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The MIDI LAN* 
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* MIDI LAN - MIDI Local Area Network • 



FINALLY! 
A simple 
way to 
double 

the power 
ot your 

midi gear. 

any parameter you like. Using a fader 
to control these functions eliminates 
the inconvenience of pushing buttons or 
scrolling through sub pages to get to the 
parameter you wish to edit. In addition, 
you can record this controller/sys-ex 
information onto your MIDI sequencer 
for automated effects playback. 

Easy Synthesizer Editing 
Use FaderMaster to program, edit or 

manipulate eight of your synthesizer 
parameters at a time - without the 
tedium of all those sub-pages! Whether 
it’s quick convenient access to the 
attack, decay, and filter settings; or 
simply volume, fine tune or program 
change commands, FaderMaster brings 
all this control to your fingertips. 

Simplified Programming 
We’ve included over twenty presets for 

synths from Korg, Kawai, 
Roland, Emu, Yamaha, 
Oberheim, Ensoniq 
and others. We’ve also 
included presets for 
Digital Effects from 
Alesis, ART, Lexicon, 
DigiTech and Roland. Of course there’s 
no problem defining setups of your own 

for all kinds of MIDI equipment; 
we’ve made it extremely sim¬ 

ple! Each Fader can be 
individually pro¬ 

grammed to 
send MIDI 

Volume, MIDI 
Notes, Program 
Change, Pitch 

Bend, After Touch, 
Controller 

Data of all types and 
even Non-Registered 

Controllers. Once pro¬ 
grammed, your set-up can 

be saved for fast easy recall. 
System Exclusive data can be pro-

externally from our optional 
Macintosh or Atari software disk. 

J.L. Cooper takes pride in creating 
feature packed, easy to use and affordable 
solutions. And FaderMaster is no excep¬ 
tion. Ideal for both live and studio 
applications, the possibilities are endless. 
See FaderMaster today at your local 
J.L. Cooper Dealer. Suggested Retail 

If you’ve ever wished for a fast, easy way to edit, program or manipulate 
your MIDI equipment - Wish no more! 

FaderMaster'“ is an extremely powerful 
yet easy-to-use remote MIDI Command 
Controller/Programmer/Editor/Mixer 
for virtually everything that has MIDI! 

When we say easy, we mean it! 
Simply connect a MIDI cable to your 
keyboard, tone module or digital effects 
processor (reverb, delay, EQ, etc.), 
and gain access to eight different MIDI 
parameters at once, and in real time! 
MIDl-sequencing musicians can use 
FaderMaster to alleviate MIDI 
frustration. 

Sequencer Mixing Made Easy 
Just imagine how much faster and 

more effectively you’ll be able to “mix” 
the MIDI volume of your sequenced 
tracks using eight faders at a time. 
FaderMaster eliminates the aggravation 
every sequencing musician experiences 
when using a mouse or keypad to 
“mix” or edit MIDI volume. If 
you blow it and need to punch in, 
FaderMaster’s intelligent design permits 
easy and seamless re-recording of 
continuous MIDI data. Any 
combination of tracks and 
MIDI channels can 
be grouped onto 
one fader, allow¬ 
ing them to act 
as a subgroup. 

Create 
“Human Feel” 
Use FaderMaster 

to delay both MIDI 
clocks and MIDI note 
data. Any MIDI note 
can be assigned to any 
fader and delayed in real 
time. For example, use 

x—'v FaderMaster 
(U) to delay MIDI 

drum notes and 
re-record that 
data onto a new 
sequencer track. 
This clever feature 
is useful for adding 
that "human feel” 
to your sequenced 

drum tracks. 

Double the Power of your 
Digital Effects Processor 

Connect FaderMaster to virtually any 
MIDI effects processor, and use any or 
all of the eight faders to control eight 
different parameters in real time. For 
example, assign one of the faders to alter 
reverb time, and another to control delay 
time, or chorus, pitch change, EQ, or 

Introducing FaderMaster 
from J.L Cooper. 
The Ultimate MIDI 

Command Controller. 
Fast, Easy and 
Flexible for 

only $299.00! 

only $299.00! Optional software for 
programming and storage only $29.95. 

For a free catalog and a subscription 
to our newsletter, call or write: 

J|CoOPER ELECTRONICS 

13478 Beach Ave., Marina del Rey, CA 90292 
Telephone: 213 306-4131 



Bitin' It Big Time 
FOUR YEARS AGO or so, I bought a 
Lyricon wind synthesizer controller with 
the JL Cooper MIDI wind driver installed 
internally for $1500. At the time, it was 
the one I preferred out of only two or three 
generally available woodwind controllers. 
Being a wind player and not a keyboard 
player, I was willing (if not eager) to pay 
the price. 

I now play an Akai EWI, so recently I 
tried to sell the Lyricon. I found that the 
best (in fact, the only) deal I could make 
for it was a used DEP-5 and an extra meg 
of RAM for my computer from a solder 
jockey who only wanted to cannibalize the 
Cooper board. Sure, I was glad to have 
another DEP-5 in my rack and enough 
memory to run Multifinder on my Mac, so 
it was a fair deal in the context of current 
reality. But as far as the Lyricon itself was 
concerned, I was bitin' it big time. 

Actually, MIDI wind controllers seem 
particularly prone to this severe devalua¬ 
tion. The Yamaha WX7 listed for nearly 
$1000 when it first appeared, only to be 
blown out for under $200 just two years 
later. The Akai EWI cost almost $2000 at 
first, dropping to $1300 after a year or two. 
I recently heard that they were being liq¬ 
uidated at $399, less than a year later. 

Now, 1'11 admit that MIDI wind con¬ 
trollers are rather limited in their market 
appeal, but the same type of devaluation 
affects virtually all hi-tech gadgets. Who 
among us hasn't seen the price of our 
favorite synth, sampler, signal processor or 
other toy drop dramatically not long after 
its introduction? What are the contribut¬ 
ing factors that make musical technology 
such a poor economic investment? 

Part of the problem is the dizzying pace 
at which new products are developed. 
These new instruments seem to supersede 
"older" products every six months (this is 
also part of the reason that there is a grow¬ 
ing call for only one NAMM show per 
year). This is particularly true in these days 
of refinement rather than true innovation. 

Another factor is the expense of devel¬ 
oping a new technology as opposed to 
applying an existing technology. Yamaha's 
FM and Roland's S/A and L/A synthesiz-
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ers made their initial appearances as rather 
expensive instruments. Subsequently, how¬ 
ever, many inexpensive (and in some cases, 
better) products using the same technology 
were introduced, driving the prices of the 
original instruments sharply downward 
in the process. 

All of this leads to some very unpleasant 
situations. You might have already experi¬ 
enced the frustration of buying a new 
piece of gear from your local dealer only 
to see the same thing on sale a week later 
for less than half of what you paid for it. I 
hate when that happens! 

Then there are the dealers themselves. 
How would you like to be the buyer for a 
retail store who just bought a bunch of 
units at the normal net cost, only to dis¬ 
cover that the manufacturer is now blow¬ 
ing them out at a fraction of what you 
paid only a week before? Not only that, 
your competitor down the street is having 
a big sale on the same units because they 
were purchased during the manufactur¬ 
er's blow out! If you try to maintain your 
profit margin based on what you paid for 
the units, everyone will go to your com¬ 
petitor for the lower price. On the other 
hand, if you try to follow suit, you'll be 
bitin' it big time. 
And what about the manufacturers? 

Whenever a new product is developed, 
they are often stuck with a sizeable inven¬ 
tory of existing units that are soon to 
become outdated. Can you blame them for 
wanting to cut their losses? If you were in 
their shoes, wouldn't you try to get what¬ 
ever you could for those units rather than 
piling them into the dumpster? 

The solution to this problem is not at all 
obvious. One idea that comes to mind is 
some kind of "blow out insurance." For 
example, if you buy something from one 
local consumer electronics retail chain, 
they'll "pay you the difference if you find 
a lower price within 30 days," even if that 
item subsequently goes on sale at their 
own stores. If manufacturers made a simi¬ 
lar offer to their dealers, who then made a 
similar offer to their customers, no one 
would be bitin' it big time. Wouldn't that 
be nice? ♦ Scott Wilkinson 
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Ed it/Chord E1 l/Nots 
F#: 

J-20 can store 8 chord “sets: each consisting of a different chord assigned 

to each pitch in the octave. 

panning and tuning. _ 

Edit/Sound/E^ 
Out=F'r-e Rev Leve 1=1 í í^ 

Each of the 64 sound patches can have iß own reverb and chorus parameters. 
with each part being assignable to just reverb, just chorus, or both. 

03-018 BARAFON 4 
While any of the 128 preset tones can be assigned to any of the- 128 timhr 
locations, more exotic instrumenß can be accessed via U-Senes ROM cards. 

Ed i t/5ound/Part4/0utput 
A59n=Re‘J L v 1 = 127 Pan-¿ /2 

Each of the six parts can have iß own effects on/off, level, and pan setting. 

EdIf/Sound/ParL2/T inbre 
T imbre^BSSs JF’t » Br-HH 

Any internal timbre can be assignea to one oj six pui o. ■ j 
the way, is multi-timbral with a iO-voice polyphony, making it ideal for 

Each of the 128 user-definable timbres has iß ownjiai u™ snu, ■ —0-’ 
making things like ‘whammy bar" solos as easy as the proverbial flick of a wrist 

live performances. -

Rx191102103104105106110 
1-88 #064 ” Worlds Apat 

Since the U-20 will simultaneously receive on up to six MIDI channels plus 
a rhythm channel, you can create entire arrangements withan external 
seauencer, and split or layer up to six sounds on the keyboard. 

One size fits all 

iini 

pled sounds, which normally require massive amounts 
of data, to be re-synthesized so that they deliver great 
sound quality without taking up a great deal of memory) 

And because of a new, high quality7 signal process¬ 
ing you can be as expressive with the sounds as you 
wish. The Roland U-20, unlike most sample playback 
machines, offers attack and spectra sounds that enable 
you to actually “synthesize” your own sounds. * 

All of which led one magazine to suggest A.. the 
only problem you’ll probably have with the U-20 is find¬ 
ing enough time to explore everything it has to dter. 

Fortunately, it’s Roland’ 
SO affordable you can RoiandCorp US, 7200 Dominion Circle, 
Start right away. Los Angeles, CA 90040-3647 213 685-5141 

If we were to tell you that our new U-20 RS-PCM 
Multi-Timbral keyboard was perfect for any kind of 
performing, you’d probably mutter something about 
truth in advertising and go on about your business. 
So instead of telling you this, we’U let you come to that 
conclusion all by yourself. 

And the reason we expect you to is this: 1 he U-ZU 
possesses an extraordinary diversity of sounds-to the 
tune of 128 multi-sampled tones, including both acous¬ 
tic instruments and popular synth sounds, as well as a 
staggering array of drum and percussion sounds. 

And since these sounds are the product of a Re-
Svnthesized Pulse Code Modulation technology, their 
quality is remarkable. (Basically, RS-PCM allows sam-
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PEOPLE 

The folks at CEDAR Audio are restoring 
classic recordings to (almost) their 

original, pristine condition. 

STANDARDS 
Readers’ Letters. 6 

Newsdesk. 8 

Square One 

Our monthly column for the Fresh 
Flock is currently enjoying the leisure 
of a Spring Break. Don't be alarmed, 
though. We'll be back in two months. 

Listening Lab. 40 

This month, we suggest that you 
treat your ears to the art of def 
blonde Deborah Harry, veteran 
rockers Shooting Star, cool retro 
disco groovers Coldcut, and a 
guy named David Rosenboom. 

More From. 55 

Readers'Tapes. 56 

Updates & Upgrades. 18 

Thompson Twins 
Tom Bailey and Alannah 
Currie take an excursion into 

the bizarre with 
their latest 
album, defiantly 
entitled Big 
Trash. Dan Rue 
talks with the 
New Wave 
pioneers about 
dinosaurs, 
Dr. Seuss, 
and the Queen 
of the U.S.A. 

FEA TURES 

CEDAR: Reconstructing 
Classic Recordings 
The invention of the compact 
disc was the answer to many 
a music lover's dream - super 
high fidelity in a virtually 
indestructible medium. But 
what about the music our 
grandparents listened to? Just 
when it seemed that "classic" 
recordings were about to be 
lost in a cloud of dust, decay 
and demagnetization, along 
comes a small company out 
of Cambridge, England that 
uses computers to save the 
tunes of yesteryear. Gordon 
Reid reports. 

4 H Retrospective: The Super Jupiter 
aÁ Despite the huge number of 

instruments developed every 
year, very few ever become 
regarded as "classics." One 
of Roland's last great analog 
synthesizers, the MKS-80 or 
"Super Jupiter," is such an 
instrument. Take a guided tour 
with Steve Howell through this 
monstrous, ingenious culmina¬ 
tion of the Jupiter legacy. 

Roland's Jupiter line of synthesizers found its 
ultimate expression in the MKS-80 Super Jupiter. 

46 Gregory Kramer 
As a musician, product 
designer and engineer, Gregory 
Kramer stands on both sides of 
the music market fence when it 
comes to applying technology. 
Steve Ellison talks with Kramer 
about present and future 
developments within the 
world of music technology. 

PO Raymond Kurzweil 
JO Genius prodigy, visionary, and 

musician Raymond Kurzweil 
has invented such unimag¬ 
inable devices as the Kurzweil 
Reading Machine, which reads 
any printed text aloud, and the 
Kurzweil 250, a remarkably 
refined sample-based instru¬ 
ment which has so far managed 
to avoid the fate of obsoles¬ 
cence. Leigh Silverman talks 
with Kurzweil about the 
secrets of his success and 
future of the art of sampling. 
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MicroReviews 

Korg T1/T2/T3 
Korg's newest line of synths 
follows in the tradition of 
their startlingly successful 
Ml, and it's AI brand of 
wavetable synthesis. Oddly 
enough, these offspring 
represent an uncharac¬ 
teristic up-market move, 
not only in price, but in 
power and complexity as 
well. Simon Trask delivers 
the review. 

