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MUART -

4 PORTMIDI

For IBM™ XT’s, AT's and Compatibles

Record 4 MIDI networks at the same time.
Edit and mix your music with precision.
Record and play back with ultra-high resolution.

The MUART ™ MIDI interface comes complete with a PC controller
card, MUART ™ junction box, SPIRIT ™ software and cable.

MEWOTRON

DGITAL CORFORATION

36 Main Street
Port Washington, NY 11050 USA
(516) 944-6789

SMPTE compatible.

Unlike other MIDI systems, the MUART ™
4-PORT MIDI allows the simultaneous
recording of up to 4 separate MIDI networks.
Everything from keyboards, guitars, electronic
percussion to lighting control data, Each
network records and plays back with a timing
resolution of 600 pulses per quarter note. This
enables you to edit and re-mix with ultimate
precision and control.

Also included with the MUART ™ 4-PORT
MIDI interface is the SPIRIT ™ Sequencing
Software. SPIRIT™ has been custom
designed with the look and feel of a state of
the art multi-track studio recorder. SPIRIT™
features 48 tracks, complete individual MIDI
event editing, and real-time interactive controls
that let you get closer to your music.

The SPIRIT ™ Sequencing
Software is an enhanced
s version of Robert Keller's
acclaimed 48 track PC Il redesigned to

accommodate MUART ™'s four ports.

“The simplicity of 48 Track

“The 48 track PC Il has  pC Ii's screen design belies its
the best note-event editor I've extensive range of

seen on any sequencer functions — so extensive, in

fo date’ fact, that there’s no way we
MUSIC, COMPUTERS & can describe them all here.”

SOFTWARE, August 1987  Ted Greenwald, KEYBOARD
MAGAZINE, August 1987

The MUART ™ 4-PORT MIDI interface,
including the SPIRIT ™ Sequencing Software
comes complete and ready to install. No
additional purchase is necessary. For more
information, contact your local Mellotron®
dealer. Suggested retail price: $695.00.

Circle 11 on Reader Hesponse Card

°IBM XT and AT are registered trademarks of International Business Machines Corp. ¢ 1987 Mellotron Digital Corporation.




“ince upon a time, Southworth Music Systems invented the
JamBox/ 4" Never before had a synchronizer done so much and
cost so little. Not only did it let you SMPTE lock your MIDI
sequencer to tape, but it let you position anywhere on your tape
and lock up in less than a second, and stay locked for hours. As
if that weren’t enough it came with a built-in MIDI merger that
let you record four MIDI instruments at the same time. And 1t
let you filter out the MIDI you didn’t want.

Everyone said the JamBox would only work with a fancy profes-
sional tape deck. They were wrong. It worked great with any
tape recorder, even a home VCR.

But, alas it only worked with the Apple Macintosh™ The people
using Performer’; and Q-Sheet’;, and Cue" and MidiPaint™ were all
happy. But the people using the IBM PC, Commodore, Atari
and hardware sequencers were all sad because they still had to
spend thousands of dollars for a sync box that couldn’t do nearly
as much as the JamBox.

This made the people at Southworth sad too. So they worked
night and day in their workshop to »
find a way to make a new ‘- a
JamBox that could work with
any computer or hardware Amﬁ <
sequencer. They invented the ‘
JamBox/2. And it cost even less
than the JamBox/4.
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Confessions

| DON'T KNOW about you, but occasionally
| get to the point where I'm just sick of MIDI
equipment. | don’t want to see it and | don’t
want to hear it. | turn it all off, walk away,
turn on some of my acoustic jazz records, and
let Wynton Marsalis and friends speak to me
in a way that technology has not yet.

Now don’t get me wrong; | eat, sleep,
drink, dream and breathe hi-tech musical
equipment and | love it, but there can be too
much of a good thing - as Socrates (or some
other great philosopher) so nobly pointed
out. In fact, if you deal with the stuff for a
living, you can get to a point beyond burnout
that some people may refer to as psychotic,
though | prefer to think of it as creative
release. If you've ever been overwhelmed by
technology, perhaps you can share in the
sentiment of wanting to slowly dismember
synths by gently ripping off the individual
knobs and sliders. Or perhaps you've thought
about prying out LCDs and cutting them into
artistically shaped little pieces. Unfortunately,
they don’t maintain their glow when they've
been destroyed, so it’s not quite the same as
squishing lightning bugs.

If you have ever given thought to any of
these suggestions, or perhaps even done
some of them, then you've probably realized
the importance of having lots of knobs and
other parts on the instrument in question.
(By the way, there's no need to see a shrink,
as your friends or loved ones may suggest; it's
a perfectly normal reaction to an overload of
technology . . . | think.) | mean if you're going
to really destroy something, it's much more
fun if there are more things to destroy. When
I'm done with a piece of gear | want to see
lots of parts (without having to stoop to the
level of completely crushing large pieces).

And this brings up a commonly accepted
fallacy regarding old analog synthesizers.
People will try and tell you that they like the

old beasts because of their unique sounds,
but that’s a load o’ bull. Have you ever seen
how many knobs, buttons, sliders and other
assorted goodies there are on those suckers?!
It's a synth destroyer’s heaven! The DX7, on
the other hand, is supposedly frowned upon
by certain people because it sounds too thin.
In reality, its shape is too thin and it doesn’t
have enough loose parts. Speaking of which,
the real reason the DX7Il is so popular is
because they replaced those stupid mem-
brane switches, which provide no tactile
feedback and can only be destroyed en masse,
with regular buttons, which can be broken
individually.

Of course, similar principles can be applied
to other products as well: computers, wind
controllers, signal processors and other
things you can think of are all fair game to
receive the creative energy of your release
(you'd be amazed at how well non-velocity
sensitive drum pads respond to a sledge-
hammer). Just remember, it is April and it’s
only money.

On a slightly (but only very slightly) more
serious note, MT is very pleased to welcome
Chris Meyer to its editorial staff in the
position of Technical Editor. As many of you
may be aware, Chris, who is the Technical
Chairman of the M™IDI Manufacturer's
Association (MMA), has been a regular
contributor to MT since its inception. We
look forward to having more of his written
contributions in both MT and our sister
publication H&SR, as well as access to his
technical expertise. Chris comes to Music
Maker Publications from Digidesign where he
served as Resident Cyberpunk (officially) and
a Software Engineer (unofﬁcially). We'd also
like to wish a formal farewell to Senior Editor
Rick Davies who has decided to take on the
life of a freelancer. We wish the best to them
both. & Bob (O’'Donnell

MUSIC TECHNOLOGY is published monthly, 12 times per year, for $35.40 per year, at: Music
Maker Publications, Inc., 7361 Topanga Canyon Blvd., Canoga Park, CA 91303, Tel:

(818) 704-8777. PAN: Musictech

Second-Class Postage paid at Canoga Park, CA and at additional mailing offices. Postmaster: Send
address changes to: Music Technology, 7361 Topanga Canvon Blud, Canoga Park, CA 91303.

EUROPEAN OFFICE: Music Maker Publications Lid., Alexander House, 1 Milton Rd, Cambridge,
CB4 1UY, England. Tel: 011 (44) 223-313722. PAN: Musicmaker. (Ad Manager: Graham

Butterworth)
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Maxi Mix
for mlnl bux.

That’s what BK 32 owners tell us
about these remarkable EV mixers.

Value. It’s what sets the Electro-Voice BK 32
Series apart from the competition. Here’s what users
are already saying about our first model, the
BK-1632—and what they’ll soon be saying about our
new 8-, 12-, and 24-channel models:

“l am amazed at the features that are offered on
a relatively inexpensive mixer.”

—Glen Rapoza, Manteca, CA.

“I value the price-quality ratio. Looked at many
other brands. I feel this is the best value.”
—Livonia Assembly of God, Livonia, MI.

“I think the BK-1632 is a real hot board. It is
built very well. It is a great unit for all our

applications. It has great control and versatility.”

—Steve Marino, Lake Elsinore, CA.

“For the price it couldn’t be beat.”
—Merv Myera, Garnders, PA.

“This baby is beautiful!”

—Ronnie T. Fellela, Barrington, RI.

“It’s an excellent board for a very good price.”
—Brian Dawson, Midland, MI.

These enthusiastic user comments tell us we
chose the features that are important to working
musicians, and you'll find them all in the other three
BK 32 boards, our 8-, 12-, and 24-channel models.

Drop in on your EV dealer, today, and see for
yourself why the members of our BK 32 Series are
the new value leaders in portable mixers.

Beclroloice’

a MARK IV company I

Electro-Voice, Inc. In Canada: Electro-Voice Div.
600 Cecil St. Gulton Industries (Canada) Ltd.
Buchanan, MI 49107 P.0. Box 520, Gananoque, Ontario K6G2V1
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Readers’ Tapes 18

The eternally Yung Dragen spouts his
infinite wisdom once again, inspired by
some drastically different submissions.
From the angst of heavy metal to the
shores of AOR, he will fight the battle of
Music vs. Pleasure, on the land and in the
air.

The Christians 30

This British pop/soul trio has used low-end
technology to propel them to the top of
the charts. Keyboardist Henry Priestman
discusses their intriguing road to success.

On Circuit 38

While the On Stage columns featuring the
likes of Sting and Pink Floyd have received
tremendous response, perhaps their
instrument setups are a little beyond your
means. Check out this new feature,
focusing on bands playing in club venues
(and consider how your band would lock in
this spot!). First up: LA's hottest club
band, The Bonedaddies.

Thomas Dolby 47

In conjunction with the release of his first
record in four years, the enigmatic British
man of Science has a lot to say on the
subject of live playing and the role of
technology.

Carl Stone 84

Though unfamiliar in the pop music circles,
this avant garde composer/performer has
been using creative electronics (and
making a living at it!) for over 20 years.
Travel the past into the future with a man
truly on the cutting edge.

Off the Record 91

Examined this month are the latest from
Man Jumping and the Deviates. Believe
me: you don’t want to miss this.

RIEJVIEJW]s
Akai MPC60 14

Sampler, sequencer and drum machine, all
rolled into one. Without a doubt it’s
convenient and handy, if all the functions
fall into place. Our in-brief review is just
the stuff to whet your appetite.

Korg Ml and SI

The Professional Performance Series from
Korg is designed to give the corporate
image a lift while offering uncompromised
performance in a workstation environ-
ment. This in-brief preview of the M| Music
Workstation Keyboard and the SI
Production Workstation may have you
looking to consolidate soconer than you
expected.

Alesis HRI6 26

Here's the one you've been waiting for:
MT's review of the long-awaited 16-bit
drum machine. Although it's packed with
features that tempt even the most die-hard
anti-beat boxers, there are a few areas of
concern.

MIDI Desktop
Controller 34

MIDI controllers have become available for
instrumentalists of every shape and variety,
but the average non-musician Joes of the
world have been ignored. Our exclusive
review and interview with the developer of
a revolutionary new product talks about
bringing MIDI to the masses.

Sting EW2
MIDI Wind Controller 92

Wind players take note: another entry into
the hotly contested controller market has
now surfaced, complete with great feeling
keys and a flexible means of control. The
question is, is it worth the price?
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Computer Newsdesk 64

Software catalog, sampling program, MIDI
interface . . . IBM, Mac or Atari. For the
latest in your musical computer needs, be
sure to check these out.

Micro Reviews 66

For a quick peek at some recent offerings,
take a look at these brief reviews.
Programs covered include a voice editor
for the ESQI, drums for the Macintosh, and
a new windows environment for the IBM.

Passport Master Tracks
Pro ST 71

This in-brief look at a newly ported 64-
track sequencer for the Atari reveals the
creative possibilities offered by a slick,
professional package.

Lyre FDSoft 72

The remarkable synthesis program from a
relatively new Canadian company offers
additive synthesis and resynthesis capa-
bilities for the IBM and compatibles. If
you've got a sampler, this just may be the
one.

User Groups 76

When you need information on computer
hardware or software, applications, bugs,
peripherals, or really anything having to do
with data processing, perhaps your local
computer store is not the best place to go.
Take a look at what your local user group
may provide.

MT APRIL 1988

C-Lab Creator 78

A bit ahead of us on programs for the ST,
the Germans have come up with a monster
of a sequencing package offering a number
of nifty manipulative maneuvers.

Opcode D50 Librarian §2

Mac and Roland enthusiasts will no doubt
be delighted with this new librarian, which
also provides some fun patch-randomizing
functions for your system.

T]e]cluiNjolLjolo]y

Newsdesk 6

Whether you're looking for the upper-
crust in synthesizers, the sleekest of stands,
or the latest in modules, you'll find it right
where you always do. Here.

All About Additive 22

Part One of a two-part series on this
rapidly growing method of synthesis
examines the basic physics of sound and
describes how an additive synth nicely
coincides with this theory.

e e

Sound Reading 53

Three books on the famous DX7Il are
compared and contrasted, and graded
according to the reward gained from the
time spent.

SAMERINGE

Re-sampling 42
Re-sampling samples that are bad to begin
with may seem a little like beating a dead
horse. But, if you're aware of the pos-
sibilities this process affords, you may think

MIDI Processors 59

The conclusion of our two-part feature
looks at the more esoteric applications
you can create with some of the more

sophisticated processors. This stuff is
wild . ..
IBEIBIMMENE
Patchwork

Readers are at their best this month.
offering patches for the TX8/Z and the
ESQI. Patchware includes a review of
sounds available for the D50.
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EAT YOUR HEART OUT, CADILLAC!

In a surprising move from the company
famous for quality samplers and modular
synths, E-mu Systems has announced the
possible availability of the Emax Brougham.
Produced as a result of popular demand
from E-mu’s distinguished customer base,
features include a WoodGold front panel
finish and GoldenTouch keyboard, with
gold tone keys (fluorescent, glow-in-the-
dark keys will soon be available), and a
Simulated Stereo SurrOUND  speaker
system.

Through extensive market research,
including Focus Groups held in Ramada
Inns throughout the greater Xenia, Ohio
metropolitan area, E-mu discovered
increasing needs for features such as the
Removable CassDisk cartridge storage
system to reduce those critical floppy
seconds; the Labelight system for
illuminating the WoodGold front panel in
those moody, low light situations; and the
built-in SampleStand system for profes-

/

sional, on-the-spot, sampling techniques.

