalent in effect to the front-panel
timbre slider), pitch modulation or timbre
modulation.

Conclusions

WITH THE DS8, Korg has certainly suc-
ceeded in its aim of making FM technology ac-
cessible and more interactive in both editing
and performance. However, it's a moot point
whether they have actually improved the qual-
ity of FM (as Yamaha has done on the DX711),
and the question has to be asked whether or
not the user-friendliness that the DS8 gives to
FM synthesis is enough to win it a large follow-
ing. Fortunately, there are enough contempo-
rary features on the instrument to give it a
unique identity, apart from the myriad of FM

Performance “The keyboard is a compromise between synth and piano
styles: plastic keys and medium travel coupled with a weighted action
which allows you to ‘dig in’ more than on some synth keyboards.”

chorus - but you could decide, say, to have the
long delay on the string synth sound only.

A similar situation applies with multi mode,
and it's worth noting that, although you have
access to up to eight different sounds when us-
ing the DS8 in conjunction with a sequencer,
these sounds aren’t totally independent. Just
as the DS8 can only generate a single effect aca
time, only a single set of controler assign-
ments and a single set of Modulation Genera-
tor (LFO) assignments can be implemented
by the synth. You can choose which patch
(group) will be the source, and turn their ef-
fect on/off for each patch individually.

MIDI

THE DS8 ALLOWS you to select the MID}
transmit/receive channel, omni on/off, local
on/off, active sensing on/off, patch change on/
off, controllers on/off and System Exclusive
on/off. MIDI System Exclusive communica-
tion allows all 100 internal patches and combi-
nations to be bulk transferred. Individual patch

instruments which Yamaha already has on the
market - particularly at a time when a four-
operator FM synth for over a grand might oth-
erwise seem a bit dated. The competition is
stiff, though, with Roland’s D50 just coming
onto the market and Ensonig’s ESQI still a
winner.

Unfortunately, the DS8's factory sounds
don’t tell the full story of this instrument, and
will do little to bowl over those of you with a
jaded ear - but it would be a pity if you didn’t
give the instrument a chance. A bit of DIY pro-
gramming will help you to uncover the DS8's
capabilities better - and you'll discover the
benefits of the machine’s simple architecture
all the sooner.

If you still have time for FM, then you may
well have time for this flexible and undeniably
well thought-out instrument. ]

PRICE $1295

MORE FROM Korg USA, 9 Frost Street, Westbury, NY
11590. @ (516) 333-7100; or Korg, 7886 Deering Avenue,
Canoga Park, CA 91304. @ (818) 888-2022
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DIGITAL REVERB AND EFFECTS
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1. The ADR 68K is a full-featured digital reverb

2. And digital signal processor

3. And sampler

4. With a RAM cartridge for additional, portable preset
storage.

5. And over 100 factory presets, with room for 100
more of your own.

6. It’s an 8 second/16 bit/15kHz sampler, expandable
to 32 seconds.

7. Its sample memory can be broken into 4 segments,
with separate recording, editing and triggering
of each segment

8. And the samples can be triggered by audio inputs,
trigger jacks, or MIDI

9. And the samples can be processed internally with
reverb and/or effects during playback.

10. The ADR 68K has comprehensive MIDI implement-

ation, with program changes, sample triggering,
and preset send/receive.

¢ AKG 1987 AAkustscne und King Gersts GrkH. Austra
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11. Audio processing parameters,
including program changes, change in real time
without glitches or muting.

12. The two inputs, four outputs, MIDI jacks, and four
pedal/trigger jacks are all programmable in software.

13. AKG is committed to software development,
creating not only new sounds, but also new features
on an ongoing basis.

14. The ADR 68K's 68000 processor is a full-fledged
computer

15. With a large display in plain English (160 character
LCD}

16. With a unique, context sensitive HELP feature that

tells you about any M n KG.

parameter just when
ou need to know.

i CCOUSCICS

77 Selleck Street

Stamford, CT 063902

World Radio History
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This new synchronization box combines chase-lock ¢

4 5

with a number of MIDI functions, at a fraction of the cost of
most SMPTE-based synchronizing systems. Is it the ultimate
home studio accessory? Review by Bob O’Donnell.

MAGINE THIS SCENARIO. You're sync-

ing your MIDI sequencer to your four-

track cassette recorder, and about three

minutes into the song you're working on

you want to do a guitar overdub on one of
the other tracks. You need to hear the se-
quenced parts to get your cue so, unfor-
tunately, you have to rewind the tape to the
beginning so that the sequencer can lock up to
the sync track you've recorded on tape. Then
you have to wait for the recorder/sequencer
combination to get to the point where you
want to record, and pray that you get it right
the first time. If not, the whole process has to
be repeated over and over until you're happy
with the resuits.

If you have an FSK or pulse-based sync-to-
tape setup, this may well be a frustratingly fa-
miliar situation. It may have even led you to
wonder whether it’s worth using synchroniza-
tion at all, particularly if you have ever endured
the horror (and potential embarrassment) of
tape dropout. (In case you haven't, what that
basically means is that part of the sync track is
lost forever and consequently, the sequencer
will remain forever out of sync with the other

recorded tracks. As you might well guess, it's
more than a bit frustrating.)

“But wait,” you say, “l know how | can avoid
these problems: I'll use SMPTE."” Sure enough,
using a SMPTE reader/generator and a
SMPTE-to-MIDI conversion box will give you
an absolute timing reference and, if it's some-
what sophisticated, allow you to overcome
tape dropout problems - but have you
checked out the prices of some of those units?
Granted, many new lower-cost items with
SMPTE are becoming available, but if you're
working in a home studio with a small budget,
most of them are still out of reach.

So what's a poor boy (or girl) to do? Well, |
recommend you take a good hard look at the
latest offering from Harmony Systems, the
Synhance MTSI. For about half the cost of
even the most inexpensive SMPTE synchro-
nizing systems, the MTSI offers chase locking
of MIDI sequencers to tape, as well as MIDI
merging functions. (In case you're a bit unsure,
the phrase “chase locking™ refers to the ability
to start anywhere on the tape and have the
sequencer “chase” up to that point and “lock”
into the current position of the time code. So,
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referring to the above scenario, instead of hav-
ing to rewind the tape to the beginning of your
tracks every time you want to do an overdub,
you could simply rewind to a point just before
you want to punch in. Then all you have to do
is hit the play button on the tape recorder, and
the sequencer automatically moves to the
point where you started the tape. Needless to
say, this greatly improves the efficiency of your
system.)

Up until now, the only way that you could
get chase-locking capabilities incorporated
into your system was with SMPTE, but what
the clever folks from Harmony Systems have
done is taken advantage of the oft-overlooked
MIDI Song Position Pointer data that's prod-
uced by most of the newer hardware and soft-
ware sequencers and drum machines, and
built a synchronization system around it.
(Song Position Pointer, or SPP, determines
the location within a piece of music by count-
ing and keeping track of the number of 16th-
notes there are in it.) The MTSI converts SPP
data into a proprietary timecode which con-
tains continuous information about the tempo
and the position of the sequence and sends it
to the tape recorder. When the tape is played
back, the MTSI reconverts the audio signal
back into SPP data and sends it to the con-
nected sequencer via MID! and thereby con-
trols its location. (For all of you technical
types, the MTSI puts out a 2400 bit/sec phase-
encoded signal, which is the same format that
SMPTE generators use, but the MTSI time-
code is not compatible with SMPTE.)

The real beauty of the Synhance synchro-
nizer is that the half-rack size unit works invisi-
bly - just hook it up and forget about it. In fact,
there are absolutely no controls on it, so
there’s nothing you can do to alter its opera-
tion (except turn the keyboard echo feature
off with an internal DIP switch, but I'll talk
about that later). While this may sound like a
potential pitfall, it really isn't because of the
nature of what the MTSI does, and because it’s
very intelligently designed. The people at Har-
mony Systems figured out the kind of
capabilities that are important for MIDI/tape
synchronization and incorporated them into
the MTSI. It's that simple.

Operation

SETTING UP THE MTSI is a relatively easy
process. The well-written owner’s manual
explains what each of the two inputs and four
outputs are to be connected to, and what kind
of data flows through each of them. As you can
see in the accompanying diagram, the unit
basically fits in between the MIDI controller
and the sequencer, with the tape recorder
connected in a type of “side chain.” The only
thing that could be confusing (and one of the
two minor complaints | have with the unit) is
the labeling of inputs and outputs. When | first
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looked at the back panel, | thought there must
have been a reason (which | simply couldn't
understand) why the outputs were labeled
out of order and why the inputs had two let-
ters each. | also wondered why the connection
to the tape deck used a five-pin DIN plug, be-
cause | knew it could very easily be mistaken
for another MIDI output (which it is not). A
quick call to Harmony Systems fed to the dis-
covery that in an attempt to maintain the
lowest costs that they possibly could, they de-
cided to use existing back plates (which were
originally used on one of their other products)
on the MTSI. As a result, the labeling of the
outputs is a bit compromised, but if you read
the owner’s manual, everything becomes per-
fectly understandable.

Once I'd properly connected the unit and
was ready to record the sync track on tape, all |
had to do was set the proper level on our
Portastudio, begin recording, and then play my
sequence through the MTSI. Setting the level
was very easy because whenever the unit is at
rest {or “idling” according to the owner’s
manual) it puts out a signal at the same level as
the sync tone. My only other complaint with
the unit, though, is that you can't turn off this
signal, and if your mixer has poor crosstalk
specs it may bleed onto other tracks. Of
course, you can always disconnect the tape re-
corder input, but it would have been nice if
they had incorporated an on/off button some-
where on the front panel.

As the sequence plays, the MTSI creates its
timecode and writes it to tape. Any tempo
changes can be recorded and recreated, but
once the sync track is recorded, the tempo
changes and song length remain permanent.
The MTSI does not give you the same kind of
flexibility that SMPTE-based systems allow
(they permit you to make tempo changes at
any time in the recording process) because
they provide an absolute timing reference as
opposed to the relative timing reference that
the MTSI creates, but again, you have to pay
for that power.

If you have an older sequencer which
doesn’t put out Song Position Pointer data,
the MTSI can still work (as long as the
sequencer outputs MIDI clocks), but it won't
give you the ability to chase lock. Thanks to a
well-designed error correction system, how-
ever, it will give you the ability to overcome
tape dropout problems. The way the system
works is that once it redetermines the time
that has passed during the dropout, it com-
putes how many MIDI clock ticks were
missed, and sends that many out instanta-
neously so that the connected sequencer can
catch up. This all occurs very quickly, however,
so errors generally go unnoticed.

OK. So how well does the chase locking and
synchronization work? Very well, as a matter
of fact. When | rewound the tape to the begin-
ning and played it back, the sequencer kicked
right in and the sole LED on the front panel
flashed at the tempo which the sequence had
been recorded at.

Even more importantly, when | stopped the
tape, fast-forwarded to a point near the end of
the sync track and started the tape again, the
sequencer followed. The actual lock-up time

was about two seconds, which admittedly isp»
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READERS + Music Maker

magazines are the best-value reading
anywhere. Our magazines have a
reputation for packing a lot of
information into a small space - without
padding! No other magazines provide
such a consistent level of in-depth
interviews, informed educational
features, and above all, the most
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have thousands of dedicated readers.
But more than that, they’re the right
readers. Musicians who buy a specific
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needs; who have an unquenchable
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equipment in order to stay ahead.

To make sure you reach the right
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regret. @

MUSIC MAKER PUBLICATIONS LTD,,
ALEXANDER HOUSE, 1 MILTON ROAD,
CAMBRIDGE, CB4 1LY, ENGLAND.
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P> not the fastest, but it's a huge improvement

over a straight FSK or pulse system. (The
MTSI can actually determine the current tape
position in about 100msecs, according to Har-
mony, but they included a two-second delay in
the firmware because many existing
sequencers incorporate a slightly different im-
plementation of MID! Song Position Pointer
that requires this much time to properly lock
up. The SPP portion of the spec was fleshed
out at the January NAMM show, however, and
this problem was addressed, so Harmony may
take this self-imposed delay out of later ver-
sions of the unit.)

The MTSI is also very consistent; | went
back and forth on the tape and it locked up the
same way every time.

MIDI

IN ADDITION TO its synchronization capa-
bilities, the MTSI includes two different MIDI
merging functions. The first, which is com-
monly referred to as keyboard echo (and
which can be turned off if you want to use the
keyboard echo features of your sequencer),
merges the output of the sequencer with the
output of the MIDI controller so that they can
both play the same sound module at the same
time. If you connect two different controllers
to the MTSI’s inputs, you can also use it as a
normal MIDI merger, which is an extremely
nice “extra” feature for such an inexpensive
unit. In general, however, these MIDI capa-
bilities are not extras, but are important func-
tions which allow the MTSI to work invisibly.
(In fact, without them, the unit might actually
create as many problems as it solves, because
of the extra step in the MIDI chain that it
adds.)

The second merging function combines
timing information from the tape with the
output of the MIDI controller, so that you can
overdub onto your sequencer as you sync to
tape. This is also a nice touch which works
well, and is yet further enhanced by the fact
that there are two MIDI Outs. They each carry
identical information and in some small sys-
tems, may even eliminate the need for a MIDI
Thru box.

Conclusions

IF YOU CURRENTLY have or have been con-
sidering buying an FSK-to-MiDI converter, or
if you have an FSK or pulse-based sync-to-tape
setup, you owe it to yourself to check out the
Synhance MTSI. Even if you've been consider-
ing getting into SMPTE, it may be worth your
time to see if the MTSI can do the type of
things that you are looking for in a synchroniz-
ing system. Many people look to SMPTE solely
because they want chase lock capability, and
the MTS! can do that and more for a lot less
than most SMPTE-based systems.

The unit is a well-designed, useful piece of
equipment which can add a number of capa-
bilities to your existing setup without you ever
needing to worry about it at all. And for that
alone, it deserves a big thumbs up. ]

PRICE $229

MORE FROM Harmony Systems, Inc., PO Box 2744,
Norcross, GA 30091. € (404) 662-8788
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POWER TOOLS TO FACILITATE THE
COMPOSITION & WRITING OF MUSIC

The ATARI ST computer is on its way to becoming THE MUSICIAN'S COMPUTER,
providing powerful control over ail your MICI equipment. Steinberg Software brings
out the potential of the ST and puts it in your hands.

PRO-24 21

Provides both tape-mode linear sequencing and
song-mode pattern-arrange sequencing styles
concurrently over 24-tracks” You can record upto
5000 patterns (200,000 events), arrange them into
a playback list, assign tracks to tape-mode for
punching-in/out. Real-time editing™ while the
sequencer is playing. Mix-Down* tracks or
‘Un-Mix" tracks by MIDI-channel. Edit your
recorded data by either using the Score-edit”
notation window, or the Grid-edit window, both
provide accessibility to all note/event-data.
Over-Quantize* works with the musician, accenting
his/her individual playing style and compensating
for irregularities suffered by normal quantizing.
You can Delay or Advance tracks, program Time
Signature/Tempo changes. You can even record
real-time tempo changes” A System/Exclusive
Dump Utility Butfer is built into the program, and
includes 8-banks of impressive DX/TX sounds (al
created on the Pro-Creator DX-Librarian). Cther
features: Three modes of cycle record; global trans-
pose of notes and velocity; ten programmatle
muting configurations; playback parameters* for
auditioning quantize, transpose or velocity trans-
pose; the intellegent MID! processor gives priority
to Note-data on its MIDI-OUT transmission;*
records on all MIDI-channels simuitaneously for
recording songs from other sequencers, while
MIDI-THRU transmits all incoming data on the
channels it was received on; provides controls
over SMP-24 for syncing to SMPTE and further
MIDI-Merging and routing controls expanding the
total number of MIDI-Channels fo 64. NO OTHER
SEQUENCER PRESENTLY AVAILABLE
OFFERS YOU THIS MUCH FLEXIBILITY!
Suggested Retail Price...$349.00
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SynthWorks DX/TX

An Editor/Librarian for the DX-7, DX-7II, TX-7 and
TF-1 synthesizers, designed to allow complete
control over your sounds and their bank arrange-
menls in a unique easy-to-understand and user-
friendly environment. Also provides random voice
creation, random variatiens of voices and
voice-combining of upto 32 sounds. Stores groups
of banks for simultaneous loading of multiple
modules (TX-816 rack). Future models of Syrth-
Works will be available for the Yamaha FB-01

and TX-81Z, Ensonig ESQ-1, and Roland D-50.
Suggested Retail Price...$259.00

“Denotes features exclusive to Pro-24 21

MasterScore

Converts files from the PRO-24 2.0 to music
notation. Highly flexible user-interface provides
control of overall display similar to ‘drawing’
program. Prints out on Dot-Matrix printers and
LaserWriters. Suggested Retail Price...$350.00

SoundWorks Wave Display

SoundWorks S900

Visual sampler-editing system for the AKAF S300
pro sampler. Displays upto 3 sample waveforms
simultareously. Sample collages can be made by
merging files. Provides cross-fade looping, and
visual control of S300 parameters.

Suggested Retail Price...$350.00

SoundWorks Mirage

Visual sampler-editing system for the ENSONIQ
MIRAGE. Intellegent user-interface provides visual
display and control of all Mirage parameters
including prese! parameters, wavesample editing,
MASOS, and looping functions.

Suggested Retail Price...$350.00

SoundWorks E-Max/
Prophet 2000

Future visual sampler-editing systems include
programs for the E-mu E-Max and the Prophet
2000/2002/440. Suggested Retail Price...$350.00

Prices subject to change without notice

F8-01. TX-81Z, OX-7, TX-7, TF-1 and DX711 are
all tragemarks of YAMAHA CORP. INT'(

Prophet 200/2302/440 are all trademarks of SCI

E-Max is a trademark of E-MU SYSTEMS, INC

ST 15 a trademark of ATARI CORP

$900 is a rademark of AKAl CORP

MIRAGE is a trademark of ENSONIQ CORP
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Caslo CZ & Yamaha DX100/27/21/7/FB-
01/Yamaha TX81-Z Patch Libraries. Each
set features 128 new programs designed
for professional applications. Includes
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programmed with a “Human” touch.
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Funk, Fusion, Reggae, Latin, Jazz,
Country. $30.00 for data cassette and
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First Class U.S. Mail.
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Crystal, Minnesota
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pon MIDI channel 2 and a lead line on MIDI

channel 3. Of course, you can repeat this
overdubbing procedure until you start running
out of voices on the ESQI. (I have found that it
is possible to have as many as five tracks going
without too many problems, even if some of
those tracks are polyphonic.)

Now, if at this point you decide that you
want to replace the ESQI’s synth bass with a
bass sample on your sampler, here’s what to
do. You could select *Seq” on the “Track Sta-
tus” page for that particular track but | have
found that it’s equally easy just to turn a track
to “Off" in the “Track Mix"" page. Don't forget
that you'll have to match your sampler’s MIDIi
channel to that of the ESQ!’s track and ensure
that Omni mode is “Off" on your sampler.
Unfortunately, the ESQI lacks MIDI Thru, so if
you wish to drive an external device from your
sequencer, you'll need some form of MIDI
patchbay or thru box.

It could be that you want to double the
string part on Track 5 with a DX string sound.
Set your DX to MIDI channel 5 (assuming that
Track 5 is set to MIDI channel 5 of course)
and, if the “Track Status” is set to “Both,”
you'll get a nice rich string sound, especially if
you detune the DX slightly against the ESQI.

If you've got a keyboardless expander or
sampler, you may wish to program parts on
channels higher than 8 in order to run them. (I
find it more convenient to program the
external sequencer from within the Seq page
instead of returning to normal mode.) So,
select a track on the ESQI (let’s use Track 6)
and set it to MIDI channel 9. Next, program
the part into your external sequencer. During
the programming process you will hear all
tracks on the ESQI except Track 6 (if it was
being used before), but you'll hear your
external synth/sampler on MIDI channel 9.
Before you commence playback, you must
restore Track 6 to MIDI channel 6 so that
when you run your sequencer you'll hear all
the parts.

Having said all that, however, it's unlikely
that you'll fill up all eight tracks with ESQI

Storage

Control
R

Create/
Erase

B S
Tracks

Select Mix/MIDI

Record Stop/Cont

Locate

voices, so you could probably use any spare
tracks to run external synths or samplers with-
out having to worry about changing their
channels back and forth and turning them on
and off. Remember, though, that if you're run-
ning a lot of external devices or another multi-
timbral unit (such as the FBOI, the TX8IZ, or
even the new rack-mount ESQM), then you
might run out of tracks (and MIDI channels).

Of course, there is no reason why you can’t
have two parts on the same MIDI channel. The
way to achieve this is simply not to change
tracks on the ESQI when you overdub your
part into your external sequencer. You could
also use this technique to overdub other
things. Say, for example, you wanted to prog-
ram a very intricate bass part. Lay down your
basic bassline into the external sequencer and,
once that is done, staying on the same track on
the ESQI, overdub the bass pull-offs. Repeat
the process, overdubbing pitch-bends and vi-
brato. Now, on your external sequencer,
merge all those bits onto one track to form a
composite bass track.

Now, assuming that you've spent the last
few days programming your new masterpiece
into your sequencer or computer and you've
gone in and edited the whole thing to perfec-
tion, you can now load the whole caboodle
into the ESQI’s internal sequencer (assuming
that the piece doesn’t exceed the ESQ!’s note
capacity). True, you have to do the whole
thing track by track but, other than that, it is
very easy. All you have to do is sync your ex-
ternal sequencer to the ESQI’s MIDI clock, set
up the ESQI to record in the usual way, and it
will then think that it's being played from
the keyboard. This could be handy if you use
the ESQI for live accompaniment, since you
wouldn’t have to bring the sequencer along
anymore. It would also be useful if you're go-
ing into the studio, since it would cut down on
the amount of gear you have to take out and
would save on space in a cramped control
room.

In view of the fact that the ESQI’s
sequencer is so good, you're probably won-
dering why we would want to use an external
sequencer at all - especially as the ESQI's
sequencer is now expandable to 10,000 notes.
But there are limitations to using the ESQI’s
sequencer. First of all, it doesn’t have a step-
time input (although you can edit in step time)
and there is a lot to be said in favor of step-
time music entry, even for the best keyboard
players. Also, whilst the editing facilities are
very good on the ESQI, the editing facilities on
the new breed of sequencers such as the
MC500 or QXS5 are that much better again, as
are the facilities offered by computer-based
software packages. If you set the ESQI up as |
have described, you'll be able to take advan-
tage of its outstanding multi-timbral imple-
mentation and the exceptionally powerful
music-making possibilities of today’s se-
quencers.

If individual outputs ever become available
for the ESQI, the possibilities will be quite
staggering. Even as it is, though, the combina-
tion of an ESQI and a present-day stand-alone
sequencer is on par with some synthesizer sys-
tems costing far more. [
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MasterPiece - a professional sefuencing program

for the Atari 520/1040ST and Macintosh computers.
MasterPiece data files are compatible with

Sonus’ SuperScore scoring program.

Ask your dealer about the full line of Sonus products.

Sonus Corp.,, 21430 Strathemn St., Suite H, Canoga Park, CA 91304
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This IBM-based sequencer contains a number of fascinating new
editing features and a host of tools for film and video scoring.
Review by Chris Many.

S IMENTIONED last month, the IBM

PC/compatible is coming into its own

in the world of computer-based music

systems, thanks to the increasing num-

ber of MIDI programs written for the
machine. The program under review this
month, the 48 Track PC I, is yet another fine
entry into this field. Originally marketed by
Syntech, the program is now being sold by its
author, Robert Keller, who retained the rights
to his work and has considerably updated the
software.

48 Track runs on the IBM PC family, includ-
ing the new 386 machines, and requires two
drives and at least 256K of memory, although
you'll need more if you're planning on doing
any kind of serious work. It's understood you'll
also need a MID! interface (Roland’s MPU40I
or Voyetra's 4001). The disk itself is not copy
protected, so you can make backups or run it
from a hard disk (which speeds up operation
of the program by decreasing disk access time
- as you'll see later).

Overview

THE MAIN DISPLAY is easy to understand.
You see four rows of 16 boxes, each row being
labeled according to its function: Mixdown,
Punch In, Record and Line Out. Below these
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rows are three tape transport buttons, Run/
Stop, Rewind/Fast Forward and Tempo. Di-
rectly below this is an additional command line
for entering a variety of editing and other com-
mands. The layout is uncluttered, even if ele-
ments of it seem a little on the redundant side.
For example, you can only record on one track
at a time, so having a whole row of boxes to
access the racord function seems to be a bit of
overkill, particularly as they only serve as a vis-
ual reference to the individual track you're re-
cording on.

The boxes act as switches which are se-
lected using the cursor keys, and are turned on
and off with the space bar. Recording is a mat-
ter of selecting the track you wish to record
on, and starting the sequencer with the Run
button. Yourll have a count-off (which you can
alter to meet your needs) and then recording
will start.

Rewind your track to the beginning (it's in-
stantaneous. but rewind is used to maintain
the multitrack analogy), press the Line Out
box for the track you wish to hear, and there’s
the part you played. You can also program
your controls to automatically rewind each
time you finish recording something. To over-
dub parts, smply choose the next track you
want to record on and repeat the procedure.

[ Ju

Erasing a bad take is actually required if you
don't want it. Unlike some popular sequenc-
ing packages, 48TPC does not store your takes
in a buffer. In other words, if you record some-
thing on a track, it is there on the track, and
the only way to get rid of it is to erase it and to
record again. 48TPC actually will merge a new
performance with the old if you don’t erase it
first, making it a bit cumbersome, especially
since erasing a take requires disk access, add-
ing seconds to your waiting time.

You can then name each track or assign in-
dividual tracks to their own MIDI channel. (If
you have recorded more than one MIDI chan-
nel on a track, you can either assign a new
channel to all recorded notes, or only assign a
new channel to notes recorded on any one
channel.)

So at its most rudimentary level, 48 Track
PC does a fairly good job of emulating a
multitrack tape deck; it’s easy to use without
much hocum to work through. But in this day
and age. most sequencers perform their fun-
damental duties well, so what else can 48TPC
do?

Song Functions

NOT ONLY WILL the program function as a
linear sequencer, but it also allows drum ma-
chine-style programming, 3 la section/song
links. Let's say you've just recorded your basic
rhythm tracks for the first 16 bars of your song
using 24 tracks of the sequencer. Save this to
disk as “versel.” Go to the command line and
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type in the name of the next section you wish
to work on, let’s say “chorusl,” and record this
next section of your song. The names and
MIDI channel assignments don’t change when
you enter a new segment, so it makes it easy to
put the same parts on the same track. When
you're finished, save to disk, then add a bridge
or any other parts or sections you'd like. If you
remembered a line you wanted to add into the
verse segment, just call that file backup and
edit it until you're satisfied.

Next, go to the command line and link
them all together. Commands are given in a
form such as “‘versel + chorusl + versel +
bridge + chorus2 = songl.” Doubling sec-
tions can be done by multiplying the number
of times it loops around (versel X3) and any
combinations can be done in the same manner
{chorust X2 + versel X2 + bridge = song2).
A Comment window is available for making
notes, such as a description of the current lay-
out of your song (automatically updated as
you enter it), and to do any other necessary
administration that you need to.

All the sections are stored separately on
disk, so if you had a nice little four-bar groove
that you sequenced a few months ago that
would be perfect for the end of the bridge, just
insert it. | used the above song structure to il-
lustrate the use of section/song features main-
ly because this kind of sequencing lends itself
to that format, but you are in no way limited to
that structure. Your sections can be any me-
ter, tempo, length, and so on - it’s just as easy
to transcribe an orchestral score as it is to
write a pop tune using this method.

For faster editing, you can work with 10 dif-
ferent sections in memory at one time, and flip
back and forth between them with the press of
akey. You can also chain together as many sec-
tions as you want. A word to the wise, though
- if you are doing a long piece, make sure that
your computer is configured with enough
memory. When you combine these sections
into a new file, the new file actually contains
the full amount of data and becomes one long
section. Unlike some other programs offering
this kind of sequencing, this one leaves you
with a linear translation of the commands
you've given - so (versel + verse2 + chorus
= songl) means that the file songl is the sum
of the other three files. So if versel adds up to
5K in memory, verse2 equals 12K and the
chorus is 7K, then the file songl will contain
24K. In other words, your sequences may very
well fit within your computer’'s memory as
you're working with them, but you can quickly
run out of memory once you begin chaining
them together - a frustrating experience, to
say the least. On the other hand, once you're
done, you do have a straight-ahead version of
your song instead of a patchwork of loop com-
mands that you need a map to navigate
through.

It would have been nice, however, if there
was an option for choosing between a com-
plete file and one that just contains commands
and doesn't eat up memory. But since there
isn't, you'll need to keep track of the amount
of memory you're using per section and have
an idea of what your layout is going to be, so
you don't have any surprises at the end. Of
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Reviewed by Yung Dragen.

THIS HAS BEEN the hardest column to write
so far. No, not because of my foot - the cast’s
off and it's healing nicely, thank you. I'm
tempted to blame my recent passion for rum
and grapefruit juice, or even my renewed in-
terest in ‘old’ analog synthesis (mid-'70s
Carlos, Gleeson, Tangerine Dream et al). But
the real reason is that | know I'm about to
come face to face with just how jaded I've be-
come.

Rock 'n’ roll has been around since many of
us have been born (at least for my genera-
tion). Those who would choose to record
rock 'n’ roll have quite a history to compete
with - originality is highly prized and just as
hard to come by. This is the month | try to
clear out the backlog of ‘normal’, "70s-style
rock tapes - and see if | can overcome my per-
sonal boredom with the style.

To start things off on a bad foot (if you'l
pardon the pun), two of the three tapes came

SOUNDFILER ST

A file ®oi [ITITIITY ¥oice

VISUAL SAMPLE EDITOR

For AKAI S612, X7000, & S900 Samplers
And Atari ST Computers

BWaveform Drawing B Digital Splicing
BVisual Looping Editor BDigital EQ
BCrossfade Looping  HMDigital Enveloping

SOUNDFILER ST is easy to use visua
sample editing, digital signal processing and
editor/librarian software. Sound samples
transferred via Midi from your Akai sampler
can be stored on standard 3.5" disks.

$612 and X7000 versions: $199.00
S900 version: $299.00

DRUMWARE -

12077 Wilshire Blvd. # 515
Los Angeles, CA 90025
213.478.3956 -

42

without any notes besides a contact address
and song titles. For future reference, please in-
clude a little more documentation, such as
equipment used, people involved, religious or
citrus fruit preferences, and so on - | need an
angle!

Busker, a duo comprised of Billy Shultz and
Sharon Fletcher from Billings, Montana cer-
tainly have the most memorable haircuts of
any tape ['ve reviewed so far - but more froma
*50s/'60s sock hop angle than the multi-hued
'90s look. The music is hard to describe in that
it's a salad of many vegetables - two of the
tracks (‘Kept Alive’ and ‘Lonely Without Me’)
feature multitracked backing vocals, fast tem-
pos, high energy, and Stax horn sections on
synthesizers. | would have to call it a cross be-
tween Something/Anything-era Todd Rund-
gren, Motown, and (on °If it Wasn't For You')
‘Eleanor Rigby’ Beatles of the same period.
The lyrics are of the shallow love song variety.
They included a lyric sheet, which is nice, but it
also allowed me to verify such lines as “We
were kept alive/Ooh, it was burning us/We
were kept alive/With our love.” They played
all of the instruments themselves and rec-
orded it more than competently on a Fostex
Bl6 and TAC Scorpion board - as a matter of
fact, both performance and recording quality
were fabulous.

Suggestions, then? Erase some of the tracks;
thin it out! To put it into zen terms, clear your
mind of all distractions other than delivering
the tune itself, and you will find your efforts
shine with an inner peace and purity. There's
so much going on vying for equal attention
that | had great difficulty remembering any-
thing specific about the three cuts.

Next up is a four-song demo by While We
Sleep, which | assume is actually the solo act
Todd Regn from Mt. Holly, New Jersey. Todd
plays keyboards (including a Sequential Six-
Trak - | recognized the factory organ patches),
drum machine, guitar (acoustic and electric),
bass, and sings. The styles presented are varied
- semi-quirky dance music (‘Unfold’ and
‘Don't Deny It'), hyped-up Cat Stevens (‘The
Test Before The Lesson’), and a nice synth-
and-electric guitar rock instrumental (‘Rhyth-
mical Coition’). The guitar playing and over-
dubs are quite good, the vocals range from
weak to adequate, and the keyboard work is,
uh, a bit “loose.” The synth programming is
short on originality (except on ‘Coition’) -
perhaps a limitation of the equipment. Engin-
eering is clean but the sound is quite dry
(Todd - one word - ‘Microverb’).

Unfortunately, the two dance pieces both
use the same, busy, two-bar drum pattern
(without break) throughout their entire
lengths, and in general are weak where the
other two are quite good. In short, this is the
classic bedroom tape - a person with a limited

budget who is quite good on a couple of in-
struments and at least adequate on all others,
cranking out some tunes. In that regard, it is to
be lauded in itself. If you like rocking acoustic
guitar or guitar/synth instrumentals, check it
out (and ignore the first and last tunes).