Korg's new T-series instruments 
offer the ability to import samples 

among many other features. 

Our quick looks this month 
focus in on Dr. T's Hitman, 
a nifty little program for the 
Atari ST that helps to effi¬ 
ciently generate SMPTE hit 
lists for audio/video work, 
and Drummer from Cool 
Shoes, a drum machine¬ 
simulation sequencing 
program for the IBM 
PCompatibles. 

Coda MusicProse 
The long-awaited smaller 
sibling of Coda's controversial 
mega-software, Finale, has 
arrived. Lawrence Ullman 
delivers his review of this 
Macintosh notation program 
with a practiced eye and 
an honest opinion. 

Twelve Tone Systems 
Cakewalk 3.0 
This IBM sequencing software 
has established itself as one of 
the most widely used programs 
in the country. Carter Scholz 
takes a look at the substantially 
new and improved version 3.0 
to see if Cakewalk is living up 
to its name. 

TECHNIQUES 

36 

62 

More K4 Contortions 
This month, Lorenz Rychner 
takes us further into Kawai's 
latest synthesizer - focusing in 
on the Single programs. 
It's time to get our 
hands dirty, folks... 

A ternate WX7/11 
Fingerings 
A conscientious reader 
sent us these alternate 
fingerings for the 
Yamaha WX7 and 
WX11 wind con¬ 
trollers. If you're a 
member of that exclu¬ 
sive circle of wind 
synth players (like half 
the staff here at MT), 
you'll find these new 
fingerings wonder¬ 
fully useful. 
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We don’t like to do all the talking. If you’ve got something to say about something we’ve 
said, then say it in writing. C’mon, commit yourself, be assertive. Say it, send it, see it in: 
Readers’ Letters, Music Technology, 22024 Lassen St., Suite 118, Chatsworth, CA 91311. 

Intriguing Interviews 
I must thank you for putting Gary 
Numan on the cover of the December 
issue of MT. I have been an avid fan of 
his for seven years, and although his 
music is not the greatest music made 
today, it most certainly is my favorite. 
You should have mentioned that 
between 1984 and 1987, he released 
three albums in Britain on his own 
Numan Records label. Also, the older 
Beggar's Banquet LPs have been 
released as import CDs. All are often 
available at my local Tower Records 
store. 

The Numan interview is one of many 
well-written interviews with people I 
want to read about that you have 
printed over the past few years. Many 
thanks for providing such informative 
and interesting reading over the years. 
I have just enthusiastically renewed my 
subscription for the third time. 

Gregor Torrence 
Portland, OR 

Another Perspective 
I would like to compliment you for 
your article on Gary Numan (MT, 
December '89). Most magazines would 
balk at doing an interview with him, 
let alone put him on the cover. Many 
people forget how he paved the way 
for the acceptance of synthesizers in 
pop music as a serious instrument, 
rather than just a noise maker. I wish 
him luck on his new album. 

I also want to comment on the letter 
from Devin Ossman (December '89). 
I admire MT for printing the letter 
despite its destructive criticism. 
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He says he noticed the "level of 
sophistication you seem to be aiming 
for." I'm sure he never learned any¬ 
thing; he was born a genius. I suppose 
I am not as brilliant as Mr. Ossman, 
since I find Square One to be informa¬ 
tive and useful. I suppose I should go 
off and buy another magazine (I'm 
sure Music Maker would appreciate 
that!). I'll go subscribe to Teen right 
now. Devin uses pretty big words 
(ped-an-tic) at his young age (26). I 
would like to thank him for pointing 
out that the article on 'Synchronization 
Basics' was just that: Basic. I guess that's 
what titles are for, eh? 
Sorry if we waste your time and 

space, Devin. We lowly peons need to 
learn the basics before we write our 
5th symphony. As for Music Technology, 
keep up the good work. 

Alexander Shields 
New York, NY 

MIT Trivia 
1 enjoyed the article about The MIT 
Media Lab (MT, December '89). Just 
for the record, however, VALIS stands 
for Vast Active Living Intelligence 
System. Your readers might be inter¬ 
ested to know that VALIS is presented 
as a science fiction film in the book. It 
is a very unusual film in that an infor¬ 
mation exchange occurs between the 
audience and the film. The film was 
produced by a Mr. Mini, an Englishman 
who was educated at MIT! The infor¬ 
mation transfer is believed to be due to 
Mini's Synchronicity Music, a sort of 
frequency-specific subliminal language 
which induces a deep theta state. The 

characters in the novel claimed to 
have visions while listening to it. 

Hugh T. Atkins 
San Diego, CA 

Dressed for Success 
As a female electronic musician, I am 
another part of the 2% readership that 
Ms. Irene Herebia says she is a part of 
(Readers' Letters, MT, December '89). 
However, I have a completely differ¬ 
ent opinion about the subject. 

She complains about advertisements 
that use women to attract attention to 
the product. In a roundabout way, she 
puts down the women in these ads. 
She also puts down women that work 
with mostly male bands, claiming that 
the women are mere "sex objects." 
Finally, she implies that women who 
wear "leather mini skirts" or other 
sexy apparel are not real musicians, 
are less talented, less intelligent, and 
less entertaining musically than she is. 
I think that her comments are far 

more prejudicial than the ads she says 
that she is offended by. I play keyboards 
in an all-female band that routinely 
wears mini skirts and low-cut tops. 
Therefore, I object to Ms. Herebia judg¬ 
ing me by my apparel. I honestly don't 
feel the length of my skirt is a reflection 
of my musical skills, or anything else 
for that matter. 

Yes, I wear these clothes during my 
performances because it attracts a larg¬ 
er audience and increases my income. 
But much more importantly, I wear 
these clothes because I enjoy wearing 
them. 
No, I am not a sexually exploited 

woman because I wear sexy clothes. I 
choose freely to do what I do. I've had 



plenty of opportunities to do other 
hings. For example, I served as a 
sergeant in the United States Army in 
i combat medical division for nine 
/ears, where just one of my duties 
included being a member of the equal 
□pportunity board for the division. 
Not exactly a traditional female job. 

I also strongly support the women's 
liberation movement, but 1 don't think 
1 should have to give up being a 
woman to be liberated. 1 like being a 
woman and I like my body. I don't 
think I should have to hide my body 
behind mounds of cloth to prove that 
I am liberated or to gain respect. 

I like the advertisement for Rolls 
Music Center. It is an attractive, well-
done advertisement that catches the 
eye. The women in the ad don't look 
abused, unhappy, or sexually exploit¬ 
ed. They appear to like what they are 
doing. 1 am intelligent enough, as I am 
sure most readers are, to decide if 1 
want to order from Rolls. The ad is just 
getting my attention, it is not forcing 
me to do anything. 

Finally, it could be argued that the 
ad is a fairly accurate reflection of the 
band 1 work with. If someone were to 
photograph our practice sessions, the 

photographs would show just as much 
skin. If that photograph appeared in 
an ad within this magazine, I am sure 
that Ms. Herebia would object to the 
sexism. Yet, the photograph in the ad 
would be the truth. 
Some women do dress the way the 

women in those ads are dressed (I am 
one of them). We do not want to be 
ignored or dismissed just because some 
women object to what we wear. We are 
women too. Yes, we want respect from 
men, but we also want to be respected 
by other women, like Ms. Herebia, who 
often show us far less respect than we 
get from men. 

Robin A. Stewart 
Myrtle Beach, SC 

The Sexism Saga Continues... 
1 have a slightly different perspective 
on the sexism-in-advertising debate, as 
I've been a customer at Rolls Music for 
over six years. They're local for me, 
and although only one out of four or 
five music stores, they're the store I've 
bought 90% of my equipment from. 

I need to say that 1 agree with any¬ 
one who dislikes blatant sexism in ads 

(including Rolls', which 1 found sur¬ 
prising and, since I know the guys, 
funny). A large part of the market is 
taken up by males, and sex (blatant or 
subtle) has been an effective market¬ 
ing tool for as long as it's been used. 
Personally, I don't see anything wrong 
in a pretty face. A picture of a girl in a 
bikini selling auto parts or synths is 
ridiculous though, no matter what it 
does to us below the waist. 

But I need to assure everyone read¬ 
ing your mag that Rolls' has good, hon¬ 
est, and helpful people working for 
them. I personally think that the ad was 
the idea of one person, but the whole 
staff has to operate under the ad's 
appearance. Like most stores that I've 
dealt with, they have their dishonest 
and greedy share of people. They also 
have people who I've counted among 
my friends - people I have a lot of 
respect for, people who really have 
your best interest at heart. Many times, 
Tim Cornish has told me he wouldn't 
sell me this or that, because he couldn't 
honestly recommend it. I count on his 
judgement. I want to tell everyone 
reading this that they can, too. 

Steven Ray 
Alexandria, VA 

The cast MIDI Editor You'll Ever Need! 

GenEdit 
THE UNIVERSAL EDITOR LIBRARIAN 
AND CONTROLLER. 
With Hybrid Arts' GenEdit™ you can 
control, load, save and edit patches from 
any MIDI device on the market today ... 
or tomorrow... all with a single program. 

WORKS WITH ANY MIDI DEVICE. 
If it will read MIDI system exclusive data, 
GenEdit can control it. And edit it. And 
store its sounds and settings, ready for 
instant recall from your computer. 
GenEdit works with MIDI synths, 
samplers, mixers, effects processors, drum 
machines, and more. 

A MIDI CONSTRUCTION SET. 
GenEdit features a built-in Template 
editor that lets you recreate the front panel 
of any MIDI device on-screen. Choose a 
knob, slider, or switch, grab it with the 
mouse, and place it anywhere on the 
screen. Hook it up and go! 

Hybrid Arts, Inc. 
8522 National Blvd. Los Angeles, CA 90232 
Phone: (213) 841-0340 Fax: (213) 841-0348 

MEGA TO MAC AND BACK. 
GenEdit files are compatible. Patches, 
patch banks, and instrument templates 
that work on the Atari version will also 
work on the Macintosh version. GenEdit 
will even read patches generated by other 
software librarians, so you can keep all 
your favorite sounds. 

ADVANCED EDITING. 
With GenEdit you can edit patches, 
arrange and sort patch banks, Randomize, 
Distort, Compare, or Average individual 
patches. And the built-in Macro Editor 
automates the process. 

THE ONLY ONE YOU NEED. 
GenEdit comes complete with pre-built 
templates for the hottest MIDI devices, 
including the D-50, Proteus, LXP-1, and 
Ml. GenEdit is available from your local 
retailer - just $249 for the Atari ST version, 
and $349 for the Macintosh version. 

GenEdit contains absolutely no fine print But our lawyers -.ay this ad has to have some Atari and ST are registered trademarks of Atari Corporation. Apple and Macintosh are registered trademarks of Apple Computer 
Incorporated Other brands and product names are trademark? of their respective owners. GenEdit, Hybrid Arts, and Hybrid Arts logo are registered trademarks of Hybrid Arts Incorporated © 1989 Hybrid Arts Incorporated. 



DESK 

QUAD NOISE GATE 

Furman Sound's QN-44, an 
updated version of the QN-4A, 
is a quadruple noise gate that 
includes an Attack control for 
each channel and an improved 
gain-control element. Each of 
the Quad Noise Gate's four 
independent channels can 
discriminate and suppress 
lower-level noise from a 
desired signal whose level is 

above that set by the Threshold 
control. Other controls per 
channel are Release and 
Depth, each of which allow 
for more subtle gating effects. 
The QN-44 ($399) is available 
in balanced or unbalanced 
configurations, and also 
features Channel On LEDs 
and Key Input jacks. 

MORE FROM: Furman Sound, Inc., 

30 Rich St., Greenbrae, CA 94904. 

Tel: (415) 927-1225. 

WINTERPARK 
WONDERLAND 

The new Full Sail Center for 
the Recording Arts recording 
engineering school is a 23,000 
square foot, 6-studio complex 
in Winterpark, Florida. 
Facilities include a major 
multitrack audio studio and a 
full-service video production 
and post studio. The complex 
offers three Synclavier suites, 
a MIDI studio, and a 48-track 

mobile setup. All equipment 
is accessible from any studio, 
lab or classroom thanks to 
a Central Machine Room. 
Two new classrooms with a 
seating capacity of 75 people 
each, two hands-on teaching 
labs, two video viewing 
lounges, a student library/ 
bookstore, and many other 
offices and work areas have 
recently been added to the 
new Full Sail facility. The old 
center in Altamonte Springs, 
Florida is being kept to serve 

as additional studios for 
student training and studio 
clientele. 

Financial aid is available 
for those students who 
qualify. For more information 
regarding Full Sail Center for 
the Recording Arts or their 
curriculum, call (407) 679-
0100, or (800) 221-2747 
(outside Florida). 

MORE FROM: Full Sail Center for the 

Recording Arts, 3300 University 

Blvd., Winterpark, FL 32792. 