Questionnaires  distributed at the
American Society for Lounge Musicians
and Road Crew Flag Holders for a Better
Tomorrow Convention held in Yuba City,
California were not collected, but perhaps
would have revealed requests for features
like the removable CoinCase magnetic
system for income management and the
removable AshDrink system for flexibility
in performance consumption.

Each Emax Brougham is autographed by
his eminence, Riley Smith, and comes
complete with a specially created
performance disk containing one preset
and 409 sequences. The retail price is
totally confidential.

All capitalized words in this news feature
have been trademarked, so don’t try using
them anywhere else.

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

ANOTHER LYNC IN THE
CHAIN

For keyboard players who're sick of hiding
behind their synth racks, Lync Systems has
introduced the LN4 MIDI Controller, an
updated version of the LNI.

6

Increased capabilities include program-
mable control on each of four outputs,
including channel number, program num-
ber, keyboard velocity response, transpose
amount, volume level, low key limit, high
key limit and MID} controller number.
While the LNI could control eight sound
sources, the LN4 can handle 32.

To appease your need for color, Lync
provides controllers in black, red, blue,
orange, yellow and ivory. The suggested list
price is $1325.

MORE FROM Lync Systems Inc, M Walker Way,
Albany, NY 12205. Tel: (5i8) 452-089I

MATRIX INTERACTION
The Matrix 1000 from Oberheim is the
newest addition to the Matrix Series of
synthesizers, a six-voice module with 1000
sounds on board (800 pre-programmed
sounds in ROM and an additional 200 In
user-loadable RAM). The sounds in RAM

CEL RN -A:
WO 4e8 - D1

are programmable via MIDI from the
Matrix 6 or 6R or any Matrix 6-compatible
patch librarian/editor.

One of the more unusual features is
called “Group Mode,” which allows up to
six of the units to be hooked together to
produce a 36-voice instrument. A single
Matrix 1000 can be used with a Matrix 6 or
6R to create a [2-voice instrument with
this rotate function. Transpose, Fine Tune,
MIDI Mono and Unison Select controls are
also provided.

On-board patches include: 195 keyboard
sounds, 118 string sounds, 130 woodwind
and brass sounds, 239 synth sounds, 119
brasses, 74 lead sounds and 125 effects/
percussion sounds.

The suggested retail price for the one
rack space unit is $575.

MORE FROM Oberheim-ECC, 2015 Davie Avenue,
City of Commerce, CA 90040-704. Tel: (213) 725-
7870

ALESIS REVERBERATING

AGAIN

The Microverb Il should be hitting the
shelves about now, offering I5K bandwidth
and |6 new reverb programs from the
company that's making reverb (and a few
other things) truly affordable. If you've
seen the original Microverb, you've also
seen the Il - with the addition of the word
“Medium” wedged between “Small” and
“Large.”

Program settings include medium room,
medium/large room, medium plate/softer
delayed attack, low diffusion vocal room
and endless space. The Price? A mere $199.
MORE FROM Alesis Corp, PO Box 3908, Los
Angeles, CA 90078. Tel: (213) 467-8000
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8-TRACK CASSETTE
UNLEASHED

he company who delighted the world so
yany years ago with the first 4-track
assette recorder is likely to do it again
rith the Tascam 238 Syncaset, the first 8-
-ack available in the States using standard
udio cassettes.

Features include 3%ips tape speed, full-
inction remote control, auto punch in/
ut, auto rehearse, dbx Il noise reduction
nd FSK and SMPTE compatibility. A serial
onnector for external computer control is

=

Mhe Tascam 238 is the first 8-track multitrack
assette recorder available in America.

tandard and the machine boasts an open
rchitecture for possible software updates.
ascam also plans the release of the
1IDIiZER synchronizer, providing possible
rtegration with MIDI instruments and
MPTE machine synchronization.

The suggested retail price for the
ascam 238 Syncaset is $2295.
fORE FROM Tascam, 7733 Telegraph Road.
fontebello, CA 90640. Tel: (23) 726-0303

LISTEN AND LOOK

tructured/Adaptive is the phrase coined
iy Roland to describe the synthesis
nethod being wused in several new
astruments. The method was developed as
result of studying the characteristics of
rercussive keyboard sounds. The latest
roduct to implement the technology is
he P330 Digital Piano Sound Module.

The P330 is a single-space, rack-
nountable unit offering three concert
rand piano, two electric  piano,
iarpsichord, clavichord and vibraphone
ounds. Tremolo, chorus, built-in EQ and

6-voice polyphony are the featured specs,
ilong with an easy-to-read LCD display
ind headphone jack.

And, if you'd like to take a look at MIDI
10te-on messages from the P330 (or any
sther MIDI'd instrument, for that matter),
oland offers up the AlI0 MIDI display.
Any one or all of 16 MIDI channels may be
riewed simultaneously, and a Hold
ndicator lets you see when the damper
yedal is being used. There are also five
MIDI Thru jacks for hooking your gear up.

The P330 has a suggested list price of
pI395; the AllO, $395.

MORE FROM RolandCorp US, 7200 Dominion
Circle, Los Angeles, CA 90040. Tei: (213) 685-5Ki

AT APRII 1QRRKA

Fz1 GETS BOXED

Casio has announced the availability of the
FZIOM, a 4U-sized rackmount version of
the FZI sampling keyboard. The unit

comes standard with two megabyte
memory capacity and XLR mix output/mic
inputs.

Sampling rates of 36, 18, and 9kHz are
available, yielding 291, 582, and ll6.4
seconds of sampling time, respectively. The
64 voices can be organized into eight banks
of presets, selected from the 16-bit

samples, preset waveforms, additive
synthesis, hand-drawn waveforms and
cyclic waveforms.  FEditing capabilities

include 8-stage rate and level DCF and
DCA envelopes, eight separate loop
points, crossfade loop, truncate, reverse
write, cross-write, velocity split/overlap
and reverse. Still only 8-note polyphony,
but what the heck. You can't have
everything.
The suggested retail price is $2499.

MORE FROM Casio Inc, 570 Mt. Pleasant Avenue,
Dover, NJ 07801. Tel: (201) 36i-5400

NEW FRONTIERS
FROM BUCHLA

Buchla and Associates, one of the creators
of the modern electronic musical
instrument, has announced completion of
their newest creation, the Buchla 700. It is
a multitimbral [2-voice machine with a
flexible voice structure. Each voice has four
oscillators that can be interconnected in a
variety of configurations. Several synthesis
techniques can be combined, including
frequency, amplitude, and timbre modula-
tion, additive and subtractive synthesis, and
dynamic waveshaping (changing the wave-
table without glitching). The user may
design his or her waves by direct entry of
numbers or assisted drawing with line
bending and curve fitting. Custom phasing
and panning circuits reputedly provide
unusual depth and imaging in the acoustic
field. Up to six modulators and 15
envelopes (with up to 96 segments) may
be summoned up per voice. Individual
points of the envelopes may be modified by
input gestures.

The 700 has three MIDI In, three MIDI
Out, and one MIDI thru jack. In addition,
the unit itself has a variety of position and
pressure-sensitive surfaces arrayed as
potentiometers, flywheels,  trackballs,
switches, and ribbon controllers. Four
control voltage inputs and outputs are

available, as well as an envelope follower
output (all good news for those still
wrestling with modular systems). In
addition, there are two footpedal and two
footswitch inputs, a pair of signal inputs

(one which can be modulated and
processed, the other which is mixed with
the 700’s output), a pair of control outputs
(sync, etc), stereo audio outputs, and 12
individual miniphone outputs. Two RS-232
ports allow communications with external

computers, terminals, printers, and
plotters.
The 700 itself is a 68000-based

computer with IMeg of RAM, running
MIDAS VII (the latest revision of Buchla’s
instrument  control  environment). n
addition to running and editing the voices,
MIDAS has a SMPTE-lockable sequencer,
allows comprehensive score editing and
display (music plus gestural control),
microtuning (I cent resolution, with a
number of macro editing commands to cut
down on keystrokes), and library
management. A 3%2" disk drive is onboard.
The 700 also features a large high-
resolution LCD and an EGA 64-color
monitor connection. To cap it all off, it fits
under an airline seat - 18"X5"X5", weighs
about 20 pounds, and draws only 30 watts.
The 700 is available now and lists for
$7800.
MORE FROM Buchla and Associates, PO Box 5051,
Berkeley, CA 94705. Tel: (415) 841-366l
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READERS”>
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Send any question or comments that you may have to: Reader’s Letters,
Music Technology, 736l Topanga Canyon Bivd., Canoga Park, CA 91303.

Dear Music Technology,

Congratulations on the great cover shot of Neil
Peart on the February ‘88 issue of Music
Technology.

I noticed in the photo that a small black box
appeared underneath each cymbal. | have never
seen these in other photos of Neil’s setup and
would like to know what they are.

Also, Neil mentioned new cymbal mics in the
Rush article. Is it possible to get some technical
information on the system?

Thanks for your time and | look forward to
hearing from you!

P Healy
Quincy, MA

Good eyes, P. None of us had even noticed
those “small black boxes!” They are, in
fact, the new ZMCI Zildjian cymbal mics,
being used by an increasing number of
drummers (Alan White also likes ’em). We
hear through the grapevine that a new
magazine called Rhythm will be reviewing
them in the near future, but if you need
something before then, contact Zildjian
(near your home town, eh? That’s
interesting) at (6/7) 871-2200. Tell them
Neil sent you.

Dear Music Technology,

How excited | was to see that first issue of MT
with Peter Gabriel looking out and the word
“Music” twice as big as “Technology.”

Back in those ancient days you had a
distinctive magazine with an editor (Rick
Davies) who seemed interested not only in the
great British jazz/pop scene (and its relatives)
but also in striking a balance between music
and technocratic insanity. And, as a special
bonus, there were Stuart Cdtterson'’s distinctive
illustrations to juice things nicely, thank you.
Together they presented America with an
interesting, even exciting alternative to the
technological hell-hole into which Keyboard et
al were pushing us.

And now, as '88 dawns, we readers are
treated to the offerings of a new editor who in
February devoted 72% of his precious editorial
space directly to technoid junk. (Even the latest
“Roland Users Group Magazine” devotes only
67% of its editorial space to technology
dominated articles - that’s how low you have
fallen.)

And that’s not even the worst of it - of the
four “interview articles” you do run, three turn
out to be little more than free promos for
manufacturers. Yes, the names are there -
8

Rush, Erskine, Pink Floyd, but now they are
reduced to playing coat-hook for lists of their
equipment.

The bottom line is that 94.5% of the
February issue is devoted to advertising and the
interests of advertisers. Only I3 pages in the
entire issue are dominated by something other
than equipment (two of those are Table of
Contents pages, and, of course, even on these
Letters pages advertisers frequently promote
their wares).

Oh, now | get it - while our backs were
turned, you sold-out to GPI, and Bob O’Donnell
is really no more than Dominic Milano cloned.

Let’s be clear here. | own a studio full of the
latest music hardware. This is no disgruntled
acoustic musician speaking. I'm just a guy who
subscribed to a once-classy magazine called
MUSIC Technology (a magazine that actually
had some music-oriented content), and now
you (in the great Nixon/Reagan/Bush
tradition) are turning that honest name into the
Big Lie. Thanks a lot, Music Maker!

Ronald Adams
Lexington, MA

Your letter distresses all the editors here, on
a number of levels. First, one of the things

we always try to remember is that the
creation of music is the only reason for the
technology. And no one here is a gearhead
pure and simple; we are all musicians
utilizing technology in our own fashion in
the creation of more music.

However, MT is a technology (interpret,
equipment and applications) publication.
As much as I'd like to interview great artists
who have nothing whatsoever to do with
technology, that will have to be saved for
another day. Most MT  readers
(determined by readers’ surveys) are
decidedly interested in what equipment a
band or musician is using to create the
effects they do. We don’t offer them up for
the advertisers benefit; that has never been

the intent. We include them (amidst
discussions of songwriting techniques,
philosophical approaches, backgrounds,

and hopefully personality insights) so that
you know what works for them and what
doesn’t. If that’s not what you want,
perhaps this isn’t the right magazine for

you.
Give me a call. I’d love to discuss it more
fully. - DP

And for the record, Stuart’s illustrations
are still an important part of the magazine.

Plus, Dominic is a lot taller than | am. -
BO'D

Dear Music Technology,

The review of Rush's Hold Your Fire done by
Adam Ward Seligman brightened my entire day!
Finally, someone has dared to contradict these
plastic techno-gods. | have listened to Rush for
years but while their technique is impressive, |
still remain unimpressed.

I could never be moved by a band who plays
odd notes in odd ways for the sake of doing it -
rather than because they have something gutsy
or thought-provoking to express through their
music. Peart’s lyrics whine on in the all-too-
familiar drone of armchair politicians and
liberals who complain about the injustices of
society and world affairs but refuse to ever get
their hands dirty - or ride a subway train
through the South Bronx.

It's as if Rush has put permanent anti-
perspirant under their musical/emotional sweat
glands.

Their fans present an even greater problem
because Rush devotees as a general whole are
convinced that Rush songs are the end-all-and-
be-all of music. | have met more than my share
of Rush-influenced musicians who refuse to play
anything other than Rush covers or Rush-like
music. I've met many hard-headed, unyielding
musicians in my life but these people are
extraordinarily tunnel-visioned. To inform them
that their attitudes are musical suicide is a
complete waste of time.

Perhaps Rush should stop pointing the finger
at those who can’t communicate and look in the
mirror. Popular music is about accessibility, isn't
it? But | suppose the young musicians/listeners
of today have forgotten all about that, or never
learned it. Check out all the latest furor in the
guitar magazines. They're finally realizing that
all this emphasis on speed and technique has
produced a bunch of musical illiterates who
excel at fast passages and complicated chord
changes but fall apart when asked to improvise
on a 4/4 1, IV, V progression.

Perhaps in our search for technical perfection
we've become so EVO, we are now DEVO,

M Guerriere
New York, NY

Everyone’s got a right to their opinion.
Thanks for writing. - DP

Dear Music Technology,
I enjoy your publication very much and find it
very informative and nicely laid out. In the

premiere issue (with Peter Gabriel on the P
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Some Things Speak For Themselves.