And then we move to Ti Cubed, featuring
Timothy Keiningham from Owensboro, Ken-
tucky. Tim has an interesting deep voice that
grabs your attention and a very good sense of
song structure - lots of breaks, and so on. In-
strumentation on the tape is electric guitar
(which is good), synths (solid bass work, fair
to good rhythm/backing string synths, and a
hair weak resonant comping and lead work),
and energetic drumming - lots of rolls, breaks,
and crash cymbals. This three-song demo
(*Sailing on the Wind,’ ‘Crazy,’ and ‘Hear Me
Calling’) is over before you know it, being in
the mid-to-late *70s style of medium/high en-
ergy rock with generous amounts of key-
boards replacing the second guitarist. Engin-
eering and production is again somewhere be-
tween rather and very good, needing only a
touch more clarity to perfect.

I can’t help but think that I've heard a lot of
this type of music before, but | can’t put my
finger on the exact references (a rockier Kan-
sas is the closest | can come - | really don't
own albums like this). It has been a decade,
though, and nobody has been copying this
style to death in the meantime. The end result
is that the tape sounds kinda fresh while invok-
ing a bit of nostalgia. On the several listenings
I've given it, I've never disliked it, and consider-
ing my most recent driving tape has been The
Best of Grand Funk, | happened to find it rather
nice on the most recent listening. And it's so
nice to hear a live drummer again (particulary
after Todd Regn, above, saw fit to use the
same drum pattern twice without change).

This is a free country - people are still al-
lowed to play rock - and as long as it's ap-
proached with honesty (such as Ti Cubed, or
While We Sleep’s ‘The Test Before The Les-
son’ and ‘Rhythmical Coition’) as opposed to
just cleverness or slickness (Busker, Sleep’s
‘Unfold’ and ‘Don’t Deny It’). It's still valid and
it still works. Viva la consistency in the uni-
verse. Untilnext month . .. [

Contact addresses:

Busker ¢/o Billy Schultz/Sharon Fletcher, 4427 Pal-
isades Park Dr., Billings, MT 59106.

While We Sleep c/o Todd Regn, 2 Beulah Ave.,
Mt. Holly, Nj 08060.

Ti Cubed c¢/o Timothy Keiningham, 2520
Middleground Drive, Owensboro, KY 42301.

Send your demo-tape, along with some biogra-
phy/equipment details and a recent photo if
you have one, to: Reader Tapes, Music Tech-
nology, 7361 Topanga Canyon Blvd., Canoga
Park, CA 91303.
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INTRODUCING THE D-50

THE BOLD NEW FORCE IN DIGITAL

To the Player It’s a Dream, To the Programmer It’s predictions, analysis and control capabilities. Roland
a Miracle/Imagine a new technology that is so engineers have spent years developing a new highly
sophisticated that it offers totally new and unparal- sophisticated LSI chip, code-named the “LA Chip;
leled sound creation possibilities, combined with a that utilizes a linear arithmetic technique to
programming method so logical that it actually digitally synthesize sounds. The “LA Chip” is

builds upon the knowledge you currently AT T the heart of'the D-50. ‘
have of sound synthesis. That is the LA Synthesis Explained/LA Synthesis

=0 . TS TONE
completely new, fully-digital synthesizer (PaiiaL 2= L——J order. To create complex sounds, the
xl D-50 starts with a very simple premise —

|
essence of the D-50 Linear Synthesizer, a @@:ﬁ UPPER | is component synthesis on the highest
realized by Roland’s Proprietary LA @L’)ﬂj_ S :|_L~

Synthesis Technology. The sounds created | [pagiiacz— 2 | | build sounds from the ground up by

by the D-50 are simply breathtaking, combining different types of sounds
resonating with character, depth and complexity, together, and then experience the interaction of these
but with a warmth and completeness digital synthesis sounds on each other. We start with individual elements
has never had before. The reason is that no sound of sound called Partials. Two Partials are combined to
has ever before been created in a manner so complex create a Tone, and two Tones are combined to create
and rich with possibilities, and yet ultimately so very the Patch. (Figure 1) The D-50 can hold 64 Patches and
logical. Linear Arithmetic (LA) is normally used 128 Tones. Each of the two Tones can be processed

for computing complex mathematical problems in individually by on-board signal processing that is

the field of science. In the area of sound synthesis sophisticated enough to rival a rack-full of equipment,
it is an ideal creative method, offering superb and includes digital reverb, digital parametric eq,
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LINEAR SYNTHESIZER

SOUND SYNTHESIS TECHNOLOGY

digital chorus, digital delay and more. But before we
go too far, let’s get down to the basics, the building
blocks of LA Synthesis — Partials.

Synthesizer Partials/What is a Partial? A Partial can
be either a digitally synthesized waveform, or a PCM
sample. Each of the thirty-two Synth Partials contains
all the components usually ricure > strucTures

PCM Sampled Partials/A Partial can also be more than a

digitally synthesized signal, it can also be a PCM sample.

Resident in the memory (ROM) of the D-50 are over

100 carefully selected 16 bit PCM Sampled Wave Tables

which can be used by themselves, combined with Synth

Partials or combined with each other. The PCM Partials
are carefully selected, and

found in the hardware of  [1][5] 2 3 ][E]
an analog synthesizer, -

— I e 7] % digitally processed so that
E —

S RP

3 [P}

they combine well with

presented here as digital
software. This includes the Wave Generator (to create
a sawtooth or square waveform), the Time Variant
Filter, the Time Variant Amplifier, three five-stage
Envelope Generators and three digital LFOs.

In this way, even though the D-50 is a digital signal,
programming the Synth Partial is very similar to
programming on an analog synthesizer, (as these
components react in the same way as VCO’s, VCF’s
and VCA'’s on analog synthesizers) while offering
sound synthesis capability beyond the most advanced
digital synthesizer.

other Partials. Some of the
sounds include a wide variety of the attack portions of
percussive sounds: marimba, vibes, xylophone, ethnic
instruments, grand piano hammer attack (with the
fundamental removed), a variety of flute and horn
breaths, a range of different string plucks and bows, nail
files, guitars, and many more. The Wave Table library
also includes Loop sounds and long samples, such as:
Male and female voices, organs, pianos, wind and brass
instruments, and also Harmonic Spectrum sounds,
which are created by removing all of the fundamentals
of a sound, isolating its harmonic components.




The sounds created by the D-50’s PCM Waveform
Generator are far superior to wave table samples
found in other synthesizers, which are usually

only one looped cycle in duration, and are usually
no more than 5 milliseconds. In contrast, many

of the PCM Partials on the D-50 are up to

256 milliseconds.

Structures/The combination of the Partials’ opera-
tion modes can be set by selecting one of the seven
Structures. (Figure 2) By choosing one of these
Structures it is possible to combine two Synth
Partials, or two PCM Partials, or a combination of
the two in several different relationships. In addition,
the Partials can be cross-modulated by the digitally-

hall sizes, gated (non-linear) reverb, reverse, stereo
panning effects that can be routed to either or both
of the stereo outputs. The awesome power of these
built-in effects means that the D-50 requires literally
no outboard effects processing. And just as important
because all the D-50’s effects are processed in the
digital realm, they are completely noise free.

A Mother of a MIDI Keyboard/The D-50 is also an
excellent mother keyboard for your MIDI system, as
it is totally dynamic, offering 61 keys in four different
key modes (Whole, Split, Dual and Separate). In the
Whole mode the D-50 is 16 voice polyphonic, while
in the other modes it functions as two 8 voice synths,
one for each Tone. All mother keyboard functions

controlled Ring FIGURE 3 DIGITAL SIGNAL PROCESSING are programmable

Modulator, which T T D o per patch including

helps to create the TONE || EQUALIZER ["*| CHORUS DiGITAL [ 20 BT JLUPEERTONE | a separate transmit

complex harmonic e | DG Ll DELAY. || CONVERTER : channel and a separate
p | I '[wl JALIZER [ | CHORUS 75 LOWER TONE p

environment for the

program change

resulting Tone.
Unlike ring modulators of the past (which tended to
be interesting yet unpredictable), the Ring
Modulator in the D-50 is designed to track
with the keyboard, ensuring the proper harmonic
relationships as you go up and down the keyboard.
Built-In Digital Effects/The final routing of the
signal before it reaches the output is through the
digital effects circuitry. (Figure 3) But, far from
being merely an add-on, the D-50’s effects are as
carefully thought-out as the rest of the instrument,
and likewise just as integral to the creation of
new and unique sounds. The first effect is the
digital Parametric Equalizer, used to contour
the equalization curve for the tone before it passes
into the digital Chorus, or we should say Choruses,
as the D-50 fields an
arsenal of eight chorus
circuits — all available
simultaneously,
configured in any of 16
modifiable presets such
as panning chorus,
tremolo, flanging and
much more. Within
each chorus there are
arameters set up as to
ow these choruses
interact for maximum effectiveness. Lastly, the signal
asses through the digital Reverb, which can also
gmction as a digital Delay, offering various room and

000 PROGRAMMER
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transmit. As the D-50 is
truly bi-timbral it can function as two MIDI sound
modules as each tone can receive on its own MIDI
channel. All D-50 parameters and programs can be
saved on Roland’s new M-256D memory card which
M-256D MEMORY CARD offers 32K bytes of storage
in the size of a credit card.
All of the D-50 functions
can be ﬁrogrammed
internally, or externally
with the use of the optional
PG-1000 programmer,
which combines visual
clarity and speed for
the programming professional.
Put It All Together/Taken as a whole, the D-50
represents more sound creation potential than most
of the leading synthesizers combined. And just as
unportant it comes at a price that you can afford —
$1895.00* . Of course, the only real way to find out for
yourself is to play the instrument, but we'd like to
suggest you do a little more. Go to your dealer, but
before you try the D-50, try three or four other
synthesizers first — rea]ly give them a good going-
over. Then spend some time on the D-50. We think
you'll find that the world of sounds you knew before,
now seems to be black and white — while the D-50
has just exploded you into a universe of color. The
new force has taken you by storm. RolandCorp US,
7200 Dominion Circle, Los Angeles, CA 90040

(213) 685 5141.
Roland
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Part 1: Brass Instruments — The Trumpet

In the first of a series of articles, we describe the various ways
in which acoustic instruments produce sound, and explain how
to synthesize and sample them. Text by Howard Massey with

Alex Noyes and Daniel Shklair.

BEGINNING THIS MONTH, MT is reprint-
ing excerpts from a fascinating new book
written by three staff instructors at the Cen-
ter for Electronic Music, a non-profit organi-
zation based in New York City which offers
educational services in music technology.
Entitled A Synthesist’s Guide to Acoustic In-
struments, the book presents a discussion of
25 acoustic instruments from the point of
view of the synthesist - no matter what kind
of axe he or she is using. (A Synthesist’s Guide
to Acoustic Instruments is published by
AMSCO and is being distributed by Music
Sales.) '

Each instrument is examined in the same
general way - with a discussion of its physical
construction, commonly employed playing
techniques, timbral analysis, and envelope
characteristics, after which are presented
tips as to how to go about synthesizing these
types of sounds with generic analog synths,
digital phase distortion synths (a la the Casio
CZ instruments), and digital FM synths (like
the Yamaha DX and TX synths). Last, but by
no means least, each instrument chapter
concludes with guidelines as to the best ways
to record the acoustic sounds themselves
and capture and process them in the sampler
of your choice. We begin the series with the
trumpet.

IKE ALL BRASS instruments, the trum-

pet is essentially nothing more than a

mouthpiece, some brass tubing, and a

bell. The mouthpiece has a cup and a

tapered back-bore, its tubing is cylindri-
cal (as opposed to conical), and its bell is ab-
ruptly flared. It is one of the smaller cylindrical
bore horns. A system of three valves allows
the player to change the length of the tubing,
by switching in extra sections in the middle -
thus yielding a wider range of notes than
would be available with tubing of a fixed
length.

This is probably a good time to define cylin-
drical and conical tubing, since these are terms
used to describe all brass instruments. Cylin-
drical tubing changes little in diameter from
MUSIC TECHNOLOGY JULY 1987

Brass Instruments
TRUMPET

Note Range: E2 to B-flar 4 (MIDI note values 52 through 82)

e 0
K

=t

155

i

Sl

l

J

!
LA A A
36

*24

Polyphony: Monophonic
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mouthpiece to bell - and the bell itself is usual-
ly not very pronounced. Like the trumpet, the
cornet and trombone are cylindrical. Conical
tubing increases in diameter from the mouth-
piece to the belt - and the bell itself is very pro-
nounced. The family of conical brass instru-
ments includes the tuba, baritone horn,
French horn, and flugelhorn,

How 1t’s Played

A TRUMPET PLAYER'S lips channel air from
the lungs into the mouthpiece. The lips them-
selves act as a sort of valve, regulating the flow
of air into the instrument. The oscillating air,
set into motion by the vibrating lips, travels
down the entire length of tubing. When this
column of air reaches the bell, part of the re-
sulting wave is reflected back into the instru-

Changes in volume are achieved by the
trumpet player’s blowing harder into the
mouthpiece. This also results in a change in
timbre. Other changes in timbre and changes
in pitch are made by altering the tension of the
lips (thereby altering the air flow) or by chang-
ing the length of the instrument with the
valves. As the lips vibrate at a given frequency,
muitiples of that frequency {harmonics) are
generated and reinforced in the instrument:
essentially, the trumpet acts as a resénator for
these vibrations. When the lips vibrate faster
than about 1500 times per second, the bell acts
more like a megaphone than a resonator - re-
sulting in little or no wave content being
redirected into the tubing. This sets the limit
of the highest pitch that can be derived from
this instrument.

The wrumpet, like the trombone (and

Acoustics “The timbre of the trumpet sound changes dramatically - not
only with changes in pitch, but also as the volume of the sound is altered.”

ment. This then combines with incoming
waves to produce what are known as standing
waves (that is, waves whose frequencies re-
main constant due to this push-and-pull mo-
tion).

sometimes other brass instruments), is
occasionally played with a device called a mute
which is inserted in the bell to alter the sound.
One of the more common types of mute is

EEEDEEEEEEER

called the straight mute. This device changes»
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the radiating patterns of the trumpet’s sound
by inhibiting low frequencies. The resulting
sound is typically thin and edgy.

Other types of mutes include the cup mute,
bucket mute, plunger mute, hat mute, mica
mute, and harmon mute. Some may cause vir-
tually no fundamental frequency to be trans-
mitted by the instrument. Conversely, others
may decrease the upper overtone content of
the trumpet sound. The harmon mute, in par-
ticular, is among the more tightly fitted of the
mutes - meaning that virtually all of the air col-
umn that leaves the instrument passes
through its fitted stem-and-plunger mecha-
nism.

As we have said, when the trumpet player
blows harder, the timbre changes significantly
- and a brighter sound results because more
overtones are generated. At high amplitudes,
as the strength of the fundamental is doubled,
that of the second harmonic quadruples, the
third harmonic’s loudness increases by a factor
of eight, and so on. This increase in harmonics
with an increase in amplitude will always result
in a much richer timbre.

Timbral Analysis

AS INDICATED ABOVE, the timbre of the
trumpet sound changes dramatically - not
only with changes in pitch, but also as the vol-
ume of the sound is altered. Played very quiet-
ly, the instrument will yield the fundamental,
second, and third harmonics - the fundamen-
tal being about twice as loud as the second
harmonic. When the trumpet is played at a
slightly greater volume, the second overtone
begins to dominate, and harmonics up to
about the sixth are introduced. At a medium
volume, higher harmonics are generated; the
second, third, and fifth overtones dominate;
and - with the exception of a peak at the ninth
harmonic - the sixth through eleventh over-
tones steadily decline. When the instrument is
played loudly, the second harmonic is signifi-
cantly louder than the fundamental, the third
through sixth harmonics increase in strength,
and the tenth and eleventh harmonics drop
rather sharply. Finally, at very high volumes,
the second harmonic will be much stronger
than the fundamental. Those up through the
eighth increase drastically in strength, while
the ninth, tenth, and eleventh harmonics drop
off radically. The general pattern is clear -
louder volumes yield brighter or more pierc-
ing sounds.

The bell of the trumpet concentrates the
high frequency components of a sound into a
narrow beam, while it spreads the low fre-
quency components more or less equally in all
directions. Among brass instruments, this
phenomenon is unique to the trumpet. The ef-
fect is that the timbral content of the sound is
quite different when heard while facing the
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Start of trumpet sound: After the inutial “spit” and
attack, this very unusual waveshape manifests itself;
note the very long “dead” areas between periods.

Start of trumpet sound (FFT): This shows the
sound just after the “spit,” as the standing wave begins
to manifest itself note the clear harmonic content and
the presence of many low overtones.
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Sustaining portion of trumpet sound: Here we
have a different complex waveshape, though one which

is quite Tegular.

Sustaining portion of trumpet sound (FFT):
Note that upper hammonics are still present and that
there is a good deal of timbral stability in this sound.
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Start of subtractive trumpet patch: These are
very angular, somewhat “spiky” sauwtooth waves; note
the absolute timbral regularity.

bell than when standing to one side of the in-
strument. (We'll talk more about this in the
section below on sampling the trumpet.)
When a trumpet player first vibrates his or
her lips, it takes a short period of time for the
wave of air to travel the full length of the tub-
ing, to be reflected back by the bell - and to
then be combined and to interact with incom-
ing air. Thus, at the beginning of a trumpet
sound, there will be a short period of time dur-
ing which no standing wave exists. Instead, the
vibrating air leaves the bell unreinforced and
unresonated - producing a short burst of
inharmonic overtones. This accounts for the
characteristic “spit” at the beginning of a

trumpet note. A rapid increase in the overall
loudness of the sound follows, as the standing
wave builds in intensity and finally reaches a
steady state, which results in a smooth, stable
timbre.

A well-trained trumpeter playing a well-
constructed instrument produces less of a
“spitting” effect at the onset of each tone than
would a stylist or a beginner. This is because a
trained player takes less time to adjust the lips
to the internal pressure of the instrument.
Still, the “spit™ effect will, to some degree, al-
ways be a characteristic of the trumpet sound.

The trumpet is a sustaining instrument -
meaning that as long as you blow into it, the
sound will continue. lts after-ring, or release
time, ranges from short to quite short, de-
pending upon the acoustics of the playing envi-
ronment.

Subtractive Synthesis

MOST BRIGHT, BRASSY sounds created by
subtractive synthesizers start with the saw-
tooth wave, since that is the waveshape with
the richest harmonic content. So, you'll want
to start by setting both oscillators to a saw-
tooth wave, tune them in unison (at the mid-
dle octave, or 8' setting), and then synchro-
nize them for the strongest basic sound. You

MUSIC TECHNOLOGY JULY 1987
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Sustaining portion of subtractive trumpet
patch: The suvtooth waves at this point are consider-
ablx smoother, reflecting the actions of the filter EG on
the lowpass filter: note also the decreased amplitude,
similar to that of the onginal acowstic sound.

) 37s

Sustaining portion of digital Phase Distortion
trumpet patch: Note the very long “dead” areas be-
tween wave cycles, similar to that found in the begin-
ning of the real trumpet sound.

fom
Start of digital FM trumpet patch: An unisi! bue
stable waveshape, slightly similar to that produced by
the real rumpet but withowt the long “dead” areas be-
ween wane k)klt S,

L

Sustaining portion of digital FM trumpet patch:
Thesc very sawtooth-like waveshapes are actudly very
similar to those produced by the subtractive trumpet
pute h
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might also try routing a bit of one oscillator's
output to the other's input (a technique called
cross-modulation) - or to the filter'’s input -
to induce a slight inharmonic content in your
sound.

In any event, send approximately equal
amounts of signal from each oscillator to the
mixer. The low pass filter's cutoff frequency
should be set at a bit less than half, but you'll
need to tune this parameter by ear, as it is crit-
ical to the patch. Add a small amount of reso-

than instant (about 12msec); the decay should
be fairly long (about 50msec); the sustain lev-
el, medium; and the release time slightly
longer than the attack time (about I5msec).
With these settings, you will get a good simu-
lation of the natural timbral movements in the
trumpet sound. Your amplifier's EG should be
set in much the same way - perhaps with
slightly faster attack and release times (about
Smsec each).

If your synthesizer has a third EG that can

PD “DCA envelopes are both given very complex shapes. Both are
undergoing rapid triple attack-reattacks so as to simulate the natural sound
of the trumpet player’s ‘tonguing’.”

nance, and route a moderate amount of key-
board voltage to the filter. This will cause the
higher notes to be significantly -~ and realisti-
cally - brighter than lower ones.

The real key to this sound, as with most
synthesized sounds, lies in the actions of the
envelope generators. The filter EG, in particu-
lar, contributes quite a bit to the naturalness of
the sound. So, you'll need to route a fair
amount of controlling signal from the filter EG
to the filter itself. Set its attack time at just less
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be utilized for pitch change, send a little con-
trolling signal from it to the master oscillator.
This will cause the pitch of the note to bend
upward slightly after the initial attack. This
subtle pitch change will help make the sound
more “real.”

If you have the luxury of yet a fourth EG,
you can use it to shape a little noise wicth a
sharp attack and short decay (no sustain or re-
lease) to simulate the “spit” effect at the be-
ginning of the sound. If your keyboard is veloc-

HEEaEBEBER
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ity-sensitive, you'll probably want to use the
sensitivity to open the filter a bit more as the
notes are struck harder. This makes the louder |\Y
notes sound brighter - a hallmark of the trum-
pet sound. Finally, a small amount of LFO sig-
nal (sine or triangle wave at approximately
5Hz) can be routed through a controller to
give you the option of adding a light vibrato ef-
fect when needed.

The accompanying diagram shows the sub-
tractive system patch for a trumpet sound.

=

PD Synthesis

THIS SOUND IS created via digital Phase
Distortion synthesis on the Casio CZI0I, with
the 142’ configuration, but with no detuning
between the two lines. The best waveform to
select for both oscillators is the pulse wave
(waveform option 3 on this instrument),
because it is one of the richer waveforms
available (it contains the highest harmonics in
the greatest strength). The DCO envelopes
should be completely inactive, as we won't
need any kind of pitch change in this particular
sound.

The DCW envelopes will also be fairly inac-
tive, providing only a simple fast attack and
slow decay configuration, with no sustain. Add
moderate amounts of keyboard following to
both so that the high notes are not un-pleas-
antly over-bright.

In contrast, the DCA envelopes are both
given very complex shapes. Both are undergo-
ing rapid triple attack-reattacks so as to simu-
late the natural sound of the trumpet player's
“tonguing.” Set them both at the maximum
sustain level, since the trumpet is a sustaining
instrument. Apply moderate amounts of key-
board following to both DCAs so that higher
notes will produce this tonguing effect a little
more rapidly than lower ones.

The application of ring modulation is of par- »
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ticular interest here. Because both DCOs are
precisely the same frequency, the ring modu-
lation will add a few high overtones to the
sound. This helps to increase the overall

ing the “spitting” portion) and harmonically
during its sustain portion - you need quite a
few modulators to simulate its sound. But the
trumpet has a strong fundamental, with lictle
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brightness of the sound. A small amount of de-
layed vibrato helps to simulate the typical
pitch waver that occurs in long, sustained
trumpet notes.

Finally, if you were working with a velocity-
sensitive keyboard, you would want to route a
small amount of its control signal to the DCW
- and slightly less of the same to the DCA.
This causes sounds to be brighter when the
keys are struck faster - an accurate simulation
of how the trumpet sound changes when
played louder.

FM Synthesis

BECAUSE A TRUMPET sound is very rich in
overtones - inharmonically at its outset (dur-
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beating present, so only one carrier is needed.
You need a stack of three modulators to gen-
erate enough inharmonics to convincingly re-
produce the “spit,” but the feedback loop isn’t
necessary in that stack since you don’t want to
go so far as to induce noise. It will be far more
useful to make the feedback loop available on a
single modulator to act as a phantom, “sev-
enth” operator. A quick glance at the available
algorithms indicates that algorithm 18, with its
single carrier, stack of three modulators, and
single modulator with feedback, is the best
choice.

In this algorithm, operators 2 and 3 are both
acting as single modulators, and both have
been set up in a I:| frequency ratio with the
carrier (operator 1). This will produce saw-
tooth-like waves (with all harmonics present).
However, operator 3 has been detuned slight-
ly, and its envelope settings are substantially
different from those of operator 2. These EG
settings provide some sustaining timbre from

operator 3, while operator 2 dies away rapidly
to a sustain level of 0. You'll also want to open
up the feedback loop on operator 3 to maxi-
mum in order to increase the brightness of the
sound. The stack (operators4, 5,and 6) is also
detuned, and the upper modulators (opera-
tors 5 and 6) are set to non-whole number
frequency ratio values so that they contribute
the inharmonic content of the sound {(which
will simulate the “spitting” part of the sound).

Note that the envelope settings fér operator 6
(which ‘causes the highest overtones to be
generated) ensure that it fades away the
fastest, in simulation of the acoustic sound.

You should also use sparing amounts of key-
board rate scaling in order to simulate the rap-
id timbral changes that occur wheri high trum-
pet notes are played - with a small amount of
keyboard level scaling added iri order to slight-
ly “roll off* the effects of the feedback opera-
tor (operator 3) at the topmost registers.
There is also a small amount of velocity sensi-
tivity on the carrier and on modulators 2 and
3, to give you 2 more performance-responsive
patch; that is, as keys are struck more quickly,
the resulting sounds are slightly louder and at
the same time much brighter.

Of particular note is the use of the LFO -
is set to a square wave running at its highest
possible frequency (about 60Hz). This rela-
tively fast-moving periodic signal is then
routed directly to the amplifiers in operators 5
and 6 (the modulators responsible for the
inharmonic content), and, to a lesser extent,
to operator 2 (the detuned sawtooth wave).
The purpose here is to simulate the character-
istic “growl” of the trumpet - an effect derived
from a specific lip technique. Because opera-
tor 6 has maximum velocity sensitivity, this ef-
fect will only become apparent when a key is
struck quickly. ’

Sampling

BECAUSE OF THE broad dynamic range of
the trumpet, it is best to sample this instru-
ment with a dynamic, rather than condenser,
microphone. Be sure, however, that the mike
you ‘choose has a good high-frequency re-
sponse - as this instrument characteristically
produces such a bright sound.
" You'll probably want only a little bit of room
ambience, so try to sample this instrumentina
small room, and place the mike six to twelve
inches away from the bell. As mentioned
above, the bell of the trumpet has the effect of
beaming the high-frequency components
straight ahead, while it disperses the lower-
frequency components of the sound more or
less omnidirectionally. With this in mind, you
should position thé mike directly in front of
the bell if you want a very bright sample -and a
bit off to the side if you need a warmer sound.
Again, this beaming and dispersion effect is
MUSIC TECHNOLOGY JULY 1987




more pronounced in the trumpet than in any
other brass instrument.
In general, little signal processing is re-

quired when sampling a trumpet sound. If your
mixing board is clean - and your recording sys-
tem can handle the high sound pressure level
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(spl) that emanates from the instrument - you
shouldn’t need any compression or limiting. If
your mike placement is good, you will proba-
bly not need any equalization either. It’s best
to take at least four samples of the trumpet
per octave (that’s one every three semitones
for those of you who weren't born with inter-
nal calculators). These samples need not be
particularly long - but just long enough to get
past the initial attack and into the stable, sus-

taining portion of the sound. One-second
samples should be long enough - and since the
trumpet is a sustaining sound, looping can do
the rest.

Needless to say, the loop points have to be
chosen carefully You should be able to hear
(or see, if you're using a waveshape editing
program) a clear attack portion that contains
the “spit,” followed by a stable sustaining
portion as the standing waves are finally gener-
ated within the instrument. You'll need to
loop in that latter area, but be careful to avoid
any vibrato points. We found that the best
looping points generally occurred at least
300msec into the sound. The loop itself should
be moderately long - on the order of at least
100msec. You can then either truncate the
sound at the end of the loop and use a slight
amplifier-envelope release time to simulate
the natural ambience - or set your sampler to
jump to the end of the sample after key re-
lease; to give you the actual ambience you rec-
orded.

Because of the relatively small amount of
processing involved, you should find the trum-
pet to be one of the easiest acoustic instru-
ments to sample. [

Wanna use all those mic inputs?
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Our new DBS Eight Channel Console Interface is specifi-
cally designed to adapt the outputs of keyboards, drum
machines and samplers to your console’s

low-Z balanced mic inputs—economi-

cally and with full fidelity. The DB8 also

gives you the freedom to locate instru-
ments some distance from the console

without signal degradation. Equal to eight low-noise
active transformerless direct boxes in a single rack

4

mount chassis, the DB8 frees you to mix and process

each instrument sound for total
creative control. Available now,
factory direct or from your favorite
dealer. Call 1-800-433-5373 or in
Texas call (214) 358-4800.

Applied Creative Technology Inc.
105629 Olympic Drive, Dallas, TX 75220 USA
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If all these Fairlights look the same it’s
because they are.

Each one is designed and hand-built to
the same exacting standards, with the same
16 bit sound quality, as our much-praised
16 voice, 14 megabyte Series III.

The difference is, now there’s a Fair-
light to suit your exact need and budget.

We call them e-x—p-a-n-d-a-b-l-e
Fairlights. Not a set model range, instead
it’s a series of compatible options that
allow you to choose any configuration and
expand its capabilities.

Right on up to an 80 voice, 40MbRAM
Series III with Gigabytes of Hard Disc and
Optical WORM Disc Storage.

How much
Fairlight
do you need?

There are no limitations. You don’t pay
for features you don’t need. But you do get
the exact Fairlight for the job.

Just decide what you require for your
composition, arrangement or production
role and we’ll build the Fairlight to suit.

Even our basic Fairlight
is far from basic.

For $39,950" you will start with a rack-
mounted or portable Fairlight, that is
unchallenged by anything near its price.

16 bit Digital audio quality with over-
sampling capability ensures the sound that

has made Fairlight the world’s leading digi-
tal audio production system.

Eight voices provide the versatility
required for most session work. And, if
required, Fairlight’s multi-port MIDI capa-
bility allows the control of up to 64 exter-
nal, sampled or synthesized voices.

Advanced softwatre.

This is sampling in its purest form
from the people who invented it.

Stereo sampling, Page R and CAPS
Sequencers, Waveform Editing, FFT analy-
sis and resynthesis, and an extensive sound
library are all included.

SMPTE chase/lock provides the ideal
setting for structuring
musical scores, laying-
in sound effects, and
synchronizing to multi-
track tape and disks.

A time-code trigger/
event generator also
lets you program com-
plex SMPTE cue lists
for film and video post-
production.

Real-time effects
allow complete control
of attack, decay and
vibrato for a realistic
acoustic feel.

You have at your
command every major

section of the orchestra, and just about any

synthetic and composite sound you could
ever have reason to use.

Design your own Fairlight.

For full details and a demonstration of
the new e-x-p-a-n-d-a-b-l-e Fairlights,
call your nearest Fairlight office.

Los Angeles (213) 470 6280, New York
(212) 219 2656, Toronto (416) 964 1885.

Fairlight dealers — Chicago: Gand
Music and Sound (312) 446 4263. Miami:
Limelite Video (305) 593 6969. San Francisco:
AIC (415) 686 6493.

*Prices and specifications are subject to change without notice Systems above 16 voice require external rack mount units (not shown), delivery late 1987 $39,950 system does not include music keyboard
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REGENERATION

Many electronic instrument manufacturers are working to avoid obsolescence by offering updates
to their existing products. We look at three such revisions in the rapidly changing world of
sampling. Text by Chris Meyer and Bob O’Donnell.

F WE WERE asked off the cuff whether

synths or samplers become obsolete

more quickly, we would have to say,

“Samplers, of course.” New ones are an-

nounced every few months that are leaps
ahead of the previous generation - witness the
likes of the Casio FZI, which will undoubtedly
lead to a preference for 16-bit machines and
perhaps a bloodbath for the [2-bit
instruments.

But one advantage that samplers have over
synths with regard to obsolescence (which, in
fact, may be due to the current state of affairs)
is that synths don’t seem to get updated very
often, whereas virtually every sampler cur-
rently available has received (or is receiving)
both software and hardware updates - from
facelifts to overhauls. The capabilities of
the updated instruments are generally much
54

greater than the originals and consequently,
deserve a second look. Here are a few of the
most recent revisions, to keep you up to date.

Oberheim DPXI Version
1.3

WE BEGIN WITH Oberheim, who have been
busy adding features. We now have the ver-
sion 1.3 software release for the DPXI (which
came out very quickly, | might add), that adds a
whole group of features, plus hardware modi-
fications that add individual outputs and pro-
vide the capability to use Optical Media Inter-
national’'s CD-ROM unit.

Before going any further, | have to admit to
being among the first to knock the DPXI -
who needs playback only! A person needs to
be able to sample, and edit those sounds!

However, here in the real world of trying to
do MIDI sequencing with a sampler, | often
find that | could definitely use more than one
disk’s worth of sounds to pull things off ~ and |
certainly didn't need to spend extra money on
features redundant with my existing sampler
(ie. sampling and editing).

The DPXI sounds better than an Ell or a
Mirage on their own disks, and almost as good
as my Prophet 2002 (I swear - | wanted it to
sound just as good, but it falls a hair short). It is
also rack-mountable, and lists for $1000 less
than another identical 2002. So, | was curious
to see how the new features swayed my vote.