AUDIOMEDIA FOR 
MULTIMEDIA 

The multimedia market may 
be interested in Digidesign's 
Audiomedia, a compact disc¬ 
fidelity digital audio record¬ 
ing and editing system for the 
Macintosh II. Audiomedia 

allows users to add compact 
disc quality audio, including 
voice, music, and sound 
effects, to their multimedia 
applications. Each Audiomedia 
package ($995) includes a 
Macintosh II NuBus card, 
Sound Access, and a Hyper¬ 
Card stack for recording and 

playback of high-fidelity 
sounds. Also included are an 
Examples and Utilities disk 
and audio cables. The Audio¬ 
media card conducts AD and 
DA conversions on-board. 
MORE FROM: Digidesign, Inc., 1360 

Willow Rd. #101, Menlo Park, CA 

94025. Tel: (415)327-8811. 

PEGGY THE 
ARPEGGIATOR 

Triangle Audio has introduced 
Peggy, an Amiga version of 
their MIDI Arpeggiator, 
which takes incoming MIDI 
note data and arpeggiates any 
notes currently on. Patterns 
(up, down, up and down, 
random, forward, backward, 
and forward and backward) 
can be changed with the 
mouse, keyboard, or via MIDI 
program changes. The speed 
can be set with an internal 
timer or synced to an external 
MIDI clock. Peggy ($50) also 
features a selectable input key 
range and multiple repeats of 
each pattern with a pro¬ 
grammable transposition. 
MORE FROM: Triangle Audio, Inc., 

P.O. Box 1108, Sterling, VA 22170. 

Tel: (301) 526-6224. 

ERIC’S SOLUTION 
Did you ever wonder how 
you could improve the quality 
of your audio and video 
signals? Eric Data Systems 
has introduced Physonic 
Solution, an electrical contact 
enhancement liquid for 
improving signal transfer at 
the contact interface. Made 
of a computer synthesized 
polymer material, Physonic 
Solution fills microscopic 
pores and gaps between two 
metallic surfaces to increase 
the contact area. The dynamic 
range, clarity, imaging, 
ambience and detail of audio 
equipment can be improved, 
as well as video reception. 
Physonic Solution is being 
marketed by Tayo Industries 
and is available in three sizes 
(2ml Sample Bottle, $8.99; 
8ml, $24.95; 10ml, 31.98). 
MORE FROM: Tayo Industries, 7510 

Sunset Blvd., Suite 537, Hollywood, 

CA 90046. Tel: (818) 765-0782. 

YOUR RIGHT TO ROCK 
If you're concerned about the 
possibility of powerful people 
taking away your right to 
create, buy, or even listen to 
certain types of music, then 
you should be interested in 
8 

You've Cot a Right to Rock, a 
pamphlet that takes a firm 
stand against music censor¬ 
ship. Published by the editors 
of Rock & Roll Confidential, 
the pamphlet targets their 
fight against the Parents Music 
Resource Center (PMRC) and 
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other groups that continue 
to take major steps to censor 
music throughout the United 
States. In addition to some 
shocking examples of abusive 
censorship, the pamphlet 
explains how you can become 
active in the fight against it. 

Pamphlets are $3 per single 
copy, $2.25 each for 2-5 
copies, $1.75 each for 6-20 
copies, and $1.50 each for 
more than 20 copies. 
MORE FROM: Rock & Roll Confiden¬ 

tial, Box 15052, Long Beach, CA 

90815. Tel: (213) 594-6866. 



Now from NRI comes the first course of its kind... anywhere! 

.earn to use, program, and service today s 
digital electronic music equipment as you 

‘ " r own computer-controlled 
music center 

Now NRI puts 
you at the heart of 

the most exciting application 
of digital technology to date! With 

Ri's new at-home training in Electronic 
lusic Technology, you get hands-on 
xperience with the equipment that's 
»volutionizing the music industry—Atari 
T Series computer with built-in MIDI 
orts, Casio CZ101 digital synthesizer with 
dvanced MIDI capabilities, and ingenious 
1IDI software that links computer key-
oard to synthesizer keyboard—all yours 
o train with and keep. 

Tris year, over $1.5 billion worth of digital elec-
ronic music instruments—keyboards, guitars. 
Irum machines, and related equipment—will be 
old in the U.S. alone. Who’s buying this new-tech 
equipment? Not just progressive musicians and pro-
essional recording technicians, but also thousands 
>f people who have never touched a musical instru-
nent before. And there’s good reason why. 

Something called MIDI (Musical Instrument 
Distal Interface) has suddenly transformed musical 
nstruments into the ultimate computer peripherals 

. and opened up a whole new world of opportunity 
or the person who knows how to use, program, and 
service this extraordinary new digital equipment. 

Now NRI’s breakthrough Electronic Music 
Technology course puts you at the forefront of this 
booming new technology with exclusive hands-on 
training built around a MIDI-equipped computer, 
MIDI synthesizer, and MIDI software you keep. 

Dynamic New Technology Opens Up New 
Career Opportunities for You 

The opportunities are unlimited for the person 
who’s trained to take advantage of today’s elec¬ 
tronic music phenomenon. Now you can prepare 
e_ 1 ctnrlin technician 

to take advantage of today’s opportunities 
in electronic music technology. 

MS9g School of Electronics ►or Career courses 

□ check for details. audio mixer/amplifier.. and you 
Washington, DC 20008 

(Please Print) Name 

□ Computer Programming 
□ Bookkeeping & Accounting 

with the hand-held digital multi¬ 
meter included in your course. 

□ Electronic Music Technology 
□ TV/Vidro/Audio Servicing 
□ Basic Electronics 

Zip 
#311-030 

No previous experience 
necessary—in electronics 
or music! 

No matter what your background, 
NRI gives you the skills you need 

With your experienced NRI instructor always 
available to help, you master the basics of electronic 
theory step by step, gaining the full understanding 
of electronics that’s now so essential for technicians 
and musiciins alike. You move on to analyze sound 
generation techniques, digital logic, microprocessor 
fundamentals, and sampling and recording tech¬ 
niques. . .ultimately getting first-hand experience 
with today's explosive new technology as you 
explore MIDI, waveshaping, patching, sequencing, 
mixing, special effects, and much more. 

Plus, even if you’ve never been involved with 
music before, NRI gives you enough basic training 
in music theory and musical notation to appreciate 
the creative potential and far-reaching applications 
of today's electronic music equipment. 

sound engineer, recording engineer, or road 
technician.. even start your own new-age 
business providing one-stop sales and service for 
musicians, technicians, and general consumers 
alike. Or simply unleash your own musical 
creativity with the breakthrough training and 
equipment only NRI gives you. 

Only NRI Gives You an Atari ST Computer, 
Casio Synthesizer, and Innovative MIDI 
Software You Train With and Keep 

The Atari ST Series computer included in your 
course becomes the heart of your own computer-
controlled music center. With its tremendous 
power, superior graphics capabilities, and built-in 
MIDI interface, the 16/32-bit Atan ST has almost 
overnight become the computer of choice for 
today’s most knowledgeable electronic musicians. 

The Casio CZ101 digital synthesizer, also included 
in your training, is the perfect complement to your 
Atari ST. The polyphonic, multitimbral CZ101— 
which stores up to 32 voices internally—“commu¬ 
nicates’’ with your ST computer through MIDI, 
bringing life to virtually any sound you can imagine. 

Plus, you get ingeniously designed MIDI software 

Send Today for Your FREE Catalog 

For all the details about NRI’s innovative new train¬ 
ing. send the coupon today. You'll receive a com¬ 
plete catalog describing NRI's Electronic Music 
Technology course plus NRI courses in other high-
tech. in-demand electronics fields. 

If the coupon is missing, write to NRI School 
of Electronics, McGraw-Hill Continuing Educa¬ 
tion Center, 4401 Connecticut Avenue, NW, 
Washington, DC 20008. 

I ciñ-
I Accredited Member National Home Study Council — i» 

test the electronic circuits at the : 
core of today’s new-tech equipment I 

McGraw-Hill Continuing Education Center approved under gi Bin 
4401 Connecticut Avenue. NW 

f/CHECK ONE FREE CATALOG ONLY 
□ Computers and Microprocessors 

that opens up amazing new creative p 
and technical possibilities.. .you | 
actually build your own 4-input 



EPS DRUM SOUNDS 
SLT-8 ($69.95) is a new drum 
sound library for the Ensoniq 
EPS. The pack of ten disks 
features sounds ranging from 
jazz to modern rap, as well as 
electronic drum and percus¬ 
sion sounds. Also included 
in the library is a Bonus Beats 
Sequence Disk, which pro¬ 
vides sequence information to 
create complete drum tracks 
for songs with the sounds 
provided. 
MORE FROM: Ensoniq Corp., 155 

Great Valley Parkway, Malvern, 

PA 19355. Tel: (215) 647-3930. 

LOGIQ OBJECT 
PC ObjectMover+, Sound 
Logiq's first MIDI software 
product, allows PC compati¬ 
ble owners to store, organize, 
modify, and view all of the 
data in their Kurzweil 1000 
series instruments. PC 
ObjectMover+ ($95) allows 
fifteen moveable and resizable 
windows to be open simulta¬ 
neously, and can accommo¬ 
date several Kurzweil modules 
at once. In addition to elimi¬ 
nating copy protection and 
replacing it with user regis¬ 
tration, Sound Logiq also 
provides a 30-day money 
back guarantee. 
MORE FROM: Sound Logiq, 23 

Alprilla Farm Road, Hopkinton, 

MA 01748. Tel: (508) 435-1993. 

BENEFICIAL 
BIBLIOGRAPHY 

Music and the Personal 
Computer: An Annotated 
Bibliography ($35), compiled 
by William J. Waters, offers 
educators many introductory 
sources, articles on how to 
evaluate and purchase equip¬ 
ment, and directories of avail¬ 
able software. The seven 
sections of Part I are devoted 
to information regarding a 

specific computer, while Part 
II includes articles written 
about two or more popular 
computers or models not 
covered elsewhere. Part III 
of Music and the Personal 
Computer covers music educa¬ 
tion, while Part IV lists and 
annotates significant books. 

MORE FROM: Greenwood Press, Inc., 

88 Post Road West, P.O. Box 5007, 

Westport, CT 06881. Tel: (203) 
226-3571. 

MICRO SEQUENCER 
Kurzweil Music Systems' 
MS-1 MicroSequencer ($500 
estimated retail price), a digital 
data recorder that works with 
any MIDI-equipped keyboard, 
allows the user to record, edit, 
and play back up to four 
different tracks. The user can 
play in one part at a time or 

listen to one part while record¬ 
ing the next. The MS-l's 
editing capabilities include 
track merge, track loop, patch 
thru, volume adjust, play all 
songs, and track channel 
adjustment. 
MORE FROM: Kurzweil Music 

Systems, Inc., 411 Waverley Oaks 

Road, Waltham, MA 02154. Tel: 
(617) 893-5900. 

MIXERS AND MORE 
Kawai has introduced the 16-
channel MX8SR ($595) and 
the 8-channel MX8BR ($425) 
keyboard mixers. Inputs are 
VC phone jacks, while stereo 
outputs are provided for both 
VC and XLR connectors. 
There are two Effects Sends, 
one of which sends in stereo. 

Also from Kawai is the 
PHm Synthesizer Module, a 
modular version of the Kawai 
PH50. This small half rack 
space unit has built-in MIDI 
ports, as well as multitimbral 
capabilities. PHm's 200-voice 
sound library includes tradi¬ 
tional instrumental sounds 
(piano, flute, strings, and 
brass), PCM percussion, and 
10 

synthesized effects. Sounds 
can be used individually, 
layered in combination 
patches, or split across a 
keyboard. The PHm ($449) 
has a preset drum machine 

with 30 contemporary 
rhythms and fills. 
MORE FROM: Kawai America Corp., 

2055 East University Drive, 

Compton, CA 90224. Tel: (213) 
631-1771. 
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COMPLIMENTS 
OF COOPER 

The "Nexus" line of MIDI 
switchers and MIDI interfaces 
from JL Cooper includes 
Nexus, Nexus Plus, and 
Nexus M. Nexus is a 3 input 
by 8 output MIDI switcher, 
while Nexus Plus is a 2x8 
MIDI switcher that includes 
selectable merging, transpo¬ 
sition, and zoning. Other 
features include channel 
filtering, auto-thinning of 
MIDI controller data, and 
a panic button. Nexus M, 
a MIDI interface for the 
Macintosh, features one 
Macintosh serial port connec¬ 
tor, one MIDI input and three 
MIDI outputs, and activity 
LEDs. 

JL Cooper has also released 
Synapse, a fully programmable 
16x20 MIDI Switcher and 
Processor that comes with 
a program mapping system. 
Its features include three 
independently programmable 
MIDI processors, velocity 
scaling and MIDI merging. 

The MAGI Hi is JL Cooper's 
internal retrofit console auto¬ 
mation system, which can 
be installed into any audio 
mixing console. MAGI Hi 
consists of internally mounted 
dbx VCAs, the rack-mount 
MAGI Hi Controller Unit, 
the MR-4 Remote Muting 
Unit, and software for the 
Macintosh or Atari. 
MORE FROM: JL Cooper Electronics, 

13478 Beach Ave., Marina del Rey, 

CA 90292. Tel: (213) 306-4131. 

BARTLEBY’S BELS/27 
Bartleby Software has released 
BELS/27, an editor/librarian 
for the Yamaha DX21, DX27, 
and DX100 synthesizers. The 
software, which runs on IBM 
PC/XT/AT or compatibles 
with a Roland MPU-401 or 
compatible MIDI interface, 
features "Lotus style" menus, 
hot-keys, and context-
sensitive help for every field 
and function. Voices can be 
edited, stored as individual 
voices or in banks, and moved 
between banks. BELS/27 
($39.95), which is not copy 
protected, runs with any 
display adapter, requires two 



floppy drives, 350K of free 
memory, DOS 2.1 or greater, 
and includes over ten banks 
of voices. 

A free demo version is 
available from CompuServe, 
or the OMNI-NET BBS at (214) 
328-6909. If you don't have 
access to a modem, Bartleby 
Software is offering a demo 
disk for $5, refundable with 
purchase. Bartleby also 
supplies an editor/librarian 
for the Yamaha TX81Z, which 
retails for $49.95. 
MORE FROM: Bartleby Software, P.O. 

Box 671112, Dallas, Texas 75367. 

Tel: (214) 363-2967. 