And what these three programs are saying is revolutionary. Because they work with you to make your
music. With intelligence. Warmth. Excitement. With some pretty daring results.

M is an extraordinary composing and performing environment. Its screen becomes a visual control panel.
s0 you can explore and produce like never before. With Jam Factory, you teach your music to the
program’s four players, then arrange their improvisations until they sound just right.

UpBeat is a graphic rhythm programmer complete with fills and song structure.

And it even remembers the sounds of your drum machine.

But you've heard all this before. Through rave reviews and articles in keyboard, Electronic Musician,
Music Technology, MCS, Musician, Macworld, MacUser, Omni, and other magazines.

From the musicians all over the world who use them.

Now it’s time to hear these programs yourself. Visit your local dealer for a demonstration.

Or contact us for more information and free brochures. Demo disks are $10 per program.

Just send us a check and specify the disks you want. M for the Macintosh. Atari ST, or Amiga.
Jam Factory and UpBeat for the Macintosh.

Intelligent Music
PO Box 8748
Albany, NY 12208
518-434-4110

M_Jam Factory. UpBeat. and Intetligent Music are trademarks of Intelligent Music Computer Systems Inc Macintosh s a trademark icensod to
Apple Computer. Inc_ Atart and ST are trademarks of Atar Corp. Amiga i a registered trademark ot Commodore-Amiga inc

'World Radio Histo



P cover) was a piece called “Mono Mode Part I
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CZ Series” (Getting the most from mono
mode). After reading this article word for word
at least 20 times, | am still unable to get my
CZI0! into multitimbral mode. | am using a
Korg SQD!I to run the CZ. It seems that the CZ
is not able to hold onto the patch number of
previous patches. This is very frustrating as you
may know. It seems there is a problem with
“MIDI program change.”
Can you help me?!
Brad Mercier
Fresno, CA

Brad, the problem could be that you are
not recording the program changes on
different MIDI channels. However, a
friendly call to Casio resulted in a little CZ
software history lesson. There are three
revisions of the CZI0!I ROM out there. The
second had an anomaly in mono mode
where the lower voices take on the
character of the last voice edited. Resetting
the CZ to the first voice (either by
reselecting it, or hitting the solo button
twice) after sending it the program changes
cures this. The most recent ROM can be
had from your local Casio service center for
a nominal fee. To find out where that may
be, call Casio at (201) 36I-5400, extension
453. - CM

Dear Music Technology,

Congratulations! Thank you for finally address-
ing the professional (or soon-to-be professional)
film and/or video composer. Will wonders never
cease!

Needless to say, | was so impressed by Chris
Many’s February article on Picture Scoring that
I've included a check for a year’s subscription to
Music Technology Magazine.

Kudos to Chris, and to all of the editors in-
volved in having the chutzpah to address some
of the many formidable challenges faced by to-
day’s composers. Please, let this article be only
the beginning of a regular monthly column!

In addition to owning a Macintosh computer,
2.2 version of Performer Sequencer Software
and 2.1 version of Composer, | have a Casio FZ!
Sampler and an OB8 synthesizer. I've been
looking into SMPTE vs MTC formats and frankly,
I am confused.

Would it be possible to have Chris run a ser-
ies featuring a detailed analysis comparing the
advantages of using a format like Q-Sheet, Auri-
cle, and Cue with or without a sequencer soft-
ware program like Performer?

Also, | recently purchased a JL Cooper PPSI
for MTC. Could you please describe how it could
be used in the above mentioned setups?

Ultimately, | would also like to see a guide to:
I. Basic setups of various hardware/software
situations.

2. A walk through the jungle of %" syncing with
the above.

3. Detailed explanations of all of the pa-
rameters involved in technically executing hard-
ware and software hook-ups, including all of the
necessary peripheral equipment for %" com-
posing to timecode.

4. And lastly, reference material and/or names
and numbers of support groups where people
like me can get as much accurate information
10

as they can get their hands on about the techni-
cal problems of film and video scoring.

I realize that | am asking for a lot, but please
believe me. Chris’ column will prove to be an in-
valuable community service to thousands of
composers like myself, confused by the plethora
of incomplete product information.

The real problem that has yet to be ad-
dressed is the fact that film composers need in-
tegrated hardware/software systems. In order
for us to get the equipment that we need, we
need complete system information, not just a
lot of information about one component of that
system.

Thank you, and good luck.

Paul Mason
Sync-Tank Productions

Thanks, Paul. You have some terrific ideas,
some of which can be addressed here and
others that will indeed be considered for
future articles. You might want to check
out our sister magozine Home & Studio
Recording, which deals more often with
studio applications pieces of all sorts (of
course, we don’t want to lose you as a sub-
scriber, either!)

In response to your dilemma, Cue, Auri-
cle, and Q-Sheet cannot be used in place of
sequencers like Performer. Music is com-
posed first on the sequencer. Then, Cue
and Auricle provide a tempo reference to
drive these sequences to sync them up with
picture. Q-Sheet loads a sequence com-
posed on another package and plays it
back itself locked to SMPTE, but does not
allow reprogramming tempo changes as
Cue or Auricle would.

The JL Cooper PPSI may be changed to
MTC function by opening it up and chang-
ing a marked jumper inside the box. In this
mode, the PPS| takes SMPTE timecode and
converts it to MTC (MIDI Time Code).
Programs like Cue, Auricle, and Q-Sheet
then take this in over MIDI to keep sync
with the SMPTE coming from the master.
Hope this helps a bit.

Dear Music Technology,

Occasionally your product reviews travel dizzily
into esoteric depths and detail, yet at the same
time leave out absolutely essential information.
Your review of the Kurzweil 1000 (MT February
'88) was such a case.

In a playback instrument like this, where the
sound sources are fixed forever, the information
most essential to a potential buyer includes the
following:

I. What specific sounds are in the unit?
* .. Grand Piano, Strings, Choir and other rich
acoustic instruments . . ." [in the PX] leaves
quite a bit to the imagination. What types of
bowing or pizzicato effects are available for the
strings? Is the choir male, female, mixed and/or
children? What are the other rich acoustic in-
struments?

2. What specifically is the quality and character
of each sound? Are the loops seamless? Besides
trumpets, what other sounds, if any, are flawed?
I shouldn’t have to track down a previous review
(if one exists) of the K250 in order to get this
information. Not everyone has had first-hand
experience with Kurzweil products.

3. How many audio outputs are available, and
how can they be assigned? One would expect
several outputs on a multitimbral unit in this
class. If stereo outputs are all that are provided,
it could be a serious limitation. Whatever the
actual number, it was certainly worth
mentioning.

These suggestions are intended in a friendly
way to help make your reviews a bit more user
friendly. Hope they are helpful.

Richard Emmet
Portland, OR

Thanks for the constructive criticism
Richard, we can certainly use it from time
to time to keep us on our toes. The points
you bring up with regard to the 1000 review
are legitimate, though | think we gave a bit
more info on the sound quality than you
are suggesting. For those interested, the
1000 series instruments all have stereo
outputs.

Dear Music Technology,
Thank you for publishing the best music
magazine around!

| subscribe to Electronic Musician along with
Music Technology and | find Music Technology
to be far superior. When | subscribed to both
magazines, | vowed that | would read both,
decide which was best, and cancel the other.
Since | am not sending you a cancellation with
this note, guess who won.

I am a lead vocalist/keyboardist/guitarist/
bassist/(wanna be} drummer for my band
Agent. My keyboard gear consists of Roland’s
Jupiter 6, D50, |X8P, MT32, MKB200, Mirage
Rack Sampler, TR707, MPU40l, Compaq
portable computer and Passport Master Tracks
PC software. | do a lot of sequencing with
Master Tracks, but | find it cumbersome to
carry the computer with me on the road. (it
barely survived a three-foot drop six months
ago).

Can you give me some information on an
inexpensive “dedicated” sequencer that | could
use as a “playback”™ unit for the MIDI
performances | compose on Master Tracks? |
would worship your pages forever if you could!
Note capacity seems to be my biggest concern.
Thanks.

Ralph Asena Jr
Stockton, CA

Well Ralph, there are certainly a number
of good dedicated hardware sequencers on
the market which should fill your needs.
You might want to look at the new Alesis
MMT8 (reviewed last month), or at
Yamaha’s QX5 (see review in MT January
’87). If note capacity is a major concern,
you may want to look at a hardware
sequencer with a built-in disk drive -
though they tend to be a bit more expensive
- such as Roland’s MC500 (see review in
MT inaugural issue), or their new MC300,
Yomaha’s QX3 (see review in MT October
’87), Kawai’s soon-to-be-released Q80, or
Korg’s new SQD8. Another possibility is to
give consideration to adding a MIDI system
exclusive recorder like Yamaha’s MDF! to
one of the previously mentioned units.
Good luck in your search. .
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NOTHING REFRESHES A MIX LIKE
A SIX PACK of MIDIVERB II's
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signal processor in the business.”
That'll only surprise you if you've
never used it. Those who have used it
love the sound so much they can’t
resist buying several more. With 99
programs — 50 reverbs, plus choruses,
e flanges, delays, and innovative special
P % effects — Midiverb Il redefines the
‘ meaning of cost-effectiveness.
So after today's mix, you deserve
‘,“7 something refreshing.

Mixing is no picnic. Especially when you're in the
hot seat. Consider the pressure. The fatigue. The
late nights. And all the agonizing over what
outboard to use on what tracks.

If you've ever sweated out a mix thirsting for
more effects, the Alesis MIDIVERB Il is pure
refreshment. Whether it’s the perfect room : )
simulation for the hi-hat, or the perfect chorus texture © % & 3
for a last minute synth overdub, MIDIVERB Il delivers. ’
And, at an astonishing $269, it's no wonder pro
engineers are using multiple units to strenghten their

.
- 5
a0

processing ‘front line. R ey Ask your Alesis dealer to break
With 16 bit linear PCM, 15K bandwidth, and tons e open a sixpack of MIDIVERB II's. Your
of musical character, MIDIVERB Il is the #1 selling -’ next mix could be a picnic.
ALESIS
STUDIO ELECTRONICS

LOS ANGELES: Alesis Corp. P.O. Box 3908, Los Angeles, CA 90078 LONDON: 6, Letchworth Business Center, Avenue One, Letchworth, Hertfordshire SG6 HR

*Based on Music and Sound Retailer’s monthly survey of 1,200 audio dealers




ONCE YOU'VE EXPERIENCED AD

Kawai's K5 additive synthesis technology is the most accurate and flexible form of synthesis devised:

"...additive is the purest method of synthesis because it allows you to specify all of the harmonics that give a
sound its characteristic timbre and to specify how they change over time.” Ted Greenwald, Keyboand Magazine.

"...in the K5, [Kawai has| rejuvenated one of synthesis’s oldest techniques and dragged it into the eighties to
make a truly expressive, performance oriented synthesizer.” Paul Wiffen, Sound on Sound.

PLAY IT YOUR WAY

The K5's 16 rich. expansive voices can be allocated dynamically to any of 15 different tone patches
and to any MIDI channel, making the K5 ideal for multi-timbral MIDI sequencer applications. Voices never go
unused on one channel when theyre needed on another. Up to 15 different tone patches can be assigned to the
keyboard in any combination of zones and lavers. Each combination can be saved in memory as a Multi Patch.
48 Single Patches and 48 Multi Patches can be conveniently stored in internal memory, and also on external
RAM cartridges.
TRUE VELOCITY RESPONSIVENESS

Assign up to 8 velocity levels per kev—each with a totally different sound! Or assign timbral variations
of the same sound 1o different velocity levels, allowing the sound to change color as vou play louder and sofier.

FACTORY SUPPORT
Kawai is sponsoring a worldwide sound development program for the K5. Registered K5 users have free
access to this large and ever expanding library of useful and exciting sounds.
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TIVE...YOU’LL NEVER GO BACK!

LEADING REVIEWERS AGREE  “Allinall...|the K5) isthemost  “Additive synthesis has the
well designed multi timbral potential to create an in-
facility we've come across”’ finite variety of timbres, and
Ted Greenwald the K5 presents additive
Keyboard Magazine synthesis in a very intell-

“[The Kawai K5| can compete
directly with the DX7II's and

igible way. With it’s flexible
multi-timbral features

the D50’s as a performance anq "‘“'"‘"‘? OIS, the
: s > K5 is a monster tool for
instrument which is as exciting e .
ot " Midi sequencing’

to play as it is to program! ,

: Bob O’Donnell
bl ifiea Music Technology Magazine
Sound on Sound &
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Akai MPCé60

I-N B-R-I1'E-F

MIDI Production Center

an

The first fruit of labor to materialize from the well-publicized
connection between Roger Linn and Akai is this combination
sampling drum machine and hardware sequencer. Have the

ghosts of the Linn 9000 faded away? Preview by Bob O’Donnell.

THE IDEA OF combining several products
into a single box is becoming de rigeur in the
musical instrument industry today. The
workstation concept has taken hold, and
more and more manufacturers have started
to produce combination machines which are
intended to be more efficient and more cost-
effective than a series of individual
instruments.

One of the first commercially available
products to have these kind of multiple
functions was the Linn 9000. Introduced in
1985, the 9000 met with mixed reactions
because, while everyone loved the idea of the
machine, the software within it had a number
of bugs which led to some major problems
and, eventually, to Linn's surprising demise.

The new Akai MPC60 (previously calied
the ADRIS) - which was designed by Roger
Linn in conjunction with Akai - is a direct
descendant of the 9000, and in many ways
bears some strong resemblances to it. The
basic idea is the same; that is, it's a sampling
drum machine and sequencer which can
generate and sync to SMPTE timecode.
(Actually, it's closer to the Linn MIDIStudio -
which never made it into production - where
the sampling, disk drive and SMPTE features
were all supposed to be standard.) It also has
the same touch- and pressure-sensitive pads
and a number of other features carried over
from the 9000.