The most eye-raising software change in
version 1.3 is the ability to write your own
disks. Oberheim claims this is just to ease ar-
chiving of sounds. What you (and I} the user
are more anxious to learn is that it actually
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loads its own disks faster than the source disk
(since some of the conversion to its own inter-
nal format has already been done - particularly
significant in the case of the Ell, which took
some 10-15 seconds extra to convert).

The new software also makes the DPXI
“more compatible” with the samplers it emu-
lates (no joke intended). For the Prophet
2002, it now also supports Fixed Output
mode and alternate release on envelopes; for
the Mirage, it now implements looping and
fading of samples more accurately; and for the
Ell, the hold pedal now reacts as it would on an
Ell itself. There are also a handful of other
small but useful enhancements, such as the
ability to have single samples requested and
received via the MIDI Sample Dump Standard.

The individual outputs modification was
something that was requested from the very
day the DPXI| was announced, and users will
be glad to see it finally there. Yes, it indeed
works just as it would on the source sampler,
but it actually has a few enhancements. For
one, the base channel may be rotated around if
using a 2000 disk in Mono mode (see Getting
the Most from Mono Mode, MT September '86
for further reference). Second, pitch-bend and
modulation may be received per sample in
Mono mode, which the 2000 could not do.
Since | intend to get into guitar synthesis, | was
particularly excited about this one - Mono
mode operation, including individual articula-
tion per string/voice, is all but essential to
most players. However, there is a slight bug in
the current software revision concerning this
feature - it is possible for the voices to be-
come confused and start getting detuned from
each other if they are stolen while being bent.
Thankfully, Oberheim is already working to
cure this one.

And finally, the CD-ROM interface. For
those who do not know, Optical Media makes
a CD-ROM unit (the CDS3) for the Ell that
allows about 500 disks’ worth of information
to be held on a single CD. (They now have
two disks in this series.) It transfers sound via
the RS422 port on the back of the Ell, and the
DPXI, with this revision, also sprouts such a
port. This means that “disks” get loaded faster
than a normal floppy would, and handling
them is much easier - just call them up on the
CDS3's handy-dandy hand-held remote.

Load time with the DPX| is not quite as fast
as the Ell, since it must spend the aforemen-
tioned 10-15 seconds converting the special Ell
format into 12-bit linear. The DPXI loads all of
the OMI banks correctly, but there seem to be
problems with some of the banks that have
positional crossfades - holes are left in a coup-
le of keyboard maps. Also, if one attempt to
abort a transfer in progress from the OMI
hand-held remote, the DPX| will lock up the
system and both units need to be switched on
and off again. And finally, the CD-ROM sys-
tem is pricey - $1995 for the player and re-
mote, and $795 to $995 per CD. However, if
all you intend to do is play back presets (|
mean, that is what the DPX| is all about), you
can buy a DPXI|,a CD-ROM, both CDs, and a
mother keyboard for what an Ell costs - and
have a smaller, better feeling, better sounding
system, with 1000 disks thrown in. Of course it
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will lack any editing features, but it is an angle
to think about.

Combining the DPXI's current updates
with the newly announced ones (built-in hard
disk and the ability to read $900 disks), it is ob-
vious that Oberheim is committed to keeping
this child updated and healthy. Will | buy one?
A very strong “maybe,” leaning towards “yes.”
Will you! Well, like I've said before about
Oberheim’s slightly off-base offerings, “If you
need one, it's great.” You decide. @ CM

Sequential Prophet 2000,
2002, 2002+

CONSIDERING THE POPULARITY of rack-
mounted MIDI equipment, it is surprising that
the Sequential Prophet 2002 and the Akai
S900 have been the only full-featured 12-bit

samplers available for the past year and a half.
Although the Akai lacked some of the features
of the Prophet (and the sound quality issue
between these two is strictly a matter of
subjectives - do you want accuracy or bite?),
its friendiy user interface and individuai out-
puts have given the S900 an edge over the
2002 in the marketplace.

The indifferent user interface is the same as
always (a whole new machine might as well be
released as opposed to trying to remedy it in a
modification), but Sequential has finally ad-
dressed the output issue - and a few others -
with a pair of updates and the release of the
Prophet 2002+.

The 2002+ is essentially a Prophet 2002
with eight additional 4" jacks on the back
(one per voice), a new keyboard mode called
“fixed output” to address these outputs, the
addition of crossfade looping, and a script

P

Valhala

sound choice of professionals!

Bible

ESQ1 PROG. REF. GUIDE
Only $24.95
* All prog. aspects explained.
 Enhance programming skills
* Learn accoustic sound programming

« For novices thru professionals.
* Includes 40-patches explained.

ESQ1 VOICE/SEQ. LIBRARIAN
 Store 400 patches in computer memory.
« Holds 3 banks of sound w/sequence memory.
* Supports swapping of sounds between banks.
* Supports both single & all sequence memary
* For Commodore 64/128 with 1541/1571 dnve

DX7 PATCH LIBRARY - $39.95 (Demo. - $7.50 U.S., $10.00 Foreign) » DRUM PATTERN LIBRARIES (Cass.) - $28.95 - RX11, RX15,
AX21 & TR707 » DTR SOFTWARE LIBRARY - $99.45 - DX7, TX7, DX5, DX21, DX27/100 — C64 w/1541 Dr. « ESQ1 CASSETTES
(40 voices) - $19.95¢a. — 4 ESQ1 SOUND DISK (8Q voices] - $39.95ea. (Send for product information.)

DEALER INQUIRES WELCOME. 1 not available at your local musig store, please order direct.

ESQ1 ROM CARTRIDGE
320 New Professional ESQ1 Voices
* ROM3201 (320 voices) $169.95. The
Ultimate ROM (like 4-80 voice ROMS in one!)
* ROM1601/ROM1602 (160 voices) $116.95ea
* ROMB01/802/803/804 (80 voices) $59.95¢a.
« Featuning: Top 40, pianos, orchestral, synths & more!
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SN

757 NEW TX812 VOICES
 Vol. 1\Vol. 2 (380 voices ea.) $44.95ea.
« Complete library (757 voices) $79.95
* TX81Z wvoices come set-up for velocity

Continental USA Add $3.00 Shipping/Hand|

add 49% sales tax. Canada, Alaska, Hawaii add $7.50

Shipping/Handling tor surface, $12.00 for nmn'an. All other countries, $10.00 Shipping/Handling for surface, $15.00 for air-
mail plus $3.00 for each additional article. All payments must be in U.S. Funds. Prices/Specifications subject to change
without notice. VISA/MC orders less than $15.00 add $1.00 service fee

VALHALA

Box 20157-MT

Ferndale, MI 48220
(313) 548-9360 Ext. 507

ESQ-1 is a trademark of Ensoniq, inc.
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How to choose

the right 4-tracker for

Start with the X-30. You couldn’t do bet-
ter. This is our third generation multitracker
designed specifically for the beginning
recordist. You’ll be making better sounding
tapes faster with the X-30. You can always
tell what’s going on just by looking at the
controls, so it’s really easy to use in all
modes — recording, overdubbing and mix-
ing. Plus it sounds great, thanks to Dolby*
C noise reduction. Plays standard cassettes
with Dolby B code, too, for full compatibili-
ty with your tape library. Remember you’re
buying a tool, not a toy — something that
might turn a career. So if you’re ready to
start, check out the X-30, the smart start-
up. It’s all ready to go.

Move up to the 160. Twice the normal tape
speed (3%/, ips instead of 1/g ips) accounts
for a significant improvement in fidelity by
way of more headroom and better frequency
response. There are in-line insertion points
too, for easier connections with reverbs and
other effects processors.

Sitting MIDI pretty? The 260 has six in-
puts. Synth players andsMIDI users will
especially appreciate the extra two inputs,
No need to record instruments which can
be triggered.to perform in sync, on cue. The
dedicated stereo buss is another hit feature
of the 260. Makes it easier to bouince tracks
and mix.



your neec

The 460 is simply the best multitracker
made. The cassette drive mechanism is so
smart it can sync with video via the Fostex
Synchronizer with software version 30.

The mixing section of the 460 contains 8
inputs (each with XLR-type mic connector,
phantom powering, stereo send, parametric
EQ and solo), 4 buss outputs, a dedicated
stereo mixer for the 4-channel buss; selec-
table monitoring, switchable EED bargraph
metering and convenient, accessible patch
points for flexible syster interface.

The recorder section of the 460 features a
true 2:speed transport (separate record EQ
circuits for 17/ and 3%/, ips), both Dolby B

and C NR, 2-position autolocate -~

search to zero, auto repeat and SMPTE®

EBU sync capability.

One of the hottest production rigs going is
a 460 with the Fostex 8-track. Reference
work on cassettes; masters on open reel;
everything locked together in perfect sync.

So whether your needs are simple or

complex, if they involve a 4-track

cassette/mixer, look to one of these with

satisfaction. While different in features and

functions, each has its fu!l measure of the

Fostex Sound. The Sound of Success.©1987,

Fostex Corp.of America, 15431 Blackburn .

Ave., Norwalk, CA 90650 (213) 921-1i12.

.

HDulby K » remstred makemark of Doby Labs Lookoy Cop,



»“plus” added to the front panel. “Fixed

output” gives a fairly basic, non-editable voice-
to-output assignment - samples | and 9 always
go to voice |; 2 and 10 always go to voice 2; 3
and tl to 3, and so on. This is not as fancy as

both hardware and firmware, and is available
for all three variations of the Prophet sampler.

The Prophet 2000 and 2002 are already out
of production, and the 2002+ may be out of
production by the end of this year. Yet

Prophet “The updates have the same ‘here’s all you really need — come
here and figure it out’ feel as the original machines, but it’s nice to see

Sequential making some effort to keep them current . . .

"

some other units (such as the S900, or even
Sequential's own Studio 440), and requires a
little bit of foreplanning (to make sure that
two sounds which may be playing at the same
time are not sharing the same voice and
therefore cutting each other off), but to be
honest, it actually does what is needed most of
the time.

The crossfade looping feature also picks
certain defaults - linear crossfade, length as
long as possible - which again is not as full-
featured as some, but ends up being the best
solution 90% of the time. Crossfade looping
works for both sustain and release loops in
either a unidirectional or bidirectional format.
The effect sounds a little rough for fades under
IK or 2K in length, but it is otherwise very
smooth. Other features in chis update which
should be of interest to Prophet 2000 owners
include the ability to transmit from the local
keyboard and wheels in Mode 4 (Mono
mode), and the ability to assign and transmit
the second release pedal on the same MIDI
control number as everyone else’s hold pedal.
This hardware and firmware update is available
for all Prophet 2000s and non-“plus” 2002s.

The second update expands the memory to
! Megaword of 12-bit samples. This is not
continuous memory, but acts as two banks of
512K (like the Ell+). This second bank is just
like the first - it can be loaded and sampled to,
played from, and remotely edited (via Sound
Designer or whatever) just like the first one.
Studio bodies may be disappointed at not
getting double-length samples out of the
bargain (only one bank is active at a time), but
it is nice on stage to be able to load up two
disks worth ahead of time (nearly a two-
minute proposition) and have them instantly
available for performance. Having more RAM
on hand also makes it nicer to do raw sampling
- twice as many samples can be taken before
saving to disk or resorting to the terminal
support package. This update also consists of

although their 2Y2-digit LED display looks
even more frugal now than it did back in 1985,
they still sound as good as any other 12-bit
machine, and will no doubt one day be looked
back on fondly as good examples of the firsts in
their field. Given that, even though the up-
dates have the same “here’s all that you really
need - come here and figure it out” feel as the
original machines, it’s nice to see Sequential
making some effort to keep their samplers
(and their owners) current before they're
gone. B8 CM

Roland S50 Version 2.0

WHEN ROLAND FIRST released the S50,
they made a point of explaining that the sys-
tem would be upgradable, and that updates
would be occurring in the not-too-distant fu-
ture. Like other available samplers, the inter-
nal configuration is basically a computer which
can be made to perform different functions
depending on the software which is loaded

whole other category.) Needless to say, this is
an encouraging sign, and there is the promise
of even more updates to come.

Probably the most important new feature
implemented in version 2.0 is the ability to op-
erate on multiple MIDI channels. What this
means is that four different patches can be
played simultaneously (with the full keyboard
range) on four independent channels. in other
words, the S50 can function as four indepen-
dent instruments, one of which can be played
from the keyboard itself, if you so desire. Each
of these patches can have a certain number of
voices allocated to it and can then be assigned
to one of the four multiple output jacks. A
patch can only be assigned to a single output,
however, and as a result, the multiple outs can
only be made use of via MIDI. Therefore, un-
less you assign the different patches to the
same MIDI channel and plug the MIDI Out of
the 550 into its MIDI In, you can only use one
output when you play from the keyboard.
(Roland claims that you'll be able to use multi-
ple outputs from the keyboard with the next
revision, but this should have been taken care
of in version 2.0.) The new multiple channel
operation is not the same thing as Mono mode,
but it is a vast improvement over the original.

Another nice feature included in the update
is support of the optional DTI00 digitizer tab-
let, with which you can do free-hand wave ed-
iting, wave drawing and envelope breakpoint
manipulation. (Hand-drawn waveforms don't
always give the most sonically impressive re-
sults, but they can be a lot of fun.) To be able

Roland “Probably the most important new feature implemented in version
2.0 software for the S50 is the ability to operate on
multiple MIDI channels.”

into it. (The S50's operating system is stored
on each data disk, so updates can be done with
software only - thereby eliminating the need
to make hardware modifications or to replace
EPROMs.)

Well, the not-too-distant future has ar-
rived, and with it has come version 2.0 for the
S$50. The new software adds a number of new
functions (including the ability to convert 1.0
sound files into the new format) and some re-
finements to existing functions. The best part
about it, though, is that it is free to existing S50
owners; there's not even a minimal update
fee. (Roland has been giving away free samples
via their Sound Bank program, but this is a

to change the shape of the envelopes you obvi-
ously have to be able to see them and, not sur-
prisingly, the new software also offers just such
a graphic display (on the connected monitor,
of course.)

The number of available memory locations
for tones has been doubled to 32, even though
the total memory remains the same. Roland
has simply increased the control you have over
available memory by allowing you to split it
into finer divisions (this is true for a number of
features). And speaking of finer divisions, ver-
sion 2.0 also introduces the concept of *'sub-
tones,” which use the same wave data as a reg-
ular tone but have different parameters (such
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as loop points, envelopes, and so on). The benefit of sub-tones is that they
don’t store the wave data a second time and thereby save precious memory.

The looping functions have also been improved with version 2.0. The
S50 now has two types of automatic looping and three types of loop dis-
plays. In addition to the original display, you can now view the entire wave
at once to ease the setting of rough loop points, and also fine-tune the
loop by means of a highly specific, oscilloscope-type display.

The sampling process has been simplified with the addition of pre-trig-
ger and previous sampling functions. The pre-trigger option allows you to
start sampling 10-100msecs before the threshold point so that you can be
sure that you capture a sound’s entire transient, and the previous sampling
option actually records the sound prior to your hitting the Enter button.
Now while this might sound like magic, the way it actually works is that
the S50 starts sampling continuously as soon as the “previous” function is
engaged and constantly updates the memory location that you've chosen,
so that when you hit Enter the sampling process stops and the previous 1.2
seconds (or whatever length you chose) is stored. This clever little feature
can be particularly useful if you sample off of CDs or tapes, because you no
longer need to rewind the CD (or tape) and then guess when you should
hit Enter on the $50. Instead, all you have to do is hit Enter after you hear
something you like and it's been sampled.

Roland has increased the usefulness of the video display with a tone map
feature, which allows you to display the parameters (one at a time) for all
32 tones at once. With it, you can easily keep track of, compare and edit
the various tones from both the Tone Play and Patch Play modes.

Other helpful features include the ability to perform a variety of SysEx
wave and patch data dumps, combine waveforms, truncate samples with
finer resolution, label each disk and add a 48-character note, control pitch-
bend via aftertouch, and finally, you can now enter parameter values with
the 10-key pad as well as the alpha dial.

With version 2.0 software, the S50 finally does what Roland’s initial
hype claimed it would and, on paper, it certainly appears impressive. Not
many manufacturers are willing to give away anything, particularly some-
thing that adds this many new capabilities, and so Roland deserves special
praise for offering the update at no charge.

The.S50 is a powerful instrument, and with new software revisions (or
perhaps completely new applications) already in progress, it promises to
be an important contender in the sampling marketplace for quite a time to
come. @8 BO'D

PRICES Prophet 2002+ $2995; Outputs/crossfade $300 ($50 for ROM only); | Meg memory
$500
MORE FROM Sequential, 305! N. First St., San Jose, CA 95134. @ (408) 433-5240

PRICES DPXI version (.3 software and hardware updates $249; Software only - no charge un-
der warranty

MORE FROM Oberheim-E.C.C., 11650 W. Olympic Blvd., Los Angeles, CA 90064. @ (213)
479-4948

PRICES S50 version 2.0 software - free; DTI00 $325

MORE FROM RolandCorp US, 7200 Dominion Circle, Los Angeles, CA 90040. @(213)
685-514)
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Long time David Bowie guitarist/
musical director Carlos Alomar
steps info the spotlight with his de
but solo album DREAM GENERATOR
Instrumentation: Photon Midi Con
verter intfo Macintosh Plus Total
Music 114 into - Kurzweil 250,
Yamaha DX7, Oberheim OBS,
Prcphet 5, Emulator 11 Plus, PPG
Wave 2.3 With Waveterm, AKAI
5000 Sampler, Prophet 200,
Oberheim Matrix 6R, FBOI, AKAI612

PATRICK O'HEARN

=200

Bassist, synthesist and composer
Patrick O'Hearn continues the
musical journey which began with
his highly acclaimed first release
ANCIENT DREAMS.
Instrumentation: synthesizers, bass,
acoustic and electronic drums, per
cussion and a variety of sampled
objects and noisemakers. Digitally
recorded on Mitsubishi's X800,
X850 and X80

FOR MORE INFO OR CATALOG CONTACT:

Private Music

220 EAST 23RD STREET

NEW YORK NY 10010

1-800-382-4025

OR IN NY 212-684-2533
AVAILABLE ON AUDIOPHILE VINYL, CrO
CASSETTES, AND COMPACT DISC.
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Though they consider themselves a ‘“‘guitar-based” band, Cutting Crew, whose hit song ‘(I Just)
Died in your Arms’ was number one in eight countries, have made extensive use of synths and
guitar synths, and plan on making even more use of them in the future. Interview by Tim Goodyer.

NE RECURRENT THEME in artist

interviews is the commercial

crossover berween the United

States and Britain. How many times

have we read about “the guvs that
left the States to crack the British market
first?”” Or the band that are big over here
but unheard of in their homeland?

One of the reasons for the differences
between the two markets is undoubtedly
their respective media and chart systems.
Over here we have MTV, regional radio
and the Billboard and Cashbox charts. The
60

British, on the other hand, operate a
centralized system based around one
national radio station, Radio 1, and the
Gallup chart. They also have a weekly chart
TV show in Top of the Pops that reaches a
national audience. And then there's the
small matter of national taste . . .

Cutting Crew, with their single ‘(I Just)
Died 1n your Arms’ only recently deposed
from the No. 1 $lot on this side of the
Atlantic, are three Englishmen - vocalist
Nick van Eede, bass guitarist Colin Farley
and drummer Martin Beedle - and a

Canadian, guitarist Kevin Scott
MacMichael. Virtually unrecognized in
England, they represent one such band of
defectors, yet they deny any deliberate
policy of “playing the system,” as singer van
Eede explains . . .

“We aren't a band railored to the media
bandwagon, we won't play that game. And
we haven't chosen to make music for the
American market or the British market, we
just make music.”

Theirs is a brand of good old-fashioned
rock 'n’ roll, but with a liberal dose of
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synth technology to bring it in line with the
'80s. On their album, Broadcast, the
kevboards were looked after by van Eede,
guitarist MacMichael and a number of
guests. But there’s another angle to Cutting
Crew's synthetic tones: MacMichael’s
Roland GR300 puitar synth, for which the
mild-mannered Canadian has endless
enthusiasm.

“I'm a big fan of the GR300 because it's
got such an individual sound. It’s got its
own character. On the album [ used it a lot
for doubling guitar lines to put more
texture in the background; I'd set up an
oscillator an octave above the guitar, and
then tuck it in behind. Where it really
comes into its own is on tracks like
‘Sahara,’ which is a slow ballad. All the
string washes are done on guitar synthesizer.
I think they've got a movement, a swirling
to them that you just wouldn't get using a
keyboard. It's a combination of using the
volume pedal and hand vibrato on the
strings.

“Textures like that have to be lush, and
that's where the guitar scores over a
straight-ahead, hands-on keyboard. When a
song needs something extra, when it needs
more than just notes, that's when | like to
use the guitar synthesizer.”

Being such a fan of the GR300, it seems
strange that MacMichael hasn’t gone for any
of the more recent developments in guitar
synthesizer technology, especially those
based around MIDIL

“lt is way behind a lot of the current
guitar synths,” he admits, “but some people
still like Farfisa organs, and 1 still like the
GR300. Adrian Belew used to Jdo some
fantastic things using one, he used it on
Discipline. 1 think that's a classic example of
what you can get out of it. He's using the
GR700 now. I haven't heard any of his new
stuff but [ found the time lag on the
GR700 and the fact that it's just a glorified
JX3P, which isn’t my favorite synthesizer
anyway, meant I'd rather sit around ard see
what's going to happen next.

“l want to have a look at the Stepp
guitar soon. One of the things abour the
Stepp is that it’s a guitar synthesizer. I'm not
really interested in MIDI because 1 don't
want eight rack-mounted DX7s with my
guitar firing them all up, | want something
that involves the performance aspects of the
guitar. I'm not trying to be Keith Emerson
with my Strat.

“One of the most integral parts of my
style is the volume pedal. Sometimes it's a
bit of a drag because it makes you a bit
static on stage, but I don't know how
anybody could do much without the
volume pedal, especially with bowed-type
sounds. [ mean, you can fiddle about all
day trying to get the attack on a sound just
right, but there's nothing like being able o
control it in real time with your foot. I'm a
big advocate of the volume pedal.”

It's reassuring to learn MacMichael hasn't
neglected the more traditional side ot his
MUSIC TECHNOLOGY JULY 1987

guitar playing, and there, too, the GR300
holds his interest.

“l fancy the Roland as a guitar as well as
for the synth section. It’s got some lovely
Strat-type sounds in it. If you put all that
through an {banez Multi-eftects Unit -
that's the 405, the one with compression,
parametric, stereo chorus and analog delay
- it's a very sweet guitar. I've also got one
of the new Roland DEP5s, which is a great
beast.”

IRST AND FOREMOST, Cutting
Crew regard themselves as a “puitar
band,” a statement borne out by their
lack of a dedicated keyboard player.
Their use of synthesizers is to add
color and texture to their music but, rather
than restricting them, they claim this has
actually broadened their outlook on
synthesized sounds.
“The synths are very important,” asserts
van Eede. “Because they're used primarily
for color, we have to use a very wide

start to veg out. | need toys around to play
with to keep me happy.

“There’s one track called ‘Fear of Falling’
that’s got sampled sheep on it. It has
relevance to the song because it’s about
being sold down the river in New York; it's
a bit of a personal vindication, so | thought
we'd get some sheep . . . But they're in
there ior all the headphone freaks if they
want to find them.

“I'll sit at home with my Commodore 64
and some drum software and let it amuse
me. Then something will come from there.

I don't like that to form the backbone of a
song, because if that's the case | don’t think S
you've got a song to deal with. I'll look for
something that | can see as four bars of an
interesting idea, then, when I get a good

song, maybhe I'll use that. I'm continually
putting things on file for later use.”

Between van Eede's singing and
MacMichael's guitar antics, responsibility for
Cutting Crew's on-stage kevboard plaving
has had to be delegated. Until now, a series

“All the string washes are done on guitar synthesizer. I think they’ve got a
movement, a swirling to them that you just wouldn’t get using a keyboard.”

variety of sounds. Some bands are
recognizable for their synth sounds alone,
but we don't tend to stick with the same
ones - they all have to be different colors
that let the guitar weave around them.”

MacMichael gives the guitarist's version
of the story: “I've sort of reacted against
modern technology, because the last band |
was in was a real techno-pop band where
we had everything MIDI'd up and the
drummer playing to a click-track to keep in
time with a LinnDrum. But [ found the
heart and soul of the matter started to
disappear, and that's why Cutting Crew is
very much a guitar-based band. The
keyboards are there but we use them in a
supporting role.”

Alongside van Eede's and MacMichael's
synth plaving and Colin Farley's piano
work, Broadcast includes Peter Woodroffe's
Fairlight and contributions from Dave Le
Boult (of Laurie Anderson fame) and
Jethro Tull's Peter Vettese.

“Peter was a real joy to work with,”
recalls MacMichael. “He's a real sweetheart.
We’d just set up a track in the studio and
say, ‘what do you think this needs, Peter?
and he'd start playing. No chart, nothing.
He'd just listen through once and he'd
clocked it, then he'd start throwing stuff in.

“I tend to be the manic one who'll come
in and listen to a track and just stick
anything down. I'm a big fan of sampling
keyboards used for what I think they are -
toys, very expensive toys. I'm not trying to
upset all those digital fans out there, | like
them for dropping in interesting little
afterthoughts.

“What d'you do with toys? You have fun
with them. And out of the fun comes
something that you can work on. | find |
need stimulation all the time, otherwise |

of session players has passed through the
ranks, but the vacancy is about to be
permanently filled.

MacMichael: “*We've just hired our first
full-time keyboard player for live work. His
setup is pretty extensive — a Prophet, a
Mirage, a bank of DXs - and with that lot
he manages to recreate the stuff we had on
the album. He’s had it easy up 'til now -
he's just had to walk in on one of the parts
that Peter Vettese or myself has already
done - but now I'm going to spend some
more time with him working on sounds for
the next record.”

HE COURSE OF recording
Broadcast was anything but smooth.
leading Cutting Crew on a tour of
studios in England and America, and
through a succession of producers
before finally sharing the production credits
themselves. Both van Eede and MacMichael
agree it was an instructive period, but . . .

"It was the first major project any of us
had got stuck into,” recalls MacMichael.
*We made a lot of mistakes and ended up
firing three producers in the process. There
were no hard feelings, it was just that what
Nick and I had in our heads wasn't getting
translated onto tape, and we weren't clever
enough to be able to go in and do it all
ourselves. What it boiled down to was that
we were so opinionated, we needed a
brilliant engineer to co-produce us. He was
Terry Brawn. The single, ‘Died in your
Arms,’ is actually the third recording of that
song.”

“Certain producers got involved at the
24-track analog stage,” continues van Eede,
“then we came back to England to a guy
who wanted to go 48-track. That didn't
work out, so we went to a guy who didn't P
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CONTROL BASS ACOUSTICS

THE ONLY ACOUSTICAL
TREATMENT SYSTEM

» Broadband Effective 400 Hz. Thru 40 Hz

* Corrects Low End Phase Distortion

* Damps Standing Wave Room Resonances

¢ Reduces Room Resonance “Q’' Response By 4
* EQ’'s Low End RT-60 Decay Constants

« Packs 15 Sabines Absorption Into Each 3' Tube
* Midrange, Adjustable Ditfusion

* Light Weight, Sturdy and Very Portable

* Versatile, Pressure Zone Bass Trap or GOBO

1-800-ASC-TUBE

ASC ;-

SCIENCES
P O. BOX 11156 EUGENE, OREGON 97440

CORPORATION
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P mind if it was 24-track or 48-track, as long

as we went digital. So vou find you're
overdubbing in a digital studio on a copy of
stuff that's four months old, recorded on
24-track aralog equipment. We ended up
working with copies abroad, so the masters
were all safe at home, and twice we sat in a
studio in LA, put the tapes up and all that
was there was a couple of sequencer
patterns and a sampled snare drum. There
we were, waiting to do a mix, and the
producer was saying ‘you guys are pretty
minimal, aren't you?’ ”

Eventually the recording settled down to
the peace of the English countryside - a
peace that was quickly shattered, if Cutting
Crew's after-dinner stories are to be
believed. The studio there turned out to be
well-suited ro their needs.

MacMichael: “We worked in a really
magical studio called Comforts Place in
Surrey. They have every imaginable
keyboard there hard-wired in - it’s
wonderful. You can try anything you fancy.
If you want something on the Fairlight, or
the Emulator, or the Kurzweil, you just
have to push a button and it's through to
the desk. They already had the sheep there
amongst a lot of animal noise samples for
the Emulator I1."

Chaotic? Certainly. Educational?
Apparently. Satisfactory?

“The first album portrays the songs of
Cutting Crew, but the spirit has evolved a
iot since then,” says van Eede. “That’s what
we want to concentrate on capturing on the
second album. We want something that's
not quite so clinical, that's got a bit more
air and space.

“For the last album, when I'd written,
say, ‘Died in your Arms,” we could sit here
and strum it on an acoustic guitar. Then,

when we'd take it into the studic with the
other guys, we'd have to teach them their
parts because they hadn't really become part
of the band. Naw they go out and play
wondertully because they've done two
tours, but it takes that time to happen.
Kevin'’s into computers now too, so I'm
sure we'll do a lot of work at home before
we go into the studio again.”

According to van Eede, the band really
wants to get into more spontaneity. “On
tour I'd love to be saying, ‘Here’s a song we
finished this morning - 1, 2, 3 .. . It’s like
when vou're plaving in bars and the
drummer’s just written a new song; you
don’t know it but you're going to plav it
anyway. You have that feeling of, ‘Oh shit,
what's the next chord? I've forgotten.” And
then the drummer plays the fill in the
wrong place . . .

“I want to get some of that back into the
band. When you get into the world of
recording and hit records, you go out and
play your album, then you have to wait
until the next tour to play the next album,
and that's terrible

“1 want Kevin to be more off the wall.
He's the most melodic guitarist F've ever
worked with but, at the same time, he's got
a really wild streak in him. On tour, when
he's had one too many German beers, it'll
come out and it's great. | want to capture a
bit more of that. | want to be more daring,
take a few more nsks.

“I think it comes down to tangents. We
want the band to be looser, bur we still
want a lot of 1987/58 technology in there,
and that will probably come from Kevin
sitting in his bedraom with a computer.”

In which case, Kevin Scott MacMichael
will find himself in plentiful company. ®
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NEW! More Great Synth, MIDI and Drum
Machine Books from Alexander Publishing

And by special arrangement, you can now order them directly from Music Technology

Synth Manufacturers are like many a great
artist: they can do it, but they can’t always
explain how they do it. or how you can do it.
And of course, the unhappy result is a poor
manual that's frustrating at best. Thankfully,
the solution to this problem comes from that
new L.A. company Alexander Publishing. All
their books are written simply by top L.A.
professionals. They cover the small details
that aren’t in the manual and are difficult to
figure out. And best of all, their books are
now recommended by Yamaha, Ensonig. !
Korg and Oberheim. And us. too! So pick

what you need and order from us today.

Getting The Most Out Of Your Ensoniq

ESQ-1 hy Bob Wehrman. Completely

covers all MIDI implementations.

advanced concepts on sequencing. detailed
discusston of each of the waveforms used.
analysis ol key patches. Special Tweaking
section contains the 10 most common
tweaking requests given to studio

synthesists by producers and how to do |
them without being a programming I
specialist. Over 100 pages. Just $19.95.

Ensoniq ESQ-1 Advanced Programming
Guide by Bob Wehrman. Covers advanced
applications and programming of the
ESQ-1. Covers digital wave synthesis. the
10 sounds people most want to program
from scratch. plus a few exotic ones as
well. Over 90 pages. just $19.95.

Getting The Most Out Of Your Oberheim
Matrix-6 hy Jeff Burger. Jelt's book makes
the Matrix-6 so simple . ... Covers MIDI
basics and set-ups. advanced MIDI
concepts including patch mapping. how to
split the Keyboard. how to layer sounds.
how to zone sounds. 10 studio situations
for tweaking sounds. basics of analog.
analog and the Matrix-6. FM on the
Matrix-6. Matrix Modulation and much
more. Over 100 pages. Now just $19.95.

How To Make Your Drum Machine Sound
Like A Drummer by David Crigger. The
February. 1987 issue of MT said this book.
“oowill help you get the mechanical feel
out of your drum patterns.” Covers these
styles: pop/rock. pop/rock fills. funk/R&B. |
shuflles. reggae. country. latin and more.
Compiletely details the operations of each
instrument including real-time and step-
time write. song mode. cte. Detailed
instruction on synchronization. MIDI. and
sequencing. Over 300 musical examples
fully recorded on the accompanying one-
hour tape. 135 pages plus one hour

casscette.
Yamaha RXII/1S ... ... ... .. Just $29.95
Roland TR305 .. ... .. ... .. .. Just $29.95

New! Korg DDD-1 . ... ...
Covers new Sampling card!
NEW! Korg DDD-S........ ... Just §29.95
NEW! All make and Model Version

with one-hour tape oo SO

. Just $29.95

Hallelujah!
Now Shipping Books On
New Yamaha Equipment.
| Don't hold back. Get your copy |
of these important books on the

DX7IED, RX5. TX81Z
and the FBOI.

NEW! Volume 1

| Yamaha DX7IIFD.......... Just $19.05 |
NEW! Yamaha RXS Drum Machine
| with 52-minute tapc........... Just$29.95 |

JJust $16.95 |
....... Just $9.98

INEW! Yamaha TX81Z
NEW! Yamaha FBO1 ...