NEW VS 
Korg has introduced the 
WS Wavestation Synthesizer, 
which incorporates 32-voice, 
16-bit Digital Vector Synthesis 
(originally developed by 
Sequential Circuits for the 
Prophet VS). In addition 
to over 500 multi-sampled 
waveforms and sounds, the 
WS also features dual pro¬ 
grammable stereo multi¬ 
effects, 240x64 pixel graphic 
LCD, and RAM and ROM 
card ports. Also included are 

joystick and wheel controllers, 
as well as a 61-key, velocity-
and pressure-sensitive 
keyboard. 

Also new from Korg is the 
MT-1200, a professional tuner 
with eight preset scales, 
including equal temperament, 
pure major, pure minor, and 
others. The MT-1200 also fea¬ 
tures two user-programmable 
memory locations and an 88-
note tuning range, as well as 
instrument jack inputs (mic 
or line) and mini jack outputs. 
Calibration for the tuner is 
from 392.0 Hz to 466.2 Hz 
by 0.1 Hz/step increments. 
Prices for both products are 
to be announced. 
MORE FROM: Korg USA, Inc., 89 

Frost St., Westbury, NY 11590. 

Tel: (516) 333-9100. 

What a difference 
a year makes. 

If a working 

knowledge 

of 

Electronic 

Music is 

important 

to you, one 

of the most 

in-depth 

Electronic Composing and 

Arranging programs is waiting for you 

at the acclaimed Grove School of 

Music in Los Angeles. This program 

offers the precision education you'll 

need to cut through the competition as 

a more versatile composer, arranger, 

songwriter, instrumentalist, producer, 

singer or recording engineer. 

Dramatically expand your knowl¬ 

edge of computers, synthesizers, 

SMPTE, MIDI, sequencing, drum 

machines and sampling in performing 

and recording situations. You'll have 

the opportunity to compose, arrange 

and conduct your original projects 

with a combination of electronic 

and acoustic instruments in our 

state-of-the-art recording facilities. 

The Grove Electronic Composing 

and Arranging Program starts in the 

Fall, Winter, Spring and Summer. 

The Grove 

School has 

one 

constant 

mission: 

preparing 

you to meet 

the real 

demands 

of today's music industry. That's why all 

Grove instructors are working profes¬ 

sionals with proven ability to make a 

living in music. 

If you want to make a living doing 

what you love, find out what a differ¬ 

ence a year can make. Join the thou¬ 

sands of Grove graduates who are 

actively pursuing their music careers. 

Send us the coupon below, and we'll 

send you more information. Or call us 

toll-free at 800-234-7683 

(818-904-9400 within California). 

C/7 SCHOOL 
OF MUSIC 

Building Careers in Music 

MAIL COUPON TO: Grove School of Music, 14539 Sylvan Street, 

SCHOOL OF MUSIC 

PLEASE PRINT 

ZIP 

NAME:_ 

STREET:. 

CITY:_ 

STATE:_ 

PHONE: 1 

Van Nuys, California 91411 
800-23-GROVE (818-904-9400 within California) 

□ Songwriting 
□ Advanced Songwriting 
□ Film/Video Composing 
□ Bass 

I'd like to know more about the Programs checked below: 
(Please allow 3-6 weeks for delivery within the U.S.) □Electronic Composing and Arranging 

□ General Musicianship 

B Composing and Arranging Percussion 
□ Professional Instrumental 
I ¡Recording Engineering 

□ Guitar 
I I Keyboard 
□ Music Synthesis 
I I Vocal 
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Korg T1/T2/T3 
Advanced Integrated Synthesizers 

Korg takes the Advanced Integrated synthesis of the M1 
upmarket with three new “mega” synths. But are they out of 
this world or simply out of reach? Review by Simon Trask. 

FOR MANY YEARS, the $1000-2000 price bracket has been the 
starting point for new synthesiz¬ 
ers, with subsequent synths in 
ranges progressively descend¬ 

ing the price scale. To some extent, 
Korg has conformed to this pattern by 
following their Ml with the MIR and 
then the M3R rack-mount expanders. 
But the new T-series synths - the Tl, 
12 March 1990 

T2 and T3 - represent a more unusual 
move upmarket (into somewhat rarified 
financial heights in the Tl's case). 
The chief difference between the 

three new synths lies with the key¬ 
board: the T3 has 61 keys, the T2 has 
76, and the Tl has 88. Only the Tl's 
keyboard is of the wooden weighted 
variety, and it's very nice too, sitting 
comfortably between synth and piano¬ 

style action. In fact, its feel and range 
are spoiling me rotten - how can I ever 
go back to a five-octave plastic synth¬ 
style keyboard? 

All three keyboards are responsive to 
attack velocity and channel aftertouch. 
Increased keyboard span also means 
increased casing size and increased 
weight. At 77 lbs., the Tl certainly 
scores no points for portability. The Tl 
is also the only one of the three synths 
to have a control-wheel option (the 
others come fitted with the familiar 
Korg joystick). Also unique to the T-
series is the ability to import your own 
samples into RAM. This facility, about 
which you'll read more in a moment, 



is standard on the T1 and optional on 
the T2 and T3. 

But in every other respect (synthesis 
capability, effects processing, sequenc¬ 
ing power) the three T-series synths 
are identical. My primary aim in this 
review is to point out the differences 
between the "M" and "T" series instru¬ 
ments. If you're not already familiar 
with the Ml, the original review in 
MT July '88 is probably a good start¬ 
ing point. 

The Basics 
Returning to considerations of size and 
weight for a moment, the T3 not only 
has the same keyboard span as the 
Ml, it's damn near the same size and 
weight, so there are no benefits (or 
disadvantages) in portability between 
the two instruments. The most obvi¬ 
ous physical differences between the 
Ml and T3 are the latter's larger back¬ 
lit LCD window (64x240 dot), altered 
front-panel layout and the addition 
of an onboard disk drive (using high-
density double-sided 3.5" floppies only). 
The two card slots for PCM ROM 

sample cards and RAM Program/ 
Sequence data cards have been retained. 
While Korg put the ROM slot on the 

rear panel and the RAM slot on the 
front panel of the Ml, they are both on 
the rear panel of the T3. Wrong move, 
guys. The T-series synths retain the 
Ml's 1/L, 2/R, 3 and 4 audio outs, 
headphone jack (carrying the 1 & 2 

“Unique to the T-series is the 
ability to import your own 

samples into RAM.” 

stereo signal only), sustain pedal jack, 
two globally-assignable footpedal/ 
switch jacks and MIDI In and Thru 
ports. However, four MIDI Out ports, 
organized as A and B pairs, provide 
32-channel MIDI output. 
The larger LCD window not only 

allows more effective parameter group¬ 
ing on the T-series, it makes possible 
some neat display tricks. For instance, 
when you press one of the Bank/Page 
buttons in the Program and Combina¬ 
tion modes, a window pops up to 
prompt you with a list of the ten Pro¬ 
grams or Combinations in that Bank. 
Whenever you select a VDF or VDA 
envelope parameter to edit, a graphic 
display of the envelope appears that 

changes as you alter the parameter 
values. And when you're editing the 
effects placement and output routing 
of the Programs, a diagram of the rele¬ 
vant configuration pops up in the 
LCD to help clarify what's going on. 

Programs & Combis 
The number of onboard programs has 
been doubled to 200, while the number 
of Combinations has remained at 100. 
Program parameters now include foot 
controller settings, scale type (equal 
temperament 1 & 2, pure major, pure 
minor and user-programmable - the 
latter within a "master" octave), as 
well as velocity and aftertouch curves 
(one of eight types in each case, affect¬ 
ing both onboard sounds and MIDI 
transmission). However, the synthesis 
architecture, the 33 effects and the uti¬ 
lization of those effects remain exactly 
the same as on the Ml . 

The Oscillator Mode still allows you 
to choose between Single (16-voice 
polyphony), Double (8-voice) and 
Drumkit (16-voice). Four Drumkits can 
be programmed utilizing the synth's 
Drum samples. The parameters are 
the same as those on the Ml, with the 
exception that the number of sounds ► 

Introducing thefirst 
A.C. Line Voltage Regulator/Conditioner 
designed for the unique needs of audio. 

/Lf ost power conditioning products are designed for comput-
ers. Computers are delicate, indeed—but the demands of 
audio equipment for clean power are even tougher to meet. 
For example: 

Come regulators actually create line transients by switch-
ing autoformer taps at random times, with relays—chopping 
up the A.C. waveform. The AR-117 switches its eleven taps 
electronically only at voltage zero-crossings. And with no 
clicking relays there’s minimal mechanical noise. 

The AR-117 is frequency-independent, unlike regulators 
that use bulky ferro-resonant transformers. That means it 
can be used successfully with generator power, or even in 
countries with 50 Hz power. 

ur highly efficient toroidal autoformer radiates virtually no 
stray hum field, yet is compact enough to handle a hefty 15 
amps (1800 watts) in a single-space rackmount package. 
he AR-117 can preserve tonal quality and avoid loss of MIDI 
programs in brownout conditions by correcting line voltages 
as low as 97.5 volts A.C. to 117±3, and bringing even lower 
voltages into a usable range. Voltages above 142 cause a 
temporary shutdown—protecting your equipment from dam¬ 
age caused by accidental connection to 220 volt lines. 

Furman Sound, Inc. 
30 Rich St. 
Greenbrae, CA 94904 
Phone: (415) 927-1225 
Fax: (415) 927-4548 

FURMAN 
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THE ULTIMATE 
STUDIO 
ACCESSORY? 

Despite the rapidly falling cost of high quality equipment, the pressure 

on both studios and home recordists to keep up with the very' latest in 

technology can still mean that budgets get stretched to the limit. 

And when each new acquisition seems to expose as many problems in 

your recording system as it solves, it becomes increasingly necessary to 

choose equipment which is precisely suited to your needs and to get the 

very best out of it on a day-to-day basis. 

Of course, the instruction manual is always there to show you exactly 

how a piece of equipment works. What it seldom does is explain when it 

(REATIVE 
RMDM 
EFFECTS AAD PROCESSORS 

is needed, why it is necessary and where it should be used... 

The first in a series, CREATIVE RECORDING has been written to provide all those with an active involvement in sound recording with a 

comprehensive overview of modern recording practice. Volume One is a modern sourcebook of information on all the different types of 

effects and processors currently found in the studio. 

With chapters covering Compressors & Limiters, Reverberation, Gates & Expanders, Delay, Pitch Shifters, Patchbays, Enhancers, Equaliz¬ 

ers and Panners as well as related areas such as Mixing, Production, and MIDI techniques, Effects And Processors provides the most 

comprehensive coverage of these aspects of the recording process to date. 

Written by Paul White - Editor of the UK edition of Home & Studio Recording and one of the leading authorities on the subject -

CREATIVE RECORDING is poised to become the standard work for the home recordist and studio technician. THE ULTIMATE STUDIO 

ACCESSORY... 

□ Check enclosed for $_ (Payable to Music Maker Publications) 

charge this order to my □ MASTERCARD 
□ VISA 

Account Number 

Cardholder's Signature Exp, Date 

Mail this coupon to: 
Music Maker Publications 

22024 Lassen Street, Suite 118 
Chatsworth, CA91311 

Name 

Phone 

Address 

City State Zip 

Please send me_CREATIVE RECORDING 
book(s) at $17.95 each: 
California residents add 6.5% sales tax. 
Los Angeles residents add 6.5% sales tax. 
Please add $2.50 for postage & handling. 
(Foreign orders, add $6.00) 
PLEASE ALLOW 6-8 WEEKS FOR DELIVERY 
PRE-PAID ORDERS ONLY SORRY NO C O D. 

Sub Total_ 

Tax_ 
Snipping -

116pp B&W. 



► you can include in a Drumkit has been 
increased from 44 to 85 to accommo¬ 
date an increase in the number of 
Drum sounds (see below). 
Combination mode (in which com¬ 

binations of up to eight Programs can 
be created) no longer includes the 
Single, Layer, Split and Velocity Split 
types, leaving only what was previ¬ 
ously referred to as the Multi type - a 
Combination of up to eight Parts (or 
Timbres, as Korg call them). This isn't 
unreasonable, since all of the missing 
types can be created using the velocity¬ 
range and note-range window settings 
of individual Timbres. As on the Ml, a 
single group of effects settings can be 
programmed for each Combination. 

The T-series synths do include some 
new Combination parameters, however. 
For each Timbre within a Combination, 
you can now select separate internal 
and MIDI transmitted velocity and 
aftertouch curves as well as MIDI 
transmitted patch number and vol¬ 
ume level. For all Timbres within a 
Combination, you can set the joystick 
functions (X, +Y and -Y), foot controller 
settings and a scale type. 

However, the most significant differ¬ 
ence between the Ml and the T-series 
synths is undoubtedly the latter's dou¬ 
bling of the onboard ROM sample 
memory from four to eight megabytes. 
In practical terms, this almost doubles 
the number of Multisounds from 100 
to 190 and the number of Drum 
sounds from 44 to 85. Just to be clear, 
all of the Ml's Multisound and Drum 
source samples are retained for com¬ 
patibility purposes. 
Added to the Multisounds are a 

healthy number of "real" instrument 
samples together with a mixture of 
tuned and untuned percussion sounds, 
a few synthy wavesweep sounds, and 
some more pulse and spectrum waves. 
The Drum section is augmented by a 
mixture of kit and Latin sounds in 
addition to some wayward metallic 
percussive sounds such as 'Potcover,' 
'Techno Zap' and 'Gamelan 1 and 2' 
(some of which appear to have been 
derived from the Multisounds). In fact, 
the Drum section has a wonderfully 
eclectic range of percussive sounds, 
ranging from familiar kit sounds to the 
weird and wonderful, and should suit 
anyone who likes to be experimental 
with their rhythm sounds. Personally 
speaking, I love the T-series' combina¬ 
tion of the ethereal and the metallic, 
the smooth and the spikey, and the 
overall sound quality of 'ice beauty.' 