The biggest difference, and undoubtedly
the biggest improvement, is the enormous
320 character LCD which makes working
14

with the MPC60 a much simpler, much more
intuitive task. Each of the function buttons on
the front panel of the MPC60 has at least one
screen of information dedicated to it, so a
great deal of data - including entire
paragraphs of explanation when you press the
Help button - is readily available. Consider-
ing that the unit is intended to be the center
point from which you run your MID{ system,
this sort of “friendliness” and ease of
operation is even more important.

The MPCé60 is called a MIDI Production
Center, but as it has pads on it and knowing
how musicians react to them, the obvious
thought is “drum machine!” And when you
start whacking those pads with your fingers,
you should hear some pretty high-quality
sounds (as long as some decent samples are
loaded - it doesn’t have any permanent
onboard sounds). The MPC60 has a fixed
sampling rate of 40kHz, which gives an (8kHz
bandwidth, and uses a special 12-bit non-
linear data storage format for reduced noise,
even when samples are tuned over the
possible range of a fifth up or an octave down.
Eight individual outputs and a stereo pair are
available on the back panel to listen to those
sounds and the MPC60 even has its own
mono send/stereo return effects send for
processing the sounds with an external
reverb {or whatever). Up to 32 sounds can
be loaded into the machine and up to 16 of
them can be played at once.

Sounds (and sequences) are stored on the
built-in 3%2" floppy drive. The standard unit

Photography Rosemarnie Rounseville

can hold 13} seconds of samples, but a
memory expansion board will be made
available which can double that amount. At
the moment there are no plans to support
hard disk storage - it seems the RS232 port
on the back of the MPC is intended for other
purposes. The MPC does support the MIDI
sample dump standard, however.

Of course the MPC is also a dedicated
MID! sequencer, and that portion of the
memory can store 60,000 notes. It can be
divided into 99 sequences, each of which can
support 99 tracks, and 20 songs, each of
which can hold 256 parts. As you would
expect, the MPC60 supports real-time and
step-time recording, and with the help of the
LCD, step-time recording and editing is a
much less tedious task than you may be used
to. Complete information on up to four
events can be seen and altered at once. In
addition to standard note and velocity info,
the MPC60 can record and display all MIDI
controllers as well as tuning, level, panning
and effects send level changes for every sound
loaded into the sampler -~ one of the benefits
of system integration.

The MPC60 has two record modes,
Record and Overdub, which allow you to do
linear or drum machine style programming
on either drum or synth parts. In addition,
the machine has a work loop feature which
will repeat through a certain section as many
times as you need until you get it right. You
can also set a number of autolocate points for
quick searches as well as points for automatic
punch in and out. Tracks can be individually
shifted in time and quantized and/or shuffled
during or after recording, though the .0
version of software has a “crashable” bug
involving the shuffle function (which should
be fixed in version I1). Tracks can also be
transposed, copied, deleted, inserted and
merged.

As mentioned, the MPC reads and writes
SMPTE, but it can also sync to MIDI Time
Code - though it doesn't generate it - MIDI
Song Position Pointer, MIDI clock, FSK, 96
pulse sync and quarter note clicks. The MPC
has two MIDI inputs and four independent
MIDI outs, but it can only support one set of
16 MIDI channels, in spite of its large number
of tracks.

All told, the MPC60 is an impressive
looking, impressive sounding machine. Des-
pite some frustrating oversights, its all-in-one
workstation approach is an appealing one.
But whether it’s truly worth its hefty price tag
is a question that will be answered in a full
review in another issue of MT. »

PRICE $4995
MORE FROM Akai Professional, PO Box 2344, Fort
Worth, TX 76}13. Tel: (87)336-514
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Publication Quality
Music Notation So
for the Macintosh™

H.B. Imaging, INcC.

560 South State Street, Suite G1
Orem, Utah 84058
Telephone: (801) 225-7222

Macintosh is a trademark of Macintosh Laboratories  HB Music is a trademarkratH:Brimaging, Inc.

Price: $395.00

- Direct MIDI input using step time.

- The HB PostScript font. Interlude, is free with
the Engraver package.

+ Aulility package perorms comersions from
Professional Composer'™ (Mark of the Lnicorny
and standard MIDI formats into the HB Engraver
format.

- Engraverliles can be listened to through MIDL
« Engraver liles can be sent 1o most

popular grapliic and pigie layoul programs as
encapsulated PostSaipt and bit mapped 1iles,

- Compicte Adobe Hlustrator'™ compatibility.

+ The Engravet prints entirely with PostScript
using no QuichDraw.

+ Upto 50 staves in one system

+ Up to 8 simultancous lines of musie per stalf
+ Up o 30 potes per chards per iing of musi

« Over 124 different music syimbols

- Unlimited page size and staff height from
pocket book, to billboard dimensions.

< Uplo 100 levels al tront or back indentation
per. system

« Automalic centering of lyrig syliable unger
apprupriale note head

« Word processor merge ability

+ Definable placement lor block test

< Unlhimited note, stall, Symbal, clel, and 1ot
sizes

¢ User definable music and teat lonts can be set
for cach linc of music or lyrics.

- Automatic a oldance of character collision

+ Correct spacing between music characters

+ Allerable spacing between systems and stawes
- Alterable rulcs for horizontal placement of
passing lones, hey signatures, accidentals, time
signatures, first note and bar lincs

« Coarrect notation of unequal groupings,

i.c. eighth notes over triplets

« Fils song withibh given number ol pages

+ Vertical layout - Lop Lo boltom page-design
and layout

« Unlimited page sizg

+ Measures inovable from system to systein
with automatic horizontal rebalance

« Speclal preference window Lo define mcasure
information

+ Correct offset of accidental clusters

- Alterable phrasc marks, slurs and tics
(MacDraw'" and Hlustrator'like handlcs)

+ Alterable tic and slur linc weight

< MIDI ¢ hannel assignment per line of music
within staves tor audio prooling

+ Transposition of sclected regions

» Part extiaclion

+ Uscr detinable Guitar Frames and Chords

+ Allerable dynamic, glissando, trill, and
arpegio signs

« Mulliple measure rest symbols

+ Alterable placement of fingering, pedal, and
tremolo marks

« Automatic beaming

< ifferent beam siant for cvery note

head yariation as well as eaceptional beaming
+ Beaming between staves

« Automatically adjusted stem lengths

« Correct note head placement of note clusters
- Cug. rhythmic, string harmonic and solid note
head shapes

SYSTEM REQUIREMENTS:

-« Apple Macintosh Computer

+ 1 Megabyle of inlemal memory

+ Imagewriter, LaserWriter. Lynotype
Lypesetter, or any PostScript printer.
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Korg Professional Performance Series
M| Music Workstation, S| MIDI Production Workstation
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The company’s newest products were the rage of the recent NAMM Show, and for good reason.
Our report fills you in on some of the details. Preview by Bob O’Donnell.

SOME PRODUCTS HAVE the ability to
make or break reputations for an entire
company and its product line. Witness the
Yamaha DX7, and the Linn 9000,
respectively. Korg seems to be acutely aware
of this phenomenon and is now working hard
to change their image from a second line
company which produces decent, inexpensive
gear to a front line leader producing cutting
edge, professional products. The DSSI and
DS8 were steps in that direction, but the new
Professional Performance Series products
could represent a giant leap forward.

The reason for the fuss is that, based on
the initial specs, Korg is putting together a
line of instruments with very impressive
price/performance ratios. In other words,
these suckers are pretty hip. The apparent
flagships of the new line, the Ml and SI, are
particularly noteworthy because they're each
capable of a number of different functions and
can truly be called “workstations” - though
they approach the central workstation idea
from different angles. The Ml is an all-in-one
MIDI studio incorporating a keyboard
synthesizer with a built-in, phrase-based
sequencer, drum sounds (which can be
sequenced into patterns like a drum
machine), and two programmable muiti-
digital effectors (MDEs), capable of creating
reverb, chorus, EQ and delay effects. The Sl is
a stereo sampling drum machine/sequencer
which combines [6-bit stereo sampling,
IMegaword of 16-bit drum sounds in ROM,
and a 150,000-note hardware sequencer with
sophisticated editing functions.

For those of you looking for everything in a
16

single package, the Ml Music Workstation
Keyboard (labeled the 731 - its working
project name - in the photo) is bound to be
of interest. The instrument’s sound
generation method is not unlike the approach
taken in the new Kurzweil 1000 series ~ a
large amount of sampled acoustic and digital
synthesis waveforms are stored in ROM and
can be altered by a series of digital filters and
amplifiers. In the case of the MI, a massive
four Megabytes (two Megawords) of 16-bit
samples and DWGS waveforms are available
and this amount can be increased via a
cartridge slot dedicated to additional PCM
samples (no user sampling is available).
Included in ROM are 80 multi-sampled
acoustic sounds, 30 DWGS waveforms and
four drum kits with up to 30 sounds each. Up
to 20 additional samples/waveforms can be
added with one of the credit card-sized
cartridges (they hold 256 Kilowords), so the
Ml is open to future expansion - a nice
touch.

The Mi is I6-voice polyphonic in single
mode (splits, layers and other combinations
are also possible) and can play up to eight
different timbres at once with dynamic voice
allocation. Four polyphonic outputs are
available and any sound or sounds can be sent
to any of these outputs for individual
processing. Of course that may not even be
necessary because of the MI’s two internal
signal processors, either of which can be used
on any of the synth or drum sounds. Both
MDEs are completely programmable and the
processors can be wused separately or
together and in series or parallel. If all that

isn't enough, the MI also has microtuning
capabilities.

Once you've got all the sounds and
processing together, the Ml lets you turn it
all into multitimbral music with the on-board
eight-track sequencer. Any of the tracks can
play internal sounds or can control external
synths over MIDI. The basic note capacity is
2500 notes but this can be expanded up to
approximately 7500 notes with a RAM card -
the cards can also be used to double the
number of onboard programs from 100 to
200. The 6l-note keyboard on the Ml is both
velocity and pressure sensitive and the
instrument’s control capabilities include
things like velocity crossfading and pitch-
bends via aftertouch. Basically, there's
enough here to keep you busy for a while.

If you've already got enough synths, but
you're looking for a way to control it all from
a central point (and wouldn't mind a 16-bit
stereo sampler being thrown in with the
deal), then the SI MIDI Production
Workstation is probably more up your alley.
The Sl combines the features of a sampling
drum machine - including 16 velocity-
sensitive pads, one Megaword of internal
drum sounds and another 512K (expandable
to 2Meg) of RAM for user-sampled sounds -
with a disk-based 150,000 event hardware
sequencer. The drum machine portion
includes eight individual outs as well as a
stereo pair, and an update board will allow
you to add four more individual outs and
digital 1/Os. The SI also has two trigger
inputs, two MIDI inputs (which can be
merged internally) and two sets of MIDI
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outputs.

The sampling portion of the S| offers some
interesting options. In addition to having a
continuously variable sampling rate - from
2lkHz to 44lkHz - you can select the
degree of quantization you want to use -
either 4, 8, |2 or 16 bit in mono or stereo. As
a consequence, the amount of available
memory in a basic unit can vary from three
minutes at 5kHz using 8-bit mono samples to
three seconds at 44.|kHz using i6-bit stereo
samples; the choice is yours. The Sl is 12-note
polyphonic, has a multi-level digital amplifier
envelope (but no filtering), can play samples
up three octaves and down as far as you can
go, and has the ability to both playback and
sample at the same time (for resampling
tricks).

Now all this sampling capability is fine and
dandy, but how do you go about editing the
sounds? Well, if the BO-character LCD isn't
good enough, how about a monitor and an
IBM XT-compatible ASCIl keyboard? Sure
enough, following in the well appreciated
footsteps of Roland’s high-end samplers, the

Code, MIDI clock, and MIDI Song Position
Pointer. The internal resolution is an
impressive 192ppqn and the tempo range is
40-300bpm.

Speaking of tempos, one of the nice
features of the S| and QI is their ability to
easily create and store constantly varying
tempo maps. They can also store mutes and
up to 10 cue points per song. You can use the
cue points for punch-ins, which can also be
done manually, for autolocating or for
rehearsal loops. In fact, looping can be done
in play or record mode and in record you can
either choose an “add/merge” mode for
drum machine-style programming, or an
“erase/replace” mode for tape-recorder style
recording. Obviously some thought has gone
into this machine.

The Sl also supports note and event editing
and will play back notes as you manually step
through them. Filtering, three types of
quantizing, transposing and transformations
(ie. changing pitch-bend info into aftertouch)
can be performed either on an entire song or
only on a specific section. If that’s not specific

SI offers the option (included with the
previously mentioned option board) of
hooking up these peripherals for easier
sampling and sequencer editing. In fact, as it
turns out, the Sl Is basically an IBM XT
compatible which will be able to run a variety
of programs. The operating system - which
was developed and written in the US - is
loaded from disk and can be easily updated
and can even be stored, along with sample
and sequence data, on a hard disk via the
SCSI port which is also included with the
optional board. (I get the feeling this might
become a rather popular option . . .)

The sequencer portion of the S, which will
also be sold separately as the QI, can take full
advantage of the monitor and keyboard
option, so the unit is basically a dedicated
music computer. The 3}2" floppy can store
up to 150,000 notes and can load and save
sequences while it's running (!) - a feature
referred to as “virtual disk operation.” The
sequencer contains 16 tracks and each track
can have 6 parts, all of which can be
simultancously recorded. The Sl also reads
and writes any form of SMPTE and can
simultaneously sync to SMPTE, MIDI Time
MT APRIL 1988

enough, you can even select ranges of notes
you want affected by these editing
operations.

The SI sequencer can take advantage of the
built-in  merging feature and can also
rechannelize any part on any track to the
MIDI channel of your choice. Finally, the SI
(and QI) ¢an also function as MIDI SysEx
recorders for storing patch information from
synths, sample dumps and any other SysEx
data.

Korg has got some serious new products
here with which to entice us. The company
has clearly done their homework in terms of
putting together the most requested features
and most important functions into impressive
looking packages. If these instruments turn
out to be the first of a new generation
of workstation wonders, this stuff couid
start getting really interesting. | think it
might. (]

PRICES MI, $2200-2300 (tentative); SI, $2500
(tentative); QI, $1800 (tentative)

MORE FROM Korg USA, 89 Frost St, Westbury, NY
11590. Tel: (5l6) 333-9100

v/ A—
I 4 TECHNOLOGIES LTD.