NEW! Drum Drops For Drum Machines
Finally, the return of Drum Drops
updated for the '80s. Like Drum Drops of
old. you have four complete top 40 songs
laid out for you with the complete drum
tracks. But instead of having the drum
tracks on a record you get them on data
cassette as drum patterns for your specific
drum machine. The accompanying
booklet gives you the pattern list so you
can quickly string them together in song
mode. Completely set up in verse-chorus
form. But that's nat all' Each of the
patterns stands alone. So you can either
use them in the suggested set-ups or
anyway you want. Data tape fully

warranteed.

Yamaha RX3 e w T 77 L S$12.95
PRS0S 98. e ine . bd BB oo Y RV
Korg DDD-1 ... .. p— ....S1295

Korg DDD-5 $12.95

NEW! Advanced MIDI Users Cuide

by Jeff Burger.

This is a pragmatic. practical book that
you just have to have. Covers a review ol
MIDI basies.
advanced features
like spillover.
release velocity,

YES: RUSH ME These Tides:

NEW! Touch Sensitivity, Volume 1 with tape
by Jack Wheaton. Designed lor use with a
sequencer and a programmable synth
(especially if it split the keyboard). Volume
I cleans up technique problems. gives an
1SOONIC exercise o improve
neuromuscular control. builds kevboard
control. real time write exercises, basics of
composing, building spread harmonic
pads. left-hand technique for effective bass
lines. how 1o articulate specific kinds of
sounds so they sound like that instrument.
Improvisation basics. diatonic chord scales
and their role in pop/rock music. basic
arranging concepts for the pop/rock song.
specitic voicing techniques for strings,
brass and woodwinds. song forms. basic
reading skills. more. Book with tape, just
$24.95.

HOW TO ORDER
For fastest shipping. call 818-892-0111 for
MC/VISA. For mail orders. make checks
or money orders payable to Music Maker
Publications. ¢/o Music 'lcchnolog_x. Dept
Juk7. 14536 Roscoe Boulevard. Suite 110,
Panorama City. CA 91402, Add $2.50
shipping for first book. $2.00 for each
additional book. In LA/BART Counties.
add 6.5% Cal sales tax. Other CA
countics. just 6% sales tax. Quiside US:
add $5.00 shipping and handling per book
with checks payable in US funds through
a4 US Bank only. Sorrny. not CODs.
Shipped UPS. Please allow 3-4 weeks for
delivery.
Advanced orders being accepted on these
titles now in progress:
Roland S50 Sampler $29.95:
Volume 2 S19.95;
Volume 2 $2495:

DXT7IIFD
Touch Sensitivity
Roland D50

$2195: Roland MCS500 $1995:  Korg
DS-8 $1695.  Korg DW8000
S1695: MIDI and Home Recording

$19.95 Reserve your copy now

Mail to:
Music Maker Publications,

polyphonic TS Amgunt c/o Music Technology.
pressure. active ~ _ Department CC,
sensing. patch 7361 Topanga Canvon Boulevard.
mapping. system Canoga Park, CA 91303
exclusive. .
controllers vs. My name is
slaves. little black .
boxes: MIDI B 3 Lo n
aceessorices, My Apt # is__ n .
advanced Sub-Total
sequencing. MIDI CA Sales Tax City__ : _
Synchronization. s
SMPTL-to-MIDI Shipping tate_
conversion. zi
triggering non- Total 2 -
instruments with MC/VISA# Sendcatalog___ ?Inbbon
MIDI. Much more. |

EXP . Real Usable Sounds?. ~
Just $19.95. SIG | Synths/Sampler owned? _




Yamaha TX81Z FM Synth
& MDFE1 MIDI Data Filer

Yamaha's second multi-timbral synth module shows
. improvements in sound quality, packaging and flexibility. As if
that isn’t enough, the MDFI MIDI disk drive caters to the
TX8IZ'’s storage needs as well as those of other MIDI
instruments. Review by Rick Davies.

HEN YAMAHA INTRODUCED

the FBOI, many FM enthusiasts

were both very happy and very

frustrated. Happy because they fi-

nally had access to an inexpensive
multi-timbral sound module. Frustrated be-
cause they needed an external computer and
voice-editing software to program it, and be-
cause the four-operator voice architecture
didn’t provide the flexibility that six-operator
instruments had.

The newest tone generator from Yamaha,
the TX8IZ, addresses both of these concerns.
It is programmable from the front panel (al-
though the process is a bit tedious) and its
four-operator architecture has been beefed
up by offering a choice of different waveforms
with which you can begin the synthesis pro-
cess. Like the FBOI, the TX8IZ is an eight-note
polyphonic FM synth, capatle of producing
eight different timbres at the same time.

The TX8IZ chassis is of the single rack space
variety, which alone is a significant improve-
ment over the FBOI. The back panel features
the standard MIDI In, Out and Thru sockets, a
DIN cassette interface, a non-detachable
power cord, and two audio outputs (*I/MIX"
and “1I"). Headphones plug into a front panel
socket, where they join a 32-character LCD
and 11 switches (four for mode selection, two
for parameter selection, two for data entry,
two for master volume/cursor controls, and a
“Cursor” switch which toggles the function of
the master volume switch.

Sounds

THE FM SOUND is certainly no longer a nov-
elty, and the way it is produced is no secret:
sine waves (generated by “operators”) multi-
ply with, and add to one another to produce
complex waveforms. The timbre of these
waveforms depends on the number of availa-
ble operators, how they are connected (de-
termined by the voice's “algorithm™), their re-
spective levels and tunings, and how they
change each time a note is played.

Sounds simple, doesn’t it? | won't try to
convince you that it’s easy to program, but it is
possible to learn the system a little at a time.
The real trick is in getting access to all of these
parameters with minimal hassle (but more on
that later).

Given that the TX8IZ is a four-operator in-
strument, one would expect its voices to re-
semble those of the DX27 or DX100 more
than the DX7. But in fact the TX8I1Z’s sound is
different from all of those instruments’, be-
cause its operators can generate seven differ-
ent non-sine waveforms. To get even a static
complex waveform on any other FM synth,
you would have to use at least two operators,
so there is a chance that the extra waveforms
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will compensate for the four-operator restric-
tion. But do they really?

To a limited degree the answer is: “yes.”
Three of the eight available algorithms have
three operators running in parallel, so that you
can easily detune three distinct waveforms and
get a thick sound, and through creative envel-
oping you could fade operators in and out - a
poor man's additive synthesis, really.

But if you want filter-type effects, you're
still going to have to use a couple of those pre-
cious operators as modulators, and though the
range of timbres is greater with the new wave-
forms, this is no substitute for two additional
operators. (Although two voices can be doub-
led for the equivalent of an eight-operator
voice in exchange for reduced polyphony.)

A nice touch is the TX8IZ's “reverb” con-
trol which is not actually done with signal pro-
cessing but gives a reverb-like effect by ex-
tending envelope release stages over a variable
amount of time. It’s not a substitute for the
real thing, but it is certainly worth using from
time to time.

The TX8IZ's 160 factory voices do a good
job of showing off the new face of four-op FM
- a cross-section of traditional DX-type
sounds plus a few surprises. Brass, woodwind
and various plucked and hammered instru-
ments are well represented, as are a variety of
strings which work remarkably well for a four-
op instrument. (Sure enough, examination of
the string voices reveals extensive use of the
new waveforms.)

Now, 128 of the “Single” voices are ar-
ranged in four banks (A to D) of 32, and
though they may be edited, they can only be
stored in the remaining 32 user-programma-
ble voice locations (Bank “I"). Bank | comes
from the factory already loaded with voices
(which are not duplicates of any of the other
voices), so if you're planning on doing any edit-
ing, look for some form of voice storage right
away. In this case, your only options are the
cassette interface or MIDI.

When in Single Play Mode, the Parameter
and Data Entry switches select the voice bank
and number, and the TX8IZ behaves as a sim-
ple, eight-voice synthesizer - no splits or lay-
ers. Simple, predictable, and the best place to
start to get acquainted with the TX. Two
TX8IZ's can operate together as one 16-note
polyphonic instrument by setting one TX to
respond to all even notes and the other to re-
spond to all odd notes. Thus, both TX’s can be
driven by the same MIDI controller, rather
than having one TX's MIDI output “overflow”
to the other TX's MIDI input when its eight-
note capacity is depleted.

To play more than one sound at the same
time, you select one of the 24 programmable
“Performance™ setups. These automatically
select up to eight Single voices, and set them
up to suit whatever controller you are using ~
whether that's a keyboard, guitar converter or
sequencer. This is how you can achieve splits,
layers, or multi-timbral sequences. Although
the options are many, programming Perform-
ance programs is very easy, and mainly entails
selecting up to eight Single voices in Perform-
ance Edit mode, and then assigning them to
any combination of note ranges, MIDI chan-
nels, audio outputs, transpositions, tuning off-
MUSIC TECHNOLOGY JuLY 1987

sets, and volumes. To make life easy, Yamaha
provides several initialized performance set-
ups, including splits and layers, which require
you only to select the voices you want to com-
bine - the defaults take care of the rest.
Each performance setup can invoke one of
13 microtonal keyboard tunings (11 preset and
two programmable) and one of three pro-
grammable “effects” - *“delay,” “pan,” and
“chord.” Yamaha deserves credit for support-
ing alternate tunings (even if the majority of
TX owners are not likely to make much use of
this feature), but the TX8IZ's effects are the
subjects of my rantings and ravings for this
month. Except for the problem of using a
preset LFO to automatically pan voices across
the audio outputs (which is essentially what
happens if you use many of the preset voices in
your Performance setups). the effects make

this instrument a lot of fun. The “delay” effect
is, like the “reverb” feature, not a digital delay,
but uses any available voices to repeat notes,
and can raise or lower the pitch with each
echo. The “chord” feature lets you program a
four-note chord for every note you play. This
is light years beyond the old “chord latch” ap-
proach, and is a blast for single-note soloing.

Needless to say, the Performance mode is
where the TX8IZ really gets a chance to show
off. | tried it out with two guitar-to-MIDI
converters, and in both cases | found the
TX8IZ could adapt to anything | threw at its
MIDI input; this makes it equally suitable for
MIDI sequencing.

Programming

I DON'T WANT to fill this review with “what
do you want for $450?" remarks, but the

EEEEE

If you have a drum
machine, we have the

other half.

It's UpBeat for your Macintosh. The smart rhythm programmer for all MIDI

drum machines and synthesizers.

UpBeat is easy to use, yet its features include a detailed graphic editing
facility, intelligent fills and improvisation, multi-track/multi-device capability,
MIDI recording, and a song structure editor. It all adds up to the perfect

partner for your drum machine.

See how easy it is to have fascinating rhythm. With UpBeat , the next
innovation from the creators of M and Jam Factory.

Visit your local dealer. Or call or write us for information and a free brochure.
Demonstration disks are $5 each for any of our programs. Just send us a
check and tell us which disks you want.

Intelligent Music
PO Box 8748

B Albany NY 12208
(518) 434-4110

Macintosh s a trademark licensed 10 Apple Compute-. Inc UpBeat. M. Jam Factory. and
Intelhgent Music are trademarks of Intelligent Computer Music Systems. In
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TX8IZ really would have benefited significant-
ly from a data entry slider and better parame-
ter organization. After reading the manual you
get the impression that the TX8IZ’s designers
left no stone unturned, but programming this
instrument leaves some question as to how
well some of the features interact.

The Single Utilities section is where the
MIDI controls reside for the TX8IZ's transmit
and receive channels, and its response to note-
on/off, program changes, pitch-bend, continu-
ous controller, and System Exclusive mes-
sages. System Exclusive dumps are initiated
from this area. The effects settings are also
programmed here, though they can only be
used in Performance mode. This is an example
of the sometimes frustrating placement of
some functions within the TX8IZ's system.
There are several other MIDI-related controls
which are accessible only in Edit mode since
they affect each voice individually rather than
the whole instrument. These include the key-
board mode (poly or mono - not to be con-
fused with the MIDI modes), and ranges for
pitch-bend, breath controller and mod wheel
MIDI messages.

When | was testing the pitch-bend re-
sponse in Performance mode with a guitar
controller, | had to enable the pitch-bend pa-
rameter in the Single Utilities area, and then
make sure that all affected voices had the
pitch-bend range set appropriately in the
Function section. The trouble came when |
tried to save preset voices after editing their
pitch-bend ranges. The only place where ed-
ited voices can be stored is in the “I"” bank, and
those 32 locations can get used up really fast.

If you have a MIDI storage device such as
Yamaha's MDF| (coming up in a moment),
you can get around the TX81Z’s limited RAM
by storing banks of voices, effects, and other
system data separately. It's not as fast as ran-
dom access, perhaps, but it's faster than
reprogramming the TX8IZ each time you
need new voices.

If you're going to do any serious program-
ming, you'll want to look into software sup-
port (Bacchus Software and Poshek Produc-
tions have both announced editor programs
already), but considering how few memories
there are in the TX8IZ, the computer could
end up working overtime just as a librarian
when it really could be doing other things.
That’s where dedicated MIDI storage devices
come into the picture.

The MDFI

QUESTION: HOW DO you get excited
about a disk drive? Answer: try writing a re-
view on the same computer that you'd nor-
mally use for backing up synthesizer patches.
Not everyone can afford a dedicated comput-
er for every application, so there is obviously
still room for specialized devices like the
MDFI, Yamaha's first dedicated MIDI Data
Filer. It is intended for the storage of patches,
drum patterns, sequences, samples - or what-
ever the occasion calls for - on 2.8” Quick
Disks. While this may not be everybody's
favorite format, it did allow Yamaha to prod-
uce the MDF| for well under $400, making it
66

worthy of a parking space in a MIDI switcher

where it can reach everything in a system.
It takes a while to get used to the way that

the MDFI communicates its messages with a

since its files are so small.

The MDF| doesn’t discriminate against
non-Yamaha products, either, so you can also
connect effects units, drum machines (or

single seven-segment LED display, but it even-
tually becomes clear that there's not a whole
lot for it to tell you. Actually, that's fine be-
cause the less time spent with a disk drive, the
more time there’s left to make music.

The key to the MDFlI is its simple control
layout. The number of functions does not
heavily outweigh the number of controls, so
life stays simple. You’ll want to keep a note of
the files you store, however, since the MDFI
doesn’t supply file names or types when you
prepare to load from disk, and you can save
several types of data from several instruments
in one file, and up to 19 files can be stored on
each side of a quick disk.

There is one very nice feature on the MDFI:
because it sends MIDI data back out over the
channel on which it is received, you can con-
nect it to any number of identical devices, and
as long as they're on different MIDI channels,
they will only accept data intended for them.
This does mean that you have to look out for
instruments like the TXBIZ which can receive
and transmit on different channels, but this
feature can be very helpful in large MIDI
setups. (Fortunately, the TX8!Z puts both of
these parameters in the same MIDI Control
section of the Single Utilities, so there’s no
need to switch back and forth between
modes.)

There are two stages to saving data to an
MDFI disk. First, you select the File function,
then press the Save switch, which prepares the
MDF! for an incoming SysEx transfer (this
must be initiated from the other instrument).
Once a file is received, it is not saved to disk
until you press Save a second time, which gives
you the option of either sending more files to
the MDF| or aborting the operation. Since you
have a |9-file limit on each disk side, it is desira-
ble to get as much mileage out of each file as
possible. The MDFI facilitates this by allowing
several instruments to dump programs (se-
quences, or whatever) onto the same disk file.
When the disk file is reloaded, the instruments
receive their respective data files in the same
order they were recorded. This makes the
MDFI particularly useful in live performance,
where you might want to load fresh data into
several devices for a particular track.

As | mentioned earlier, the TX8IZ has a
limited number of memories, but it only takes
five seconds or so to reload effects settings,
and seven or eight seconds to load either the |-
bank with 32 voices or the Performance
memories with 24 new combinations. This
really does help the TX8IZ out substantially,

whatever) with similar satisfaction. Don't get
your hopes up if you own a sampler, though -
Sample Dump Standard messages may be ac-
cepted, but 60,000 bytes (the size of the
MDFI’s input buffer) doesn’t add up to much
in teday's world of 12-bit samplers; chances
are you'd cause the MDFI's input buffer to
overload if you tried to save anything but the
tiniest of samples. (I verified this with a Proph-
et 2000.) To help you plan your files, Yamaha
have been thoughtful enough to include a list
of file dump sizes for a dozen or so of their
MIDI products.

If you run out of room on a disk, just flip it
over. But keep those disks protected - it's
easy to get careless once you've become ac-
customed to 3.5" disks.

One small point worth mentioning: if
you're thinking of buying one of the new DX7s
and an RX5 drum machine, you'd be better off
going for the DX7IID (which has no disk
drive), the RX5 and the MDF|. Reason being
that the DX7IIFD (which does have a disk
drive) won't store data to disk sent to it by the
RXS, whereas the MDFI - helpful beast that it
is — will accept files from both the DX7IID and
the RX5.

Conclusions

AFTER A COUPLE of weeks with the TX8IZ,
| decided it was indeed worth the effort to
overcome my initial confusion about the pa-
rameter organization. The TX8IZ is fun, but
like a lot of my favorite albums, this instrument
took several listenings before it started to real-
ly grow on me.

The four-operator sounds are clean and
quite usable, and all the features are there to
let you do just about anything you could want
with them. The built-in selection of 128 preset
voices acts as a good starting point, but in the
end, the 32 programmable voices will proba-
bly get used up quicker than you might imag-
ine.

The TX8IZ will appeal to anyone who
wants to get started with sequencing but
hasn’t enough money to justify a keyboard in-
strument, particularly if a multi-timbral FM
synth sound is called for. | found that it is ideal-
ly suited for control by guitar-to-MIDI
converters, and though the complexity of pro-
gramming may be a put-off initially, in the long
run it’s well worth the time and money. ]

PRICES TX8IZ $450, MDF| $350
MORE FROM Yamaha International Corporation, PO Box
6600, Buena Park, CA 90622. @ (714) 522-9011
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TOUR JACKETS - superbly made in
polyester/cotton, fully lined, two
outside, one inside pockets,
expandable neck cuffs and waist
ribbing. Printed front (small) back
(large). White with red lettering and
ribbing. X-large/large/medium.
ONLY $32.00
inc postage & packing

SPORTS SHIRTS - stylishly made in
polyester/cotton, printed front and
back red on white shirt. Genuine USA
made X-large/large/medium

$15.00
inc postage and packing.
Please send Tour Jackel/s
X-Large Large Med

Sports Shirts__X-Large__Large__Med__
| enclose cheque total $

Charge my credit card [J Visa (] M/card

Card No Ex. date

Name. =

Address.

City . State_ —Zip—
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AUTOMATION ... NATURALLY

Adding automation to a mixing console has never heen easier.

Simply patch proMIX in series

with the audio path of your
existing console and connect | [ editing can be done on any or
it to your MID! sequencer. /| ./ \ m all channels simultaneously

No computer i$ needed. —

Now do your mixdown using the proMIX panel in
MANUAL mode — just as you would use your
existing board. Because proMIX is recording
every subtle movement of faders and mutes, you
are hearing your mix just as it will sound when
ycu play it back in the AUTC mode  With proMIX,
what you hear is what you get

If changes are needed. the EDIT mode allows
you to either modify or replace fader moves
using the unique proMIX Auto Splice system
And with a fader dedicated to each channel,

proMIXis a modular system
that can grow with you. The basic system can be
expanced up to 64 channels in any muitiple of 8
Prices start under $2000
There is much more to the proMiX story. Call or
write today for more information on the most
comprehensive, easiest to use automation system
you can add to your mixer

Microsystems, Inc.
2500 E. Foothill Bivd., Suite 102
Pasadena, CA 91107 @(818)577-1471

PHI TRAC.

Acoustic Drum Triggers

The AfJordable, Technological Breakthrough in Drum Triggers that Greatly
Expands the Modern Drummer’s Creative Flexibiliry.
Y IE RES

nents (o provide maximum
dynamic sensitivity. Made in the
U.S.A. and backed by a two-year
warranty.
® Durabl
um Sen gs to withstand
direct hits and reduce dampening of
the acoustic drum head.
¢ Superior " Ultra Trac ™™ Drum Trigger Adhesive for improved
tracking and secure positianing on the drum head or shell.
Full Compatibility with Phi Tech's “Translator2"** MIDI
t-oller and most electronic drum intertace units.
drum machines and sound generators.

To learn more about drum triggering call or write for a
FREE copy of *“Triggering Tips for the Modern
Drummer®’ or visit your nearest Phi Tech dealer.
Then ge:t TRAC ing' Phi Technologies. Dept.
MT-6. 4605 North Stiles. Oklahoma

City. OK 73105. Phone (405)
\\\ Invited,
\\ S —

521-9000. Dealer Inquiries
§Q £00F
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we can’t go on

part 4

If you’re going for realism in your drum programming, why
restrict yourself to tapping little switches with your fingers
when you could be whacking electronic drum pads with sticks?
Text by Matt Isaacson.

Y NOW, HAVING faithfully read eve-

ry instaliment in this series, you are ful-

ly aware of the psychoacoustic subtle-

ties of percussion instrument sounds,

and why drum machines are limited in

their ability to keep up with natural acoustic

percussion in all of its crude mechanical glory.

You also know that some of the inherent

sonic shortcomings of drum machines can be

overcome by using samplers In their place as

your percussion sound source, especially if the

sampler is carefully chosen and properly set up

(and you've picked up a good many hints in
those areas as well).

You've even endured a whirlwind tour of a

number of currently available MIDI percussion
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interface devices which can be used to drive
that carefully chosen, properly set up sampler.

Read on, now, as | forge another link in the
Great Chain of Electronic Percussion Being
with a discussion of the gadgetry used to trig-
ger MIDI percussion interfaces.

They Hit Pads, Don’t They?

AND THERE AIN'T much to 'em, really. At
their most basic, they're just these things you
hit that produce a trigger pulse which, in turn,
triggers a sound. So what’s the big deal about
them? Well, they provide a means to get
around the inherent mechanical rather than
sonic limitations of drum machines and key-
boards. This point was left untouched (or per-

haps taken for granted) in the last instaliment,
where the discussion of percussion interface
devices assumed that you wounld of course be
interested in adopting one as your percussion-
programming axe. An underlying assumption
(of this entire series of articles, actually) is that
you are interested in learning the techniques
available for elevating electronic percussion
programming to a level of rhythmic flexibility
approaching that which rea/ drums have always
been able to achieve easily - and that you are
interested in using these techniques to create
percussion tracks which sound just like the
real thing (at least on tape). Essential ingre-
dients here are cohesiveness and spontaneity
- the focused energy of a unified rhythmic mo-
tive, enhanced by the improvisations and min-
ute variations that are the hallmarks of a live
percussion track.

Well, I'm here to tell ya - pushing buttons
on a little box is just not gonna cut it. Some of
you may have read about pads and interfaces
and thought, “Gee, that’s fine and all, but it
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doesn’t help me much. | don't know the first
thing about playing drums, and anyway, | can
program any rhythm | can think of into my
sequencer if | single-step it .. ."” Sure you can —
it won't argue. But those two little words -
“think of” - may just end up weaving your
best-laid plans into a tangled web before you
get very far. Hey, life's pretty short, isn't it?
Why put yourself through that kind of torture
- hour upon hour of tedious, brain-taxing ac-
countant work, just to create a five-minute
track that sounds - well, programmed? When
instead, you could be playing music?

Using a sequencer, nearly anyone can cre-
ate complicated keyboard pieces even though
they may have no keyboard skills. But just the
smallest amount of keyboard chops will make
it easier to record those sequences. The same
applies to drum sequencing, now that the
hardware is available to allow drumming skills
to be used directly.

Before going on about pads, let's look at
some other options. If you've been using one
of the new crop of drum boxes with velocity-
sensitive drum switches, hats off to ya. This is
probably the greatest single improvement on
the basic drum-box format that was possible.
and at the least additional cost, although the
full-tile samplers which have such switches are
at the top of the sampler price range. A varia-
tion on this approach, the velocity-sensitive
keyboard (standard equipment on most key-
board samplers), allows similar dynamic input
with the added advantage, since there are
more keys than sounds, of being able to have
multiple tunings of a given sound, as well as
more sounds, simultaneously accessible to the
player. For that matter, it is not often you will
see someone playing a set of sixty-one pads!
This is a huge step up from having to use a
pitch knob, or worse, having to enter new
pitches on a keypad - things which tend to kill
spontaneity and make everything take five
times as long. Incidentally, many drum ma-
chines which do not have velocity-sensing
switches are able to respond to (and record)
the velocity output of an external MIDI key-
board, and some of the ones with programma-
ble pitches can do some fancy tuning tricks in
conjunction with an external MID! keyboard.

Nevertheless, these devices leave a bit to be
desired when it comes to percussion playing
because, quite simply. they are the wrong tool
for the job. This business of playing drums with
your fingertips on little keys and switches is
enough to make a drummer curl up in a fetal
pose. Drumming is about bashing big things
with sticks, fer chrissakes!
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The non-drummers among you may not be
familiar with the magical rebound dance of
drumsticks ricocheting off of elastic surfaces. If
you have this under control (and it's not as
hard as you might imagine), it lets you do
things you couldn’t dream of doing on a key-
board, and the very feeling of swinging sticks
against something can work wonders for
opening up your sense of rhythm.

You who are drummers know all about this,
just as you know how frustrating, even futile, it
is to try to translate your two-handed, two-
footed rhythm grooves into the two-finger
format.

The bottom line: percussion playing is a
very intuitive, visceral process, and anything
which constricts the physical aspects, or forces
you into a lot of analytical thought to get the
job done, is bound to detract from the result.
You want to just play — and that is exactly what
pads and interfaces allow you to do.

What's In A Pad?

MOST PADS CONSIST of a hard flat surface
with a piezoelectric transducer - essentially a
contact microphone - attached to its under-
side. The top side is generally covered with a
sheet of rubbery material to maximize re-
bound and decrease the noise and hand trau-
ma of stick impact, as well as, in some cases,
acting as suspension and shock isolation for
the hard surface (or batter, as it would be
called on a drum).

On top of this, there's usually some type of
interconnect and stand-mounting hardware.
All of the above is then sealed into a rugged
plastic housing in a style hopefully distinctive
enough to avoid a trademark-infringement
lawsuit.

All that aside, the differences in perform-
ance between the currently available brands of
pads are subtle, and could easily take a back
seat to such weightier considerations as price,
size or the style of the mounting or inter-con-
nect system. This is not to say that there are no
differences - as with any other type of equip-
ment, the “try before you buy” rule is a worth-
while one to follow, especially since there's no
learning overhead involved with pads (they all
work the same). For example, you can be fairly
certain that Simmons pads will work well with
a Simmons interface, Dynacord pads with a
Dynacord brain, and so on. However, you may
find (we did) that the Dynacord pads are a bit
shy in the trigger output level department
when hooked up to other converters such as
the Simmons - as just one example.

Also, we found some variation in the ability
of pads to reject vibration transmitted through
the stand from other pads on the same stand.
Itis sort of amusing to have your crash cymbal
sample trigger on snare pad accents, but the
joke wears off pretty quick. Pads with floating
batters, such as Yamaha and Dynacord, fared
the best here. A pair of Roland PD20s worked
side-by-side without a glitch, but both were
triggered quite easily by strokes on a cowbell
mounted above them. This has little to do with
the trigger interface unit - with a single signal
line from each pad, the trigger unit really has

no way to distinguish soft hits from standp
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THE RHYTHM MACHINE

It's not a sequencer or
librarian
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patterns to any MIDI
drum machine or
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» crosstalk, 2nd at most can only be set to reject

all input below a given threshold level — which
limits the available dynamic range of the sys-
tem. (A notable exception is the Roland
Octapad with its integral crosstalk-elimination
system, in which extra pickups are used to de-
tect vibrations being transmitted through the
frame and cancel out this component of the
signal coming from each pad. However, while
the internal pads do not crosstalk to one
another, the Octapad is in the same boat as all
the other interface units when its external
trigger inputs are used.)

On a separate note, some pads had fairly
even playing response at all points on the bat-
ter, while others were markedly more sensi-
tive to dead-center hits.

Other differences are more subjective. |
tend to prefer pads which give the highest
amount of stick rebound and make the least
amount of noise of their own. Good rebound
is helipful for playing technique, while low
noise makes it easier to focus on the sounds
being triggered by the pads, rather than the
sound of the pads themselves, which by their
acoustic immediacy can trick you into a per-
ception of heightened dynamics (there’s that
crude mechanical glory again) if you're not us-
ing closed-tack headphones or very loud mon-
itors.

The Pearl cymbal pad is an oddity which
rated somewhat poorly in both rebound and
noise categories. No doubt inspired by the ob-
servation that crash cymbals are played by
bringing the side of the stick down on the edge
of the cymtbial, as opposed to using the tip of
the stick, it is set up to allow the same tech-
nique, offering a down-turned semi-flexible
plastic lip as the playing area. This strikes me
(oops. sorry) as somewhat silly, since in con-
trast to real cymbals, the sound is gonna come
out the same no matter how you hit the pad.
And since it is indeed a pad whict you are
hitting, you might as well make the most of it -
pads have much better rebound than crash
cymbals and even most drums, especially
those big deep ones with loose floppy heads -

“floor toms”, | think they're called. Besides
which, it looks like a duck and seemed like it
would break if | hit it hard enough (it didn’t,
though). On the other hand, it is smaller than
any of the “normal” pads and better suited to
being wedged into tight setups at odd angles,
since you can come at it from almost any direc-
tion.

The Yamaha pad mount mechanism scores
points for both ingenuity and ease of use. With
one hand, you tilt and swivel the pad into al-
most any position, and then tighten a single
knob with the other hand to hold it in place.
(You are, after all, entitled to a little some-
thing extra in exchange for the higher price.)
The more conventional mounting systems
used by almost all of the other contenders re-
quire the individual adjustment of at least one
piece of hardware for each available degree of
freedom. Adjustable indexing keys ease the
task of later reassembly to the exact same
setup ~ or make it harder to change it around
again.

The Roland PD20 pads are a bit smaller than
the rest, which is helpful for those (like my-
self) who think that eight pads is just getting
started, 18 is in the right ballpark, 28 is just
about there - well, there are 32 sounds in my
sampler.

There is an alternative to using drum pads
altogether - namely, using actual drums out-
fitted with contact transducers or internal mi-
crophones. This is the sort of thing that dyed-
in-the-wool drummers are inclined to do, es-
pecially if they go onstage a lot, and even more
so if the electronic sounds are being used
mainly to supplement the sounds of the acous-
tic set ~ or if they just can’t stand playing on
pads and don’t mind the additional noise and
butk. But this poses some problems which are
not encountered with pads, the most obvious
one being a major tendency towards acous-
tical crosstalk (less of a problem for the drums
themselves, although the absence of buzzing
snares on floor tom hits is a dead giveaway that
you are not listening to an entirely live record-
ing).
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Another less obvious problem is that the
audio signal picked up from a drum is often ill-
suited for deriving triggers.

A well-designed pad is a heavily-damped
vibrational system, in which the piezoelectric
pickup acts as a sort of mechanical high-pass
filter which responds most strongly to the ini-
tial impact of the stick. The result is that the
trigger signal has a very clearly-defined single
peak and dies away rapidly, so that even at
closed-roll playing speeds, the signal spikes
created by the individual stick hits are easily
distinguishable from one another. Most inter-
face units are designed to take advantage of
this — each of their inputs can be retriggered
virtually as fast as MIDI can carry the note
messages away.

On the other hand, drumheads tend to
generate “dirty” attack transients whose real
peaks may be hard to discern, especially at
higher playing speeds, and the signal from a
single hit may take a second or more to die
away completely. The Simmons MTM devotes
a hefty portion of its programmability to deal-
ing with such inputs, using parameters such as
*“dynamic hold-off’ and “percent above pre-
vious threshold” to bring things under con-
trol. With other interface units that are
optimized for piezoelectric triggers, audio sig-
nal triggering can be expected to yield sluggish
response, irregular velocity sensing, and mul-
tiple triggering.

And As If That Were Not Enough

AT LAST YOU sit with sticks in hand, gleefully
swinging away at a veritable sea of pads before
you - what are your feet doing? Holding up
your legs? What a waste! Especially if you're
used to including them in the beatmaking.
Your basic kick/snare/hi-hat rhythm is just a
touch beyond what can conveniently be played
with two hands. Laying this rhythm down into
a sequence in two passes (eg. kick and snare
on one pass, hi-hat on the next) means having
to do one of the following: |) stick to a rigidly
structured rhythm so that the different parts
will mesh, 2) play what you feel on the first
pass, then carefully memorize and analyze the
results in order to come up with a second pass
that fits well with it, or 3) just wing it on both
passes, and settle for rhythms in which the in-
dividual parts may not work together in quite
the way you had hoped (although the unpre-
dictability can produce some interesting acci-
dents, and a dose of chaos works wonders for
breaking out of rhythmic ruts). It also means
taking at least twice as long to record the same
sequence.

But - especially if you have already mas-
tered the hand/foot co-ordination - how
much nicer it is to be able to play the entire
rhythm at once, in the organic way, with free-
dom to improvise, and without having to really
think about it all that much. (Here's that
American jazz-rock mentality cropping up
pretty strongly now.)