It's worth pointing out that MIR 

owners can upgrade their expander's 
ROM sample memory to add the same 
extra sounds as are found in the 
T-series. If you've yet to buy an MIR, 
Korg is coming out with the Ml R-EX -
an M1R with the upgrade already 
installed. Both of these options mean 
forking out extra money, of course. 
[Contrary to initial reports, Korg has stat-

“The most significant difference 
between the Ml and the T-series 
synths is the latter’s doubling 
of the onboard ROM sample 
memory from four to eight 

megabytes. ” 

ed that Ml owners will be able to get the 
upgrade - in the form of circuit board 
replacement that must be installed by a 
service center. — Tech. Ed.I 

Incidentally, the Ml doesn't imple¬ 
ment MIDI Overflow mode. This means 
that if you want to use an Ml and 
M1R together for 32-voice polyphony, 
you have to set the Ml to Local Off, 
the M1R to Overflow On and route 
the M1R's MIDI Off back to the Ml. 
The T-series synths make life easier by 
implementing Overflow mode. 

Sequencing & Storage 
The onboard sequencer in the T-series 
synths still has eight tracks, with each 
track able to play one of the synths' 
Programs at a time and dynamic allo¬ 
cation of the synth's 16 voices across 
all eight tracks. However, the number 
of Patterns has been doubled from 100 
to 200 and the number of Songs from 
10 to 20, while sequencer memory has 
been significantly increased from 440(1 
notes to a much more respectable 
50,000 notes. 

The structure and facilities of the 
sequencer are essentially the same as 
those of the Ml's sequencer, with track 
and pattern-based recording as well 
as the ability to insert patterns any¬ 
where in a track and extract a portion 
of a track into a pattern. Recording in 
real-time (including punch in/out and, 
in the case of patterns, loop-in-owr-
dub) and step-time is available, as is 
event editing (benefiting from the 
larger LCD window on the T-series 
synths). The maximum length of a 
(rack has been increased from 250 to 
999 bars, while the maximum length 

of a Pattern (and therefore the section 
of a Track that can be extracted) has 
been increased from eight to 99 bars. 
Sequencer resolution has been kept at 
48ppqn, however. 
One of the complaints I have about 

the Ml's sequencer was that, although 
you can play a Combination via MIDI 
from an external sequencer, you can't 
use a Combination with an onboard 
sequencer track. Korg has rectified this 
situation with the T-series synths, but 
not in an entirely satisfactory way. You 
can now assign note-range and key¬ 
range windows (using top and bottom 
values) for each sequencer track. Effec¬ 
tively, this means that you can recreate 
the texture of a Combination within a 
sequence, playing and recording onto 
the relevant tracks by setting Multi 
record. Since each Track can still onlv 
play one Program, the more Programs 
you have in your sequencer "Com¬ 
bination," the fewer sequencer tracks 
you have left (for playing parts on 
external MIDI instruments, perhaps). 

Other new sequencer features include 
selectively filtering out types of events 
from the event edit display, appending 
one Song onto another to create a new 
composite Song, and programming 
foot controller settings, scale type, and 
velocity and aftertouch curves for a 
Song. 

MIDI SysEx transfer of parameter 
and sequence data is essential for any 
MIDI device nowadays, especially 
when a company needs to maintain 
some degree of data compatibility 
between their instruments. T-series 
Programs, Combinations and Global 
data can be transmitted over MIDI in 
T1/T2/T3 or Ml/MIR formats, while 
Sequences and All Data can be dumped 
to other T-series synths but not to an 
M1/M1R. Data from an M1/M1R can 
be loaded into a T-series synth via 
MIDI, while Korg ROM sample data 
cards can be read bv all M-series and 
T-series synths and expanders. 
M1/M1R Program, Combination, 

Global and Sequence data stored on a 
RAM card and preset Ml/MIR Pro¬ 
gram data stored on a ROM card can 
be loaded into the T-series synths. T-
series Combinations, Programs (Bank 
A or Bank B) and Global data can be 
stored to RAM card and loaded into 
the Ml/MIR, but T-series Sequence 
data cannot be stored or transferred in 
this way. 
The T-series' onboard disk drive 

makes life a lot easier and a lot cheaper. 
If you have a T1 or a T2 or T3 with the 
RAM update installed, there are two ► 
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► possible disk formats: "Prog/ Combi/ 
Seq four files" (four files, each contain¬ 
ing the complete contents of memory 
minus the PCM RAM samples) and 
"PCM/Prog/Combi/Seq" (one file con¬ 
taining the complete contents of mem¬ 
ory, including the PCM samples). 
Memory must be saved to disk in bulk, 
but you can load Programs, Combina¬ 
tions, Patterns, Songs, Drumkits and 
samples individually or in bulk. 

Korg has also given the T-series 
synths the ability to act as generic 
SysEx librarians, receiving and storing 
to disk SysEx files of up to 64K in 
length. Like most sequencers which 
tack on such a facility, it seems a bit 
half-hearted given the variety of trans¬ 
mission protocols in use (even the 
manual admits the synths can't handle 
all SysEx data). For instance, you can't 
send SysEx requests to instruments 
which aren't able to initiate their own 
data dumps. 

Sampling the T-Series 
As mentioned earlier, the T1 comes 
equipped with a 512Kword EXK-T 
PCM RAM sample board, while the 
same board can be installed as an 
option on the T2 and T3. If the sounds 
you load into RAM have been sam¬ 
pled at 44.1kHz, this gives you about 
11 seconds of duration. The sample 
board's contents aren't retained on 
power-down, so you'll need to save 
any new samples to disk before switch¬ 
ing off the instrument. 

There are two sources of samples for 
the RAM board: samples from Korg's 
own DSM1 sampler (but not their ear¬ 
lier DSS1) and from forthcoming T-
series sample disks, and samples from 
any other sampler loaded via MIDI. 
Because the RAM board must convert 
from the DSMI's 12-bit resolution to 
16-bit resolution, a special DSM1 load¬ 
ing routine is used - and then you can 
go and make the proverbial cup of cof¬ 
fee, because loading is a slow process. 
However, once you have DSM1 sam¬ 
ples in memory, you can save them to 
another disk as Tl samples, in which 
case they'll load a good deal more 
quickly the next time. After trying out 
a healthy variety of Korg DSM1 sam¬ 
ple library disks, I can say that the 
samples transfer very well to the RAM 
board, exhibiting clarity and good dy¬ 
namic range. 

But the more flexible option by far 
is to load samples into the RAM board 
via MIDI. Korg's synth will accept 
samples stored in MIDI Sample Dump 
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Standard (SDS) format. If your sam¬ 
pler can't transmit samples in this for¬ 
mat, you'll need an intermediary stage: 
generic sample editing and librarian 
software. 

For the purposes of this review, an 
Akai S900 sampler and Steinberg's 
Avalon generic sample software for 
the Atari ST were used in conjunction 
with a Tl. The beauty of this setup is 

“I love the T-series' combination 
of the ethereal and the metallic, 

the smooth and the spikey, 
and the overall sound quality 

of ‘ice beauty.”’ 

that Avalon handles the translation 
from S900 sample format to SDS for¬ 
mat for you. The only adjustment I 
had to make was to choose 16-bit reso¬ 
lution for the SDS transmission from 
Avalon, since the S900 is a 12-bit sam¬ 
pler and the RAM board appears to 
accept samples only in 16-bit format. 
¡Note that 12-bit samplers with the cur¬ 
rent version of the Sample Dump Stan¬ 
dard can automatically convert to 16-bit 
resolution on the fly, eliminating the need 
for any intermediary device. - Tech. Ed.\ 
By the way, if you're aiming to do a lot 
of sample transferring, a MIDI patch¬ 
bay will come in handy - much manu¬ 
al repatching of MIDI cables is the 
alternative. 

It appears that the Tl takes account 
of the sample rate, since there was no 
transposition of samples from the S900 
to the Tl during my tests. The Tl also 
takes account of sample loop points, 
so that any instrumental sounds or 
rhythm samples using loops can be 
successfully transferred to the synth. 
Once you've loaded some samples 

into the RAM board via MIDI, how 
can you use them within the synth? 
Well, samples are incorporated into 
the Tl's four onboard Drumkits, with 
or without a selection of the 85 Drum 
sounds. If you think about it, this 
makes a lot of sense: a T1 Drumkit 
requires samples to be mapped across 
the keyboard, just as you would map 
samples across the keyboard on a sam¬ 
pler. Since samples can only be trans¬ 
ferred individually to the T1, and there 
is no means of telling the synth how 
they should be mapped, multisamples 
from another sampler have to be recre¬ 
ated manually within a T1 Drumkit. 

As you might expect, imported sam¬ 
ples can be affected by any and all of 
the parameters that control Drumkits. 

So as far as samples transferred via 
MIDI are concerned, I'd say that the 
best use of the RAM board is for turn¬ 
ing the synth (or at least its Drumkit 
section) into a sampling drum machine. 
This allows you to incorporate any¬ 
thing and everything from your local 
scrapyard favorites to that essential 
looped breakbeat. Alternatively, some 
users might find it useful for sound 
effects. 

Unlike SDS samples, it seems that 
T-series samples and resaved DSM1 
samples can be loaded as Multisounds 
from disk into the Single or Dual oscil¬ 
lator configurations of individual Pro¬ 
grams. Their sample maps are stored 
with the samples themselves in a way 
that can be read by the T-series synths. 
This opens up a completely different 
angle on the use of samples in the 
T-series, being as well suited to multi¬ 
sampled instruments as to multiple 
percussion and sound FX samples. 

Verdict 
I opened this review by drawing your 
attention to the unusual upmarket 
direction of the T-series synths in rela¬ 
tion to the progenitor M1. However, 
there are precedents - notably Yamaha's 
DX5, Oberheim's Matrix 12 and 
Roland's JX10 synths. Each of these 
instruments is basically two of another 
instrument combined in a single box: 
the DX5 is two DX7s, the Matrix 12 is 
two Xpanders, and the JX10 is two 
JX8Ps. And each of them could rightly 
be labeled "megasynth." 

The same label springs to mind for 
the T-series synths - especially for the 
Tl , given its price. But do the T1 , T2 and 
T3 also conform to the "two-in-a-box" 
philosophy of the other instruments? 
Well, compared to the M1, a number 
of things have been doubled, but these 
don't include the effects processors, 
audio outputs, Timbres, sequencer 
tracks or voices (which would be "pro¬ 
hibitively expensive," says Korg). 

Still, there's enough that's new on 
the T-series to warrant looking beyond 
the M1, particularly with the additional 
sounds, disk drive and the RAM sam¬ 
ple board - a significant component 
which shouldn't be overlooked. ♦ 

PRICES: T1, $5669; T2, $4169; T3, $3749; EXK-T, 

$250 (suggested installed price). 

MORE FROM: Korg USA, Inc., 89 Frost Street, 

Westbury, NY 11590. Tel: (516) 333-9100. 



¿^CDorldITIusic, USA™ 
£?miDi/o)oRLDmu$ic- - ELECTRONIC EXCHANGE OF SONGS, SOUNDS, IDEAS AND 
Information™ - is an electronic information service for the professional computer music community, 
serving ALL computer music systems (MIDI or non-MIDI) with bulletin board services, libraries 
(songs, patches, samples,...etc.), and real time conferences. Designed to fulfill the needs of the 
music, video, film, broadcast, Ml and educational industries. 

As you are probably aware, in the past the cost of online information has been incredibly 
expensive and not so reliable - but not anymore. Registration fee is only $29.95 (which includes 2 
free hours of online time or $10 credit) and non-prime time rate is FIVE DOLLARS ($5) per HOUR 
(300 or 1200 baud, 2400 baud with a small surcharge), a FRACTION OF THE COST of competing 
services! There are NO HIDDEN CHARGES or monthly minimum fees. 

MIDI/WorldMusic is found within GEnie™ (General Electric Network for Information Exchange). All 
of your favorite services and many more are offered by GEnie to include; 

O Travel and shopping, 
SIG's and User Groups (all computers, law, financial,...etc.), 
Electronic Mail, 
CB Simulator, 
News and many other services. 

To subscribe just follow these easy steps: 

1 ) Set your modem for half duplex (local or echo), at 300 or 1200 baud, 
2) Dial (toll free) 1-800-638-8369 
3) Upon connection, enter HHH, 
4) At the U#= prompt enter XJM11820,GENIE and press RETURN, 

5) Once you have joined type MIDI at any prompt. 

¿¿îœoRLDmusic etecTRonic publishiog- introduces a unique new 
electronic public relations service with hundreds of thousands of end customers accessible. 
Electronic PR can be made available to the customers within minutes rather than the months it 
takes for hard copy PR. Ml manufacturers are finding this to be a very powerful "instant access" 
service. Very low introductory rates are now in effect. 

0CDORLDmU5IC, U S A” and 4 tf BLC - POST PRODUCTION SOUND™ 
offer complete Digital Music and Post Production Sound for film and television. We have complete 
digital audio and film suites located at the 20Th Century Fox Film Corp, studio lot - Call for 
rates. Watch for the feature film "In The Aftermath" from New World Pictures, a film that we 
produced 80% of the soundtrack using computers (foley, sound effects and music - all digital) - in 
Dolby Stereo and Surround Sound!_ 
GEnlo rales' shown in ellecTI/èê Klon prime time appl'M Uon. - FH.. ê£n - éarhlocâTtime, all day Sal., Sun., and nail holiday» »object to service availability. Additional »7.50/hr. surcharge applies 
for 2400 baud service Uploads are tree during non-prtme time hour» at 300 or 1200 baud. GEnie rates and service» subject to change. Third-party services ottered on GEnie may Include 
additional charges. GEnie Is a trademark ol General Electric Information Services Company, USA. WorldMusic and WorldMusc Electron«: Publishing are trademarks of WorldMusIc. USA. Call 
between 11am to 1pm PST, Monday thru Friday al (213) 392-0103, or write to WorldMusIc, USA/P.O. Box 933/Santa Monica. CA 90406-0933. lor Information._ 



upgrades & updates 

Is your gear out of date? Maybe it’s just not up-to-date. 
Check here regularly for the latest versions and upgrades 

available for your equipment. 