3318 OAK ST, VICTORIA, B.C. CANADA VBX 1R2 (604)
383-4320 TELEX 049-7341 Aftn. IVL FAX (604) 386-2632
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READERS?

-3

Reviewed by Yung Dragen.

THE PSYCHIC AND physical afterglow of
this year’s Winter NAMM found me seated in
an Indian restaurant with Tapehead (my
opposite number on H&SR) and other
various and sundry Music Maker personnel. A
meditation broke out at our end of the table
over what was the point of jazz. | co-led the
argument that jazz's purpose was to stretch
boundaries and challenge. Tapehead backed
off from this on the grounds of how awful it
sounds when it fails. My editor thought we
were all crazy and wanted to enjoy jazz just
for being enjoyable.

A few days later, | tried to apply these
paths of thought to readers’ tapes. The yang
in me quickly shouted that the purpose of
independent music is also to stretch
boundaries and to challenge the constrictions
of popular music. The yin in me countered
that the real purpose of these pieces of plastic
and magnetized rust is to prove that people
are having fun. But how do | accommodate
both as a reviewer?

First up this month is a three-song demo
by hard rockers The Bang! (Michael
Barberich, Barry Calvagna, and Rob
DeMartino). Their bottom-heavy but well-
mixed songs cut a style similar to a cruder
Def Leppard and are delivered with the
appropriate amount of faked angst. ‘Sex in a
Bottle' is devoid of keyboards and is the most
honest song here; ‘Maybe in the Night'
features a few synth pads and FM chimes that
are too light for the heaviness of the guitars
and drums, while ‘M.ILA" features a grandiose
stacked synth intro with the guitar mixed
back throughout to make room for the
synths and thin horns.

Why is so much heavy metal uninspired? |
guess there's some unresolvable conflict
between being heavy and trying to be cute
enough to pick up girls (I remember laughing
at Loverboy's video ‘Gangs in the Street,
where they appear in an alley with red leather
jackets and full perms). Motorhead, Black
Sabbath, and Led Zeppelin weren't confused;
their clarity shows in the effectiveness of their
music. Also, when will a heavy metal band
find a way to use synths in as primal a manner
as guitars? The closest examples I've heard
are a pair of new wave acts - Ultravox and
Gary Numan's Tubeway Army.

Second up is a demo of the yet-to-be
completed album Foreign Affairs by Pegasus
Project. The Project consists of Doni Helms
on vocals and Jim *“Esh” Eshleman on
everything else (DX7, Mirage, Polysix, and
Oberheim drums, with an Akai MGI22,
SPX90, and ADA MFX4 for recording). Esh
writes that, “The concept for this project is
to hit on a middle-of-the-road pop category
using a softer, fuller synthesizer production
18

and writing approach.” Indeed, the
programming and production is very tasteful.
Many extra points go for the synth bass and
Doni's voice, with a couple off for the tempo
(drop it just ane or two more bpm), dryness
(just a tad more reverb, please), drum mix
(back off just a hair), and sax sample (the
performance was good, though). The lyrics
are nice if innocuous; but if you're going to
use a sound effect to augment a song (there’s
a train sample in ‘India’), weave it throughout
instead of tacking it on the end. Closest
stylistic reference is a slightly mote
invigorating Christopher Cross.

Would | own a Christopher Cross album?
No, but that's me. These guys have been
paying their dues (working together for four
years, winning the 1985 Georgia talent
contest, and doing commercials and jingles to
eat), and just need an appropriate label to
stumble across their karma.

Our third stop on The Wheel of Tapes this
month is a ten-song demo by Wendell Ing.
Wendell included with his tape a very nice
letter to Titus Levi of Keyboard Magazine.
Titus - if you're reading, Wendell likes your
column.

Wendell credits himself with badgering his
parents into buying a piano at age seven. He
won a couple of talent contests, took up and
dropped out of law, and ended up in Hawaii
by 1970 playing with various pop/rock
groups. The '80s find him writing for
choreographers, being periodically nomi-
nated for best Instrumental Album in
Hawaii's Na Hoku Hanohano awards, and
living in Volcano Village with his wife, three
kids, an ESQI and a Mirage. Wendell decribes
his style as ranging “from techno pop/rock to
mellow new age jazz with overtones of
classical, blues, oriental, and other
influences.” I'd strip that down to new age
with jazz, classical, and oriental overtones.
The timbres and style remind me very much
of early "70s electronic doodlings along these
lines, with thin filter wah basses, white noise
snares, and a general lack of weight. The
timing changes are nice, but the occasional
raggedness of timing is not. There are
occasional flashes of inspiration, like the
marching mood of ‘City Limits’ and the
bubbly hook in ‘Maybe Tomorrow,” but in
general | enjoyed this tape a lot more if |
ignored it and used it as background music. |
get the feeling that Wendell has gotten
caught in a time and objectivity vacuum. |
admit to having liked (and even played) this
style of music ten years ago, but the world
has grown past it. Am |, the eastern
philosopher, going to say someone has gotten
too beatific for their own good? Maybe, just
maybe . . .

Leave it to a Taoist guitarist to save us.
Warren Sirota (author of the “Electronic
Guitarist” column for Guitar Player magazine)
presents Tales From My Other Life, a
collection of improvisations on guitars,
synths, and various objecting effects devices.
The tape comes with a “user manual™ that
humorously and unpretentiously describes
the motivations and actions behind each

“Tal

piece (and assures us that “All the musicians
are fine human beings”).

The first piece, ‘The Animal World,
“reflects my yearnings to communicate with
other species.” Warren attempts to
communicate with whales on a mixture of
amphetamines and helium, puppies, crickets,
and rocks (2!?) with a guitar synth, TX7 and
PCM70, and jams with some frogs in
Vermont on guitar (with Brian Lehrer on
flute). The first four are interesting spacey
movements, N0 one was Iistening to each
other in the fifth. ‘Ping-Pong Avalanche’ is a
live *“structured improvisation” using the
above instrumentation plus a CZI0l. It is
mainly a thoughtful avant exploration of
certain figures (slow and fast) played with
much inflection and feel. ‘Home, Home on
the Moon' is a disposable improv with
Warren and fellow guitarist Howard Barkan
being fed through a pitch shifter, “at the end
of a long and strange session . . ." The final
piece is ‘War Movie’ - a dark, occasionally
spikey soundscape performed with much
knob-twiddling on a pair of Voyetra 8
synthesizers. It reminds me a lot of Atem/
Alpha Centauri period Tangerine Dream.

| guess | view avant garde and jazz as having
parallel paths - | want them to challenge and
stretch me without too much pretension.
Warren Sirota qualifies.

Last up is the NEMUS (Northwest
Electronic Musicians) sampler from Seattle,
Washington. With their variety of styles,
samplers seem better suited for independent
labels and individuals shopping for names to
look for as opposed to repeated listenings.
Unlike most samplers that tend to illuminate
some self-indulgent local scene, NEMUS
seems to be a workshop dedicated towards
some talented musicians learning their craft.
Half the K pieces fall into the instrumental
easy listening category, with the other half
consisting of a pair of pop tunes, some avant
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meanderings, and a pair of tone poems.
Instrumentation ranges from an Arp Odyssey
to a Kurzweil K250 (with a bias towards the
lower end). The recordings all lean towards
the low-fi, but don't offend. Personal
favorites include Steven Fox’s ‘War Against
Dust’ (in the style of an "80s electropop tune,
but it sounds amazingly fresh), Doug Haire's
“Transit’ (I'm a sucker for processed tapes),
Gary Mula’s ‘Quimeshi’ (a tone poem of
guitar synth washes and natural sound
effects), and Bernard Kron's ‘Quartet’ (a
hybrid of an insistent rhythm pattern and
ambient neo-classical washes). Only the last
two came vaguely close to changing my life,

but all involved seemed to be relaxed and
having a good time.

So where do | fall on the issue of jazz,
readers’ tapes, and playing the role of a minor
god? If home artists are objective, lack
pretension, and are enjoying themselves, they
certainly have my blessing. But stretch me a
little bit, and you have my thanks. |

Contact Addresses:

The Bang!, c/o Michael Barberich, 22 Morris
Street, Amityville, NY 701,

Pegasus Project, ¢/o Jim Eshleman, PO Box 110l
Macon, GA 31202 (tape costs $8)

Wendell ing, PO Box 545, Volcano, HI 96785
Warren Sirota, c/o Digital Arts and Sciences, PO
Box 27472, Oakland, CA 94602 (tape costs $7
ppd)

NEMUS, 101 S. Spokane St, Seattle, WA 9834
(tape costs $6 ppd, and a newsletter is available)

Send your demotape, along with some
biography/equipment details and a recent
photo if you have one, to: Reader's Tapes,
Music Technology, 736l Topanga Canyon
Bivd., Canoga Park, CA 91303.

This will be Yung Dragen’s last Readers’ Tapes
column. In conjunction with Sony’s recent
purchase of CBS Records, Yung has been named
vice president of A&R at CBS. We wish the
miserable poser good luck in his new career.
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INTRODUCING THE GM-70
GR-MIDI CONVERTER

PATCH BRANCH

B8 ROLRND GM-1U

STRING—SELECT PROGRAM — TRANSPOSE

At least fifty percent of a guitar’s sound comes from
the unique performance technique that is exclusively
its territory — string bending, picking, hammers on,
strumming — no other instrument has this range of
expressive control. So when Roland set out to open
the world of MIDI to the guitarist, our first priority

was to preserve every ounce of
TYPICAL GM-70 SETUP

there are no special requirements for string gauge —
just whatever works best for you. A Roland “G Series”
guitar can also work with the GM-70. Either way
provides a simple set-up with one cord that goes from
your guitar into the GM-70 and from there into the
world of MIDI. The GM-70 GR-MIDI Converter has
programming ability
for 128 patches to

that technique, and allow
guitarists that same expressive
control over MIDI sound
sources. The result is the
GM-70 GR-MIDI Converter,
the first device ever to convert

ITAR

ELECTRIC GU
WITH GK-1

MIDI SOUND SOURCES
MKS 50

MKS-70
MKS- 100

be stored in its
memory, and each
can contain data for

Z

every nuance of the guitar’s
performance into MIDI data
that can drive synthesizers, samplers, sequencers, or
any other MIDI instruments. The GM-70 GR-MIDI
Converter’s tracking is incredibly fast, with no glitches,
warbles, or false triggers. All of this is made possible by
a 16 bit processor and advanced MIDI control teamed
(of course) with
Roland’s years of
experience in guitar
synthesis. The
GM-70 GR-MIDI
Converter works
with your own
guitar equipped
with the GK-1
Synthesizer Driver,
and a balance control on the GK-1 allows you to mix
your normal guitar sound with that of the MIDI
sound modules. The GK-1 Driver and pickup mount
simply to most guitars without professional
installation, and can be easily removed if desired. And,

FC-100 FOOT CONTROLLER

=

© 1987 Roland Corporation US

G SERIES GUITAR MIDI Channel
CONTROLLER MKS 20 Asigrinec
Sl Program Change,
Level, Bend,

Velocity — and not only can the GM-70 control MIDI
sound modules, but also MIDI effects devices too. For
even more control, all of the patch switching can be
done via the optional FC-100 Foot Controller, the only
pedal you’ll ever need on stage. The advanced MIDI
capabilities of the GM-70 are simply too extensive to
be listed here, but among them are the ability to send
Mono or Poly Guitar signals in many configurations
even to the point of sending to a different MIDI
module for each string. Imagine layering synth bass
with piano and acoustic guitar, then mixing all of that
with your normal guitar sound. With the GM-70’s
control over MIDI, the possibilities are endless. Find
out why so many of the top pro musicians are already
using the Roland GM-70 GR-MIDI Converter and
GK-1 Driver. Find out just how much more
performance a MIDI module can deliver, when it’s
being driven by the finest MIDI Converter —the
Roland GM-70. RolandCorp US, 7200 Dominion
Circle, Los Angeles, CA 90040 (213) 685 5141.

Roland
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rart one

DDITIVE

Confused by all the recent buzz surrounding additive synthesis? The first article in a two-part
series describes what it is, examines the theory behind it, and explains how its power separates it
- and its related companion resynthesis - from other synthesis techniques. Text by Chris Meyer.

ERE'S A ZEN-LIKE question:
What is sound made of? Broken
glass and dust from the shelf? A
poncho? The same cosmic “stuff’
as fire and water?

Would you laugh if | said a sound is
made up of little bits of sound? It is, and
the process of manipulating sounds by
altering these “bits” -~ known as additive
synthesis ~ is what this first article is all
about, with the machines that work this
magic being examined next month.

Pitch, Frequency, and Timbre

LET'S START WITH the common terms
“pitch™ and “frequency.” We tend to, use
them interchangeably. Low frequencies/
pitches are, well, low, and high ones are, er,
high.

To separate them, you have to get a
handle on the concept of timbre. Try this
experiment: say the word “Hawaii” very
slowly, taking pains to keep the same pitch
(in other words, in a monotone). The pitch
stayed the same; why did each syllable
sound different? Because each syllable had
a different timbre - in other words, each
one was built from a different combination
of sound-stuff to make them sound
different. These different combinations of
sound-stuff can be distinguished by the
different frequencies present. For example,
the last syllable (“eeee™) has higher
frequencies present than, say, the first one
(“huhhh™), even though they have the
same root pitch.

How would you describe the timbre of a
sound? “lt has a lot of high end?” How
about "It has a lot of high frequencies?”
The latter is more accurate. Although a
sound may appear to just have bands of
energy in certain parts of the audio
spectrum, it actually tends to be built from
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a large number of discrete frequencies.

So, a ‘“sound” {we'll stick with a
sustained one, like the “huhhh,” for now)
can be broken down into combinations of
frequencies. The “pitch” of the sound (the
lowest one present) is referred to as the
“fundamental” frequency (as in the
foundation of a house), and the other ones
are all related to it (like the walls of a
house tend to “relate” to the foundation
they're built on).