Kick-drum pads - the obvious extension to
the basic pad idea - have been around nearly as
long as drum pads themselves, and are gener-
afly just much larger versions of the same
thing. This is because apparently most drum-
mers feel naked and exposed without some-
thing large and bulky to obscure their legsp
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WORK DIRECTLY WITH THE WEST'S LARGEST
INDEPENDENT RECORD AND CASSETTE DUPLICATING
FACILITY FOR MAJOR LABEL QUALITY AND SERVICE.

— SINCE 1939 —

RAINBO RECORDS & CASSETTEN

1738 Berkeley Street, Santa Monica, CA 90404

— LIMITED OFFER —

*RECORD PRICES REORDER
*1000 12" FULL-COLOUR PACKAGE $1666°0 $122200
Lacquer mastering — 3-step metal plating —
8 test pressings — 2-colour labels (including FULL-COLOR
type) — full-color jackets — white sleeve AS' ?)(RFI((I?ICIQEAL

shrink wrap — test within 5 working days —
completion 10-15 working days after test
approval.

Does not include composite negatives.
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Same as above package except O{:JAEéiCA)&?R
One-Color Jacket. W

10-15 working days.

Does not include composite negatives. 10 working days

*1000 7" 45's $59500

Lacquer mastering — 3-step metal plating
8 test pressings — 2-colour labels Jﬁmlu ing
type) — white sleeve — completion 10
working days.

$3330m>
As Original

7-10 working days

$200¢°
As Original

*500 7" 45's $47500

As above
7-10 working days

*CASSETTE PRICES

*1000 FULL-COLOUR CASSETTES $88800
Cassette mastering test cassette — Apex
printing direct on cassette — label plate —
tull-color inserts* 1000 additional inserts for

$7 7 7000
As Original

7-10 working days

4 ier — Norelco box —

2; re()crélile(r)phangr&/lr(a(‘))p)é)é(. *1000 full-color inserts
l:/’, Does not include composite negatives

o COMPACT DISC PACKAGING AVAILABLE

‘:/': Lacquer Mastering *ly EMI America, Capitol Records, Inc.

"t Pressed with: KEYSOR 588 Transucent Select Quality Vinyl

B 7ape: BASF-LHD Audiophile Music Quality - State-of-the-Art Bin Loop - HX PRO

Pressing Credits: (.ol Records for the Beatle Releases in the early 1960°s, Erigma, Rhino, CBS, RSO, Casablan:a
Twan Tone, Tommy Boy, SST. United Artists, Greenworld, Frontier, Pausa. Palo Alto, Celluloid, Metal Blade, Shrapne!
Warner Brow. Elektra, and many, muny more, including the recently completed MCA's Miami Vice.

Special Projects: Include Shaped Records Picture Records, and other premium record products that must reman
ananymous

(Please mention “LIMITED OFFER” when ordering)

(213) 829-3476 (213) 829-0355

SMALLER QUANTITIES AVAILABLE
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We’ve got the

SOUNDS

TX812 SOUNDS — 288 new sounds plus 24 perform-
ance memones on data cassette for only $30

FBO1 SOUNDS — 96 new sounds plus 16 new con-
figurations on data disk for only $25

ESQ1 SOUNDS — 120 progressive voices on data
cassette for only $30

DX100/21/27 SOUNDS — 288 new sounds on data
cassette for $30

CZ SOUNDS — 320 patches on data disk or data
sheets tor $30

DX7 SOUNDS — 288 voices on data cassette (TX).
data sheets (DX) or data disk (DX & TX) just $30

PROPHET 600 SOUNDS — 100 warm, and punchy
patches on data cassette for only $30

MATRIX 6 SOUNDS — 100 progressive patches on
data cassette for $30

POLY 800 SOUNDS — 64 new programs on data
cassette for $15

Data disks work with any FBO1, CZ, or DX7
tibranian/editor tor the Atari ST or Commodore
64/128.

The SOUNDS are created by a staff of protes-
sionals. Visa, MasterCard and C.0.D. orders
welcome. Performance notes included. Demo
tapes are $4 and include free samples. A full
line of Atari ST and Commodore 64/128 soft-
ware Is available - call for prices.
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The Music Software Source
14 Hill BIvd
Mechanicsburg, PA 17055
717-697-1378

FILM, VIDEO AND JINGLE
COMPOSERS:
FOR THE MAC 512 OR PLUS

BRUCE COUGHLIN'S
CLICKTRACKS 2.0

CLICKBOOK—Clicktrack book on a disc.
Works in BPM or Frame Tempos, any film
or video format. Enter shift for Start-Of-Cue
locations.

HITLIST—Enter list of hits in any format.
Displays exact location and suggested
musical locations: Beat and location
within the beat . . . in musical notation
graphics! Feature is menu-selectable:
Show hits to nearest 16th triplet, 16th, 8th
triplet, 8th or Ya note. Add/delete hits, save
to disc, print list.

SCAN—Scans your hitlist and suggests
the 7 tempos which make those hits on the
beat. The real test of a Clicktrack Program!
$84.95 Retail.

AVAILABLE NOW AT:

PERSONAL SUPPORT COMPUTERS, LA
WESTWOOD MUSIC, LA
MANNY’S NYC
IN CANADA CONTACT:

SAVED BY TECHNOLOGY (TORONTO)

DEALER INQUIRIES:
BRUCE COUGHLIN / 16 DEAN ST. 4C
BROOKLYN, NY 11201
718-624-2571 (PAN: “SCORES”)
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» from view. (All right, that was unfair. The bot-
tom-heavy look of the traditional drum set is
quite visually appropriate to the sound it
makes.) Only in the last couple of years or so
has it dawned upon some manufacturers that a
more compact item might be saleable as well.

The most extreme example of this is the
Drum Workshop unit, which reverses the
customary method of attaching a kick pedal to
something else, and instead has a transducer
mounted to the base of the kick pedal itself.
The beater is re-oriented to swing downward
towards the transducer, adding a bizarre visual
touch. A low-profile metal and rubber plate
provides solid support for the pedal and keeps
it from sliding around, and that’s it - you can't
get much more minimal (although it’s said that
Terry Bozzio used to perform with a plain old
footswitch as his kick pedal - so much for live
dynamics).

Just one size up, Dynacord sells a very
space-age looking unit to which any standard

kick pedal can be attached - this is more the
ticket if you happen not to like the Drum
Workshop pedal, or if you already have a kick
pedal you like and don’t want to fork out for a
new one. It's just big enough to keep your foot
out of sight, but weighs the better fraction of a
kick drum - it feels nice and solid and you know
it's not going anywhere. Uniquely, it also
boasts an output-level selector switch for
matching its output to the input characteris-
tics of the interface unit being used.

Along similar lines, but at lower cost, the
Techtonics Company has announced a prod-
uct (the Techtonics 2000 electronic bass

drum) which closely resembles the Drum
Workshop unit minus the pedal, allowing you
to use the pedal of your choice - as long as you
can set up the beater to swing downward.

Many of the available kick-drum trigger
units and pads have dual connectors to make it
easy to run two or more such devices into the
same input on an interface unit - a simple path
to the double kick drum setup.

To those who may have wondered whether
a full-blown kick drum pedal is really necessary
when no actual kick drum is involved, let me
first say “No, it's not really necessary.” I'll also
suggest, however, that a good-quality kick
pedal is to the drummer’s foot what a re-
bounding drumstick is to the hand - namely, a

free-swinging lever extension of the body
which, under proper control, allows the devel-
opment of greater speed, power and preci-
sion, with less work. It becomes part of a phys-
ical feedback network which can help to stim-
ulate further rhythmic expression. Which is
more than can be said of most footswitches.

Waiting For The Other Shoe

FOR WHATEVER REASON, relatively lictle
attention has been directed towards giving the
“other” foot — the hi-hat foot - its rightful po-
sition in the electronic percussion order. Per-
haps it is because hi-hats, and cymbals in gen-
eral, are such hugely expressive instruments
whose sounds are more complex and difficult
to reproduce than anything else in the percus-
sion world (crude mechanical glory yet again).
Even drummers who have completely aban-
doned drums in favor of pads still use real cym-
bals and hi-hats in their sets.

As the fidelity, bandwidth and recording
time of samplers continues to increase, how-
ever, the canned versions of these sounds are
becoming quite useable, if not actually re-
spectable. Consequently, there's a great an-
noyance on the part of drummers who are un-
able to apply their accustomed playing tech-
niques to hi-hat sounds. For example, open
and closed hi-hat sounds are typically accessed
by assigning two different pads to them - a
very unnatural situation for those who are
used to doing it all in one place.

Recently, two products have appeared
which feature similar solutions to this problem
- ironically, at opposite extremes of the price
spectrum. The Sequential Studio 440 and the
Casio DZ| pad-to-MIDl interface unit both al-
low users to designate a pad whose sound
routing can be temporarily changed by means
of a momentary footswitch - independently of
other pads, and without resorting to program
changes. They also include this all-important
extra detail - closing the footswitch imme-
diately triggers the sound which is active on
the pad while the switch is closed (aithough at
a fixed user-settable velocity, since the switch
is not velocity-sensitive). This means (among
other possibilities) that a player can go from
open hi-hat to closed hi-hat on one pad at the
touch of a footswitch, and that closing the
footswitch will immediately cut off the open
hi-hat sound if it is ringing - a rough but work-
able approximation of the way real hi-hats
work.

The appearance of this feature on the Casio
interface unit is really the bigger news, since it
can be applied to absolutely any drum machine
with a MID! input. (See Part 2 of this series,
MT May '87, for a discussion of the features a
sampler needs in order to exploit this trick.)

Meanwhile, in the Simmons camp, greater
things are afoot (sorry again). The open hi-hat
sound in the SDS7 drum brain is capable of va-
riable decay time by means of a VCA whose
decay rate is subject to continuous live control
(ie. it can be changed while the sound is play-
ing). What this allows you to do is have one
sound cover the range from fully-open to fully-
closed hi-hats and a large number of steps in
between. In addition, this sound can be sud-
denly choked off by jamming the control value
all the way up. This control can be actuated by
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an assignable MIDI continuous controller, in
addition to direct DC voltage control via an in-
put on the SDS7 back panel - said DC voltage
provided by the Simmons SDS7 hi-hat pedal.
Trigger input #8 on the Simmons MTM
interface can be programmed to accept the
DC voltage input from this pedal and to con-
vert it into appropriate MIDI controller mes-
sages - the advantage of this indirect approach
being, of course, that these messages can also
be recorded and played back by a MIDI
sequencer.

Unfortunately, neither the SDS7 nor the hi-
hat pedal were available to me - | must confess
that here, | am relaying information from a
Simmons manual which | have not had the
chance to confirm directly (sigh). However,
having long ago seen the same trick on the
original SDS5, complete with its funky analog
hi-hat sounds and a continuous-control pedal
which was also capable of generating velocity-
sensitive closed hi-hat triggers when stomped
upon, | have every reason to expect that it
works just fine - and this is another big step
closer to the way real hi-hats work. There are
as yet very few drum brains or samplers which
provide dynamic control of envelope times via
MIDI, but this is bound to change as more
manufacturers see the light.

And speaking of change - a large pile of
change, to be exact - Simmons has announced
yet another major innovation in the player
interface department, which they have dub-
bed “Zone Intelligence.” Due to appear al-
most any time now on their new SDX system,
this name refers to a hardware/software en-
semble including special force-sensing resistor
(FSR) pads, which can divine not only which
pad you've hit and how hard, but also where
the pad was hit. Specs for the finished system
call for up to 16 separate zones on each pad,
ideally in a concentric arrangement - which
would again bring us a big step closer to the
way real drums work. Among other possi-
bilities, each zone might have a different sam-
ple mapped onto it. These could be samples of
the same snare drum hit at various distances
from the center of the batter (or at various
distances from the microphone, for that mat-
ter). The zone system is said to extend to the
SDX hi-hat pedal as well, allowing dynamic
crossfading between multiple samples as the
pedal pressure is changed. Tres killer, no? The
big question remaining to be answered is - will
the concentric zones be circular or hexagonal?
Rumor has it (as always) that Roland is at work
on a similar system.

With these latest innovations, we have
more or less advanced beyond the point
where it is really necessary to speak in terms of
“programming” drum rhythms. Now, with
only a moderate level of chops, you can just
play them. So - sit yourself down, set your
sequencer into record mode (999 bars of 64/
4) and go. Wind back to the middle and listen
to the stuff you were doing after a couple of
minutes, when it started coming together. Pull
out the good stuff, throw the rest away, and
then go back and play some more. Beats work-
ing ...

In our next installment, we'll be taking a
look at percussion devices which address the
needs of non-drum set playing. L]
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digidesign

1360 Willow Rd., Ste. 101, Menlo Park, CA 94025

Requires Macintosh™ with mimimum 512K (plus external disk drive) and MIDI interface.
Sound Designer 1s now available for the E-mu Systems Emulator 1™ and Emax™ Sequential Prophet 2000/2002™ Korg DSS-1™
Akar 5900 and Ensoniq Mirage™ For more information contact: Digidesign (415) 327-8811,
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This new sequencing program - Passport’s first for the Mac -
boasts some impressive new features, including a built-in System
Exclusive data recorder. But does the world need another Mac
sequencer? Review by Jim Burgess.

EW COMPANIES HAVE been in the
music software business for as long as
Passport. This Californian company was
one of the very first to market music
software commercially.

Master Tracks Pro is their first Macintosh
software product. It's a powerful sequencer
with a great many unique features. And
although there are several other programs
available from Passport for other computers
under the name Master Tracks, they bear little
resemblance to this program.

Master Tracks Pro is a tape recorder-style
sequencer that offers up to 64 independent
tracks. It features a very respectable 240
clock-per-quarter note timing resolution, bet-
ter than most of the sequencers on the mar-
ket. The user interface is based around six
main windows that can be moved about the
screen and re-sized at will.

The Transport window provides access to
all tra: 5port controls. The Sequencer window
is where you interact with Master Track’s 64
tracks. Tempo and meter functions are con-
trolled from the Conductor window. The
Song Editor window is used to assemble your
song by moving blocks of MiDI data where you
want them. All editing of individual notes
within a track is carried out in the Step Editor
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window. Finally, the MIDI Data windows pro-
vide unique visual editing of all other types of
MIDI data such as aftertouch and continuous
controllers.

Recording & Playback

LAYING DOWN TRACKS is a breeze: sim-
ply select the track you want, record-enable it
by clicking on the record button adjacent to

MIDI sound sources will choose their weapon
at this point.

There are three different ways to use the
transport: click the mouse on the appropriate
transport control, use command keys on the
Mac'’s keyboard, or map each of the transport
functions to specific MIDI notes on your mas-
ter keyboard. This way, you can utilize seldom-
used notes (such as the bottom octave of an
88-key master keyboard) to run Master
Track’s transport controls from the comfort of
your favorite playing position. Why don't all
sequencers have this capability?

Choose a count-in or use the Key feature to
start the transport rolling only when you play
the first note. If you blew it and have to do
the take again, don’t worry about rewinding -
Auto-Rewind zips the transport back to
where it was at the beginning of the last take!

You can start playback or record from any
position in the sequence simply by clicking on
the measure indicator and entering the bar
you want to go to. Unfortunately, there’s no
way to do this from the Mac keyboard itself;
no big deal, but it would make zipping around
your sequence even faster.

Another simple-but-brilliant feature: the
Elapsed Time Counter. Almost every compos-
er needs to know running length of their mu-
sic, right? So why not tell them! Master Tracks
constantly displays running elapsed time in mi-
nutes, seconds and tenths of a second.

Taming Tracks

THE SEQUENCER WINDOW is where you
control the parameters that affect individual
tracks. This is where you toggle on and off the
playback of individual tracks and record-ena-
ble the one you're working on. The solo func-
tion lets you solo a single track; handy, but not
very useful when you need to solo a group of
tracks (Passport hopes to have multiple track
soloing by the time you read this). You can
name the tracks by clicking on them and typing
away into the dialog box that pops up.

The Sequencer window is also used to spec-
ify a specific playback channel for each track.
Master Tracks supports multiple-channel
tracks: each individual track can hold up to 16
separate sub-tracks of MIDI data, one per
channel. If you want to use this capability, set
the track’s playback channel to zero and it will

Format “Master Tracks supports multiple-channel tracks: each individual
track can hold up to 16 separate sub-tracks of MIDI data,

one per channel.”

the track and you're set. Like most sequen-
cers, you can only record on one track at a
time,

You'll find a complete Record Filter utility
that you can use to tell the program to ignore
certain types of MIDI data on input (Channel/
Key pressure being favorite candidates).
Those who like to quantize as they record will
be happy to find a “quantize-on-input” facility
here as well. MIDI Thru lets you route incom-
ing MIDI data to echo out of the Mac on a spe-
cific MIDI channel, regardless of the channel
it's being transmitted on. Anyone using a mas-
ter MIDI controller or a large number of slave

retain each separate sub-track on the channel
it was transmitted on. Otherwise, changing
the playback channel to I-16 will output all data
on that track on that one specific channel.

Unfortunately, there is no provision for
sending a single track to a specific combination
of MIDI channels, a feature that’s handy when
you're layering two different instruments in
one section of the song but need them to play
separately in another.

You can set a specific program change to be
sent at the beginning of your sequence on eve-

-ry track. Of course, Master Tracks supports

multiple program changes during the course
MUSIC TECHNOLOGY JULY 1987



of a sequence, but this first one is displayed
clearly in the Sequencer window so you can
see it at a glance.

You can loop tracks independently if you
like. The loop point is always at the end of the
last measure that contains MIDI data on that
track, so looping is always “rounded off” to an
even measure. The looping function won't

specific number of clocks to put the notes
ahead or behind the beat. Besides being great
for changing “the feel,” this feature provides a
very quick way of compensating for MIDI de-
lay in your synths/samplers.

You can even “humanize” your track by
randomizing start times, durations and
velocities by a specific amount.

Operation “You can use the Edit Note function to provide access to the
exact start time, duration, velocity and channel assignment of
each note event.”

work if you start playback from a spot that’s
later than the length of the track you're loop-
ing; in other words, a four-bar looped track
won't play if you start from bar five.

Editing the Globe

HERE'S WHERE THE real power of Master
Tracks becomes obvious: visual editing. Of
everything.

Master Tracks offers a comprehensive
range of powerful global editing commands.
Naturally you'll find the ones you expect to
find under the Edit menu: Cut, Copy, Paste
and Clear. Mix Data is just like Paste, except
that rather than replacing data, Mix merges
new data with the existing data that’s already
on that track. Master Tracks also lets you In-
sert empty measures anywhere within your
sequence.

But that's only the beginning; the Change
menu contains ten highly useful global editing
commands which can affect any specific part of
your sequence data.

You can change the Channel assignment of
any selected region in one move. Note dura-
tions may be set to a specific value or adjusted
by a percentage to make all the notes in the se-
lected region shorter or longer proportion-
ately.

Velocities (both on and off) may be set to a
specific value or changed to a percentage of
the current value. You can add to all velocity
values by a specific amount or change smooth-
ly from one value to another within the se-
lected region. Continuous data such as con-
trollers, pitch-bend and channel pressure can
be changed in the same manner. it's also possi-
ble to re-map one type of controller change to
another (for example, change breath control-
ler data into modulation wheel data for instru-
ments that don’t recognize breath control-
lers).

The Change Conductor command makes it
easy to incorporate tempo and meter changes
throughout your composition. You can gener-
ate smooth tempo interpolations for perfect
ritards.

“Strip data” is used to remove unwanted
MIDI data from a selected region: just what
you need to get rid of that aftertouch you
didn’t really want to record anyway. You can
also strip out specific note ranges, a handy fea-
ture for separating drum parts into individual
tracks and the like.

The Quantize command lets you select a
note value to quantize to (including triplets).
There is no provision for quantizing release
times. The quantization grid can be offset by a
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And perhaps the best for last: Fit Time. It'sa
bonus to anyone who composes music for vid-
eo or film. This simple feature lets you
“squeeze” or “expand"” a given section of mu-
sic to a specified length, accurate to a tenth of

a second. Just enter the desired duration for
the selected section and the program does the
rest.

The Selection

ALL OF THESE wonderful features may be
used to affect only a specific region of MIDI
data; that is, only on certain tracks and only in
certain measures. Master Tracks uses three
different types of windows to let you select ex-
actly what parts of your composition are to be
edited.

The Song Editor window is a general win-
dow that's used to build up the arrangement
of your composition by moving complete
blocks of MIDI data around.

Rows of tiny rectangles for each of the 64
tracks are displayed in this window, each block

& E

representing a measure of its respective track.»ﬂ

Carlos Alomag

Guitarist/Composer with

for DMC

"When I finally went to Digitél Music Center, not onl& did I find the
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happy to find that it wouldn't cost me my first born."
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» A solid block indicates that the track contains

\

MIDI data in that measure, an empty block
showing no data present. The track numbers
appear on the left vertical axis of the window,
while measure numbers are displayed by the
measure ruler running along the top of the
window horizontally.

Markers are provided to “map out” the va-
rious segments of your composition and make
it easy to tell where you are. Setting up mark-
ers is almost identical to setting tabs on
MacWrite. You can name the markers and
move them around at will. Autolocating to any
marker point is a quick process accomplished
by using the Tab key on the Mac keyboard.

The Song Editor can also scroll along as your
music plays, so you can see where you're at as
the composition progresses.

The main purpose of the Song Editor is for
building or changing the arrangement of your
composition. Select a group of measures on a
single track or multiple tracks simply by drag-
ging over the desired area. Entire groups of
tracks may be selected by dragging down the
very left-hand side of the window, over the
track numbers themselves. Likewise, a group
of measures may be selected on all tracks by
dragging across the border at the top of the
window. Or, you can select specific tracks
over specific measures if they all fall within the
rectangle the mouse puts around them.

There's the catch, though. At present,
there's no way to select non-adjacent tracks
within a specific group of measures. For exam-
ple, to copy tracks I, 5, and I3 of an eight-bar
chorus section you'll need to copy every track
and go back and delete the ones you don’t
want. It still gets you to the same place, butit’s
a shame to have to go through two steps when
one could have done the trick. Perhaps the
next version . . . ?

Any edits performed in the Song Editor
window affect all types of MIDI data contained
within the selected area; in other words, you
can't copy just the notes but not the pitch-
bend of a specific track.

To put your music under the microscope,
use the Step Editor or the MIDI Data win-
dows.

The Step Editor is basically a variation of the
same sort of editing grid that many existing
sequencers use: pitch on the vertical axis, time
on the horizontal one. It displays the note data
of a single track at a time. Individual note
events appear as rectangular boxes whose
length relate to the duration of the note.

To make it easy to tell where you are, a ver-
tical keyboard is displayed on the left side of
the window. You can tell where you're at by
aligning with the vertical keyboard or watching
a pitch indicator box which follows the posi-
tion of the cursor.

Measure numbers and markers are dis-
played at the top of the window. To offer the
most "exibility, Master Tracks lets you zoom
in or out to six different degrees of magnifica-
tion. The zoom setting also determines the ac-
curacy of any editing performed in the Step
Editor: at minimum zoom level each pixelrep-
resents 24 clocks (a dotted 64th note), at
maximum zoom level each pixel represents a
single clock (240 clocks per quarter note).
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Once you're zoomed to the correct degree,
you can edit notes individually or by region.
Selecting a region in the Step Editor is similar
to the Song Editor: simply drag the mouse
over the area you want to select. The only dif-
ference is that you can't select areas from the
vertical (pitch) axis, so all pitches will be in-

cluded in any selected area. Now go ahead and
choose your edit command.

You can also edit notes individually. Insert
new notes either by clicking on a note icon of
the appropriate duration at the top of the win-
dow, using a “pencil” tool to draw the notes in
on the screen, or defining the desired pitch
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from your MIDI keyboard. Notes can be
moved or copied freely with the mouse, and
an eraser tool is available for deleting notes.
If you still need more control, you can use
the Edit Note function to provide access to
the exact start time, duration, velocity and
channel assignment of each note event.

recognize certain similarities that this program
has to another very popular Mac sequencer:
then again, there’s a lot of unique features
here that haven't come together in any one
program until now.

According to Passport, the latest revision of
the program will be available by the time you

Features “Master Tracks has a built-in System Exclusive storage

capability that you can use to save patch data for your song along with the

sequence file.”

Perhaps some of the most remarkable
features of Master Tracks are its six MIDI Data
windows. They provide visual editing of most
other types of MIDI data other than the notes
themselves. Continuous data is displayed on a
graph with the data values on the left vertical
axis and time (depicted by the measure num-
bers) on the top of the window. Pitch Bend,
Channel Pressure, Key Pressure, Modulation,
Controllers and Program Changes all have
their own windows,

Like the Step Editor Window, these MIDI
Data windows affect only one track at a time.
You can zoom in and out and use markers to
locate to specific points within the track.

You can select a region to be affected by the
global editing commands in the Change menu
in a manner similar to the previous two win-
dows.

Somehow, though, it seems so much more
pleasing to draw in controller changes with the
mouse. Insert, change or delete data graphi-
cally: there's no doubt that this is one of Mas-
ter Track’s most powerful features. Just imag-
ine being able to use the mouse to get a pitch-
bend just right or to draw in the perfect fade at
the end of your tune.

SysEx Too!

TO TOP IT all off, Master Tracks has a built-in
System Exclusive storage capability that you
can use to save the patch data for your song
along with the sequence file. That’s a life-saver
for those of us who have a hard time keeping
track of what sounds we used where.

This particular SysEx utility is a cut above
most. It's capable of receiving multiple System
Exclusive dumps from different synths one af-
ter the other and storing it as a single file. This
means that at the end of the session you tell
Master Tracks to receive and walk around the
room to each MIDI device, making them spill
their guts one after the other. Master Tracks
keeps it all straight by means of the manufac-
turer’s SysEx ID code, and will even count the
number of incoming dumps and display the
manufacturer's name!

When you work on the piece again, all you
have to do is set the devices to receive SysEx
data and send one single file out to all of them.
Each MIDI device will tune in only to what it’s
supposed to hear and your composition will
come back sounding exactly as it did when you
last worked on it.

Conclusions

EVEN IN A world dominated by sequencers,
this one stands out from the rest. Many will
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read this. Amongst the various enhancements
will be the capability to send and receive MIDI
Files, the new standard file format that allows
sequencers to talk to each other directly.

If you're already using a Mac for creating
your music, this program is worth checking

out. It may suit your needs better than what
you're using now, and with the forthcoming
MIDI File capability, you'll be able to use it
alongside your present sequencer and take ad-
vantage of Master Track's unique features,
without totally abandoning the sequencer
you're already comfortable with.

If you're just getting in to using the Macin-
tosh as a musical ool and you're looking to
choose a sequencer, Master Tracks definitely
qualifies amongst the very best of what's cur-
rently available.

And if you're not using a Mac for music at
all, it’s time you were! [

PRICE $299.95.
MORE FROM Passport Designs, 625 Miramontes St., Half
Moon Bay, CA 94019. ¢ (415) 726-0280
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in Aural Heaven!”
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It is magical
the way the dynamic BBE

process will restore the harmonic balance,

increase intelligibility, and give the total sound image a

fresh, sparkling clarity The BBE 402 and 802 Processors are

ready to perform their aural “sleight of hand” the moment you

insert them into your recording studio, live sound, or broadcast

audio chain. Both units will dramatically improve the overall
reproduction of program transients in any audio system.

The BBE processors achieve time-alignment of harmonic and
fundamental frequencies that were present in the live perform-
ance but became re-shuffled in the often convoluted paths of
recording, playback, and broadcast of audio.

To hear how BBE can work its magic for you, call us tol! free at: 1-800-233-8346.
(In California call 1-800-558-3963) or 1-714-897-6766. Or write us at:

””L.. Barcus-Berry
. Electronics, Inc.
5500 Bolsa Ave., Suite 245, Huntington Beach, California 92649

77



—Qol—g=

time code

MTC is here, and its applications hit closer to home than you
might expect. What makes it tick? Text by Chris Meyer.

E FIRST MENTIONED MIDI
Time Code (formerly called
“MSMPTE") in our inaugural issue
back in June '86. This extension to
the MIDI | 0 specification was ac-
tually adopted by the MMA (MIDI Manufac-
turers” Association) and the |MSC (Japanese
MIDI Standards Committee) at the summer
NAMM show in Chicago that very month. It
was discussed for almost an entire hour, and
then Gerry Lester of Adams-Smith {maker of
audio and video tape machine synchronizers)
proposed a righteously better way of doing
half the specification, znd the arduous
approval process started all over again.

The reworked specification was finally
reapproved in February, 1987. This year’s
summer NAMM show, however, is where we
will start seeing the first applications of MIDI
Time Code. With this in mind, now is the best
time possible to discuss exactly what this new
area of the MIDI spec is all about, and what
some of its potential applications are.

78

The Nuts & Bolts

AS HAS BECOME obvious by now, it is not
necessary to know all of the bits and bytes of
MIDI to be able to use it successfully.
However, there are those who are insatiably
curious about the details anyway, and it is
those people we'll quickly oblige. (For those
who don’t need to know, we’ll try to make this
as painless as possible.)

As the full-length title implies, there are
two parts to the MIDI Time Code and Cueing
Specification — sending timecode over MIDI,
and sending a “cue list” via “Set-Up" messages
over MIDI.

SMPTE Time Code is the standard language
of synchronization in any video studio, many
film studios, in audio studios where syn-
chronization between tape decks or console
automation is taking place, and in any cross-
breeding between these situations. Given
such a weighty task, SMPTE Time Code itself is
very simple - all it conveys is what time it is in

hours, minutes, seconds, and some fraction of
seconds (from 24ths to 30ths - referred to as
“frames”), along with eight additional charac-
ters for whatever information a user prefers to
include (typically, the session date or tape reel
number). There is a SMPTE Time Code
message for every frame, consisting of the
above information plus a couple of notes
concerning color frame, parity, and special
conditions. There are also 16 bits to signify the
end of a frame, making the overall total (in the
most common case) 80 bits. SMPTE devices
all work off of this common “time of day” to
stay in sync with each other, and then do
whatever local conversions are needed to get
their job done.

In contrast to its simplicity of content, the
actual reception and decoding of SMPTE Time
Code is not easy. It is either imbedded in the
video signal (no mean feat to decode), or
comes as a series of binary Is and Os occurring
as often as every 417 microseconds. On top of
all of this, Time Code readers have to be both
deadly accurate and tolerant of faults (such as
tape dropout) to work properly. This (along
with the fact that the demand has surged only
recently) is why, until now, SMPTE Time
Code readers for music and semi-pro applica-
tions have tended to cost around $1000 (and
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readers for professional applications still cost a
few thousand). Needless to say, adding relia-
ble compatibility with SMPTE Time Code to
normal musical instruments has not, in the
past, been one of your cheaper propositions.

Conversely, MIDI is already implemented
on the majority of musical instruments (and
many semi-pro effects devices). With the
hardware cost and the knowledge of how to
decode MIDI already in place, it would be nice
if receiving SMPTE Time Code became just a
software proposition.

MIDI Time Code

THE “TIME CODE" portion of the MIDI
Time Code spec makes this possible. It con-
sists of three types of messages: one that
transmits just the User Bits (those eight char-
acters of additional information mentioned
above - they usually stay the same throughout
areel of tape, or at least throughout a song or
video take, and therefore only need to be
transmitted once in a while); a Long Form
message (a Universal System Exclusive code
which, in one message, brings devices online
‘up to the current time where the system is
parked); and a series of eight two-byte mes-
sages that convey the time while the system is
running. Because the first byte of each two-
byte message is always a hex Fl (a previously
unused System Common message in the MIDI
1.0 spec), these eight messages are usually re-
ferred to as the “Fl messages.”

These eight Fl messages each carry a piece
of the current time - two messages for frames,

The Ultimate in MIDI Processing
and Control From Voyce

If you are looking for a MIDI processor or controller.

look to the leaders in MIDI control—Voyce. The
advanced features of our 4-channel LX-4 and 9channel
LX-9 Controllers provide powerful MIDI control in a
single, easy-to-use unit. Features such as:

® Dual MIDI input w/sequencer merge
Simultaneous 4 or 9 channel output
2- and 3-way keyboard splitting
MID! filtering and mapping

Patch change/octave shift control
Volume/velocity control
Channel on/off switching
Muiti-timbral module control
® Local on/off control

And to use these features, we
put in a big, easy-to-use front
panel, so you don’t have to work
with tiny, rack-mount controls.

And to store your MIDI setups, we added:

99 programmable MIDI setups

50 or 99 program chains/songs
Footswitch program change
External tape or MIDI data storage

But best of all, we left out the fancy chrome and
price. At $395 and $595, the LX-4 and LX-9 provide
unsurpassed MIDI performance for your dollar. It’s the
ultimate for your MIDI system.

See it at your Voyce Dealer today!