■ D-50/D-550: Steinberg/Jones has 
released M*EX, a third party expan¬ 
sion board for the Roland D-50 and D-
550 that features five new displays, 20 
new parameters, and allows up to 
eight tones to be generated simulta¬ 
neously. Each sound, which can be 
assigned to its own MIDI channel, has 
its own low and high note range set¬ 
tings. Memory storage is increased to 
hold up to 128 patches, with the option 
of adding a third bank for storing up to 
192 patches. M»EX also offers the abil¬ 
ity to transmit on two separate MIDI 
channels, to send program changes to 
individual tones, and a 'Panic Button' 
(which sends an All Notes Off message 
to the voices in case of stuck notes). 
- Steinberg/Jones, 17700 Raymer Street, 
Suite 1002, Northridge, CA 91325. Tel: 
(818) 993-4091. M»EX retails for $425. 

■ Finale: Coda Music Software has 
upgraded its Finale music notation 
software to version 2.0. The new soft¬ 
ware eliminates numerous dialog 
boxes and replaces them with menu-

driven options and commands. Finale 
2.0's new documentation includes the 
Finale Start-Up Guide, Learning Finale 
(series of tutorials), the Finale Ency¬ 
clopedia (musical situations), and The 
Finale Reference. Version 2.0 also con¬ 
tains two more disks with libraries, 
tutorial examples, templates, music 
samples, and a revised version of 
Finale's Petrucci font. 

- Coda Music Software, 1401 East 79th 
St., Bloomington, MN 55425-1126. Tel: 
(612) 854-1288. Updates are $75 for reg¬ 
istered users. Finale 2.0 retails for $749, 
while Finale v.1.2.6 retails for $599. 

■ Model 2600 SY: Adams-Smith has 
introduced Level "K" software for its 
Model 2600 SY Synchronizer module. 
New functions include the ability to jog 
and shuttle VCRs and VTRs, as well as 
bi-phase-driven transports, using either 
pushbuttons or motion control knobs. 
This is supported by a new jog/shut-
tle cueing routine and "smart cueing," 
which provides automatic switching 

Steinberg/Jones M«EX memory expansion for the D-50. 

between shuttle speed cueing for short 
Cues and wind speed cueing for long 
cues. A 3-digit code selection of specif¬ 
ic transport control parameters from a 
"transport library" and an expanded 
Slow Re-lock mode are also included. 
Level "K" allows non-volatile storage 
of multiple sets of user-customized 
constants in memory, and setting of the 
timecode standard via serial protocols. 
- Adams-Smith, 34 Tower St.t, Hudson, 
MA 01749. Tel: (508) 562-3801. Level 
"K" is available to all System 2600 own¬ 
ers for $45. 

■ The Note Processor: Thoughtpro¬ 
cessors has released Version 2 of The 
Note Processor for printing, editing, 
and storing musical notation for IBM 
PCs and compatibles. In addition to 
printing to dot matrix, laser, and inkjet 
printers, PostScript compatibility is 
available as well. The musical notation 
software program is able to read and 
write standard MIDI Files, and is com¬ 
patible with almost all MIDI hardware 
and software. The Note Processor can 
produce any kind of musical notation, 
including vocal and piano music, parts 
and scores, fugues and multiple inde¬ 
pendent voices on a single staff, figured 
bass, contemporary and early music, 
guitar chords, percussion music, and 
tuplets of any kind. 
- Thoughtprocessors, 584 Bergen Street, 
Brooklyn, NY 11238. Tel: (718) 857-2860. 
With Version 2, The Note Processor has 
been reduced from $595 to $295. 

■ Timecode Machine: Opcode Sys¬ 
tems has lowered the retail price of 
their Timecode Machine to $199, effec¬ 
tive November, 1989. The Timecode 
Machine is a hardware device designed 
to simplify the synchronization of 
music tracks or sound effects to audio 
or video tape using SMPTE and MIDI 
Time Code. It can read and write all 
formats of SMPTE/EBU timecode, 
generate the non-standard "direct time 
lock," and includes software for the 
Macintosh computer, or optional Atari 
ST software. When reading SMPTE, 
the Timecode Machine generates MIDI 
Time Code from its MIDI port. 
- Opcode Systems, Inc., 3641 Haven 
Drive, Suite A, Menlo Park, CA 94025-
1010. Tel: (415) 369-8131. 

Manufacturers: U you have software or 
hardware revisions or upgrades that you’d like 
MT readers to know about, please send info 
to: Updates & Upgrades, Music Technology, 
22024 Lassen St., Suite 118, Chatsworth, CA 
91311, or FAX: (818) 407-0882. 
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...With soul, imagination, and a power that makes other keyboards 
back down. The new Peavey DPMT“ 3 has a sound that’s gutsy and 
pure, and a responsiveness that puts the music back in your hands. 
And it's totally software-based, making obsolescence obsolete. But 
best of all, it's American made-by Peavey. Need we say more’ 
See your Peavey dealer for ar amazing demonstration. 

If You’re Serious About Playing. 
You’re Ready For The DPM3. 

PEAVEY ELECTRONICS CORPORATION 711 A Street I Meridian. MS 39302-2898 ! USA 



CEI : ¡he toit Rema 

As recording standards rise and CDs become cheaper 
and more popular, older recordings are decaying. 

If they are not to be lost forever, some method of music 
restoration must be found. Report by Gordon Reid. 

MANY OF THE finest musical 
performances ever heard 
pre-date the development of 
modern high-quality record¬ 
ing techniques. Although the 

reproduction quality of hi-fi systems 
has vastly improved over the past 20 
years, it's been impossible to go back 

to the masters of these classic record¬ 
ings and improve the fidelity of the 
original source material. 

In addition, the quality and longevity 
of recorded media has improved dra¬ 
matically in the past few years. Early 
recordings are consequently marred by 
frustrating levels of background noise 

due to the low quality and unavoidable 
deterioration of older media. This addi¬ 
tional noise on the master recording 
obscures much of the fine detail pre¬ 
sent in the original performance, and 
affects all future commercial releases. 

History 
Four years ago, the British Library 
National Sound Archive decided to 
transfer their enormous collection of 
recordings to newer, more stable media. 
Music stored on records and tapes 
deteriorates even if stored in ideal con¬ 
ditions. When a shellac record decays, 
the whole surface of the disk can break 
up until you're eventually left with 
nothing at all to play. Even in the early 

“The major problem for any 
restoration system is therefore 

always the same: how to 
remove the noise without 
eating into the music.” 

stages of decay, fungus eats into the 
surface causing significant noise and 
hiss. Tapes don't fare much better - the 
films become brittle, the oxides decay 
and, if badly stored, the edges become 
damaged. And that's before you con¬ 
sider the action of moisture, and the 
flexing of the materials caused by 
changes in temperature and pressure. 
Clearly, you can only store discs or 
tapes for a limited time before they 
become useless - and for early 78s in 
particular, that time is fast approaching. 

The advent of digital recording tech¬ 
niques (optical disks as well as CDs 
and DAT) means that, for the first time, 
media are available that (in theory) are 
not going to deteriorate with time. The 
Archive therefore decided to investi¬ 
gate transferring their collection onto 
this new media, taking advantage of ► 
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THIS WILL 
CHANGS THE 

TUNE Of 
THE MUSIC 
INDUSTRY. 

They’re already singing the praises. 
“The cleanest, clearest, quietest electronic 

instrument I’ve ever heard,” reports Electronic 
Musician. A top contender for ‘Technological 
Innovation of the Year,” says Keyboard. 

What’s elicited this chorus of raves is Proteus’— 

provides real-time access to over 40 performance 
parameters. So you’ll never have trouble expressing 
yourself again. 

lb handle your most complex compositions, 
Proteus’ 
32-voice 
polyphony 
responds 
multi-timbrally 
to all 16 MIDI Houi can we deliver the uncompromised sound quality of the EH If or under $1000? That's the $10,000 question. 

E-mu’s new 16-bit digital multi-timbral sound module. 
And what makes Proteus such a noteworthy 

channels simultaneously. There are also six pro¬ 
grammable stereo polyphonic outputs with integral 

achievement is our G clüp. A sliver of silicon that effect send/retums for on-board mix-down. 

Megabytes 
(internally 
expandable to 
8 MB) of 
multi-sam¬ 
pled acoustic 

combines the legendary sound quality of the 
Emulator’TH with total, unfettered creative freedom. 

For under $1000. 
An undeniably modest price to pay for 4 

With 192 different presets, you can toot your 
own horn and then some. Our Proteus XR 
version has an additional 192 user presets. 

and electronic instruments selected from the 
EIII library. Plus a rich palette of digital waveforms. 
All stored in ROM and available simply at the 
touch of a button. 

With Proteus’ extensive programmability, 
you can reshape and reassemble sound endlessly. 
Our unique MidiPateh'“ modulation system 

Proteus s your library card to the world's most revered 
sound library: the Emulator III. 
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All trademarks are property of their respective companies. 

Designed and sup¬ 
ported in the U.S. by the 
people who pioneered 
sampling, Proteus is 
incredibly easy to use. 
Yet will satisfy even the 
most power-hungry 
programmer. 

For the serious programmer, Opcode 
Systems has created a graphic 
Editor/Librarian for Macintosh" 
and Atari ” computers. 

Tb hear the new sound of music, simply visit 
your local E-mu dealer. 

Where Proteus is available for a song, 
E-mu Systems, Inc. 
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► the opportunity provided by the trans¬ 
fer process to "clean up" the musical 
material. 

Their first step was the purchase of a 
Neve console with sophisticated digital 
filtering facilities, including a "scratch 
reduce" facility - but this was unable 
to perform more than the most super¬ 
ficial cleaning of the sound. The future 
lay elsewhere, so the NSA approached 
the signal processing laboratory at the 
University of Cambridge. The Univer¬ 
sity convinced them that a computer-
based solution was required, although 
in 1986, there were a number of tech¬ 
nological problems still to be overcome. 

Since all of the sound material would 
be processed by computer, it would 
have to be converted to a digital for¬ 
mat, processed, and finally played back 
as audio. The initial development of a 
process called CEDAR (Computer 
Enhanced Digital Audio Restoration) 
was implemented using 12-bit A/D 
and D/ A processors developed in 
Cambridge, but it wasn't until the 
advent of DAT that (relatively) cheap 

‘‘Since it’s impossible to avoid 
the removal of some of the 
original signal during this 
procedure, the trick is to 

maximize noise reduction and 
minimize damage to the signal.” 
16-bit conversion and storage became 
available. An economical system was 
also developed to take DAT (or A/D 
converter) output and transfer it onto 
the hard disk of a PC by means of a 
special processor. 

Finally, CEDAR required phenome¬ 
nal computing power - beyond the 
capabilities of even mini and main¬ 
frame computers. This scale of com¬ 
puter installation would have made 
CEDAR impractical at best - who 
would pay the processing charges for 
a system running on a multi-million 
dollar computer? Early (and rather lim¬ 
ited) versions of CEDAR were imple¬ 
mented on 25MHz 80386 PCs with 
80387 co-processors. This configuration 
took a little over ten hours to process 
one side of a three-minute 78. It wasn't 
until February 1989 that a suitable 
microcomputer-based processor capa¬ 
ble of handling over 50 million calcu¬ 
lations per second became available. 
This enabled CEDAR to process a track 
in under one hour - still slow, but fast 
enough. 
In view of these developments, 
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CEDAR Audio was able to open for 
business. Initial processing speeds of 
13:1 were soon reduced to 5:1 for some 
operations and CEDAR is now capable 
of processing both mono and stereo 
material, with a maximum track length 
of two hours. A two-hour track requires 
1,800,000,000,000 (almost two trillion) 
individual calculations to process. That's 
over 250 million calculations per sec¬ 
ond of material. 

How It Works 
CEDAR restoration is now performed 
by a subsidiary company based in 
Cambridge, imaginatively called Cam¬ 
bridge Sound Restoration. The most 
startling thing about their production 
office is the lack of heavy-weight com¬ 
puting power. The only machines in 
evidence are Compaq and Dell PCs, 
plus a Macintosh network for compa¬ 
ny administration. The real computing 
power is hidden safely away inside 
the PCs. In addition to the computers 
are banks of audio equipment - Sony 
DTC1000ES DAT recorders, reference 
quality amplifiers, as well as Quad 
Electrostatic and Rogers monitors. 
The specification of CEDAR states 

that it should be able to remove un¬ 
wanted noise and hiss from a record¬ 
ing, but not interfere with the signal 
content in any way. Therefore, it's not 
possible to use conventional filtering 
techniques, which will always act 
equally on signal and noise. Somehow 
CEDAR has to be able to differentiate 
between the two. 
The folks at CEDAR Audio have 

grouped all of the different manifesta¬ 
tions of noise into four broad cate¬ 
gories. First a recording is scanned for 
large disruptions such as gouges or 
even breaks in a record. Second, the 
signal content is analyzed to identify 
extended surface noise. Next the clicks 
and scratches characteristic of record 
wear are located. Finally, the hiss 
(white or "colored" noise) content of 
the recording is analyzed. The first 
three of these categories are made up 
of individual events (fondly known as 
Snap, Crackle and Pop), but hiss is 
continuous within the overall signal. 

Consequently, CEDAR is construct¬ 
ed from four independent signal 
processing building blocks, each de¬ 
signed to process one of the specific 
classes of audio degradation. Within 
the four main processes are further 
sub-processes, which become progres¬ 
sively more specific to the elimination 

of a given type of degradation. This 
enables the CEDAR operator to apply 
a "sharp tool" to the degradation, 
rather than hitting the audio material 
with the proverbial sledgehammer. 