Harmonic Frequencies

TO FIND OUT how those frequencies are
related to the fundamental, take a look at
the way a guitar string produces sound. It's
tied down at two ends. When plucked, it
tries to move or vibrate. The most obvious
movement is the entire string trying to
swing one way and then another - or at
least as best it can, being tied down (see
Figure 1). This big movement produces the
fundamental frequency of the sound. A
second movement is where the top half is
trying to swing one way and the bottom
half the other, with the middle acting as a
pivot (see Figure 2). This produces a
frequency twice that of the fundamental.
Those of you who play guitar know that by
touching a string over the 12th fret (the
half-way mark) and lightly plucking one
side, a pitch (or “harmonic”) is produced
that is one octave above that of the open
string. This is called the “second harmonic”
(the fundamental is the first harmonic),
and is indeed twice the frequency of our
fundamental.

A third movement of the string is with
the middle going one way, and parts of the
string on either side going the other
around pivot points placed at third-way
marks along the string {see Figure 3). This
relates to the harmonic produced at the

seventh fret (oddly enough, the third-way
mark), which is an octave and a fifth above
the open string. It works out to three
times the fundamental frequency, and is in
fact the third harmonic. The process keeps
going up the scale. The fourth harmonic is
produced by the string dividing itself into
four equal sections and vibrating (the
harmonic at the fifth fret, for those with
their guitars out by now), and is four times
(two octaves) above the fundamental
(Figure 4). And so on.

This behavior is not peculiar to guitar
strings alone. Anything that vibrates has a
certain relationship of frequencies between
its fundamental and its harmonics. For
example, pipes — organ pipes, wind instru-
ments, etc - build up patterns very akin to
the captive string. This relationship is
referred to as “the integer harmonic
series,” because the frequencies of the
harmonics are integer multiples (I, 2, 3,
4 ...) of the fundamental frequency. The
physical vibrations in turn vibrate the air
around them. These sound waves travel
through the air, hit our eardrums, and
vibrate them in a similar manner. Voild -
we hear a sound.

The question that remains is, if most
instruments have the same harmonic
series, why do they sound different?
Because the relative *“loudnesses” or
amplitude of the different harmonics are
different. For instance, take a rock 'n’ roll
band playing the same song. For the first
mix, bring the bass way forward and cut
out the cymbals and guitars. For the
second mix, cut out the bass and kick
drum, and really boost the cymbals and
fuzz. Same components doing the same
thing, but it sounds different, true? The
mix is different. Likewise, different mixes
of the harmonic series produce different
timbres,

tustration Tokv Goodver
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Just like the rock band in the above
example could be replaced with a baroque
quartet (with a resulting change in sound),
some instruments have a different
harmonic series than an integer one and
thus sound different. The most common
exceptions are vibrating membranes
(drum heads, cymbals, sewer lids) - their
relationship follows a series of funda-
mental, 1.5933 times the fundamental,
21355 times, 2.2954 times, 2.9/3 times,
3.5985 times, etc (see Figure 5).

The timbre of a sound is the final result
of its harmonic series and the mix of its
harmonics. From this point, it’s just a small
leap to work backwards and see that the
timbre of any sound can be broken down
and described in those terms.

Relating to Synthesizers

A SYNTHESIZER WAVEFORM is also
very similar to the vibrating guitar string. A
sine wave is an example of a perfectly pure
tone - its fundamental pitch is the only
harmonic present. Now think of one cycle
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of a wave as being bounded on each end,
like our string. Fitting one cycle of a sine
wave (once up and once down between its
endpoints) is the first harmonic. Fitting a
pair of them in between the end points
forms the second harmonic (obviously,
because it's twice the frequency of the
fundamental). Fitting three results in the
third harmonic, and so on.

A square wave has all odd numbered
harmonics (first, third, fifth, seventh, ad
infinitum). They are mixed by taking an
amplitude level of one over their harmonic
number (ie. the third harmonic is a third as
loud as the fundamental). Mixing in
different harmonics at different levels
produces different waveshapes, just like
they produce different timbres.

Wavetable synthesizers indeed have a
wide selection of waveforms, each featur-
ing a different harmonic mix, often recreat-
ing that of some real instrument. Some
allow the user to actually choose this mix
to create unique waves and therefore
sounds.

Dynamic versus Static

CONGRATULATIONS - YOU HAVE
just waded through a mass of physics to get
to the fundamental (pardon the pun) point
of additive synthesis. By adding together
pure frequencies (sine waves), you create
sounds. By varying their mix and harmonic
relationship, you can create different
timbres - in theory, any timbre possible.
And, in theory, by taking care choosing the
exact harmonics and mix, you can recreate
any sound.

What this does is build a steady tone of
any timbre using simplistic additive
synthesis. But let's face it - steady tones,
no matter how decorative the harmonic
series, get boring after a while. Our ears
need to hear some kind of movement. For
example, the suggestion | made about
saying the word Hawaii slowly is not an
example of a steady tone; the timbre is
changing and evolving over the course of
the sound. And those familiar with guitar
strings (or piano strings, or whatever)
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P> know that they don’t put out a steady tone

- even if they could sustain forever, there’s
some subtle phasing and shifting going on
within the sound.

It comes down to an issue of dynamic
versus static. Only straight synthesizer
waveforms are truly static; in the real
world, each harmonic of a sound has a life
of its own, rising, writhing, and falling with
a personal identity to form the whole.
Perhaps an overly poetic way of stating it,
but it's true.

Three things exist that give each
harmonic its individual identity. One, its
frequency might be slightly detuned from
an exact integer multiple (such as 3.02
instead of 3 times the fundamental). This
creates a beating effect inside the sound,
akin to two instruments or strings being
slightly out of tune. The upper harmonics
of a piano string are slightly “sharp™ from
their fundamental; this is why an acoustic
piano has to be “stretch-tuned.” The upper
notes are tuned slightly sharp so that their
fundamentals are more in tune with the
harmonics of the notes below them.
Likewise, the lower notes are slightly flat,
so that their harmonics are in tune with
the fundamentals of notes above them.
Otherwise, the resulting beating would
make a piano sound out of tune. Anyone
who has tried to loop a guitar or piano on a
sampler has also heard the subtle self-
phasing of detuned harmonics.

A second dynamic characteristic of a
harmonic is its amplitude envelope. The
mix of the harmonics changes over time,
therefore changing the timbre. This mix
may be slow and gradual (such as the
higher harmonics dying away on a plucked
string) or fluctuate wildly and quickly at the
very start of the sound before calming
down (such as the inital bite of a horn,
violin string, or snare drum). These also
occasionally undulate slowly while a sound
is sustaining, adding a bit of life to the
sound as the timbre subtly changes. A
more extreme example of the harmonic
mix changing is a plucked electric guitar
string first mellowing out, and then
building up in the higher end in feedback
The placement of the guitar pickups,
equalization on the amp. and resonances in
the guitar's body pick out certain
harmonics to emphasize and feed,
strengthening their amplitude while the
other ones naturally die away.

Third is the pitch-bend envelope of each
harmonic. Before it settles down to a
certain frequency, a harmonic may swing a
bit wildly during the attack. This is most
noticeable in horn “blips,” where the pitch
of the harmonics quickly goes down and
then stabilizes.

What All Do We Need Here?

NO OTHER SYNTHESIS technique has
quite the power of additive. Subtractive
synthesis starts with a given set of

relationships between harmonics (like the
square wave) and tries to sort some of
them out with a filter to create and
recreate sounds. However, the basic
“seed” waveforms may not have the
harmonics needed (for example, a square
wave lacks even harmonics), or the filter
may not be fancy enough to filter out
harmonics to recreate the exact mix we
want or need. FM and phase distortion
synthesis start with sine waves, but
modulate the frequency of one with
another as opposed to adding a group of
them. This modulation often creates
interesting harmonic series (including non-
integer ones), but again the result might
not include the harmonics or mix desired,
and controlling this is often difficult and
non-intuitive.

Wavetable machines, as stated above,
have more complex seed waveshapes that
may be closer to the mark. However, they
have two drawbacks. One, they can not
support harmonic series such as vibrating
membranes (you can't fit 1.5933 sine waves
into one wave without some serious
distortions). Two, sounds often change in
timbre over time, and if this change is more
drastic than just a few higher harmonics
appearing and disappearing, again, the filter
may not be up to the task.

Additive synthesis is the technique that
does give you control over every
component of a sound. However, there are
a few edges to this sword. One, not all
“additive” machines may give you control
over every aspect of each harmonic, thus
restricting you from getting as much
realism as you like. The aforementioned
wavetable machines, for example, may let
you choose only one harmonic series to
start with, and you will have to use multiple
oscillators for detuning, filters for faking
harmonic envelopes, and pitch envelopes
to give the whole sound a blip. Some
machines are getting trickier, such as
allowing two to four waveforms (sets of
harmonics) to be individually detuned,
amplitude enveloped, and pitch enveloped.
Some of those gray-area “additive”
machines will be explored in detail next
month,

Assuming that a machine gives you
individual harmonics to play with, the
questions include: Do they give you
enough control (such as detuning,
individual amplitude envelopes, etc)? Do
they even give you enough harmonics?
Eight is really skimping for all but the
highest frequencies or most bland of
sounds; sixteen will cover the majority of
cases.

The final edge of the sword is if you're
indeed given all this power, you have to use
it. Building a sound by setting the
amplitude and pitch envelopes (not to
mention frequency) of each harmonic is
rather tedious (akin to building a sand
castle grain by grain). Some shortcuts are
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available, such as using FM for a few
harmonics to build up larger groupings fast,
using non-sine waveshapes for the
individual  harmonics  (any  non-sine
waveshape has a harmanic series of its
own, with its “fundamental” being the
frequency of the harmonic), and treating
groups of harmonics as blocks (for
example, the highest harmonics can usually

Picking out all the individual harmonics and
their paths from the whole is akin to being
handed a city map without any street
names and being asked to trace and
rename all the streets. Also, real harmonics
move with such complexity that it would
take hundreds of envelope segments to
trace them accurately. Some compromises
have to be made, and the art of finding

“Additive synthesis is the technique that does give you control over every
component of a sound. However, there are a few edges to this sword.”

be treated as a block). When it comes to
frequency envelopes, although each
harmonic may take a separate path in
reality, it usually happens so fast that
bending them all quickly enough by the
same amount covers the effect.

Resynthesis

ADDITIVE SYNTHESIS IS the process of
building sounds up from scratch. Learning
how to do it came from studying how to
break sounds down in the first place. The
whole process of breaking down and
rebuilding is called resynthesis.
Resynthesis is a tricky art that has been
for the most part restricted to wishful
laboratory thinking. Why? Part of the
answer lies in the previous discussion of
how hard it is to put sounds back together
again accurately. Having a computer break
them down in the first place is even harder.

which compromises are acceptable to the
ear is a whole field of study in itself.

And what use is resynthesis, anyway?
We've got samplers . . .

With resynthesis, In between breaking
down a sound and putting it back together
again, we can play with it. Some of the
simplest forms of “playing with it” include
dropping all the harmonics an octave while
keeping the time evolution the same,
boosting or cutting some harmonics over
others. Hybrid instruments can be created
by taking the upper harmonics of one and
the lower harmonics of another.

Another common technique is taking a
midsection of a sound and stretching it
longer than it really should be. This
technique is often referred to as “frame
resynthesis,” where the evolution of a
sound is broken up into what it is made of
in each snapshot, or “frame,” of time.

Frames can be picked to be repeated, or
read back more slowly to slow a sound
down.

However, hearing your own voice say
“Hawaii” that much slower may not be a
weighty enough trick in your mind to
justify all the hand-waving. The next degree
of control after breaking a sound down is
attaching performance controls to the
components of a sound before it’s put back
together again. Imagine taking a sample of l

a woodwind, and having velocity or
pressure actually change the harmonic mix
of the sound during the attack or while it's 8
sustaining. This is the pot of gold at the end
of the technological rainbow we've seen
arcing across the sky. Take any sound,
study it and rearrange it if you want, and
put your life back into it, without the
drudgery of having to do it all by yourself. m

Class Dismissed

SO MUCH FOR the theory behind
additive synthesis and resynthesis. Next
month, the machines that are currently
available will be examined, accompanied by
discussion about what each one gives you
in this field. ]

The author would like to acknowledge the l
great influence Wendy Carlos has had over

him and this field in general over the last
three years.
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esis HR16

Dryum Machine

A drum machine that sounds like a drum kit - no, really it does . .

. and it costs under five

hundred bucks, honest. The trouble is, when you give folks what folks want they don’t believe

you. Review by Nicholas Rowland.

HE SPIRIT OF the Alesis HRI6 has

been with us for such a long time

now, it still seems something of a

miracle to encounter one “in the

flesh.” Yet almost because of the
delays (something to do with a ship mined
in the Gulf war, | believe) this drum
machine seems to have already earned
itself Significant Musical Product status -
the sort of thing that most instruments
only achieve after they've been around for
several years.

And it's not surprising, given the spec
sheet which has been public property for
nearly a year: 49 high quality, 16-bit
sampled voices with programmable tuning
and panning, each assignable to 6
dynamically sensitive pads, two pairs of
stereo outs, sync to tape and a
comprehensive MIDI spec. All this for a
mere $449. In theory at least, that’s gotta
be worth waiting for.

But let's explore less familiar territory to
start with: the HRIé's appearance.
Personally, | think its distinctive wedge
shape cuts quite a dash. More importantly,
the front panel is laid out in a clear and
logical fashion, with functionally-related
buttons grouped together and an
informative 32-character LCD. There is a
lid at the back of the machine which opens
up to reveal a shallow compartment
containing a set of instructions (albeit
difficult for any short-sighted myopics to
read). | found the compartment handy for
other things too, like storing recording
notes and preventing my gobstoppers from
roiling about.

So, nice to look at, but in fact not so
lovely to hold. Up close, there are some
less pleasing aspects. Like squidgy rubber
programming buttons which occasionally
tend to stick. The volume and data select
sliders are also a little flimsy. More
worrying, though, are the voice buttons
which, while made of a hard plastic, really
don't feel as though they would survive
prolonged bashing. In fact, the crash
cymbal button on the review model (a
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production job) had already been
damaged, with the result that you needed
to hit it harder than any of the others to
get the loudest dynamic. | foresee long-
term problems here, especially in the
hands of the *I just hit 'em” school of
rhythm programmers (believe me, there
are plenty of them about).