Voyce

Professional Music Performance Products

SEE US AT NAMM BOOTH 118

P.O. Box 27852 e San Diego, CA 92128 e 619-549-0581
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two for seconds, two for minutes, and two for
hours (with one of the hour messages also
telling how many frames there are in a sec-
ond). Four of these messages are sent per
frame, equally spaced throughout the frame.
Thus, it takes two whole frames to tell what
time it is. (Of equal importance as the infor-
mation inside the messages is when the mes-
sages arrive; they mark quarter-frame
boundaries.) A happy consequence of this im-
plementation is that very little of MIDI's po-
tential bandwidth (that s, its total capacity for
data) is taken up (at the fastest frame rate,
7.7%), while time is updated very often (four
times per film frame or twice per video field -
roughly every 8-10msec). Once a receiver
reads eight messages and has assembled a valid
time, it can keep counting internally and just

supposed to occur. These “events” might in-
clude when an action (such as a sound effect)
is supposed to start or stop, when to punch in
or out on a particular track on a sequencer or
tape deck, or when an event (such as a reverb
program-change) is supposed to occur. They
also provide the ability to remotely edit this in-
formation in a device by deleting events and so
on. Each Set-Up message may have additional
information encoded within it in the form of a
System Exclusive message for the specific de-
vice.

Special Set-Up messages include notes to
request a cue list from a device, disable per-
formance of the cue list, offset the time that a
device is supposed to react (two tape decks
that are supposed to synchronize may have
different times actually printed on their

“What MIDI Time Code and Cueing will probably become best-known for
is consumating the impending marriage of the ‘MI’ and semi-pro audio
markets with the high-end pro audio and video fields.”

use the new messages to track fluctuations in
the tape speed and the like. If need be. the re-
ceiver can also interpolate finer times be-
tween the messages to accurately keep up and
place such things as tempo clocks.

Set-Up Messages

THE SET-UP MESSAGES are a series of Uni-
versal System Exclusive messages that define
when (in SMPTE or MIDI) a particular event is

tapes), and to tell when the whole system is
supposed to stop whatever it is doing. Up to
127 devices may be individually addressed (or
“spoken to") and, therefore, set up. Up to
16,000 different events (tape tracks, sound ef-
fects, and so on) may be addressed per device.

The idea behind the Set-Up messages is to
be able to create a cue list which consists of ac-
tions that are supposed to occur at specific
times. This list is then broken down into a ser-
ies of Set-Up messages (one per cue, or

event) which are transmitted ahead of time to
the receiving devices. Then, when these de-
vices see the MIDI Time Code or SMPTE time
that matches the time of a cue, it performs
that event. (There is still room in the specifica-
tion for over 100 more “general” and 16,000
“special” types of Set-Up messages, so there is
quite a bit of room for expandability in the fu-
ture.)

Time Code vs. Clocking

AT THIS EARLY stage, MIDI Time Code is al-
ready being confused with music sequencing
via MIDI and MIDI clocks. This is a tempting
comparison to make; both use MIDI, and both
are about “events” happening in a specific or-
der at specific times provided over MIDI
However, carrying this comparison much be-
yond this point only obscures what the appli-
cations of MTC are, and therefore causes con-
fusion.

“Normal” MIDI concerns itself mostly with
musical events. A typical MIDI event tends to
translate directly to a musical gesture - such as
a note-on. A MIDI Time Code event has a
much broader meaning - it can mean starting a
whole sequence, telling a tape recorder to
punch in a certain track at a certain time,
changing a digital reverb’s delay parameter, or
whatever. Whereas mus:cal events are timed
according to what bar, beat, and clock they fall
on, MTC events are usually referenced to
SMPTE Time Code - at what frame of a pic-
ture a sound effect is supposed to fire, at what
timecode a tape deck punches in and out, and

Small Change, Big Difference
Lexicon Software

Some things are timeless. Like the elegance of Lexicon
digital processing. the clarity of Lexicon sound. The effects
vou create with digital processors. however, have to change

to keep up with the times.

That’s why the sounds of Lexicon processors are based in
software. With a few chips like this one, you can change the
sounds and functions of your PCM 60 or 70 — without aban-
doning the valuable hardware that makes those sounds so
superior (that means you aren’t boxed in to one set of
sounds). They're our latest Lexicon optional software

packages: Version 3.0 for the PCM 70 and the PCM 60’

Version 2.0.

Both of these new software packages will open fresh
directions to explore. Discover them at your Lexicon
dealer. The sounds are surprising. The Lexicon quality is

Lexicon Inc., 100 Beaver Street, Waltham, MA 02154 (617) 891-6790 m

evervthing vou’d expect.
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PCM 70 Version 3.0

e Adds new Inverse Room
programs

e 40 totally new presets

o Combination echo/chorus
programs

o MID! System Exclusive for
personal computer
interfacing

¢ Expanded Dynamic MID!*

Control reverb & effects
parameters in real time
from any MIDI controller.

MIDI Clock patches to
beats per minute, reverb
decay, delay time, etc.

o New owner’s manual with
complete MIDI
documentation

PCM 60 Version 2.0

o Inverse Room and Room
programs

¢ Gated and reverse effects
e Fast, intuitive operation

o 128 sounds, all instantly
usable

o Unmatched Lexicon
processing quality
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so on. Itis best to think of MIDI Time Code as
“sequencing” all the other motions that go on
in a studio aside from the music itself. Keeping
this in mind will hopefully cut down on the
confusion.

Typically, there are far fewer MTC events
than MIDI musical events occurring in a piece
of music or scene of film (one rarely changes
reverb programs as often as one strikes a snare
drum, for example). Despite this, it is good to
keep their datastreams separate in a system so
as to keep them from competing for precious
MIDI bandwidth. This is not too much of a has-
sle, since the two classes of information tend
to be aimed at two different sets of equipment
(eg. drum machines vs. digital reverbs —
though there are crossovers). Perhaps the
best aspect of MIDI Time Code (and its
closest analogy to MIDI music sequencing) lies
in its ability to bring the co-ordination of many
different devices in a studio up on one com-
puter screen.

But we’re starting to get ahead of ourselves
- let’s start talking about specific applications.

Current Applications

THANKS PRIMARILY TO Fostex, more
and more home studios are using SMPTE Time
Code. As mentioned above, getting our
MIDI'd sequencers, drum machines, and so
on to sync up with SMPTE has meant spending
about a grand on a SMPTE-to-MIDI clock
converter such as the Friend Chip SRC, Gar-
field MasterBeat, Roland SBX80, or Fostex
4050. Recently, interface boxes for computers
such as the Atari ST (such as Hybrid Arts’
SyncBox and Steinberg Research’s SMP24)
and the Apple Macintosh (Southworth Music
Systems’ Jam Box) have started to include
SMPTE readers at about a half to a third of this
cost.

Amazingly, SMPTE-to-MIDI Time Code
converters have already appeared for as little
as $200 (the JL Cooper PPSI). I expect we'll
see sequencers (hardware and software),
drum machines, and the like starting to incor-
porate the ability to receive MID| Time Code
directly. This will give them SMPTE capabilities

without any additional hardware cost (just a
new PROM or system disk). Systems built
around these products will only require a sin-
gle SMPTE-to-MIDI Time Code converter.
Considering that the aforementioned SMPTE-
compatible computer interfaces are also con-
verting SMPTE to MIDI Time Code for re-
transmission, there will be no shortage of such
converters.

One of the new hot topics these days is
semi-pro automated mixing. Currently availa-
ble devices use MIDI messages to represent
fader levels and other such information, and
then send it out to be stored along with nor-
mal performance data in your system’s MIDJ
sequencer. One such unit - JL Cooper’s
MAGI - has a built-in automation sequencer
that sends and receives MIDI Time Code.
There is also software on the horizon (Digi—
design’s Q-Sheet) that will sequence and pro-
vide moving fader representations synchro-
nized to MIDI Time Code for mixers such as
the Yamaha DMP7 and the Twister.

f— o

Stepping out of the strictly “musical” realm p

MUSICIANS

Digital Effects Processor
gives you reverb 7 delay at
the same time!!

Exciting new
products —

DRV-2000
List $649%

Dual Digital Oscillators
DS-8 8-Voice Poly with Dual-Split-Layer
Multi Timbral - Velocity & Aftertouch

The Best Equipment —
The Best Prices
Se habla “MIDI”

“WE DEAL”

Extensive DSS-1
Sound Library
Now Available

As usual—Friendly atmosphere, hands-on demos, terrific prices, quotes over the phone and non-commission salesmen.
o
The Carpenter Music Store
2205 Pacific Coast Hwy., Lomita, CA 90717
Good Prices ® Good Friends ® Good News

The one thing not discounted
is our integrity!!

All This For $1195% List

(213) 534-TUNE (213) 325-3800
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P for a moment, audio-for-video is perhaps the

field most eager for MIDI Time Code. Sound
effects for film and video have typically all been
performed live against the visual image, or
triggered from a library of sound effects on
cart machines (a variation of the old eight-
track players). The creation of these effects is
often referred to as “Foley,” with the per-
formers being called “Foley walkers” (one of
the most common needs is to recreate the
sound of somebody walking).

But nowadays, more and more studios are
storing their sound effects on disks for sampl-
ing keyboards (the now-venerable E-mu Ell
being the most common one) and are using
those where the subtleties of a live perform-
ance are not needed.

This new “electronic Foley™ person lays in
sound effects either by playing the keyboard in
real time against the video image, or by re-
cording them as events in a sequencer which is
then synced via SMPTE to the video. This last
method has been a tedious process in the past,
since a lot of calculations are needed to con-
vert tempo, bars, and beats accurately to the
video or film frame numbers. More often than
not, a sequence is created for each sound ef-
fect that has to be triggered, with the sound
being on the downbeat and the sequencer’s
start time being set to that of the desired video
frame.

Now, “MIDI Time Code Sequencers” can
be created which allow events to be logged to
occur at certain MIDI/SMPTE times instead of

bars and beats. The appropriate MIDI events

(such as a note-on) are then sent when the ap-
propriate times are received, allowing whole
strings of sound effects to be laid in against
film or video quickly and with great precision.
Some cutting-edge studios are already re-
editing dialog on samplers. Someday, they will
also be using these tools to re-sync words to
picture.

Future Applications

ALL OF THE above applications are being
achieved with just the timecode portion of the
MID! Time Code specification. Life in the
MIDI world will move on to a new level when
the Set-Up messages start to be applied.

There are a couple of reasons why Set-Up
messages are more attractive than the normal,
existing MIDI messages for cueing and trigger-
ing events. First, some of the applications
mentioned, such as automated mixdowns, re-
quire a great deal of normal MIDI information
to be performed. Those who have complained
that MIDl is too slow will really start to scream
once they try to move |6 faders at once via
MIDI. Having the information of the moves
sent to or stored in the target device ahead of
time, and then merely sending “FI" messages
during real time, suddenly makes such feats
much more feasible.

Second, more details about an event can be
encoded into a Set-Up message than can be
conveyed using normal MIDI performance
messages. For example, Sequential’s Studio
440 is capable of firing a sample in response to
a MIDI! note-on message, as are most sam-

plers. However, the 440 also has the ability to
receive and execute a cue list that contains
such information as sound number, pitch,
panning, velocity, and overall level per event,
as opposed to merely saying “play a middle C
at this velocity - whatever that happens to
mean to you.” Effects devices can have prog-
rams downloaded to them along with the time
they are supposed to change, as opposed to
just responding to MIDI program changes. In
general, Set-Up messages (and devices that
implement them - both MIDI Time Code
sequencers and the targets themselves) will
allow for even more precision and more por-
tability between different studios than normal
“dynamic” MIDI.

Lastly, and most importantly, Set-Up mes-
sages help to distribute intelligence around a
system. A particular device best knows how it
is going to react to a given action, and there-
fore is in the best position to prepare for it. A
sampler (or a CD player, or even a cart
machine) that knows it has a certain amount
of delay could internally offset SMPTE times
backwards so that it actually fires the sound on
time. Samplers with hard disks may even be
able to download the appropriate files ahead
of time, once given this list of the samples they
will be using. A tape deck could internally
offset current ramp-up ana ramp-down times
for its record bias, to make punch ins and outs
tighter. A MIDI sequencer could set up its
record buffers ahead of time if it knows that a
certain track is going to be entering record.

In general, knowing the future makes
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planning for it a lot easier, and receiving a cue
list of Set-Up messages ahead of time gives
machines this power.

So, where will this all lead? With MIDI Time
Code, MIDI seems to be perched on the verge
of becoming a studio’s auxiliary automation
bus. For those who can't afford an SSL Total
Recall system (or own devices that don't re-
spond to it), it will become possible to auto-
mate, at the very least, effects devices (ADA
already has a programmable graphic equalizer
that responds to MIDI Time Code and Set-Up
messages, with promises of more devices to
come) and MIDI sequencers, with the possi-
bility of continuing up through tape decks and
recording consoles.

All of this automation power can come
from one “black box” that displays, edits, and
manages cue lists for each device in a system
and tells them all when to do their thing. The
hardware cost of adding these capabilities is
minimal, and the software is nowhere near
outrageous. And given the level of sophistica-
tion that MIDI music sequencers have already
achieved, equally friendly and powerful MIDI
Time Code sequencers are certainly not a
dream.

simmmnnnnni i

But So What?

“FINE™ YOU SAY. “But I've been surviving
this long without MIDI Time Code; therefore,
I obviously don't need MIDI Time Code to
live.” Which is true enough. Yet it does offer
some amazing possibilities . . .

Just as MIDI Time Code is considered an
“extension” to the MIDI 1.0 spec, so it also
presents extensions to the possibilities of an
automated set-up. No one ever needed digital
Foley, but it certainly has made laying in sound
effects tightly against film or video a lot easier,
and made some new tricks possible as well.
No one ever needed automated mixdown (let
alone total automation of tape decks, effects
devices, and sequencers to boot), but again, it
sure has made some tricks a lot more precise,
alot easier, and in some cases, just plain possi-
ble.

Your “need” for MIDI Time Code capa-
bilities should be viewed in the same light - if
you intend to start operating on this new,
higher level, then you should start looking for
manufacturers who are going to implement
and provide this power.

What MIDI Time Code and Cueing wili

probably become best known for is con-
sumating the impending marriage of the “MI"
(“Musical Instrument”) and semi-pro audio
markets with the high-end pro audio and vid-
eo fields. Semi-pros will have the power
which, until recently, was reserved for those
who could afford to see a couple of extra zeros
on the end of the price tag, while pros will get
to integrate some of the neat toys from the M|
and semi-pro market without banging their
heads against a wall.

Democracy at work. ]

(Although Chris Meyer is known as the father of
MID! Time Code, he would like to extend credit
to those who also contributed significantly to the
specification and its adoption: Evan Brooks of
Digidesign, Jim Cooper of JL Cooper Electronics,
Anne Graham of After Science, and Gerry Lester
of Adams-Smith. For a copy of the MIDI Time
Code and Cueing Specification itself, contact the
International MIDI Association, 12543 Hortense
St., Studio City, CA 91604. The spec may also be
downloaded, along with the text of a conference
on the subject, from the Synthesizer and MIDI
forum on PAN.)

Our new offices are located at
7250 Beverly Boulevard 3
Suite 207, Los Angeles,

Ca 90036 (213) 937-0113

Write or call for more information
about the PPG range of products.

AMERICA INCORPORATED

Here it is at last - The HDU! The PPG
Hard Disk Unit is your introduction to
tapeless digital recording with up to
12-mins mono, 6-mins stereo and
3-mins 4-track.

Other features included are:

1 Non-destructive Cut & Paste editing
2 Variable playback speed without
pitch shift

Pitch Transpose recorded or live
material

4 MIDI or SMPTE (optional) Sync.
MIDI control of play/record
controls and internal effects
parameters/echo, flonge, filter etc.
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ROLAND D50

Linear Arithmetic Synthesizer

Precisely one month after we compiled our first report on Roland’s new synth, the review model
has done still more to convince us of its worthiness. The details are even better than the first

F YOU READ the first part of our D50
review in last month’s MT, you'll be aware
that Roland’s latest synth offers a new an-
gle on synthesis. Not only does itemploy a
new method of sound-creation — known
as Linear Arithmetic synthesis - it also allows
you to combine synthesized sounds with
sampled ones. But unlike Korg's DSS! (which
at first glance is the obvious comparison

/4

impressions. Review by Simon Trask.

point), the D50 doesn't involve itself in sampl-
ing. And while Korg's instrument uses samples
as the sonic basis for synthesis, on the D50 the
samples are attack segments of sounds which
can be combined with synthesized sounds
whose attack depends on the relevant
envelope setting.

This is a sound principle (if you see what |
mean), because the attack portion of a sound

conveys a lot of information about what the
instrument is — as the D50’s 16-bit samples
well illustrate.

The best way to understand this is to listen
to a sound such as Jete Strings (internal patch
54) without and then with the samples tacked
on the front end. Now, you may think that
combining two different ways of (re)creating
sounds in the way that the D50 does may not
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produce a very integrated result. But while
this is true for some of the DS0’s factory
sounds, they are the exception rather than the
rule. Most of the sample/synth combinations
which come with the instrument are well in-
tegrated, “whole” sounds. There again, there's
no reason not to experiment with odd combi-
nations.

As we said last month, the D50 has 100 sam-
ples onboard. That’s a high number, even
when they are only attack segments (ie. short,
and therefore using relatively little memory).
And bear in mind that unlike sampling instru-
ments, the D50 stores its samples in internal
memory at all times - you don’t need to go
through the laborious process of loading them
in each time you switch the machine on. Still, it
does seem a pity that there’s no way of loading
in further samples (from a ROM card library,
for instance).

Programming

BUT WHAT ABOUT this new type of synthe-
sis? When Yamaha introduced FM synthesis to
the world, they also introduced a new pro-
gramming system (and let’s not go into that).
But while Roland’s LA synthesis may be new,
that newness has to do with what goes on in-
side the instrument, and hence with the quality
of its sounds. When it comes to the way in
which LA synthesis is presented as a program-
ming system, there's much that is famitiar.

Essentially the D50 follows the time-
honored waveform, filter, amplifier format,
with three LFOs for each tone that can be ap-
plied to those components. The WG (wave-
form generator) section allows you to select a
square or sawtooth waveform, the former ad-
ditionally having a pulse width setting. Filter
and amplitude envelopes are both five-stage.
The filter envelope allows you to vary the filter
cutoff dynamically, while you can also bring in
resonance (ie. boost around the cutoff point).

The LFOs offer a choice of triangle, saw-
tooth, square or random waveforms as the
modulation source. You can set mod rate and
delay time together with sync on/off. Pulse
width, cutoff frequency and level can each be
modulated by any one of the three LFO’s
while pitch can be modulated by LFOI. The
depth of modulation can be set, and can also
be controlled dynamically from the keyboard.
This aspect of the D50 should not be underes-
timated; it adds greatly to the flexibility of the
instrument.

There are some points to bear in mind
when it comes to using the samples. For a
start, not all combinations of samples and
synth sounds will be in tune - so you have to
indulge in a spot of fine-tuning (an easy pro-
cess on the D50) to remedy the situation.

What’s more, the D50's sampled sounds
aren’t automatically multi-sampled across the
keyboard. Now, while you probably won't
miss a multi-sampled triangle waveform,
there’s no doubt that other D50 samples do
lend themselves to this process. Roland has
provided samples of some instruments (for in-
stance piano, flute and organ) at different
pitches - which allows you to set up multi-
samples for yourself. But how can you prevent
a sample from spreading all the way down thep
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flexibility!
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Gooseneck Lamps & Accessories
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RECORDING
WORKSHOP

LEARN THE ART OF RECORDING

LEARN CREATIVE RECORDING SKILLS ON THE LATEST EQUIPMENT, FROM THE
LEADING ‘HANDS ON‘ TRAINING PROGRAM FOR SOUND ENGINEERS, PRODUCERS
AND STUDIO MUSICIANS. WITH OR WITHOUT PREVIOUS EXPERIENCE, IF YOU'RE
SERIOUS ABOUT A CAREER IN MUSIC, CUR INTENSIVE, SIX WEEK PROGRAM CAN
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THE RECORDING WORKSHOP
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(800) 848-9900 (614) 663-2544
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Financing Avanlable F125 327 55¢ —

» keyboard? And how can you cover up the fact

that a low-pitched, one-shot sample becomes
very “plinky,” or perhaps even disappears, in
the upper region of the keyboard?

Luckily, Roland has thought of this: you can
set an amplitude bias point and bias range for
each partial within a patch. Essentially, this al-
lows you to “fade out” a partial at any point on
the keyboard, either above or below the bias
point, while the range can be anything from
two or three notes to several octaves. This can
be very useful for cross-fading one sound into
another, and needn’t be applied only to sam-
ples.

Many of the D50's string patches offer ex-
amples of this technique. Jete Strings has a
very woody double-bass bowed attack in the
lower range of the keyboard which graduzlly
gives way to a violin scrape as you move up.
This sounds odd in isolation, but is splendidly
effective when combined with the synthesized
string sounds.

An interesting aspect of the D50's angle on
synthesis and sampling is the way a sampled at-
tack can affect the way in which you hear the
sustained (ie. synthesized) portion of a sourd.
A good example of this is the flute sound of
the flute/piano duo (patch 23). This has a flute
chiff sample on the front end which imme-
diately tells you what the sound is. However,
take this off and the sustained synth sound be-
gins to sound more like a muted horn (or
trumpet when you get up into the top key-
board octave). Interesting.

Preset Sounds

THE 64 FACTORY patches which come with
the instrument are of a uniformly high stand-
ard, and certainly do a good job of showing the
instrument off to its best advantage. I've only
one thing to say to Roland’s programmers: it
was worth the effort.

If you want to be mightily impressed - and
at the same time get an idea of the range of
sounds the D50 makes available - try wander-
ing into your local music store and playing the
following: Jazz Guitar Duo (13), Arco Strings
(14), Digital Native Dance (21), Bass Marimba
(22), Breathy Chiffer (31), Pipe Solo (36).
Soundtrack (37), Cathedral Organ (38).
Vibraphone (42), Glass Voices (51), Slap Bass
and Brass (73) and Intruder FX (81).

You'll hear bright and clear percussive
sounds which owe a lot to the DS0’s samples,
together with synthesized sounds which can
be sparkling and bright or warm and full. And
you'll hear samples and synthesized sounds
working in fresh and inspiring harmony.

You'll want to keep the DS50's factory
sounds, so it's fortunate that Roland has
stored them all on a ROM card which comes
with the instrument.

The D50’s onboard processing certainly
plays its part in creating the overall character
of its sound. But don’t assume the reverb and
chorus are being used to beef up a weak-
sounding instrument. You can go through the
factory patches removing reverb and chorus
(which, like everything else on the D50, is a
very speedy process once you're familiar with
the instrument’s organization), and the
sounds still stand up as being impressive.
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Chorusing has, of course, long been an in-
tegral part of Roland’s synths, and the new
digitally-implemented version holds its own
against previous analog incarnations, being ca-
pable of introducing great movement and full-
ness to a sound.

As mentioned last month, the D50’s reverb
section limits you to specifying for each patch
one of 32 “rooms” and the balance of dry and
reverb signal; you don't get the multitude of
variable parameters you might typically find on
a dedicated reverb unit. In practice, though,
the D50's reverb works remarkably well for a
wide variety of the instrument's sounds.

Now, there are bound to be differing opin-
ions on the usefulness of onboard reverb. But |
reckon it's a perfectly valid addition to an in-
strument, and will be welcomed by many mu-
sicians.

Editing on the D50 is based around a series
of displays (the synth has a 2X40-character
backlit LED window, below which are five but-
tons variously used for display and parameter
selection). These are organized on levels
which correspond to the Patch/Tone/Partial
organization of the instrument, and on each
level you can step sideways in either direction
through the displays.

Once this organization becomes familiar,
it's possible to find your way around the in-
strument remarkably quickly. And the provi-
sion of an all-important “Exit” button ensures
that you can always return to the play level
with the greatest of ease - this is particularly

reassuring when you first start using the D50.

Other useful functions to be found on dedi-
cated front-panel buttons are Compare
(which allows you to compare your editing ac-
tempts with the sound you started from),
Undo (which recalls the initial value of the last
parameter edited), and Copy (which aliows
You to copy parameters from one partial or
one tone to any other within the current
Patch).

Performance

AS MENTIONED LAST month, you can bal-
ance the volume of tones and of partials within
a tone using the onboard joystick. A valuable
feature, but the bad news is that making ad-
justments while playing notes introduces
glitching (in the form of clicks) into the audio

signal. And the same thing happens if you are
adjusting the chorus or reverb balance while
playing sounds. The subjective loudness of this
glitching varies depending on the sound(s) be-
ing played, but though it never dominates pro-
ceedings, it is nonetheless an irrication which

shouldn’t exist. To be fair to Roland, however,
the quality control people have apparently
cleaned up the signal on the D50s which are
actually hitting the stores - so with luck, the
clicks will click no more.

Better news is that the D50 allows you to
balance partials (ie. sounds) dynamically from
the keyboard. As you might expect, the D50’s
keyboard is sensitive to both attack velocity
and channel aftertouch.

It's about time more people were intro-
duced to the delights of release velocity and
polyphonic aftertouch - and the D50’s sounds
would certainly respond very well to such fea-
tures (release velocity on the strings would do
just for starters). OK, | know that means lots
more money and the D50 is well priced as it
stands. But the machine won't respond to
such information over MIDI either (in com-
mon with most other synths, it should be
said), so there’s no hope of purloining a more
sophisticated keyboard to do full justice to
your D50. Guess I'll just go on hoping.

The D50 allows you to set both velocity
(+/-50) and aftertouch (+/—7) sensitivity
for each partial within a patch. The minus val-
ues ‘“‘reverse” the sensitivity, so that a hard
strike or heavy pressure results in a quieter
sound. This arrangement allows you to tailor
sensitivity to your own playing, and to create
switching and cross-fading effects. For in-
stance, you could bring in a sampled double
bass slap using a strong attack, while gentler
playing would bring in a synthesized sound »
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» with a softer attack and a warmer sound.

Velocity and aftertouch can also be used to
control such features as pitch-bend, filter
cutoff and depth of LFO effect, while velocity
can be used to alter attack time.

Further control is provided by the ability to
mute individual partials when in Edit mode.
This can be done very quickly using four of the
front-panel patch selector buttons, and really
is invaluable both for isolating particular as-
pects of a composite sound when editing, and
for switching sound components in and out
during performance.

The PGI000 programmer (which can be
bought as an add-on to the D50) allows you to
switch partials in and our at any time (ie. not
just in Edit mode), which makes life a lot
easier.

In fact, making life easier is what the
PGI000 is all about. With 56 sliders control-
ling twice as many functions (two functions
are selectable per slider), you can make ad-
justments to parameters much more rapidly
than the D50 onboard editing system (though
itself an easy arrangement) allows you to. But
if you can make impressive changes to a sound
more quickly this way, then you can aiso make
a complete mess of editing more quickly too.
No matter how elegant the packaging. there's
just no substitute for having a clear under-
standing of what you're doing when you're
moving all those sliders. The same goes for
Manual mode on the PG, which transmits all
current slider settings to the D50. Be warned.

The D50 eases itself into Exotic Tunings
Territory with the inclusion of a “key follow”
feature which can be applied to filter cutoff
and to pitch. It’s the latter application which
results in some distinctly unusual sounds. Mi-
nus values reverse the pitch scaling of the key-
board; “—1" simply reverses the normal semi-
tonal scaling so that the highest pitch is at the
bottom end of the keyboard.
semitonal scaling so that the highest pitch is at
the bottom end of the keyboard.

But it's the fractional scalings which hold
the most interest: along with eighth- and
quarter-tones, such fractions as %, % and %
(representing how many octaves change over
12 keys) produce some intriguing tunings
which can be put to good use either singly or in
combination for special effects, and for exodc
sounds such as gamelan bells.

Interfacing

THE REAR PANEL of the D50 reveals the
usual MIDI In, Out and Thru sockets together
with left {or mono) and right stereo outputs, a
headphone output and four foot controlier in-
puts. Two of the latter have dedicated func-
tions {volume and sustin respectively), while
the other two are programmable both for
their effect on the D50's sounds, and for their
MIDI controller function. Internally, the pro-
grammable footswitch can be set to step up-
wards through patches (within the current
bank), turn portamento on and off, or tum
Chase mode on and off; alternatively, its inter-
nal effect can be turned off altogether.

The programmable footpedal can be set to
control the aftertouch effect, the modulation
effect, or the volume balance between upper
and lower tones; and like the footswitch, its in-
ternal effect can be switched off. It's worth
noting, though, that these settings operate
globallty (ie. for the instrument as a whole)
rather than for individual patches.

The D50’s MIDI implementation allows you
to set reception and transmission on or off for
each of eight MIDI message types: aftertouch,
bender, modulation, volume, hold, porta-
mento. program change and System Exclusive.
Each of the assignable foot controllers can be
set to any MIDI controller function from 0-95
that is within their own type (ie. switch or
continuous).

Rotand has included MIDI Mode 4 (Mono
mode) reception on the D50. As with other
Roland synths. this seems to have been imple-
mented primarily with MID! guitar players in
mind. Voices are allocated monophonically
across eight MIDI channels (there aren’t many
eight-string guitars around, but there are sev-
eral guitar-to-MID{ converters that will trans-
mit on more than twelve channels, if you so
desire) with each voice independently con-
trollable by pitch-bend. But you can't allocate
a different sound to each channel, since the
D50’s “texture” is defined by the current key
mode (whole, split, or dual).

More unusually, Roland has allowed you to
set a MIDI transmission channel for each D50
patch — the idea being, presumably, that during
performance you can layer different instru-
ments for each patch simply by switching to
the channel the relevant instrument is set to.

Another useful feature is Separate mode,
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which | alluded to last month. Essentially, this
allows upper and lower tones to be played
from separate MIDI channels - allowing inde-
pendent control (from a sequencer, say) of
each D50 tone across its full range. In this
mode, the D50's keyboard can only play the
upper tone - though if you want to use the
D50 as a master keyboard while having it play
back from a sequencer, you can set the synth
to “Local Off' mode from the front panel.

Conclusions

THERE'S NO QUESTION that the D50 will
very quickly carve out a niche for itself among
modern hi-tech keyboards. It's an original in-
strument with a sound all its own - retaining
all the warmth and fullness of Roland's best
analog synths, but adding a brightness and
sparkle which comes partly from the sampled
sounds, but also from the new LA synthesis
system.

It’s also a very accessible instrument. For a
start, the ease with which you can combine
sounds (synthesized and sampled) means that
you can create new sound textures without
necessarily having to indulge in too much pro-
gramming - and there are plenty of combina-
tions in there.

Ultimately, though, to get the most out of
the instrument you have to get down to pro-
gramming. Fortunately, the D50’s familiar
programming system and sensible layout
mean that you're unlikely to find this too
unpleasant or frustrating a task.

The sampled aspect of the D50 shouldn’t
lead you to expect everything you would ex-
pect from a sampler when it comes to accu-
rately reproducing acoustic (or any other)
sounds. The D50 is a synthesizer first and fore-
most, and don’t let anyone dupe you into
thinking otherwise.

On the one hand, the D50's samples act as a
means of lending a greater feeling of accuracy
and precision to synth sounds, while on the
other, the synth side acts as a means of ex-
panding and enhancing the current vocabulary
of sampling.

But, and this is a crucial point, you don’t
have to combine synthesized and sampled
sounds. Part of the flexibility of this instru-
ment is that you can use sampled sounds by
themselves, synthesized sounds by them-
selves, or a combination of the two.

Play rapid or staccato notes, and chances
are the sample is all you'll hear anyway. Then
again, the D50 is capable of producing some
big synthesized sounds, and if you start layering
four synth partials, those sounds get mighty
impressive.

And while we're at it, let’s not forget the
onboard digital reverb and chorusing, which
make a significant (and wholely welcome)
contribution to the character cf the machine.

Whichever way you look at it, the D50 is
one hell of a good instrument, and one that has
already booked itself a place in the synthe-
sizer's hall of fame, long before most musicians
have even set eyes on one. ]

PRICE D50 $1895, PGI000 $395
MORE FROM RolandCorp US, 7200 Dominion Circle,
Los Angeles, CA 90040. ¢ (213) 685-514I
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PATCH

This is the page where MT’s editorial team invite you, the readers, to
demonstrate your own synthesizer programs. Send us your favorite sounds
on a copy of an owner’s manual chart accompanied, if possible, by a short
demo-tape. Include a description of each sound and write your full name and
address on each chart. If we publish your patch, you'll be rewarded with a
complimentary one year’s subscription to MUSIC TECHNOLOGY.
Interested? Then get twiddling and get scribbling!