Thumps 
The large thumps caused by deep 
gouges in a disc, the peeling away of 
fragile shellac surfaces, the seam of an 
early cylinder, or a break in a record, 
sound like large but discrete scratches. 
However, if they are treated by simple 
scratch removal techniques, an annoy¬ 
ing "pinging" sound remains. This is 
caused by the consequences of the 
thump (such as resonance in the car¬ 
tridge and tone arm) remaining after 
the initial event has been removed. 
Without the context of the thump these 
resonances are extremely distracting, 
and it may sound better to leave the 
recording unrestored. 

As a result, both types of degrada¬ 
tion must be removed simultaneously. 
Even with this system, a poorly per¬ 
formed restoration will still leave a low-
frequency "shadow," which is evident 
in early Cambridge Sound Restoration 
work. Current versions of CEDAR can 
remove thumps in most musical mate¬ 
rial and even in ideal listening condi¬ 
tions, the operation is undetectable. 
And since no editing takes place, the 
precise timing of the music is always 
preserved. 

Scratches & Noise 
There have been many attempts in the 
past to remove clicks and scratches 
from old recordings. Both mechanical 
(reading the "cleaner" side of a groove) 
and electronic (using delay lines and 
impulse limiters) methods have been 
employed, and these usually succeed 
in removing some of the unpleasant 
effects of scratches. 

Unlike thumps, scratches are discrete 
events in a signal waveform. It would 
be relatively easy to remove all clicks 
from material if no genuine signal ever 
imitated a scratch. Unfortunately, there 
are many transient waveforms that 
look similar to scratches when viewed 
on a computer screen, but are never¬ 
theless important constituents of the 
music. 
To separate signal from noise, 

CEDAR scans the entire musical pas¬ 
sage and then constructs a model of 
the signal - what events are present, 
and what reasonable boundary condi-
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► tions can be established for the ranges 
of these events. Examples of these 
boundaries are maximum and mini¬ 
mum dynamic range, rise times and 
frequency responses. The actual signal 
can then be compared with the model 
and a decision made regarding unusu¬ 
al events. If an event is determined to 
be anomalous, it is then straightfor¬ 
ward to eliminate it. 

However, some scratches last for 
appreciable lengths of time (up to 
150ms) so there must be a means to 
remove the scratch without causing a 
total break in the signal and without 
resulting in time compression. There 
are a number of ways to maintain a 
continuous signal after a chunk has 
been removed. These can be grouped 
into three broad categories - splicing, 

re-synthesis, and interpolation. 
Splicing, as its name suggests, in¬ 

volves cutting and pasting a section of 
the signal into the gap caused by the 
scratch removal. The inserted section 
can be chosen from a number of sources 
and, if smoothed, will give a (mostly) 
glitch-free signal. However, there will 
often be a loss of high frequencies 
(due to the smoothing). 

Re-synthesis is a better, but more 
complicated method than splicing, and 
requires the construction of an artificial 
signal ("carved" from white noise) to 
fill the gap. This is real Honors math 
stuff, so we'll move on to interpolation. 
This involves looking at either side of a 
gap in a signal and asking what signal 
"events" must have happened in the 
gap for one to have become the other. 

Simple in principle, interpolation is 
fiendishly difficult to implement be¬ 
cause a musical signal doesn't follow 
simple mathematical rules (not with 
an 104-piece orchestra, natural reverb, 
EQ and studio enhancement it doesn't). 
CEDAR's approach to scratch 

removal is based on using each of 
these methods, or a combination of 
them, where most appropriate. To 
help in this effort, the developers have 
devised a program that takes a known 
signal and removes a section from it 
digitally. The scratch removal process 
is applied to this material, and the 
validity of the result can be tested 
against the original signal. The knowl¬ 
edge gained is then used to update 
the software. Clever stuff. 
CEDAR has to deal with some very 

Figure 2. Detail of original signal. 
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Great New Books from 
Alexander Publishing! 

Alesis HR-16 Drum 
Machine 
OPERATIONS & PATTERNS 
By Dan Walker with Jack Verga 
Illustrated, 166 pp., $19.95 

Section One covers basic operations 
and recording: pattern record 
preparations, selecting sounds, 

steptime pattern record/step time, pat¬ 
tern record/real time, pattern edit, song 
record, data management. Section Two 
covers MIDI: HR-16 as a sound module, as 
a controller and MIDI sync. Section Three 
includes recording with the HR-16: learn 
about setting up your studio, sync, record¬ 
ing sync, four sync tutorials, the advanced 
MIDI studio. Section Four details hot pat¬ 
terns notated by Jack Verga for: 
Pop/Rock, Jazz/ R&B/Funk, Jazz Fusion, 
Country, Heavy Metal/Punk/Rap, Latin 
including the hottest Brazilian patterns. 

Alesis MMT-8 Sequencer 
By Dan Walker 
Illustrated, 176 pp., $24.95 

Written simply and with lots of 
tutorials. Covers MIDI, basics of 
sequencing and recording. You 

learn, with three tutorials, MIDI hook-ups, 
data management, hands-on recording, 
recording preparations, basic editing, 
non-note data, event editing, creating and 
arrangement, advanced techniques, sync¬ 
ing up and more. 

The EPS Sampling Book 
RECORDING AND EDITING THE SAMPLE 
By Bobby Maestas 
Illustrated, 152 pages, $21.95 

This book takes you from sampling to 
editing the sample all the way to a 
finished instrument. Four sections. 

Section I gives you an operations overview 
including direct dialing individual 
parameters, disk drive operations and 
data management, articulation issues and 
more. Section II is about recording the 
sample. Includes mic techniques, record¬ 
ing from tape and CDs, 4-track basics ap¬ 
plied to sampling, and a list of household 
sounds you can sample yourself that make 
for real usable gig-quality sounds. Section 

III is about editing the sample step-by-
step. Includes looping techniques, practi¬ 
cal advice on finishing the raw recording 
into a usable finished sound and more. 
Section IV shows how to combine the 
wave samples to create sophisticated 
sounds that the EPS defines as an Instru¬ 
ment. Many of the things that Bobby’s 
covered are just not in the manual. 

Korg M1 
SEQUENCING & 
RECORDING HANDBOOK 
By Dan Walker 
Illustrated, $24.95 

The artists using this book read like a 
Who’s Who of Rock. Artists like Al 
Kooper, Trevor Rabin and Alan 

White of Yes, Steve Farris of Mr. Mister 
and Peter Frampton, to name just a few. 
This book assumes no prior experience 
with MIDI and synthesizers. Simply yet 
completely covers hook-up, the M-l se¬ 
quencer overview, data management, 
playback, basic song editing, advanced 
editing, step-time recording, non-note 
data and event editing, pattern recording, 
panning and effects, drum programming 
and much more. Join the other stars and 
order yours now. 

The M1 Effects 
Workbook 
By Dan Walker 
Illustrated, 200 pages, $24.95 

You get 165 effects set-ups that you 
can input into your Ml right away! 
You apply the effects to either the 

Ml or any effects processor. Four main 
sections. Section I covers all the effects 
that provide space or environment like 
reverb, delays, and early reflection. Sec¬ 
tion II covers electronic enhancement in¬ 
cluding chorus and flange as well as over¬ 
drive and distortion. Section III covers 
equalization and combination effects. Sec¬ 
tion IV shows you how to use both effects 
processors together in serial or parallel 
arrangement. Panning parameters are dis¬ 
cussed in detail so you can arrange your 
patches in combination mode or tracks in 
sequencer mode.Plus, by the end of this 
book you’ll understand how to operate 
and use all 33 built-in effects. 

Roland D20 Sequencing 
& Recording Handbook 
By Dan Walker 
Illustrated, 161 pp., $19.95 

Right up front Dan gives you a glos¬ 
sary of MIDI terms in simple 
English that relate to the D20. 

Then you learn: how the D-20 works; 
recording basics; more recording; erasing 
and quantizing; punch recording and 
overdub; panning, mixing and effects; 
reverb and delay effects; multitrack 
recording tutorial; disk management; 
manual mode; pattern record; recording 
patterns from scratch; track record; run¬ 
ning outside pieces of equipment with the 
D-20; MIDI sync, MIDI Clock, MIDI Song 
Position Pointer; tape sync and SMPTE; 
add another sequencer; Appendix A: 
Rhythm Track Pattern Map; Appendix B: 
Group i Tones. 

Roland D110 
OPERATIONS & PROGRAMMING BOOK 
By Dan Walker 
Illustrated, 250 pp., $24.95 

Covers multitimbral set-ups, MIDI, 
tweaking sounds and program¬ 
ming. Divided into two sections: 

Section One covers basic operations and 
multi-timbral combinations. You learn 
hook-up and play, architecture, setting up 
the internal system, MIDI implementation, 
timbre edit/performance controls, setting 
up rhythm sounds, patch edit/custom 
multi-timbral combinations, multi-timbral 
recording scenario, tweaking sounds, data 
management. Section Two includes tone 
programming and basics of sound. Editing 
procedures are outlined as well as tone 
structure, waveforms selection, pitch 
modulation, timbre parameters/synth 
waves, amplitude, putting it all together. 

How to Order 
Many other new Alexander Publishing 

titles available. For fastest service call 
1-818-407-0744. MC/VISA ok. Or Write 
Music Maker Publications, Dept. AP-1, 
22024 Lassen St. Suite 118, Chatsworth, 
CA 91311. Orders shipped UPS. Sorry, no 
CODs. Please include $2.50 shipping/ 
handling ($6.00 for orders outside U.S.) 
CA residence add 6.5% sales tax. 



old and badly-degraded material. The 
maximum number of scratches yet 
encountered is over 2000 in one second 
of music. The random nature of the 
clicks (in time, intensity and duration) 
creates a sound like bacon frying. (The 
term "bacon" has become a quality 
control description - along with glob¬ 
ular, glassy, frangy, and threatening.) 
As the number of scratches and their 
amplitudes increase, the bacon even¬ 
tually dominates the output. In theory, 
there will eventually be very little sig¬ 
nal left - other than the noise of the 
scratches. But even 2000 discrete clicks 
in a second of material can still leave 
up to 96% of the signal information 
intact, and CEDAR can handle this 
level of degradation very effectively. 

Broadband Noise 
The challenges presented by hiss 
removal are some of the most impor¬ 
tant areas of current signal processing 
research. Unlike modern recordings, 
which can be made with very low 
noise, an older recording cannot shed 
its hiss through conventional tech¬ 
niques. It's no good applying Dolby 
SR or dbx if the recorded material 
contains its own noise. CEDAR has to 
attack the noise at its source. After all, 
if a relatively noise-free digital master 
can be made from the CEDAR restora¬ 
tion, subsequent copies of the material 
will only suffer from the noise associ¬ 
ated with the modern playing medi¬ 
um - not from hiss recorded in 1940. 

Noise is caused by the presence of 
random frequencies at random ampli¬ 
tudes in addition to the information 
contained within the musical signal. If 
high frequencies predominate, you'll 
hear hiss. Low frequency noise pro¬ 
duces rumble. Unfortunately for the 
restorer, the noise is part of the contin¬ 
uous audio signal and cannot be differ¬ 
entiated in the way that scratches and 
clicks can. If a hissy signal is viewed 
on screen, the noise components are 
indistinguishable from the important 
contents of the sound. 

The major problem for any restora¬ 
tion system is therefore always the 
same: how to remove the noise with¬ 
out eating into the music. Compres¬ 
sion will always occur if the signal is 
downgraded in any way, and it is 
impossible to remove 100% of the 
noise while leaving 100% of the desired 
sound behind. Consequently, all pre¬ 
vious attempts have failed to remove 
just the unwanted noise and thus suf¬ 

fer from serious amplitude and fre¬ 
quency compression. 

One of the innovations of CEDAR is 
a unique method for determining the 
amplitude of noise frequencies at any 
time throughout a recording. Given 
that CEDAR can accurately track the 
changing noise characteristics, it can 
then adapt its reducing processes 
accordingly. Degradation such as sur¬ 
face noise (which can be inaudible one 
moment and intolerable the next) can 
be tracked and the noise reduction 
dynamically tailored as appropriate. 
Since it's impossible to avoid the 
removal of some of the original signal 
during this procedure, the trick is to 
maximize noise reduction and mini¬ 
mize damage to the signal. Unfortu¬ 
nately, the actual mechanics of these 
subtractive processes are covered by 
worldwide patents and CEDAR Audio 
is giving away no information regard¬ 
ing them. 
However, CEDAR Audio does admit 

that the final result of processing can 
only be judged by listening. They've 
found that some clients require severe 
noise reduction, even if this leads to 
3-4dB of compression, while others 
prefer to sacrifice noise reduction to 
ensure that there's no modification of 
the signal. Consequently, much time is 
spent matching the restoration param¬ 
eters to the given requirements. 

Tracks may sometimes not be fully 
restorable because the quality of the 

“Even 2000 discrete clicks in 
a second of material can still 
leave up to 96% of the signal 

information intact - CEDAR can 
handle this very effectively.” 

input material is extremely poor. On 
these occasions, the client is offered 
partial restoration, and supplied with 
a number of differently processed sam¬ 
ples. It's then up to the client to decide 
whether any of the compromises are 
acceptable. 

The Acid Test 
How good is a CEDAR restoration? 
The answer is: sometimes good, and 
sometimes fantastic. Cambridge Sound 
Restoration produces a demonstration 
DAT that highlights each of the 
restoration processes. To hear a broken, 
scratchy and hissv 78 transformed into 
a clear, bright recording is astounding. 
Other demonstrations on the DAT 

include noise removal on a damaged 
optical soundtrack, full restoration of a 
number of other 78s, and hiss removal 
on a selection of masters from the '40s 
and '50s. Each restoration is preceded 
by the original track and it's clear that 
there's no cheating going on. In fact, 
each demonstration is taken from work 
sent in by customers and many have 
been released, or are scheduled for 
release, on CD. 