Any slight disappointment felt at the
rather, shall we say, questionable nature of
the packaging quickly disappears when we
plug the 9V AC adaptor (supplied) into
the appropriate socket and begin to
explore the HRI6 from the inside out.

We'll start with the meat of the pre-
launch publicity, all 49 of those 16-bit drum
voices. Deep breath: 10 bass drums; seven
snares; five toms; two open, two closed
and one half-closed hi-hat; three cymbals:
timbale; high and low congas; two wood
blocks; two maracas; two cowbells; claves;
cabasa; shaker; agogo; triangle; tam-
bourine; handclaps; finger snap and drum
sticks. The bass and snare samples include a
couple of the electronic variety, so while
there’'s nothing outrageous, there’s
certainly plenty of choice. This is important
because it gives the HRI6 the flexibility to
fit in with various styles of music, from rock
and pop to hip hop and electro - not
always the case with drum machines.

It’s a pity Alesis didn’t see fit to include
some more interesting percussion sounds:
talking drums, tablas, perhaps even a bass
sample. And | can’t understand why there
are two types of maracas and no muted
conga or alternative timbale sound.

But, this complaint aside, with the
possible exception of the claps, every single
one of the voices is absolutely excellent.
And while it may be a review cliché, you
really do have to hear these voices for
yourself to appreciate the quality of
recording.

Though everyone will have their
favorite, what you'll immediately notice
about most of the sounds is how “live” and
“natural” they are. In other words, the
HRI6 sounds more like a set of real

instruments close-miked than a collection
of triggered sounds squashed into a tiny
black box. It's most noticeable on the high
frequency sounds - the cymbals and more
“tinkly” percussion - which, due to the
48kHz sample rate and 20kHz bandwidth,
retain all the clarity and sparkle which they
normally lose in drum machines. On the
double-headed kicks and toms the sample
quality is so good that you can practically
hear the drum heads flapping about.

Strangely enough, though, this “realism”
can have its disadvantages and leads you to
believe that some of the voices are weaker
than they actually are. For example, a
couple of the acoustic bass drum samples
have captured the boominess and slightly
soft attack of the real thing rather too well.
Hence, if you're trying to imitate Carl
Palmer shaking the foundations of Madison
Square Garden with a double kick roll in
‘Tarka the Otter,” all well and good. But
like the real thing, if you want to translate
this into a tight and punchy kick-in-the-gut,
then you’ll have to do a fair bit of tweaking
— just as you would if you really had miked
up Mr Palmer’s kit. Either that or choose
one of the more suitable bass drum
sounds, of course.

This may sound a little unlikely, but once
you have actually heard the machine, you'll
realize exactly what I'm talking about.

Kit Building

THOUGH BOTH THE manual and the
LCD always refer to the 16 pads by their
default voice assignments (as printed on
the machine itself), any voice can be
assigned to any pad or number of pads.
You can even assign any one of the voices
to the click function too.

Note, though, that the pad labeled
Crash initially has two identical crash
samples assigned to it which are triggered
alternately. This is so that crash strikes will
not cut off as they do when only one
sample is used. Conversely, the three hi-
hat pads (closed, mid and open) are
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designed to cut each other off. In both
cases, the intention is to make the machine
sound much more realistic (and it works),
but it also means that any other voices
assigned to those particular pads will work
in the same way too.

Having made your selection, voices may
be tuned independently, over a range of
+15 or —16 steps, which is actually about a
fifth up and an octave down. Next comes
the Mix function which allows you to set
the volume (0-99) for each voice, then
assign it to either one of the two pairs of

separate outputs for individual EQ and
effect treatments.

Having created a Kit, it’s a simple matter
of saving the results with a bit of button
pushing. Since you can store a completely
different Kit for each pattern, and as there
are 100 patterns, you can store . . . er, you
work it out. And as pattern numbers (and
hence different Kits) can be recalled by
MIDI program change information, it
means that the HRI6 makes an excellent
sound source for electronic drummers
looking for something to plug into the

Feel “The wonderful Offset function allows you to simulate an effect
described by grown-up drummers as ‘playing behind or in front

of the beat’.”

stereo outs and determine which one of
seven pan positions it occupies (dead
center or three steps to right or left).

Using these edit functions, you can
create a wide variety of “Kits” and some
interesting special effects too. More
melodic rhythms can be created by
assigning different tunings of the same
voice across several pads. Using voices like
triangle, agogo and claves, you can create a
“stereo” bell tree, wind chimes, castanets
and other cool effects. And, of course, the
panning facilities will allow you to send
anything up to four voices through
MT APRIL 1988

other end of their trigger-to-MIDI
converters. In fact, one other nice point is
that even though the onboard pads only
have eight levels of velocity, the HRI6 will
respond to 32 different levels over MIDI.

Beat Building

THOSE 100 PATTERNS can be built up in
both real and step time and when
programming a pattern, you can Swap
quickly and easily between both methods.
In the case of real time, it’s a simple matter
of pressing the green Play and red Record

simultaneously: in step time, you have to
hold the Patt key down first. Another key
press and a touch on the data entry slider
sets the tempo anywhere between 20 and
255bpm.

Pattern length is, not unreasonably,
defined in terms of numbers of beats. The
default length is eight beats though this is
easily reset to a value between one and
682. The HRI6 thoughtfully allows you to
shorten or lengthen a pattern even if
you've already recorded something into it.
And if the new pattern is to be longer, you
can add a period of “silence” onto either
the beginning or the end of the original.

Quantization resolutions are variable
from 1/4 through 1/6, 1/8, 1/12, 1/16, 1/24,
1/32, 1/48, 1/64 to Off (in other words
1/384, which is equivalent to 96 pulses per
quarter note). Again, flexibility is the key
because quantization can be constantly
altered for each new overdub: handy for
quickly and accurately punching in a four-
on-the-floor kick, then adding, say, triplet
hi-hats. The click can also be quantized
over the same range only this time Off
does mean no sound at all.

Pad dynamics come into play where
both programming methods are con-
cerned. Eleven settings of dynamics are
available: Loud, Medium, Soft and Fixed !
through Fixed 8. As their names suggest,

BHEEEGE
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the first three represent different loudness p-
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»> curves, while the fixed settings mean that
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the dynamics are always the same no
matter how hard the buttons are hit. On
the whole, the system works quite well,
although when set to Medium and Soft, the
buttons really have to be whacked quite
hard to get the loudest dynamic. However,
bearing in mind my earlier comments I'm
really not sure the machine will stand up to
it.

When programming in step time, the
LCD shows the dynamic at which the voice
has been entered. If this isn't what you
want, or you want to edit it at a later stage,
you're allowed to enter new values using
the number keys just below the LCD. Or if
you're descended from Attila the Hun, you
can keep hitting the pad until you get it
right.

I'm sure it goes without saying (or does
it?) that the dynamics of different voices
are completely independent of one
another.

Erasing erroneous beats is extremely
simple, as is eradicating a single voice from
the whole pattern. However, beware when
erasing complete patterns. Not only does
the entire rhythm disappear, but, unless
you've activated a function called Manual
Voice/Tune/Mix, so does any voice editing
you've done. This can lead to some colorful
language if you've just spent an hour or so
carefully building up a Kit. The way round it
is just to erase the voices individually which

also leaves you with your original pattern
length and quantize values.

You also have to be careful of this when
copying patterns (which as in all drum
machines actually means tacking one
pattern on to the end of another) because
the Kit of the “destination” pattern
replaces the Kit of the pattern that's being
copied. If you're not careful, you could end
up with the right pattern and the wrong
voices playing it.

Building for Real

THAT COVERS THE basic mechanics of
pattern  programming: logical, easily
understandable, and flexible enough to
allow you to do just about anything you
want. But the HRI6 has a few more tricks -
aces, | should say - up its sleeve.

First of these is the truly wonderful
Offset function, normally only to be found
on considerably more expensive machines
or some software-based sequencers. This
allows you to advance or delay a voice —
any voice you choose - by up to 99 clock
pulses (384th notes remember) to shift it
slightly before or after the beat.

What this allows you to do is simulate an
effect which you may have heard described
by grown-up drummers as “playing behind
or in front of the beat” It's an often

subconscious technique where a drummer
can either push a track along, or drag it

back slightly and make it more relaxed. it’s
often what people really mean when they
talk about drummers having more “feel”
than drum machines.

Used sparingly, the offset function really
does make the HRI6 groove, enhancing
the natural feel of the drum sounds
themselves. Overdone it sounds like a
novice drummer with a greased drum
stool. But even if you want strict time
programs, offset comes in handy to lock in
the rhythm more tightly to bass guitar or
synth voices with too soft an attack. You'll
also find it pretty necessary when using
some of the HRI6’s own voices, like the
cabasa or claps, both of which have such
slow attacks that they tend to make things
drag a little.

As well as offsetting individual drums
you can also offset a whole pattern. In
either case, if events are offset beyond the
end of the pattern they are then put at the
beginning and vice versa.

The Swing function also helps to inject a
degree of flow into the programs and is
essential when creating shuffles.

Another feature which seems initially
more of a convenience than anything is the
Fill button. When this is held down and any
voice button is pressed, the voice is
retriggered at the current quantize rate
and whatever dynamic level has been set.
Useful for quickly setting up hi-hat patterns
or military snare rolls, it's also great for

_, X ‘" weve expanded the delay
And expanded the possibilities.

 theres also room for 60 more custom varia-
~ tions, your own “signature” sounds that you
can create and store in memory.

The SPX90II lets you label each custom
effect with its own title. And you can instantly
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some offbeat effects too, like soft bass
drum “stabs” or chirruping crickets.

Song Building
THE HRI6 CAN store a total of 100 Songs,
each of which can contain up to 255 steps,
a step being defined as any one of the 100
Patterns. Given the comprehensive
features available for creating Patterns, the
HRI6's song editing features are
surprisingly elementary. They include the
usual insertion and deletion of patterns
(replace does both of these at once) and
tempo changes can be programmed

MIDI Building

AS WE'VE MENTIONED the four-letter
word a couple of times, we might as well
see what other MIDI options the HRI6
offers.

The MIDI/Util button allows you to
determine which of the 16 channels the
HRI6 will both transmit and receive on.
The other option is Omni, which means
transmitting on channel |, but receiving on
all channels.

MIDI notes are assigned to each pad
rather than to each voice, so that incoming
MIDI information will trigger whatever

Flexible “The HRI6 has the flexibility to fit in with various styles of
music, from rock and pop to hip hop and electro — not always the case
with drum machines.”

between, but not during, patterns. Whole
songs can be looped, but it's not possible
to loop parts of them which is one method
that many manufacturers use to save both
memory and programming time.

In case you're ever worried about
running out of memory, pressing Record
and Length together displays the
remainder as a percentage. If things are
getting desperate then you can always save
all patterns and songs to tape. You can also
save and load song and pattern information
via MIDL.

your Kit setup has assigned to that pad
(the display shows both the MIDI note
number and the corresponding keyboard
note). First though, you'll have to toggle
the Receive MIDI Drums function on. And
if you want information to go out, you'll
have to do the same for the Transmit
function.

The HRI6 also accepts and transmits
MIDI clock information, plus Auto Start
messages. (It can also be started with a
remote footswitch plugged into the rear-
panel socket.) It will sync to tape through

its own FSK code. As | said above, different
patterns can be accessed with MIDI
program change numbers. Unfortunately
you can't actually access the different
patterns while the machine is running
because in that state it won't accept
program changes. Hence, if you were
thinking of using a keyboard or sequencer
to dial up the various patterns as you went
along, forget it.

Conclusions

THE HRI6 IS a remarkable piece of
equipment. The sounds are excellent and
the programming system is extremely
user-friendly, yet it's comprehensive
enough to give plenty of scope to the
dedicated rhythm fiend. Electro-drummers
will also find it the ideal box to trigger from
pads.

Admittedly, it's not perfect. The casing
really isn’t up to scratch, some of the voice
types are duplicated unnecessarily and the
song editing facilities really are too
simplistic.

In spite of these criticisms | would highly
recommend it, mainly because it has a very
particular character which, strangely
enough, stems from the fact that it doesn’t
sound or behave like a drum machine at all.

[ |
PRICE $449

MORE FROM Alesis Corporation, 3630 Holdrege
Avenue, Los Angeles, CA 90016. Tel: (23) 467-8000
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Fumbling in the

The distinctive rattle of a Roland TR808 makes its mark on the
eponymously titled debut album from new British band The
Christians. Combining the tradition of gospel-like vocal
harmonies with hi-tech backing tracks, the band cuts a unique
path. Interview by Paul Tingen.

ENRY PRIESTMAN, KEYBOARD
player, guitarist and songwriter with
The Christians, settles in his chair
and then, unexpectedly, says “I'm a
Luddite as far as modern music
technology is concerned” - Luddites being
a group of 19th century workmen who
went around wrecking new machinery in
factories, in an attempt to halt technical
progress.
Priestman continues, explaining himself:
“Really, I'm referring to my use of
30

technology in live situations. That's when it
takes over too much - all this twiddling of
knobs takes my mind off music - so 1 stick
to a very simple setup on stage: a DX7 as a
master keyboard, an S900 for some piano
sounds and a Juno Alpha | - or was it
Alpha Juno 1?7 - for analog sounds and
that’s it.

“I'm not a technobrat,” he protests. *I
haven't worked out how to sample, and |
generally don't understand a lot of this hi-
tech stuff. | play the keys, | can load a disk

and even, purely by accident, connect a
MIDI cord. That's most of what I can do.
These days you almost have to be an
electronics engineer when you're a
keyboard player, but I'm basically happy
with a Hammond organ and a piano.”

Priestman’s continuing self-declared
ignorance of all sorts of things (“I'm not a
muso . . . [ don’t understand anything
about music theory . . . [ can't read music”)
was to be a recurrent theme during our
conversation Yet he was largely responsible
for one of the more exciting recent UK
album releases: the Christians’ vinyl debut
on Island, called simply The Christians.