The address to send sounds to: Patchwork, MUSIC TECHNOLOGY,
7361 Topanga Canyon Blvd., Canoga Park, CA 91303. »

OBERHEIM MATRIX 6R

O’Hammer
John O’Hara, Summit, PA

John created his ‘O’Hammer’ patch with his
pressure-sensitive Yamaha KX76 controller
keyboard in mind; applying pressure produces a
sort of guitar harmonic feedback-type sound (as
it raises the frequency of one of the hard-synced
oscillators). He reckons that many Matrix 6R
users “wouldn’t have come across these specific
settings of the inter-related DCO! Frequency
and Matrix Mod #0's amount. The pitch and
mod wheels or levers can make it come alive, and
less key pressure produces a growling sound,
especially on lower notes. By holding Pedal 2
down and a high note, and quickly and repeatedly
hitting a low note a sort of whammy bar effect
occurs that’s enhanced by varying the pressure

Matrix Modulation

Fource Amount Destination
0 |PRES +62 DCO1F
1 [PeD2 +55 PORT
2 |KEYB +a5 VCFFQ
3 {vEL +30 E1DEC
0 1 2 3 4 s [ 7 [ 9
00 Freq | Fr/Lf1 | Sync Pw |PW/LIZ[ Wave | Wsel JLevers Keybd | Click
. 10 0 3 31 0 63 |BOTH |BOTH |PORTA| OFF
lg Freq | Fr/Lf1 |Detune| Pw |PWI/Lf2] Wave | Wsel |Levers [Keybd | Click
02 4] +33 +2 31 0 63 80TH |BOoTH lPorRTA | OFF
20 Mix [ Freq | F/E1 [ Fr/Prs| Res |Levers| Keybd| VA1 | VANI | VA/EZ |
VCFVCA 63 0 +63 0 0 OFF__{KEYBD | 40 +50 | +50
3/9 FM [ FM/E3|FM/Prs| Trckin [ Track1| Track2| Track3[Trackd |TrackS
FMTRCYE o [ o |xkevepn}l o 15 31 a7 63
40 [R1Spd| Trig |R2 Spd[ Tng [ Pont |Spd/Vi| Mode [Legato [Keymd
AMPPRY 0 |STRIG| O |[sTRIG| o 0 LIN | oFF |uNnis
50 | Delay | Attack | Decay | Susin | Rel | Amp |[Amp/Vi| Tng | Mode |LIiTng
ENVI 0 0 23 0 39 55 +63 |MTRIG | NORM | NORM
60 | Oelay [ Attack [ Decay [ Sustn [ Rel | Amp |[Amp/VI| Tng | Mode |LfiTng
ENV2 | o 0 10 50 0 55 +63 |MTRIG | NORM | NORM
70 | Delay | Attack | Decay | Sustn | Rel | Amp |[Amp/VI| TAg | Mude JLIiTrg
ENV3 0 0 20 o 20 40 +63 [STRIG | NORM | NORM
80 |Speed|Sp/Prs| Wave [Retrig [ Amp | Ap/R1| Tng | Lag | Smpl
LFo1 | 58 0 TR1 0 0 0 offF | ofFfF {keveo
90 |Speed Sp/Kbd| Wave | Retng | Amp | Ap/R2[ Tng | Lag | Smpl
tFo2 | 30 0 TR 0 0 +63 | oFf | ofFfF |kevBD

on the held note.”
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SCI! PROPHET 600
Six To Go

Ron Runyon, Everett, WA

1l 2 3 4 5 6 Unison: Off Off On Off Off Off Filter:

Poly-Mode: OscA: CUTOFF S+ 6 4 6 3 3+
FILENV 3 4 Owl@) 10 1@ FREQ 2 4 5 3 3 4 RES 2+ 2 3 2 1+ 4
oscs 04+ 0 63+ 0 SL':EE 02 2; Og Og 22 0; ENVAMT 5 4+ 7+ 2 5+ 6+

Destination:

FREQA On On Off On Off Off PW oF 'S I8 5§ & 7 iﬁ-Yri(éQRD .3 ’3 ’3 ; ([; .;
FILTER Off On Off Off On Off OscB:

LFO: FREQ 3 4 3 6 3 3 DECAY 2 3 0 32+ 4
FREQ 8 10 6 63+ 7 FINE 2 0 2 0 3 O SUSTAIN 6 4 7 6 7 4
SHAPE W Ay A W SHAPE S STP S P TP RELEASE 3 B8 8 & w4
INIT AMP 0 2 0 36+ 3 PW 0 0 6 06+ 7 Amp:

Destination: Mix: ATTACK 6 o 0 3 | 0
FREQ On On On On Off Off A O - == I © DECAY S W W6l A4l EPIS
PW Off On Off Off On On B G M 3 - @ | SUSTAIN 5 6 56+ 10 0
FILTER On Off Off Off Off Off Glide: I 03+ 0 O ! RELEASE I B8 8 47

Patch |: Osc A - Tune a Perfect 4th

A selection of hot sounds here for the Prophet 600, which their creator describes thus: below B; Osc B - | Oct

I. ‘Synth Trumpet’ - useful for both lead and synth sounds, and especially on accents like a brass section Patch 2: OscA-20ct;: OscB-20ct

2. “Footloose Organ’ - sounds like a cheap electric organ, great for playing ‘Footloose’ or a lot of Peter Patch 3: Osc A - 2 Oct + Perfect Sth

Gabriel-type organ parts. Not so hot for leads, but it's a real good “cheesy” patch. & Tune PW to Square Wave:

3. ‘Feedback Lead’ - a Minimoog-type lead with a twist; holding any note and moving the mixer slowly OscB-10ct

from Osc B to Osc A will introduce guitar feedback an octave above the note you're holding. Patch 4: OscA-10Oct; OscB-30ct

4. Voices Carry’ - an imitation of the keyboard sound in ‘Til Tuesday’s Voices Carry’; it’s a good solo sound Patch 5: OscA-10ct; OscB- | Oct

but has a slow envelope (it also makes a good haunting patch). Patch 6: Osc A-20ct: OscB- 1 Oct

5. "Chord Pad’ - a synth patch with plenty of timbric movement; using two mod sources and two different

destinations gives it some interest. KEY: S = SAW; T = TRI; P = PULSE

6. ‘Funky Bass’ - what can you say, except it’s a great funky bass! [ ] H = HALF; F = FULL

A Unique Full Featured DX7 Patch

THE BEST TOOLS AVAILABLE. For IBM PC and COMPATIBLES
MANNY’S SUPPLIES S
THE BEST SUPPORT SYSTEMS SHA0I08 (SRS Reguita

Pop Up Menus - Documentation

NECESSARY TO HELP
ACHIEVE EXCELLENCE -

¢ All Patch and Function Data on screen

EDITOR ¢ Pop Up Graphics
PROFESS'ONAL TOOLS ® Edit 6 Patches simultaneously
To ASSIST ° Sto.res. anction Data for each Patch
IN CREATING LIBRARIAN & are Pateh Checking
THAT EXCELLENCE * All Patches, All Banks On Line

® User Programmable Patch Generation
® Patch Cross
[ ]
L ]

Manny’s - The Professional Choice GENERATION ® Random and Step Modes
User Programmable Filters and
Range Limits
MANNY’S MUSIC
156 West 48th Street The Bianchi DX7 Patch Editor Librarian
New York, New York 10036 For Information, Call (415) 695-0447
Bianchi Software 3667 A 19th St.
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Valhala Data Cassettes and
ROM Cartridges

YAMAHA DX7
MK Rhodes

for Ensoniq ESQI

Mark Knox, Philadelphia, PA
801A/B, 802A/B, 803A/B, 804A/B

IMAGINE THIS SCENE for a moment. Proudly
1 clutching a wad of hard-earned cash, you dash into
your local music store, returning several minutes lat-
er groaning and puffing under the weight of an
Ensoniq ESQI. Arriving home, hoping your
neighbors are watching enviously, you go inside,
sy | miew | AveLT | plug it in, and presto! You've only got 40 sounds to
MOD. SERSITIVITY | play with.

] I However, you remember reading that you could
get “0-120 in 3.6 seconds.” You now realize that you
need the “optional” EEPROM cartridge which at
around $69.95 is decidedly not a snip. Once you've
bought said cartridge you crave even more sounds,

TRI 16 33

O W O wow
N w s s

NN TS -
: SORTRgeo Go L +L 99 0 2 61 4 : ) .
ﬁ;‘;a-f&oq D¥4  -E -L 99 99 2 53 4 so in march Yalhala. who have just produced eight
Setret ;{"‘;oo E7 +L -L 36 25 7 30 7 data tapes with 40 new sounds apiece. And as these
g&: @O E7 L -LR2S 99 5 45 T SERARRRE <3 2 only cost $19.95 each, you feel much happier al-
=
fpobiinfy} A= (-L-Lp0., 0} 23 g9 4 5 ready. (They have also managed to put these sounds
SRR BRodA-l  -L-L 0 0 4 99 s | ) ! . ' i fer b p
2340 algacak (L R €A lcpoar TouT T VELOC [‘ 273740127373, gev = on various ROM cartridges, if you prefer, but you do
1A G POINT € T EVE Ty sens|[ aar EVEL | TR = 3
t o | KE YR AIZCL:\VE_ ,3?,’\: ::A!fm P o:gm:vo:E thcni E‘b " ; SAENS NAN pay for the convemence.)
l" lw l|9 ]20 ]2, I,, [23 ﬂ,‘ . l” 1,7 ][" o Bor i I:,2 ] ~ The tapes themselves contain a range of patrhzs
- ST CATReT R T, including 49 pianos, brass, strings, percussion, lead,
a» A an co | avELL T e | mren | AMPU bass, woodwind, sound effects and some more
v v Lt | Tupe | e | ruoe 2

conventional analog-type sounds. The best of the
pianos are the clean and lifelike ACGRDI on tape
80IA, the deep and gutsy (especially in the lower

i LOPNO 801B, and (al 8018
After hours of comparing this patch to his suitcase Rhodes 73, Mark finally came up with a patch that ;TJg'S(::)O which (::;fers m::; '(: s?h: - susui:

“really sounds like an old muddy, funky Rhodes, right down to the ‘bouncing damper’ effect and the pitch- department but less in the way of weight. The
bend of the tines. MIDI this sound to a couple more TXs with the same sound (and slightly detuned) for a Steinway impression on 802B (STEINI) is pleasant,
truly awesome result! The only drawback to ‘MK Rhodes’ is that its output is not as hot as usual . . .” . but the FM pianos and FM Rhodes on 804A and

w ¥ - - - - - - - - - - - -

Looking for

’&f Dr. T,S ggg&ms the ultimate
5= MIDI Foot-Controller?

7~ )
HAVE YOU SEEN THE Dr. LATELY . : .

The Dr. ... developing amazing new software for the ST!

TOCE ME STOTES M TRCE MR STATHS D TROCE M STOTHS

MIDI COMMANDER™
audition for the job!

[ EE %J ' MEICO’s MIDI COMMANDER is a versatile foot-controller
e of capable of storing MIDI data to be played back. on
00 mrwmy o ‘ demand. whenever the desired chord button or buttons
A ——— are depressed. Advantages of the MIDI COMMANDER
include:
KEYBOARD CONTROLLED SEQUENCER ST $195 @ Ability to handle up to 16 MIDI channels. for
The ST-KCS contains THREE modes of operation: musical systems with several MIDI devices
TRACK MODE is an automated 48-track tape recorder using the mouse to select ALL ® Stores data for 99 songs. with a combination of up

major functions. it features a "continuous overdub” function allowing patterns to be

built up layer-by-layer in REAL TIME with NO STOPPING! Tracks can be MUTED, Aol Ll i T, L0 pa‘Ch Changes peresong

UNMUTED, or SOLOED; tempo changed; recording of CONTROLLERS or AFTER- ® Easy-to-program, with data permanently retained
TOUCH toggled on or off; PUNCH points SET and PUNCH-IN and PUNCH-OUTS under battery back-up

recorded: and output ECHOED to any MIDI channel. For a limited time. MEICO is offering musicians a free
SONG MODE provides 126 sequences which may be recorded on, edited, independ- trial of the MIDI COMMANDER. So. why not audition it for

antly looped, and chained together in ANY manner desired. yourself? You'll soon know why so many musicians
OTHER FEATURES include FULL editing of ANY MIDI event or parameter; trans- ; i

position of velocity, duration, and pitch; auto-correct; inversion, retrograde; ex- regard the MIDI COMMANDER as their most valuable
tremely fiexible CUT and PASTE; and many more edit options. SMPTE is supported MIDI accessory.

through MID! Song Pointer. A velocity-scaling feature allows easy creation of Write or call now for free literature and your free trial offer.
crescendos and decrescendos. Tracks can be split by synth key-position. STEP-

i 35 South Dishmill Road
TIME entry functions allow you to painlessly enter parts that ight b ble t
play yourself. b o Ea i e L A ///IIMEI‘ 0 P.O. Box 251

220 Boylston Street, Chestnut Hill, MA 02167 ELECTRONICS ';'093933"4‘;“;'2?; 06441
L (617) 244-6954 (203) 345-
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804B tend to sound thin, unspectacular, and all
rather similar

At this point you may have already noticed the
main problem with the Valhala range; not all patches
of a similar type are on the same cassette. This
means you need to buy all eight tapes to make sure
you've got all the variations you want, and once
you've bought them, it's harder to keep track of
which sound is where

Basses [-10 are spread out between 80IA, 80I8B,
802A and BO4A. Most impressive is BASS4 with its
distinct dancefloor appeal, and BASS2, which is rem
iniscent of Yamaha's FlapBass on the DXI100. Also
on 804A is the not-very-good-at-all KORGBS, and
the only slightly better ESQBAS.

Strings are even more diverse, with competent
patches on every tape out of the eight, although
string enthusiasts would be well advised to start
with tape 804A, which has some of the best, notably
HISTR, DXVIOL and CARLOS. MELSTR (803B)
and BACH (801A) are also worthy, while OBX-A
(803B) is brassier.

The two lead sounds which really shine, and
which would rise above any mix, are WENDYC on
801A and FLTMAR on 803A. The former is powerful
and atmospheric, while the latter uses prime, synth3
and sine waveforms on the Ensoniq's oscillators to
good effect. Other good patches to watch out for
include CHOIR2 (801B), PROFIT (803A) - a sort
of heavy metal guitar if you keep your eyes shut
and RPTDRM (803B), a repeating kick-drum that
changes in tempo rather than pitch as you move
along the keyboard.

The prize for the worst name goes jointly to ISAQ
and TOMITA (B03A and BO4A respectively), surely
a case of misplaced inspiration if ever there was one,
though the former is actually rather pleasant.

As with any collection of synth sounds, it’s useful
to remember that what at first appears to be
uninspiring can be made uniquely interesting by a bit
of judicious tweaking of the parameters. And
layering, say, a choir with a relatively long attack over
a bass sound can prove unexpectedly rewarding.

Loading 40 sounds at a time from cassette into
the ESQI doesn't take very long, and that's when the
fun starts. At best, there are some superb and origi-
nal sounds; at worst, there are building blocks and
food for thought. @ Daiid Bradwell

PRICES $19.95 per tape; $59.95 for 80-voice ROM;
$116.95 for 160-voice ROM; and $169.95 for 320-voice
ROM

MORE FROM Valhala, PO Box 20157, Ferndale, M1 48220.
Tel. (313) 548-9360

Roland S-50
Enhance and Owner S

expand your sonic horizons

Club 50 introduces over 300 sampled Digital Synth
sounds for the Roland 3-50 Digital Sampling
Keyboard. The initial 4 Bank collection of 5 Disks
per bank cantains experntly crafted samples of the
world’s most popular digital synthesizers.

Bank 1 Pianos, Organs, Plucked
Bank 2 Winds, Brass, Voices, Bells
Bank 3 Basses, Percussion, Effects
Bank 4 Strings, Analog, Pads

40 Patches per Bank
Priced at $80.00 per Bank.

Order by check or money order
Shipping: U.S. and Canada $3.00
Ca. residents add 6.5% Sales Tax

Emax collection available soon!
Mail Order Dept: 3102 N. Ashwaood - Orange, Ca. 92665 714/921 0119

PROLIB®
The Ultimate Librarian for IBM PC

Prolib gives you extensive patch data Instrument Support

storage and management for multiple in- Casio CZ-1, RZ-1
struments. Without sacrificing conve- Einu SP-lZ’

nience. 3 ® Yamaha FBOI1, SPX90

* Ensoniq ESQ-1

¢ Roland SBX-80

¢ ...and dozens more SCI
Matrix, CZ, DX, TX, RX
DW, JX & Linn!

Prolib Features

Because you can configure Prolib to
work with the instruments you use in your
studio. From a single Casio keyboard to a
dozen makes and brands of instruments,
digital or analog.

And backing up your sounds is just the

beginning. Because with a computer you Transmit, receive, store

patch data.

* Copy, insert, delete,
append patches.

® Rename, time-stamp, add
remarks to patches.

® Create, name, append,
sort, print patch libraries.

¢ Scan headers, copy, delete,
rename, sort disk files.

® Supports file sub-
directories, color & mono
display.

* Available now
for $99.95.

should be able to sort, arrange, docu-
ment, print, rename and make new patch
libraries.

And with Prolib, you can.

For more info:

P.O. Box 93895
Hollywood, CA 90093
(818) 788-3963
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Despite its grand title, the DEP3 is first and foremost a digital reverb that can produce straight
delay effects as an alternative. Is the compromise a good one? Review by Paul White.

HE PROBLEM WITH producing an

exciting machine is that, if you wantto

follow it up with some cheaper but less

sophisticated models, those models

inevitably pale into insignificance along-
side the device that started it all. Yamaha cer-
tainly found that to be the case with their DX
synths, and now Roland must be wary of tread-
ing a similar path with their DEP series of ef-
fects units.

DEP stands for Digital Effects Processor,
and so far there are just two models in the line.
The first, the DEPS, was unveiled last year and
proved a runaway success, since in addition to
offering a wide array of high-quality reverb
treatments and longer delay effects, it also of-
fered the unique option of letting you use two
of those effects simultaneously.

Now the DEPS has a smaller brother, the
DEP3, and comparisons are inevitable. The
DEP3 is somewhat cheaper, and is designed
specifically to create reverb (including gated
and reverse effects) and unmodulated digital
delays, with or without regeneration. You're
also restricted to using one effect at a time, as
per just about every other piece of outboard
gear going.

But while that brief description may seem
fairly unexciting on the face of it, the fact of the
matter is that the DEP3 is probably the
cheapest programmable reverb around - no
small feat in itself.

Format
THIS IS A 16-bit, mono-in, stereo-out system,

with a specification that indicates low noise
and negligible distortion, along with a band-
width (I12kHz) that makes even the delay set-
tings bright enough for demanding studio ap-
plications.

For a programmable reverb unit to be
cheap, though, compromises have to be made.

94

For a start, the DEP3’s designers have left out
all but the most important variable parame-
ters: the reflection density is not variable, nor
is the early reflection spacing or reflection pat-
tern.

But you can still choose a basic reverb type,
vary the decay time and pre-delay, and mess
around with such things as high-frequency
damping and a three-band equalizer - and all
those parameter values can be incorporated
iNto programs.

Luckily, none of those wretched, unfriendly,
non-interactive up/down buttons are involved
in setting up an effect, only good ol’ fashioned
knobs and dials. True, there are up/down but-
tons for selecting the program number, but in
the light of those rotary controls, | think most
musicians should be able to live with that.

All the connections are to be found on the
back panel, where standard unbalanced 4"
jacks are used for the input, the left and right
outputs and the inevitable remote socket,
which accepts a conventional footswitch for
bypassing the effect. There’s a switch to cancel
the dry or direct sound when the DEP3 is used
with a mixer, and there's the very sensible in-
clusionvof a dual level switch to enable the ma-
chine to work at +4dBm or —20dBm. For re-
cording, —10dBm would have been prefera-
ble, but it seems almost all effects manufactur-
ers are now catering for those perverse people
who plug instruments straight into the things
without going via a mixer. It all sounds quite
unhygienic to me. Still, the levels are close
enough to match up to budget recording gear
with no problems. The only other feature on
the back panel is a lone DIN socket to handle
any MIDI In signals you might care to feed it -
more on this later.

When you unpack your shiny new DEP3,
you find that the first 20 programs (out of a to-
tal of 99) are inhabited by factory samples.

These may be overwritten if you need the
space, but can always be recalled if necessary
by using a specially contrived power-up se-
quence that is unlikely to be repeated by acci-
dent.

Working from left to right, the first thing
you come across is a six-section input level
LED meter logically situated next to the Input
level control. The meter reads from —14dB to
+12dB, but in practice, the DEP3 is pretty tol-
erant of high input levels anyway.

The EQ section is a straightforward three-
band affair offering 12dB of cut or boost at
100Hz, IkHz and 10kHz. Without going wild
with this, it’s possible to change the character
of the reverb treatment quite dramatically -
but the extra range is there if you need it.

To set up the reverb sound itself, there are
only four parameters to vary. First, there's an
l-way selector switch offering a choice of
three room settings, three halls, two plates,
one delay, and both gated and reversed
reverb. To this pre-delay can be added - up to
120msecs, and the decay time can be varied up
to a maximum of 99 seconds for the longest
hall setting. A tweak on the high-frequency
damping control, and you've got yourself a
simulation of the effect caused by high
frequencies being absorbed by soft furnishings
and curtains.

There's only one thing to keep in mind
when setting up or modifying a treatment, and
that’s that the parameters may bear no
rescmblance to the knob positions. This is
because any program can be recalled, but the
front panel knobs will still be indicating the last
setting they were set to. To get a knob to
work, it must be moved slightly, after which
the internal computer relinquishes control of
that particular parameter. If you want to set up
a brand new effect from scratch, it's good
practice to give all the knobs a twirl before
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starting, including the EQ section and the se-
lector switch.

Considering the ease of use of a system us-
ing control knobs rather than those unspeak-
abie buttons, this minor incanvenience seems
a small price to pay - and users of early pro-
grammable synths (like the Prophet 5 and
Juno 60) should be quite familiar with it in any
case.

Another thoughtful touch involves the
Manual button, which lets you recall a prog-
ram, alter the parameters, and then compare
it to the original version before committing it
to memory - again, synth programmers will al-
ready be familiar with this system. The button
is mounted next to a two-digit LED numeric
display which normally shows the program
number currently being used. During pro-
gramming, the display can also indicate which
of 16 MIDI channels the DEP3 has been set to
receive on.

Overall, the Roland's front panel is perfectly
logical to use, and for those who don't like
reading, the unit’s entire operatiom can be
worked out without the aid of the manual in
just a few minutes.

On the MIDI side, the DEP3's 99 programs
respond to program-change information in
the same range, but unfortunately there's no
way you can assign specific effects to specific
program numbers; you have to arrange for
your synth sounds to be in the memory loca-
tions that correspond to your desired reverb
treatments ~ or vice versa.

As already indicated, you can control the
DEP3 on any one of 16 MIDk channels, though
there’s also the option of using Omni mode so
the unit will respond to patch-change informa-
tion regardless of the channel it arrives on. For
the more ambitious, the reverb parameters
themselves can be accessed by means of MIDI
System Exclusive codes, all of which are docu-
mented in the manual.

The Effects

THE SMALLEST ROOM setting {not that
smallest room), is a clangy, metallic tunnel
echo which is great for spexial effects such as
robot voices, trashy dancefloor drums and so
on. It doesn’t sound like a natural reverb, but
then again, it’s not intended to.

The next two rooms sound more like rooms
and are good for filling out a sound or just
adding a touch of ambience. They have a
certain amount of coloration and flutter, just
ke a real room would have, and, as such, are
not unconvincing.

The Hall settings are less colored than the
rooms and also less dense, so that they can re-
create the longer delays between reflections
which naturally occur in a large building. The
HF roll-off helps enormously here to simulate
boomy, cavernous effects, and a bit of pre-
delay also heightens the impression of space.

Both Plate settings sound bright, with just
the right degree of metallic edge to conjure up
the old mechanical plate sound, still a popular
drum treatment for producing am up-front,
attacking sound despite its age. Plates are also
used to add brightness and shimmer to vocals,
and these simulations are equally adept when
put to this use.
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Delay is a simple echo effect with no
modulation, so there’s no chorus or flanging
available. Here, the Pre-delay control'sets the
delay time (up to a maximum of 500msecs),
and the Reverb Time control sets the feedback
for repeat echoes. With the feedback at
maximum, the sound cycles around for several
minutes before dying away.

The first of the Non-linear selections is
gated reverb, though the DEP3’s version of
this is far from conventional. The Pre-delay
contrel may be used as normal, after which
you set a reverb decay time which has nothing
to do with the gate time, the latter,in turn, be-
ing set with the HF Damp control. Confused?
Well, what happens is this. The reverb is initi-
ated by a drum (or whatever) and, after the
required pre-delay, starts to decay. However,
if the decay is not complete before the gate
time has elapsed, the reverb is chopped off in
its prime, giving a classic gated reverb sound.
The beauty of this system is that you can
arrange to hear some decay in level before the
gate cuts off by setting a fairly fast decay time,
or you can have a level burst by setting a long
decay time and then chopping that off before
it's had a chance to decay.

The function of the DEP3's Reverse setting
is also a little unusual. Here the revers starts
to build up as soon as the drum beat has oc-
curred, again at a rate according to the setting
of the Rever> Time control. Then, when it
reaches a maximum level, it abruptly shuts off,
giving an ilusion of reversed reverb. That's
pretty standard stuff, but what Roiand have
done is to use the pre-delay time as a sort of
mute or gate to create a dead space between
the sound and the reverb following it. This is
not the same as normal pre-delay, since the re-
verse envelope is still doing its stuff during the
pre-delay period - it’s just that you can't hear
it.

Conclusions

THIS IS A good compromise between a fully
programmable reverb and a preset system.
The parameters that make the mest difference
are all there to vary, and there’s no shortage of
memories to store the results in.

The use of user-friendly controls makes the
machine a joy to work with, and the sound
quality, though not as refined as a really expen-
sive reverb might offer, is certainly well up to
home recording standards, and wouldn't be
out of place in a small professionai studio.

The MIDI program-change facility makes
the DEP3 a candidate for semi-autamated use
runring from a MIDI sequencer - though the
lack of patch assignment could put off any live
players who rely heavily on MIDI to set up
their configurations.

The delay effects are fine as far as they go,
even if some kind of external modulation input
would have been handy.

But put the virtues of this machine in one
hand, its price in the other, and perform the
usual balancing act, and | think | can honestly
say that you get your money's warth. ]

PRICE $625
MORE FROM RolandCorp US, 7200 Dominion Cincle,
Los Angeles, CA 90040. @ (213) 685-5141

Puzzled about
Pro Audio?
Leo’s has the
solutions.

Recarding & Midi Svstems
Jor Stage or Studio.

Anticipating the needs of musicians
and audie professionals since 1956.

5447 TELEGRAPH AVENUE
OAKLAND - CA 346809 - ;415) BE2-1553

You own a Matrix 6/6R

synthesizer i
You own an IBM PC or clone |
with an MPU401 or OP4001 |
interface |
THEN: You need ‘

The Matrix 6/R Patch Editor &
Librarian software. Access all
| parameters, build exotic Matrix
‘Modulatlons, and organize patch|
memory with ease and simplicity.

M6E: $65.00 M6E Demo Disk: $3.00

ALGORHYTHM SOFTWARE
68 Seeley Road
Trumbull, CT 06611
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Not just a Macintosh StratoMac |V is the most powerful MIDI control
centeryou can buy. A fully-loaded professional music workstation,
featuring all the power and speed of conventional microcomputers. ‘
Yet StratoMac |V is completely compatible with all Macintosh software. |
|

Shatter the Time Barrier CoupleStratoMac with our Quickload™
utility, Switcher and selected MIDI software from Southworth Music
Systems, Mark of the Unicorn and Opcode Systems. Suddenly, you
can jump from playing or sequencing to synthesizer programming,
patch loading or saving, patch library management, score printing, or ‘
lyric writing and printing -- instantly. No more changing disks, shutting
down or launching a new application. Everything you need is right ‘
there, allthe time. Atthe touch of a button. |

Professionals for Professionals With agentsin both Northern

and Southern California, Julian Music Systems stands ready to serve
every music professional. We offer consulting, training and onsite ,
demos. Find out why the top recording studios and session players

are turning to Julian Music Systems for their MIDI requirements. Call

us today.

‘ Authorized Value Added Reseller

Julian Music Systems
140 Mason Circle, Suite H
Concord, CA 94520

(415) 686-4400

StratoMac IV is a trademark of Julian Systems, Inc. Apple ‘
is a registered trademark of Apple Computer, Inc. Macin-

tosh is a registered trademark of Mcintosh L aboratory, Inc.
and is being used with the express permission of its owner. |

Valhala

the sound choice of professionals!

DX7 SOUND PATCH LIBRARY $39.95

Internationally recogmized as the industry standard. The
DX7 Sound Patch Library contains 757 different sounds
and 15 the only comprehensive library of sounds for the
Yamaha DX7 in printed form A 214 page spiral bound
book including algorithm, group and sound indexes Now
in its 3rd printing Compatible with the NEW DX711D
and DX711FD.

€501 BIBLE $24.95

A programmer’s reference. All aspects of pro-
gramming the ESQ1 are fully explored. An easy to
understand guide to programming the ESQ1 for novice
or professional. Chapters range from basic synthesis
fundamental to explaining i detail all ESQ1 functions
Includes information on creating sounds from acoustic
nstruments 1o complex timbres and 40 paiches
explained!

YES! Piease rush me the following:
Qty
VALHALA ESQ1 Bible - $24.95
VALHALA DX7 Sound Patch Library - $39.95

To order, send your order,
inc. $3.00/USA, $7.50/CAN/AK/HI
or $10.00/Foreign
for postage and packing to:

SHIP T0: MUSIC MAKER PUBLICATIONS
. 7361 Topanga Canyon Blvd.
ame Suite 203

Address Canoga Park, CA 91303

SOUND

READING

The Complete Guide to MIDI
Software

by Howard Massey
and the staff of PASS

THE CURRENT STATE of music software being as
it is - constantly under improvement, continually
being expanded, and growing at a rate equal to the
multiplying ability of gremlins tossed into a lake - it's
difficult to believe that any one book can claim to be
a “complete guide.” (Especially when it seems that
all it takes is one person with a computer, an applica-
tion and some basic programming knowledge to
create new software.) If you're making attempts to
keep up with new programs, you'll realize how over-
whelming the task can be.

Nevertheless, Howard Massey, et al, have made a
valiant attempt to look at the most popular comput-

ers being used for MIDI applications (including
IBMs, Macintoshes, Ataris and Commodores) and
the software programs which are most readily avail-
able. The spec sheets, suggested retail prices, manu-
facturers’ addresses and details of special features al-
low comparisons and analysis of specific needs right
in your own home. There are 60 reviews and
“guided tours” of the most popular MIDI software
packages, which typically lead you through loading,
operations, possible applications, and a brief opinion
on whether the program does what it's supposed to
do.

This book could be used in a variety of ways. It
would be an excellent starting point, for example,
for someone looking to design a personal MIDI stu-
dio, before any equipment has been purchased. You
can compare computers (as far as memory capacity,
necessary accessories, and possible limitations or
strengths are concerned) with the reviewed prog-
rams, their ease of operation or complexity, and
your individual needs. Or, if you already own a com-
puter, this book presents at least four (for the Atari
ST). and up to 24 (for the Commodore), possible
musical software programs for use in the MIDI stu-
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dio. Price comparisons would prove extremely help-
ful in budgeting your software dollars.

The reviews use an “informed but impartial” tone
in describing the strengths and weaknesses of each
software package. They often take into account
practical considerations as well (such as the cost
benefits of floppy vs. RAM storage), and use clear,
concise prose for the analyses. Anyone who has
tried to use a poorly written owner’s manual will ap-
preciate the straightforward style of these writers.

So, if you're planning on setting up a MIDI studio,
or if you'd like to know more about the software
available for your own computer, it would be worth
your while to get a copy of this book. But when you
see the title, be a trifle skeptical over the *“com-
plete” part. A book like this can only be really com-
plete during the month it's written in. @ Deborah
Parisi

Touch Sensitivity: Building
Keyboard Skills for Playing
and Home Recording

by Jack Wheaton
with Peter Alexander

THIS AMBITIOUS BOOK is much more than a
bland, pedagogical approach to training keyboard
players. Instead of considering the piano or organ as
the primary instrument, the writers concentrate on
the unique challenges posed by the synthesizer to
modern musicians. While a glance through the
pages shows many of the same types of simple exer-
cises found in most beginning piano courses, the
writers breathe life into their text by stressing
creativity, experimentation with the unique capa-
bilities of electronic instruments, and just plain fun.

Concern over the total musician is evident in sec-
tions covering the least stressful sitting position,
how to properly warm-up and tone the muscles of
the hands, and how to get the most out of your prac-
tice times. “User-friendly” is an appropriate descrip-
tion, considering the refationship which is devel-
oped with the writers under their warm encourage-
ment. The cassette tape which accompanies the
book also helps the feel of familiarity, with Peter Al-
exander narrating and performing the exercises no-
tated in the text.

Despite some weak diagrams and a few annoying
typographical errors early in the book, most of the
lessons are marked by clarity and a real understand-
ing of the frustrations of keyboard players. Indicative
of the ambitious undertaking of the writers is the at-
tempt to reach all players - at all stages of experi-
ence. Unfortunately, although this sounds good, it is
unlikely that an advanced player (defined as “some-
one who already plays piano or organ and is a music
reader™) would persist in practicing the extremely
basic exercises, no matter what the promised re-
ward. An advanced player’s ego simply wouldn't
permit it. The writers assume that you “*have little to
no music reading skills,” but if you do, you'll find it
difficult to follow through the book.

If, however, you've never played keyboards be-
fore, or if you're basically a “by-ear” player with the
discipline and desire to learn to read music, this
book is a must. The beginning player will especially
benefit, learning to read music and jam simulta-
neously.

Bringing together strong technical training, the
new technology, and a creative, good-natured atti-
tude towards what music should be is quite an ac-
complishment. Hopefully, this will be continued
(and will perhaps be more useful for advanced play-
ers) in Volume 2. @ Deborah Parisi
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IBM PC/XT/AT OWNERS!!!
Cakewalk™

This hot sequencing software gives you lots of power for not much coin.
You get 256 tracks so you never have to bounce down. You can achieve any
creative manipulation with a full complement of high-octane editing
functions. You can zoom in on individual event parameters (the Event View),
pull back for a bird's-eye panorama (the Measure View), or just scroll through
all 256 of your tracks, grinning gleefully (the Track View).

You're guided through all this power by a nifty user-interface replete
with pull-down menus and pop-up dialog boxes. If you get lost, pressing a
Help key yields information related to your context (there are over 90 topics).
Or dip into over 100 pages of the clearest documentation you've ever not had
to read.

Cakewalk Is all yours for just $150. Not because it's less good, but so you
can afford to buy it - today. It's a fair price for a great package. Of course, if
paying $500 for Cakewalk will make you feel better, we'll play along.

visit a dealer near you, or contact...

Twelve Tone Ssttems
P.O. Box 226, Watertown, MA 02372. (617) 924-7937
Demo Disk available for just $10

- Nobody gives you
more sound forless
than Sam Ash.

Y()u'll find everything you need to make music at Sam
Ash at consistently low prices. It's a fact that Sam Ash has
been filling America’s playing and recording needs for

more that 60 years. So whatever your needs may be,
you'll find that the helpful and expert people at Sam Ash
will bring music to your ears.

YOUR SOURCE FOR MUSIC AND SOUND

Call 1-718-347-7757
or ask Operator for Toll Free number.
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At a time when musicians are finding new ways to put more feel
into electronic music, Yellow Magic Orchestra founder-member
Ryuichi Sakamoto’s experience raises a new question:
does electronic music really need to sound human?
Interview by Paul Tingen.

ALFWAY THROUGH MY

conversation with Ryuichi

Sakamoto, | suddenly make a near

fatal mistake. We're talking about

the equipment Sakamoto is usimg,
and my Japanese host has just explained to
me that a NEC computer and a DX7
synthesizer are the main things he's working
with at the moment. So [ ask whether the
NEC computer is the “brains” of his music
100
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system — with “brains” actually meaning
“nerve center,” the device off of which he
runs all his other keyboards and assorted
machinery. Yet on hearing the word
“brains,” Sakamoto suddenty jerks and
shouts: “No, no, no. Just teol, not brains,”
and pointing at the side of his head he
continues: “That's the brains.” It's the only
time during the interview that he's tierce,
almost angry, about what he probably saw

Photograph Mattheu Vosburgh

as an all too common misunderstanding.
But that example also serves to illustrate
the kind of uphill struggle an interview with
Sakamoto can be.

First of all, there’s his English. His limited
vocabulary and obvious problems with
grammar hamper a lot of the
communication between us - more, in fact
than I had expected from the short
telephone conversation I'd previously had
with him to arrange the interview. Second,
there's his almost complete lack of interest
in discussing the finer points of musical
technology. For, in common with several
other of today's technological innovators,
he seems to regard his technology as no
more than a tool. He doesn’t have a studio
of his own, and his “tools” are remarkably
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simple and sparse for someone as highly
regarded as the hi-tech innovator he is. At
his home in Tokyo he works only with that
NEC computer, running an eight-track
sequencing package called Come On Music,
with the DX7 as his only MIDI keyboard, a
small mixing console, and a Yamaha SPX90
effects rack - the last moving him to one of
his only spontaneous remarks about
equipment: “It is very good, the SPX.”

On top of all this, Sakamoto also seems
1o be one of those artists who doesn't
reflect on what he is doing, but just follows
his intuition. It might be a Japanese trait, or
it might be a result of our language
problems, but every time 1 ask Sakamoto
why he has done something, he answers
with “I don’t know,” or, if I'm lucky, a
two-line answer which partly repeats the
question. And when | put an observation of
my own to him, he often seems genuinely
surprised about the point I make, chews it
over for a while, and then mutters
something which boils down to: “It might
be like that, but it might also not be like
that.”

In short, Mr Sakamoto is a bit of an
interviewer’s nightmare. Apart from that, he
is extremely polite and does everything to
ensure that I'm OK, pouring me tea and
coffee and dashing over to the bathroom to
get a towel when [ spill some coffee on the
table.

I'm talking to the Japanese composer,
actor, producer and keyboard wizard in a
room in the small yet stylish surroundings
of the Blakes Hotel in West London, just
after he’s finished some string sessions for
David Sylvian's forthcoming album. The
hotel has a distinctly oriental feel, with its
cane benches, bamboo ornamentation,
plethora of mirrors and plants, and its
gigantic wood and paper umbrella in the
entrance hall. The homey atmosphere of
the place obviously suits Sakamoto who, in
real life, has nothing of the hard image
which he portrays in a lot of photographs,
and as Captain Yonio in the film Memy
Christmas, Mr. Lawrence. He is small, wears
dark glasses and a long black jacket, and has
a shy, modest demeanor. He listens
attentively to my questions, often answering
with a chuckle, smoking almost
continuously, and occasionally apologizing
for his bad English.

But while “why” and “how"” questions
are met with stumbling blocks, “what”
questions seem to go down a bit easier with
Sakamoto, since he obviously enjoys
elaborating about what he has been doing
over the last year, during which relatively
little has been heard from him here in the
West.

It appears that he's spent a lot of time on
projects in his native Japan . . . “At the
beginning of last year [ made a new album
called Futurist, which was released only in
Japan. The album title was inspired by the
Futurist movement, prominent in Milan
MUSIC TECHNOLOGY JULY 1987

around 1909, in which I was very
interested. Side A was very American pop-
oriented, whereas Side B was more
aggressive, featuring a mixture of hip-hop
thythms and ltalian opera. The sound of
the album was also influenced by the movie
Dune, which has a lot of low sounds.”
Following the release of the album,
Sakamoto went on a lengthy Japanese tour,
and then released - again only in Japan - a
live album of that tour called Mediabahn.
Last August he went to Bath, England, to
produce an album called Hope in a

(he studied composition at Tokyo's
University of Arts), founded YMO with
drummer Yukihiro Takahashi and producer,
bass player and keyboard programmer
Harumi Hosono in 1978.

Throughout the band’s career, YMO
remained an anomaly in Japan’s
conservative music scene. Musically they
were way ahead of their time, taking the
formal, all-electronic style instigated by :
Kraftwerk in Germany into new areas - yet
like Kraftwerk, their ability to laugh at L

themselves gave them an acceptability that .

“I've called myself a world musician before, because I don’t feel as if 1
belong to one specific culture. [ feel a stranger everywhere, even in Japan”. n

Darkened Heart by local artist Virginia
Astley. Then it was back to the East. “In
September [ made a soundtrack for a
Japanese animation movie, my third one.
After that I went to China for the shooting
of The Last Emperor, a movie directed by
Bertolucci, in which I acted with John Long
and Peter O'Toole.” It was only the second
time that Sakamoto has acted in a movie,
and as with Memy Christmas, Mr. Lawrence,
he was also commissioned to write the
score for the film - a project which he still
had to finish at the time of our interview.

After the shooting of The Last Emperor,
Sakamoto finally began work on a venture
of greater significance to the western music-
lover.

“In December | made the demo tapes for
a new album, which I recorded in New
York. The album, called Neo Geo, was
produced by Bill Laswell and me, and will
be released worldwide by CBS somewhere
during the summer.”

This is good news, because Sakamoto's
output to western record stores over the
last few years has been modest, to say the
least. His last western release was a
compilation of some of his Japanese solo
albums called Hlustrated Musical
Encyclopedia, which was available here as an
import on 10 Records. The record was
largely a solo venture, though it featured a
collaboration with Thomas Dolby (the song
‘Fieldwork’) and some contributions by, for
example, percussionist David Van Tieghem
and Simon Jeffes of the Penguin Cafe
Orchestra. By and large, though, the album
was dominated by Sakamoto’s approach to
keyboard and computer music: fresh,
delicately textured sounds, captured in
strict, precise, even cold rhythms. And, of
course, the usual potpourri of influences:
Tibetan and Japanese sounding tunes, big
band jazz, a rap in Thai, and “technopop” -
the category Sakamoto helped create when
he was playing with the now almost
legendary Yellow Magic Orchestra.

Yet there’s no doubt this artist has come
a long way since YMO stunned the world
with their hard-edged rhythms and
inventive use of synthesizer timbre and
melody. The classically trained Sakamoto

many electronic acts have failed to find,
both before and since.

YMO disbanded in late 1983, having
pioneered the techniques of sampling and
computer music programming to a degree
which took musicians in the West quite
some time to catch up with. Sakamoto
started work on what turned out to be a
prolific solo career. He released a number
of solo albums, and began a collaboration
with ex-Japan frontman David Sylvian
which has lasted until today. He also
produced several albums for his wife and
fellow songwriter and pianist Akiko Yano.

But it was his leading role in Memy
Christmas, Mr. Lawrence, which largely
made his name in the West. His acting
showed a stunning confidence and attention
10 detail, and the soundtrack he wrote for
the film - featuring a vocal version of the
main theme, ‘Forbidden Colours,' sung by
David Sylvian - won him a British
Academy award.

OW WE ARE about to hear Neo

Geo (it means New Geography), an

album that marks a musical turning-

point in Sakamoto's career. As we're

still in the “what” area, he’s happy
to elaborate.

“Neo Geo is a new way for me. Usually [
use a lot of computerized sequences. But
this time, the album has more acoustic
instruments, meaning real drums, real guitar
and real bass. For other people that kind of
real music is normal, but for me it's a pretty
new thing.” The artist laughs. The new
album features Tony Williams and Sly
Dunbar on drums, Bootsy Collins (Prefunk,
Funkadelic) and Bill Laswell on bass, Harry
Kubota and Eddie Martinez on guitar,
David Van Tieghem on percussion and,
surprisingly, Iggy Pop, who sang and wrote
the lyrics for one song. When 1 ask
Sakamoto about other vocals on the album,
he initially comes up with a very eastern
way of expressing himself: “There are some
more voices on it, but it's not the same.”
Then he continues: “The rest is sampled
and there's some talking. As far as making
the record goes, [ prepared every tempo,
every sequence and every part on my P>
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P> computer in Tokyo and then brought the

REREB

tapes over to New York, where [
overdubbed the other instruments, keeping
part of the computer sequences.”

Apart from the use of real guitars, bass
and drums, there's another thing which
makes Neo Geo stand out from Sakamoto's
previous work . . .

“I used two traditional Okinawa songs.
Okinawa is a Southern Japanese island. It’s
new for me to use traditional music directly
like this.” Very true: in the past, Sakamoto
has used elements of traditional Far Eastern
music, but has never quoted melodies or
songs directly.

The combination of using a whole set of
American musicians, who then have to play

drum and sequencer programmers do, ta
instill a false “human feel” into the
electronic elements of his music.

“Basically,” he says, “1 like that coldness.
It's also a kind of private history. In my
opinion, YMO and Kraftwerk invented
technopop and [ will not move away from
that direction. It’s my roots.”

N A MORE practical level, we
discuss the equipment which
Sakamoto uses to shape his ideas
I've already mentioned the
equipment he uses to demo his
ideas at home. From there, it's on to nearby
Lentil Studios to complete recording. It's
there that he stores his Fairlight II, along

“] find it easier to compose for film than for my solo albums. When I'm
doing a soundtrack there’s an object already in front of me, and I just

adapt to that.”

Japanese traditional tunes, raises an
interesting point. But, sadly, this is a “why”
question, and one that meets with a reply
that is as confusing as it is enigmatic: “The
music itself answers the question. For
example, | used the traditional Okinawa
songs with a go-go beat from Washington
DC, using Bootsy Collins on bass. It's hard
to tell what kind of music it is. But I think
this is my new way.”

It could also be argued, however, that
this is just another chapter in Sakamoto's
ongoing experimentation with Western and
Eastern music styles, something that's taken
place without the artist committing himself
to either side — though he once remarked
that he considers himself more Western in
approach, because he uses melody, harmony
and rhythm.

He comments: “I've called myself a world
musician before, because | don't feel as if [
belong to one specific culture. Somewhere
this means that I feel a stranger everywhere,
slightly remote from everything, even in
Japan.” To which he quickly adds, giggling:
“But don’t take that word ‘stranger’ too
seriously. It sounds so pessimistic. It's just
that 1 like mixing ethnic music with a black
beat and electronic technopop. | take my
influences from everywhere, and when I'm
deciding on a treatment, | don't care
whether a song is traditional Japanese or
not.”

And why (sorry) did Sakamoto decide to
use real players for his new album? “The
idea came from Bill Laswell. Yet even now
| prefer an electronic beat.” Sakamoto
laughs. This sentiment seems to negate his
earlier statement that using real instruments
is his new direction. But the artist can
explain this apparent contradiction. Because
for Ryuichi Sakamoto, the electronic beat is
part of a self-created heritage - and unlike
a lot of Western musicians, he's not afraid
of the coldness which immaculate computer
performances so often invoke. He wouldn't
dream of endeavoring, as so many modern
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with a PPG Wave 2.3, an Emulator [l and a
Propher 5 - the last only for its ability to
provide a guide click.

“Poor old Prophet 5," Sakamoto
reminisces. “I don’t use it anymore for
anything else, because I'm tired of the
sound. I've used it too much, I think.
Before, | didn't care which keyboard I used,
because | felt that it was me who created
the sound, not the keyboard. But I have to
admit chat my taste now gears towards the
digitals and the sampling machines. [ use
the DX7 a lot, for which | have a
programming software package which I can
run on the NEC, and [ usually bring in a
whole lot of CDs, records and a Sony PCM
F1 recorder to sample from and with.”

Does he still play the acoustic piano?
“Very little. There were two solo piano
pieces of mine on a compilation album
called Piano Music, which appeared on
Peter Baumann's Private Music label, but
now [ have to admit that [ play the DX7
too much. It’s my main kevboard. I'm not a
good piano player anymore, if | ever was
one (laughs). On the Mediabahn tour 1
used Yamaha's new MIDI acoustic piano,
because [ need an acoustic piano sound,
but 1 didn't like it. The touch is too heavy
for me.”

On an inspirational level, Sakamoto
relates that “the chords and the melody
usually come together. Sometimes | write it
down on paper, sometimes I play it on the
DX7 and store it in the NEC.

“There are a lot of ways in which music
comes to me. Sometimes | just play and
improvise. Sometimes, before playing, |
might have been thinking about words and
concepts or the image of a landscape. I'm
usually seeing something visual, and [ work
that into a piece or into sound.”

So how does he go about composing
music for film?

“l find it easier to compose for film than
for my solo albums. Making a solo album is
a very conscious thing for me. When I'm

doing a soundtrack there’s an object already
in front of me, and I just adapt to that.”

Sakamoto agrees with the suggestion that
his music has become mellower over the
years.

“It's not a conscious thing, but it seems
to be where my natural musical taste is
leading me. With YMO there were a lot of
very hard, rigid beats. On the other hand,
my favorite composer is Debussy. | love
that kind of delicare, ambient music. I also
like Eno's music a lot, and earlier Steve
Reich and Philip Glass. But | didn’t want to
bring my ‘important’ musical taste into
YMO. I wouldn't, because YMO was just a
pop band.”

On another level, Sakamoto’s reluctance
to let too much of his musical taste
influence YMO refers back to a personal
philosophy about balance which lies at the
root of his musical work.

“When | write music, I'm caring about
the balance. I'm not sure what the balance
means (laughs) . . . But it's a kind of
concept. | try to find the balance between
my personal thing and a more public thing,
so I wouldn't impose my taste on YMO. Or
I try to hold a balance between artistic and
commercial. And also, it shouldn’t become
too emotional.

“Another example would be the balance
between sound itself and the structure of
music. Or berween technology and human
feeling, or berween the old world and the
new world. In Japan there are a lot of
traditional things in society, and also
modern things coming up very drastically.
So I'm always caring about the balance of
two opposite things. If you say that my
music isn’t always that emotional, then
you're right. But it is very personal. This
concept of balance is my personal thing.”

Later, while Ryuichi Sakamoto guides me
to the hotel exit, | become more and more
impressed with the personal warmth which
he displays, and his natural, unaffected
behavior, something so rare in the glamor-
soaked world of fame, money and music.
Somehow, Sakamoto doesn't quite fit in.

[ look at this small, unassuming character
and wonder who he really is. A stranger?
Really, a stranger in a strange world. &
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SELL

indicate which sub-section you'd like your ad to appear in, and send it to us by the date specified.

[T FOR NOTHING

WITH A FREE CLASSIFIEDS ADIN MUSIC TECHNOLOGY
MUSIC TECHNOLOGY'S free classified section helps private sellers find buyers and bands find other musicians. So just fill in the form,

If you buy and sell musical equipment as part of a business (or operate a mail order concern), please use the regular classified section.

We regret we cannot answer any queries regarding free classifieds published in Music Technology.

KEYBOARDS

AKAIJ AX80 8-voice velocity sensitive
synth, 2 oscillators, MIDI (16 chan-
nels), parameters display, $750 or
trade. Tel. (914) 968-4230.
ELECTRO VOICE 18-3 keyboard
speakers, excellent condition. Parker
Adams, Tel. (213) 207-8655.
ENSONIQ ESQI with sequencer car-
tridge and case, $1450. Perfect condi-
tion; still under warranty. Damian, Tel.
(413) 253-3791.

MOOG MINIMOOG MIDI'D, with
anvil case, Roland MPUIOI. Mint con-
dition, $1300. Tel. (201) 371-3163.
MOOG OPUS 3, $350. Good con-
dition. Rhodes Stage 73, $450. Mint,
studio use only. Jim, Tel. (612) 475-
3i52.

OBERHEIM FOUR-VOICE, MIDI;
Lyricon Wind synthesizer; Oberheim
Matrix 6R. new. Sell or consider trade.
Tel. (614) 369-1476, 6-9pm EST.
OBERHEIM OB8 with DSX sequen-
cer, like new, $1100 or trade for
Prophet T8. Pete, Tel. (503) 482-
4657.

OBERHEIM OBXa, DSX and DMX
package, $1995; two 360 Systems dig-
ital keyboards with all EPROMs availa-
ble, $1995ea. Tel. (214) 750-7476.
OBERHEIM OBXa with flight case,
splits and layers, fat analog sound. It's
cheap, $499. Dan, Tel. (714) 639-
3940.

PPG WAVE 2.2 digital synth with
sequencer, beats all other synths at
this price, only $1995. Tel. (212) 439-
2778.

RHODES CHROMA with anvil case,
Mint, $1200. Will include Apple Il w/
drive interface, software for extra,
$300. Allen, Tel. (914) 623-7300.
ROLAND JUNO 60 synth. A classic
that is easily converted to MIDI, w/
free Yamaha CSOI synth, $475. Alan,
Tel. (617) 875-7187.

ROLAND RDI000 piano. new condi-
tion w/stand, lists $4000, asking
$2900 obo. Tim Acomb, IS Sierra Vis-
ta, Los Alamos, NM 87544,

SCI SPLIT EIGHT, MIDI, 5 octaves,
splittable, programmable, layering.
Four months old. need $400. Tel.
(216) 949-7521.

SCI SPLIT-EIGHT Voice, 4-Voice
Split/Double, programmable, good
MIDI, $450; Casio CZI0I, $175; nego-
tiable. Vince, Tel. (718) 353-0653,
mornings.

YAMAHA CP70B with road cases
and extra stand, must sell asap, $1800
obo. Studio 84, Tel. (201) 521-1369.
YAMAHA CP80 electric grand, used
in home only, $2500; Prophet 600,
mint condition, $800; Yamaha KXS,
$350. Tel. (717) 286-0436.
YAMAHA CP80 w/MIDI, $2500;
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Roland JP8 w/MIDI and case, $1200;
Minimoog w/Interface + CSQ, $600;
Sequencer, $375. Tel. (505) 344-1452.
YAMAHA DXT7UFD new, still in box
with warranty, $1995; TX8IZ, $445;
REV7, $899; both mint. Chris, Tel.
(205) 633-7495 evenings.

SAMPLING

TRADE your Mirage samples, | will
send mine back. Send to: Wolkoff,
3705 Gates Road, Vestal, NY 13850.

SEQUENCERS

MC8 CV/GATE sequencer. Comput-
er, patch-bay, complete documenta-
tion. Mint/new condition. Syncable to
MID! sequencers. Roland’s finest.
$995/0bo. Fred or Malcolm, Tel.
(617) 437-1815.

OBERHEIM DX with MIDI, $600;
Rolana JX8P, $800. Both mint. Mike
Lee, Tel. (303) 756-9949.

SCI DRUMTRAKS with custom
chips, tnable, MIDI, excellent
condition, $450. Tel. (415) 948-7523.

COMPUTING

CONSULTANTS wanted: If you are
a MIDI/computer/music expert, we
need you. Computer Musicians Coop-
erative, Tel. (300) 685-4843.
FAIRLIGHT CMI It $11,500. Tel.
(212) 481-6464.

PORTABLE XT-TURBO Compati-
ble, pro-MIDI sequencing system and
more, $1700. Sequential Drumtraks,
latest update, $525. Will sep. Trade for
Linn Sequencer. William, Tel. (312)
546-8001

RECORDING

SANSUI PC-XI PCM audio proces-
sor, digital recording on any VCR,
$399. Dennis, Tel. (206) 522-3171.
SONY FIPCM Digital Recorder w/
RTW interface for CD mastering, both
for $2500; FI Alone, $I800. Tel. (212)
533-7304.

TASCAM MIXER MDLS, 8X4X2,
meter bridge, echo cue sends, four-
band switchable eq, excellently main-
tained, $750. Tel. (818) 342-1385.
TASCAM MODEL 34 4-track tape
deck plus DBX 154. Excellent condi-
tion, $1000/obo. John, Tel. (201) 664-
2859.

TRIDENT 70 series console, 3 years
old, excellent condition, 28X 16X 24
monitor. Asking $19.500. Gary, Tel.
(213) 642-3130.

HOFLER P500 400W per channel,
stereo power amp, new, $675. Two

TOA 380SE PA speakers, new, $500
each. Bryan, Tel. (303) 925-446

PERSONNEL

BLACK GOSPEL artists wanted by
the south’s hottest producer. Style
Wooten, Inc., Box 11547, Memphis,
Tennessee 38111. Tel. (901) 525-5414.
BOSTON BASED rock band seeks
talented rock keyboards. Looking for
the ladder? Try us! Tel. (617) 397-
0490.

BOSTON HARD ROCK band seeks
frontman with excellent voice and
looks. Tape available. Tel. (617) 397-
0490; Leave info for response.
DRUMMER needed for working top
40 band, sequencer based. Skill, looks
and light travel ability are necessary.
Tel. (714) 985-4307.
KEYBOARDIST / ARRANGER/
PRODUCER top equipment. MIDI
studio, looking to tour/record with
pro signed project only. Ron Waters,
Tel. (818) 344-2713.

KEYBOARD PLAYER/VOCALIST
29, 25, playing, floor show/studio
experience, good equipment, looking
for serious working situation. Bruce
Donaldson, c/o L.S. Management, PO
Box 2526, Dallas, TX 75225.
LYRICIST looking to pair with
composer, object to create hit songs.
L. Foy. PO Box 870, Brooklyn, NY
11238.

PRODUCER/ARRANGER with

track record, studio, available for
independent production. Pros only,
strong contacts. NYC Tel. (212) 228-
7266.

EMULATOR LA users group, Outer
Planets Prod., Steven Mitchell, 2420)
Philiprimm, Woodland Hills, CA
91367 Tel. (818) 883-7255. Free Beer.
LINN DRUM $900; Yamaha DX7
synth, $1200; BiAmp EQ-230 dual 15-
band, Boss CE300, Super Chorus. Tel.
(713) 498-0297.

MIDI DJ new, still in box, $400;
Yamaha DXI100, $250. Will deliver in
Southeast US. Bryan, Tel. (803) 225-
9722,

ROLAND GUITAR synth system
GR700, GR707, PG200 Programmer,
mint condition. Tel. (507) 376-4509
or (507) 376-4207.

TWO YAMAHA SPX90 digital
effects units in case, $1000. Like new,
never on road. Jim, Tel. (301) 564-
1325, evenings.

WANTED

SEQUENTIAL TOM drum machine
and/or additional sound cartridges.
Larry, Tel. (213) 373-3095.
SOPRANO SAX sample for Akai
$900. Phil, Tel. (212) 986-2219.
SERGE PANELS reasonable. John
Stafford, Tel. (918) 745-1156.

FILL IN THE FORM to a maximum of I8 words (one in each box), and
send it to: MUSIC TECHNOLOGY, 7361 Topanga Canyon Bivd.,
Canoga Park, CA 91303. Please print clearly in BLOCK CAPITALS.
The ad must reach us on or before Wednesday, June 24 for inclusion in
the August issue of MT - late arrivals will be printed in the next available

issue,

Please include this ad in the

section.
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A practical education in audio znd video
recording arts and sciences for
anyone who takes recording seriously.

institute of
itute o

Audio-Video
Engineering
1831 Hyper ood, CA 90027

on Ave., (MT) Hollyw

As a matter
of fact,

we do repair
musicians!

We work on musicians’ tech-
nological breakdowns every
day. Ask us about compati-
bility, modifications, updates
and system design. We've
got it all—the right answers,
the best equipment, the fast-
est service and the lowest
prices. Call us, or write for
our free mailer.

Give us a break, we'll give
you a fix.

MUSICIANS
REPAIR SERVICE

3089 54th St.
San Diego, CA 92105
(619) 583-7851
Where we're more than just
a repair service.

| E— S = _—
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THE UNCARDBOARD BOX
Super-rugged. high impact, hardshell
carrying case with custom die-cut foam
interior for your delicate, expensive toys.
Priced from $39.95. Write for free catalog

to:
ANGEL CASE CO.
9 South Quarantina St.
Santa Barbara, CA 93103

M6E
Matrix 6/R Patch Editor and
Librarian for IBM Pcs and clones.
Requires MPU401 or OP4001
interface.

M6E: $65.00 Demo Disk: $3.00
ALGORHYTHM SOFTWARE
68 Seeley Road
Trumbull, CT 06611

——d

4,000 DX/TX voices for $100.00

125 banks. Organized by categories &
alphabetized. No duplicates. Available on
diskettes for IBM/Macintosh/Commodore
Please indicate your software
Satisfaction guaranteed.

ManyMIDi Products

P.O. Box 2519-MT

Beverly Hills, CA 90213
(213) 650-6602

Forte! PC MICI Sequencer
16 Tracks Record/Playback with merge
60.000 Notes. Most powerful MIDI-Data
editing available. Step Sequencer with
amazing rhythmic flexibility. Lightning auto
location. Automated punch, looping,
quantization, filters, transposition,
conductor, song pointer, more. $250.00.
LTA Productions
P.O. Box 6623, Hamden, CT 08517
(213) 787-9857

TR-505 Update |
Individual buffered outputs for external
procession, EQ, multi-tracking, etc.
Internally mounted PC board, all parts
and instructions. Kit $39.95 or factory
installed only $69.95! + shipping.
ATS inc.
13720 W. Warren Ave.
Dearborn, MI 48126
(313) 581-1046

ADVERTISERS INDEX

Alesis. .. ....ooiiiiii IFC/3 KeyboardSystems . ............... 93
AnticPublishing. .................. 17 KeyboardShop .................. 90
AKG ... 29 Leo'sAudio.................L.n. 95
Altech ......................... 35 Lester Productions ............... 72
Applied Creative Technology ........ Sl Lexicon .......... ... ..ot 80
A&RRecords & Tapes ............. 87 MagneticMusic .................. 90
Algorhythm Software ............. 95 Manny'sMusic.................... 9l
Alexander Publishing. .. ........... 63 Meico Electronics . ............... 92
Acoustic ScienceCorp. . ........... 62 Micro Systems|inc. ............... 85
BarcusBerry .................... 77 MIDIMouseMusic ................ 41
BianchiSoftware .................. 9l MusicData ..................... 36
Bacchus.................couunn 26 Music Intelligent Devices . . .. ....... 97
' BobadillaCases .. ................ 97 New Age Software ............... 88
CAEInc........ ... 85 OpticalMedia ..................... |
CarpenterMusic . ................. 8l PrivateMusic.................... 59
Club ... 93 [HH{®580008 0006600006800 6860005 83

CreativeSound . ................. 82 Performance Computer
‘ Compu-Mates .. ................. 73 CoNCepLs. . ... 89
Digital MusicCentre . . ............ 75 Phi-tech........... ..ot 67
Digidesign ... ................. 31/75 Palomba .............cciiaun. 87
(013 560000 B aaaEE6600006a00050 92 Quietlion...................... 62
Drumware. ...........c.c.oooven.. 42 Roland................. 43/44/45/46
Diskmakers .. ................... 69 RecordingWorkshop ............. 86
DigitalSoftware. . ................ 70 ReliableMusic ................... 89
Ensoniq.............. .. .nn 23 RainboRecords .. ................. 71
Electronicinnovations . . ........... 69 SamAsh............ ... ... 99
Rl 138 64006600 0606000006a4400000 IBC Savedby Technology .............. 36
4Designs. . ... 32 Steinberg . . ......... ... ..., 33
Fairlight . .................... 52/53 ScoresUnlimited . . ............... 72
Garfield Electronics . . ............. 25 T8 B8 6080000000000086500000a0 37
GuitarShack .................... 86 SavantAudio.................... 88
Gateway .. ... 70 SouthworthMusic . ............... 39
[ HybridArts . .................. 12/13 Twelve Tone Systems ............. 99
Intelligent Computer Music ) 8 856800 00000668400 60000000 79
Systems . .. ... ... 65 ValhallaMusiclnc. ............. 55/98
JulianMusic .. ... 98 Yamaha .. .......... ... o0, I

MUSIC TECHNOLOGY JULY 1987



YOU'VE NEVER HEARD DRUMS LIKE THIS.

THE F16 DRUM COMPUTER.

Now, through the power of 16 bit digital to trim and move samples at will. Save your sounds
sampling technology, there is a drum on the super fast high capacity floppy disk drive.
computer capable of reproducing any sound with Driving the F16 from pads, pre-recorded drum
the clarity and bnll_uonc;e ofa compact disk: sounds fracks or your drum machine’s trigger
0 amazingly precise it's shocking. \ outs, the response time is a blinding

The F16 provides from one to sixteen
modular voices that will alter your
percussive perspective forever.
Full 16 bit samples with 96 dB

100 microseconds! It's dynamic
sensitive, of course, with MIDI in,
out and through.

| : : The F16is rugged, reliable, and

of dynamic range. Imagine a simple to use. And, it sounds incredible.

crash cymbal sampled at 50 KHz Best of all, prices start at under $2,500

that plays for 6 startling seconds; or a and voice modules are easy to add.

fom that booms for 22 seconds or more. Prepare yourself. Forat Electronics is about
Each voice has independent tuning, volume and  to propel you and your music into dimensions of

pan controls, and is available through direct outs or sound that previously existed only in the farthest
the stereo mixer. Mic and line inputs make your corners of your imagination.

sampling easy, and editing commands allow you

FORAT ELECTRONICS

11514 Ventura Boulevard—Unit 1, Studio City, CA 91604 (818) 763-3007



FM Gets Personal

Used to be, anyone could get com-
plex, wide-ranging FM digital sounds
— if you didn’t mind sounding exactly
like everyone else. Excessive complex-
ity made FM synthesis the private
property of specialist programmers.

Now Korg engineers have simplified
FM. The new DS-8 has eight two-oscil-
lator FM digital voices — and a full set
of fast, intuitively familiar analog-
style controls. No more searching
through endless program cartridges,
no more settling for “close enough’’
Get the sound right without getting
tangled up in operators, algorithms
and techno-secrets.

The DS-8 has responsive real-time
performance editing to bring out the
individuality of your playing. Com-
bination programs that give you in-
stant access to splits and layers. And
full multichannel. multitimbral oper-
ation to give you a virtual multitrack
studio. Assign any number of the
DS-8’s eight voices to different pro-
grams and MIDI channels. Sequence
your bass line, piano comp and horn
or string lines, all playing at once.

Take control of the DS-8 at your
Korg dealer. You'll find that it gives
FM synthesis a whole new personality

— yours.

For a free catalog of Korg products, send your name and address, plus $1.00 jor postage and handling to:
Korg USA, 89 Frost St.. Westbury. NY 11590, or to Korg USA West, 7886 Deering Ave., Canoga Park, CA 91304
Exclusively distributed in Canada by: Erikson Music, 378 Isabey Street, St. Laurent, Quebec H4T 1W1

World Radio History

DS-8 Features
Versatile, cost-effective design. Eight
voices with two FM oscillators each. Pro-
grammable multi-effect digital delay. New
multi-stage Timbre and Amplitude enve-
lope generators. Four waveform options
plus cross modulation. 100 program
memory (200/400 with optional RAM/
ROM cards). Full MIDI capabilities with
programmable multi-timbral voice as-
signments. Splits, layers and multi-patch
combinations including MIDI channel,
digital effect and output panning.
Weighted action, 61 velocity-and pres-
sure-sensitive keys. Nine function real
time Performance Editor section: EG and
timbre controls for each oscillator: Mix
Balance for layers or splits; Oscillator se-
lect: Velocity & Aftertouch on/off; Effects
select. Two assignable footswiich/pedal
jacks. Programmable joystick.

Korg U.S.A. 1987