The amiable, red-haired Liverpudlian
composed all the songs and played and
programmed a large part of the instruments
on the record, which is a happy marriage of
soul, gospel, R&B influences, traditional
American black harmony singing and
hi-tech backing tracks.

The record definitely sounds modern,
with lots of indefinable sounds and samples
and plenty of sequencing. It makes me
wonder how he reconciles this with his
declared “Luddite” artitude. Was the
hi-tech department the producer Laurie
Latham’s lot? Priestman shakes his head.

“No, the Luddite thing applies to the live
situation. | don’t actually disiike machines
and I'm not afraid to use technology in the
studio. | wanted to use it, because if we'd
had the band playing on the record the way
we play live, it would have ended up
sounding like a sub-Motown affair. The
warmth and teel ot that is great live, yet on
record vou want to he moving forward and
sound modern. We consciously put sounds
and feels on the record which you can't get
from real playing. Laurie just helped us
realize what we'd set out to do from the
start. to make a record which would
combine the black vocal harmony tradition
with the post-new-wave-pop sensibility of
today, incorporating everything we listen to
ourselves: punk, reggae, soul, blues, the
classics . . ."

For Priestman, the release of the
Christians’ album was the realization of a
long-lived dream: to play his own songs.
For five years he was the keyboard player
with [t's Immaterial - who never got
around to playing any of Priestman’s songs.
Before that he moved from his native Hull
to Liverpool to study at the art college and
joined local bands as a guitarist. [t was only
the presence of three guitarists in one o
those bands which led him to playing
keyboards.

In 1983, Priestman saw brothers Garry,
Russell and Roger Christian perform at
Liverpool's Lark in the Park show. They'd
been singing for years, inspired by groups
like The Temptations and The Persuasions.
They sang mainly for their own pleasure
and public performances were scarce.
Despite their non-professional background,
Priestman was sufficiently impressed with
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the quality of their voices to invite the
brothers into the studio to sing backing
vocals on a new It's Immatenal track, ‘Ed's
Funky Diner.’ They kept in touch and later
started work on a single which was never
released but marked the beginning of a
happy partnership.

By the Autumn of '85 the Chnstians was
an eight-prece band doing live work,
sometimes supporting [t's Immaterial,
sometimes headlining. A deal with Island
records meant Priestman left Ie's Immatenal
to concentrate on his own music, demoing
a lot ot the songs on eight-track in the
winter of '86/87. A live appearance on
British television in January of ‘87 preceded
the release of their tirst single ‘Forgotten
Town.' The album was released in October
in the UK and went into the charts at No.
2. The US release of the single and album
was in February of '88.

Today The Christians are Garry and
Russell Chrstian (brother Roger left in
August to pursue a solo career) and Henry
Priestman. The band 1s aided and abetted
by Mike Bulger on electric guitar, Tony
Jones on bass and Paul Barlow on drums as
more or less regular members of the group.
So what is Priestman’s current role? As the
album sleeve gives all the songwriting
credits over to my interviewee, it looks like
a domimant one. Priestman denies it

“The strongest and most important part
of the Chrisnans is the vaocals, that's where
Garry and Russell are central. 1 sing as well,
so we all chuck n 1deas tor the melodies
and the harmonies. On top ot that, Russell
plays sax and there's a lot of him on the
album. And both Russell and Garry are
writing songs now, they've written the last
wo Bosides, and several of their songs will
end up on the new album.”

So the Christians are not a one-man
band aftair. The tact remains, however, that
Priestman played a predominant part in the
making of the LD

RACING THE SONGWRITING
back leads us to eight-track demos
recorded last winter — concerved,
played and recorded by Priestman.
He contesses to tavoring Roland's
old TR8O8 drum machimne tor demoing and
also live: 1 love the sound of 1t. No other
Jdrum machine has that sound. I also has a
remendous teel, so | use it tor demoing,
and also 1in vanous places on the album,
like the beginning ot *One in a Milhon.™’
Songwriting appears to come relatively
casy to Priestman. Working around a
bassline 1s one of his tavorite approaches.
* ‘Forgotten Town’ started like that; 1t's
got one bassline going through the whole
lot. ‘Born Again’ 1s also one basshine, apart
trom the odd hede bridpe. 1 usually like to
ger the rhythm and bass sorted out, then
the chords, then the melody and then the
words.”
With regard to the strong melodies on
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the album, Priestman’s working method 1s a
surprising one. Hi-tech rhythins and grooves
are often blamed tor soul-less music these
days. He acknowledges the point.

“I know. It's why a lot of dance music,
which 1s concerved this way, leaves me cold
- because there's no song. All right, 1t
moves your feet, but it doesn't move your
heart and there's nothing that you end up
anging. | love melody and harmony and 1
suppose that shows i my work, even when
1 don’t tollow the *preterred” method of
writing with just prano or guitar.”

Atter demoing his songs on eight-track,
Priestman went on to the pre-production
stage with producer Latham and
programmer Anthony Moore: *We'd spend
days messing around with things. We
wouldn't go for tinished sounds so much at
that stage, but rather say, *Well we know
that we want a violin-type sound here,” and
use any old violin-type sound whilst going
tor the part.”

The results of their labors were largely
stored 1n an Atan ST, running Steinberg
sottware, operated by Moore. With all their
parts prepared and what they thought were
clear ideas about the sounds, they went into
a 24-track studio (Mantred Mann's
Workhouse) and started laving down the
tracks. Finding the proper sounds proved a
laborious, vet rewarding task.

“We used a lot of Akai 8900, Priestman
claborates, “with samples from a varnery ot
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sources. Sometimes we used tactory
samples, sometimes we used one of
Anthony's or Launie’s. On one occaston
they sampled a sound ot mine, which we
couldn’t recreate. Thar was a clap-type
sound, which came from a demo I'd done
two vears betore. [t was a TR808, put
through an amp and a ridiculous amount of
gated reverh. There are some things which
you can do on eight-track with low
technology which are very hard to recreate
in a hi-tech 24-track situation. So we had
to sample that sound into the S9C0 and ran
it oft that.

“We also used more normal sounds,
usually put out of range a bit. Like the
nstrumental theme at the beginning of
‘Forgotten Town,” which repeats throughout
the song, is a sampled marimba. | wanted to
use real marimba there, but Launie said *No,
it’s good to sample this and keep it dead on
the beat.” In doing that we discovered that
it sounded better shghtly out of 1ts range.”

Another, rather unlikely, machine used
during the sessions was a Casio CZ101. It
may sound shocking to a lot ot CZ101
owners, but many of the organ sounds on
the album are Preset 6, unmodified. I's a
sound which 1s probably discarded by most
people atter a cursory histen.

“I really like the Casio, and especially
that sound,” savs Priestman, clearly enjoying
himself. *I also played real Hammond organ
in places, but that Casio sound was used p
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p quite a lot. It's got character and fitted with

RBEREA

what we were trving to do with the album:
putting character in things. [ have to admit
that 1 sometimes went, *Well, I'm not sure
about that,' and Laurie would say ‘Let’s trv
it."” Normally only Prince or perhaps The
Cure get away with using that kind of really
lame synth sound, but it's a real hook -
becanse nobody else is using those sounds.
On ‘Forgotten Town' we used another one,
I think it was preset 15, the whistle sound.”

Orher sound sources were the DX7
(mainly presets) and a Juno 106: “You
won't find me using a DX7 on its own,
though. That digital sound is not warm
enough for me. [ always use it together with
an analog sound, which makes it sound a
lot better.

“1 suppose one reason | use so many
presets is that [ can't program sounds. I just
mess around with analog machines - 1
won't touch the DX7 - and get things trom
happy accidents. [ really don’t know what
P'm doing. I'm just fumbling in the dark. 1
can handle analogs, because vou just press
things and push faders up and down. And
then . . . Perhaps sounds aren't that
important to me. Some people get so
worked up about them, but it's like with
the basslines: the tune has to be good,
otherwise there's no point.”

HE CHRISTIANS, THE album, uses
sequencing extensively, a conceptual
decision favored by Priestman and
Latham to help with the c¢reation of
a modern sound.

“As ['ve said before, it might have
sounded rather old-tashioned otherwise.
The band ended up plaving on perhaps
only three or tour tracks on the album. 1
think sometimes they were a bit pissed oft
that they didn't play on the whole album,
but I wanted the album to have lots of
different feels. Yet most of the keyboards
were manually plaved. What we did to
combine modern tightness with human feel
was that I'd play into the sequencer, say 16
bars of a bassline and then take out the two
best bars and chain them. The bass part of
‘When The Fingers Point’ was done like
that, as was the bassline ot ‘Born Again,’
which was played on Minimoog. All the
sequencing is in fact in real time and then
chained together.”

Another studio *happening’ that helped
reshape some of the songs was
improvisation.

“A lot of our best things were done
during ad-libs at the end of tracks. That's
why a lot of the fade-outs are so long -
‘Born Again' was meant to tinish two
minutes earlier than it does. Garry does a
lot of his best ad-libbing at the end of
songs, and so do L. If we tound we had
something good then we'd puc it in the
AMS and sneak it out at the beginning or
somewhere in the middle of the song. Like
the opening of ‘Sad Songs;’ ‘gone are the
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sad songs . . " was originally an ad-lib sung
by Garry at the end. That's why 1 think
new technology is great, because without it
we wouldn't have been able to do things
like that.

“Laurie was really important here as well.
He'd quickly gathered that we got a lot of
things from ad-libbing so he always set up a
spare track for us and then would just
record somebody all the way through. I'd
do a whole track of Hammond organ, just
messing about, changing things all the time,
and he'd afterwards say: ‘That was a great
line, let's home in on that section.” A lot of
puitar, keyboard and vocal lines were
invented like that. He was a catalyse for us
to excel ourselves. He brought things out in
Garry’s vocals that [ don’t think anybody
clse could do. He also broughe things out
of me ... What really helped was that we
both have this reference of old music. He'd
say, ‘Do vou remember that War album?” or
‘Did you ever hear that Captain Beefheart
thing?' or ‘What about the guitar line from
‘Have You Seen Your Mother Baby?” |
wouldn't actually copy things, but it was
like a recognition: *Oh yeah, vou mean that
kind of feel.” ™

Priestman explains the intent of his
songs. ** ‘ldeal World® is about South Africa
- no, we're not religious. Also we're often
seen as a political band, but I think chat my
Iyrics - sometimes co-written with a friend
called Mark Herman - are more moral than
political. 1 just like to write about anything.
‘Sad Song' is about a nightclub singer called
Suzi Solidor, who died in Paris, forgotten
and never having recorded anything. |
thought thar was very tragic.”

Now, in the wake of their initial success
in the UK, The Christians are being
promoted by Island to follow in the
footsteps of U2, Priestman’s life is suddenly
circling around promotion rather than
music; he's just back from shooting a video

clip in Austria and had exactly halt a night's
sleep in Liverpool betore being flown back
to London to do a slot on Radio 1's Singled
Out. Tomorrow he's on his way to the
Netherlands, doing eight interviews in one

day.

“They told me that [ didn't have o do
this interview if I didn’t want to, but 1 like
talking about music tor a change,” he says,
looking in disdain at the lavish interior
surrounding us. Champneys Club, a health
club on Piceadilly in London, is hardly a
place for a socially-aware musician ro give
an interview: wall-to-wall carpet, marble
pillars and mirrors everywhere; a swimming
pool and jacuzzi across the room and the
kind of upper class atmosphere which to
some people is a dream, to others a plague.

Priestman has mixed feelings about the
possibility ot superstar status for The
Christians.

“l came into this to play music, and I'd
rather not be doing all the promoting,
photo sessions, shooting videos, traveling
up and down Europe. It takes me away
from music. Also, it interferes with your
private life once you start being recognized.
During the shooting of videos [ usually ask
to be put at the back, and I've started to
wear sunglasses now because [ don't want
to be recognized. When it becomes like U2,
where vou have to have bodyguards for
every floor of your hotel, I probably would
consider taking a back seat and work just as
a songwriter. I'd love to do that anyway.
That's how it started with the Christians.
Originally I wasn’t going to be in the
frontline, it would only be the three
brothers on stage and me writing the songs
at home. But then people would have said
‘Oh, they're a soul band’. We wanted to
challenge the stereotype: bring in the white
face and it makes a difference. Challenging
the stereotypes is what we are about really.
That and music, of course.” »
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Sampler: Up to 26 seconds sample time at 18 kHz
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Obfuscator
MIDI Desktop Controller

The next wave in controllers has finally arrived. We give you the scoop on MIDI for the masses.
Interview and Text by Matt Isaacson.

HEN THE FIRST synthesizers
were developed, it was a natural
thing for them to have been
built around keyboards. Synthe-
sizers being the all-electronic
contrivances they are, the easy and obvious
choice of contrcl device for use by the
player was an array of switches. And what
widely-studied (and academically accept-
able) performance apparatus is more
amenable to implementation as a switch
array than the standard piano keyboard? In
fact, electronic organs had already fostered
the development of such keyboards.
There things stood for quite some time
- the synthesizer technology available to
keyboard players advanced steadily, while
remaining virtually inaccessible to players
of other instruments. Happily, refinements
in transducer technology, coupled with a
growing awareness of large musical
markets as yet untapped and boosted by a
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few pioneering visionaries, led to
electronic axes for others in the musical
community. Electronic drums, guitar
synths, and more recently controllers for
horn and reed instrument players have
become musically viable and added greatly
to the ranks of musicians who are now able
to make use of electronically generated
sounds. With the widespread adoption of
MIDI and computer sequencers, things
might even be said to have already come
full circle - the appropriate user interface is
again an array of switches, namely the
computer keyboard.

All of the barriers to musical expression
via electronics have been pulled down, you
might conclude - wrongly, however. Just as
the number of those highly visible users of
“the computer for the rest of us” is hugely
and quietly overshadowed in the world at
large by the masses who pound away daily
at their IBM PC clones, so there is a silent

majority, by and large unrecognized, who
remain musically dispossessed despite all of
the technology which has come into
existence. They are none other than the
general public, the average Joes, those who
have neither the time, the inclination nor
the talent to play a musical instrument.
Many are frustrated musicians yearning to
be given a voice, and there are a lot more
of them than there are of us.

The Man
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