Faint modulation effects are audible 
on some restorations, and are more 
annoying on some than on others. 
These are side effects of the hiss reduc¬ 
tion processes and never occur during 
scratch or thump removal. Constant 
updating of the system is reducing the 
incidence of these side effects all the 
time, and the record companies are 
clearly happy trading high noise lev¬ 
els for occasional "glassiness." 

Although CEDAR has many abilities 
based on sophisticated digital audio 
filtering and other manipulations, CSR 
adamantly refuses to make judgments 
about how a recording should have 
sounded. The philosophy of CEDAR 
audio processing is to restore musical 
material to its original recorded quali¬ 
ty. No attempt is made to compensate 
for effects such as wow and flutter, 
which may be a consequence of the 
recording equipment available at the 
time of performance, or to add mod¬ 
ern enhancements such as equaliza¬ 
tion and artificial ambience. What CSR 
returns to their clients is a re-creation 
of how the material actually sounded 
on the day it was recorded, as accurate 
as it's currently possible to produce. 
CEDAR Audio is currently develop¬ 

ing additional processes to remove cer¬ 
tain types of distortion and compensate 
for the frequency limitations of early 
gramophone recording systems. Early 
tests on the algorithms have been quite 
successful, but they say that it will be 
some time before these services will 
be available to customers. 
Garbage In, Garbage Out is a com¬ 

mon phrase in computing circles and 
it applies to audio restoration as much 
as to any other field of processing. 
Many recordings are transcribed poor¬ 
ly, turntables are poorly set up, tape 
machines have dirty heads, azimuth 
errors, poor speed stability...and these 
are the ones in professional studios. 
CEDAR certainly cannot make a bad 
recording good, but a good recording 
buried in noise can be improved to a 
degree that would have been unthink¬ 
able only a few years ago. ♦ 
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Creative freedom 
for the next decade» 

Professionals need the most 
powerful sequencing software 
available. Software that can sync to 
SMPTE, break the 16 MIDI channel 
limit, and tackle complex editing jobs 
with ease. Software like new 
Cakewalk Professional 3.0 from 
Twelve Tone Systems. 

But power isn't enough. You 
need power that's easy to use. And a 
program that works the way you want 
it to. 

Cakewalk Professional 3 .0 is the 
only IBM sequencer with both a 
keyboard macro feature and a 
complete language for writing custom 
editing commands. Which means 
you can tailor it to your style of 
working. 

Don't like the keys we picked for 
commands? Use the macro facility to 
reassign them! 

Want to transform your music in 
ways that are uniquely your own? Use 

CAL to create your own commands! 
But perhaps the best thing about 

our line of Cakewalk sequencers is that 
they're made by Twelve Tone 
Systems. Which means you don't pay 
through the nose, and you deal with 
real people who provide quality 
service and support. 

So as you pick a sequencer for the 
next decade, don't buy someone else's 
software. Buy a sequencer you can 
call your own. 

New in Release 3.0 
of both editions. 

• Enhanced track looping 
• "Fit Improvisation" command 
• Track patch parameter 
• Standard MIDI Files 
• Expanded User's Guide 
• Multi-take record mode 
• Enhanced step recording 

Cakewalk is still only $150. 
Cakewalk Pro/MQX is just $249. 

Cakewalk Songs 
The Romeo Musk.' Cakewalk Series 

features three disks of Cakewalk song 
files and a comprehensive manual. 
Classical, jazz, pop, and much more. 
All for just $25.95 + s/h. 

Twelve Tone Systems, Inc. 
P. O. Box 226 

Watertown, MA 02272 
(617)273-4437 or 

(800)234-1171, 10-6 EST. 
( Cakewalk and ( ùikcwalk Professional 

arc trademarks of Twelve Tone Systems, Iik 
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The Thompson Twins return to the world’s attention with a ruthless album of sex-tinged, 
tongue-in-cheek snapshots of reality. Interview by Dan Rue. 

/ / F THERE’S A rock 'n' roll 
// I reality, then we're the alter-

I nate surreality," Tom Bailey 
I announces matter-of-factly. 

J™ "We don't like to write songs 
which sound like the kind that 'make 
me feel good inside, babe,' y'know. 
We get a little bored with those things, 
those sort of tried and true traditions." 
Bailey's manner is unassuming, unpre¬ 
tentious. "You know, hang out in bars 
and end up in fights and blah, blah, 
blah. It's too boring is what I'm saying." 

Alannah Currie is seated next to 
him, outrageously dressed in a broad-
striped dress, platform shoes and a 
28 March 1990 

ridiculous black hat. When she had 
first walked in the door, she resolutely 
exclaimed, "I really am a Dr. Seuss 
fan...The Cat In the Hat and all that." 
Now, she extends a hypothesis: "A lot 
of those songs have been written by 
people who have been on the road too 
long, and actually have no inspiration. 
That's what happened to us. And 
that's why we stopped." 

As the Thompson Twins, Tom Bailey 
and Alannah Currie have been turning 
reality on its ear for 11 years. Their 
popularity has waxed and waned 
since the tremendous success of their 
first album, Side Kicks, which was 

released in the US in 1983. They 
stormed the dance and pop charts 
with a drove of hits including 'Lies,' 
'Love On Your Side,' 'Into The Gap,' 
'Hold Me Now,' 'Don't Mess With 
Doctor Dream,' and others. Now the 
Thompson Twins are waxing again 
with their first self-produced album 
that arguably contains some of their 
finest efforts. Big Trash, 'Sugar Daddy,' 
'Bombers In the Sky,' and a portrait 
of Deborah Harry entitled 'Queen 
of The U.S.A.' have already met with 
a very positive public response. 

Bailey and Currie took a break from 
the music business after their last 



album. Close To The Bone, to facilitate 
the birth of their son Jackson, and 
experience strange new cultures. 
"We were in a really remote part of 
Ireland, and then we went to India, 
up in the Himalayas," Currie recounts. 
"And then we came back and lived in 
the city after those two places. We had 
no TV, we lost touch with urban living 
completely. We went back and lived in 
London, right in the guts of London, 
and suddenly we got culture shock 
from our own culture. Suddenly it 
seemed really bizarre, like people were 
doing the most bizarre, surreal things." 
She breaks into a smile, "We just 
laughed our faces off for about two 
months after we came back. It was 
just peculiar and odd, like being really 

Currie: “Rock ’n’ roll should be 
looking at the undersides of 

paintings, and in museums - up 
dinosaur’s noses -1 don’t 
know, anywhere. But not 
at the conventional.” 

trippy and in a dream. Right after 
that, we started writing the album." 

"It's really healthy to cast the net 
of reference wider, so that rock 'n' roll 
isn't just talking about the same old 
things," Bailey explains. "Rock 'n' roll 
should be looking at Chinese music-" 

"-opera!" Currie interjects, "and not 
even just music. It should be looking 
at the undersides of paintings, and in 
museums - up dinosaur's noses -1 
don't know, anywhere. But not at the 
conventional." 

Their thought patterns are synchro¬ 
nized as Bailey rejoins, "And too many 
successful bands refer to other suc¬ 
cessful bands. Like, y'know, you're 
at Number Five on the charts and you 
see who's at Number Four, and you 
think, well-'' 

"-Let's be like U2 this week, or let's 
be like The Church, but more com¬ 
mercial," Currie mocks. With a wave 
of the hand and a roll of the eyes, she 
declares, "Who needs it? Just go and 
do something else new and exciting. 
That's what rock 'n' roll should be, 
otherwise it will die." 

But rock 'n' roll is not dead, certain¬ 
ly not for the Thompson Twins. Their 
experiences have served them well. 
Their broadened creative scope is 
clearly evident on Big Trash, and 
comparing it to their previous album, 
their sentiments are strong. "I think 
it's as different as you can get from 
the previous one," says Bailey with 

an almost disgusted look on his face. 
"Mostly because I hate that one, and 
I like this one." 

Currie ponders, "I don't know.. .it's 
funkier. It's less inward looking." She 
pauses, then adds, "It's...like...more 
bizarre. It's more out there. It's groovy. 
It's got crueler sounds on it. And it's 
quite hard, 1 think, and sleazy. All 
those things." 

Bailey nods in agreement and Currie 
continues, "We didn't purposely think, 
'Ooh, we're going to make it different 
from the one before. That's how we 
were feeling at the time, you know. 
Sort of urban and sleazy...and cruel 
and hard." She grins mischievously, 
"It's like sex-tinged around the 
outside." 

THE ADVANTAGES OF a two-
member band are many as 
Bailey and Currie will testify. 
Currie writes the lyrics and 
Bailey writes the music. 

"There's no competition," Currie 
explains. "We do what we do separate¬ 
ly and well, and so we work together 

and it makes the two parts, in this 
case, better than the separate parts." 

Bailey agrees, "I truly believe that 
it keeps things dynamic. See, if two 
people disagree then you've always 
got a debate, which is the fascinating 
thing. And as long as you can agree 
that it's fine to disagree and have the 
debate going, then it keeps you moving 
on. To disagree about something, and 
then want to prove to each other that 
some strongly held belief is correct is 
what brings up the great stuff. It may 
be partly due to working together for 
a long time, and partly the fact that 
we've had a personal life together 
for a long time, that's allowed us to 
realize that it's okay to have these 
blistering arguments, because some¬ 
thing always comes out of them." 
Bailev laughs, then recounts, "People 
say, 'How can you possibly work and 
live together? Doesn't it drive you 
crazy?' But it drives you crazy in a 
good way. If you do your mainte¬ 
nance, if you look after each others' 
sanity, then it's great." 

For Bailey and Currie, songwriting 
is very much a process of cross¬ 
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► examination, checks and balances. 
"We often start off just talking about 
the sorts of things that we could be 
writing songs about. You know, just 
ideas," Bailey explains. "Eventually a 
phrase will come up that we consider 
to be either a chorus or some sort of 
hook. Perhaps it has a certain memo¬ 
rability about it, a certain hit-ness 
maybe, a certain natural rhythm and 
maybe even a natural melody. When 
you speak with it, you tend to want 
to do it in a certain way." 

This process has settled well with 
them, as Bailey will attest. "We have 
realized that coming up with the hook 
first is so much more effective because 
then everything else falls into line 
with what you do. There's a magical 
moment when you know what it's 
going to be about." 

Once the cornerstone is in place, 
they carry on with their respective 
jobs. "Then we split up," says Bailey, 
"and I work on the melody and rhythm 
of that phrase, and from that extract 
the feel for the basic groove and all 
the rest. In a different room, mean¬ 
while, Alannah's extrapolating all 
of the lyrical possibilities." 

The grilling then begins. "I must 
say that it's easier when there's two of 
you, and you're not only writing but 
playing everything and then produc¬ 
ing it yourself and doing your mixes. 
Because as soon as a lot of other 
people are involved it tends to get 
diluted." Bailey details the process, 
"You have a vision of the song, and 
that vision is caught in an attitude. 
And the best things happen when 
you can hold that attitude all the way 
through from the very first moment 
to the last mix. So we always check 
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the attitude at any given point -
'Remember what we thought when 
we first...' - that sort of thing. I think 
that's good. It gives a truth to the 
process. You know, I'm not talking 
about a look inside my innermost 
profound thoughts. Just the truth 
of the attitude." 

BAILEY'S PRIMARY WORKING 
tools are the Fairlight Series III 
and guitar, but in fact he plays 
pretty much all of the musical 
parts. "I'll have a go at any¬ 

thing - the only instruments I can't 
claim to have any facility with are the 
brasses. I wouldn't really know what 
to do with a trombone," he says. 

Concerning synthesizers, Bailey's 
instrument of choice is Oberheim's 
old analog classic, the OB-Xa, replete 
with knobs and switches. "I believe 
people don't do enough synthesis 
these days. There are a lot of keyboard 
players who, because they have so 
many factory sounds now, are spend¬ 
ing more time on sequencing and the 
notes that they're playing, and less 
on synthesis." Bailey's eyes light up. 
"The thing that I always thought was 
great about synthesis was just spending 
hours creating new little adjustments 
of sounds. I still use the Oberheim 
OB-Xa, because it's a big fat thing 
with great sound, and you do this-" 
Bailey's hands fine-tweak an array 
of imaginary knobs and switches, 
"whereas now you press two numbers 
and get a great sound and start play¬ 
ing. Honestly, both are good, but I 
mourn the death of synthesis on a 
popular level." 

With the Fairlight as their primary 

working tool, sampling is an important 
part of the Thompson Twins' sound. 
In fact, their occasional sampling 
sprees have proved nothing less 
than an excellent adventure at times. 
"We got a chicken once," says Currie, 
"squeezed it and got a chicken. It was 
on 'Love Jungle.'" 

"On this record," Bailey remarks, 
"Alannah's car makes quite a big 
impact." 

Currie gazes at the ceiling, thinking 
aloud, "Did we get a duck fart?" 
Bailey shakes his head. "I think we 
just wanted one and we couldn't get 
one. We thought that would make a 
good bass drum sound." 

"Well, we had crows," Bailey offers 
as reconciliation. "And we have a 
great snare, which is a basketball. And 
a couple of newspaper jumps which 
became great snare clap type sounds -
favorites of mine." He demonstrates 
with an imaginary paper, "You know, 
you get a bunch of newspapers and 
furnp." Slipping into an abstract per¬ 
spective, Bailey reflects, "See, to me 
they even stop being unusual. They're 
just more sounds. It's funny the first 
time you do it, then it becomes part 
of your normal repertoire of sounds." 

"You know, it's fantastic for a per¬ 
cussion player, this whole sampling 
thing," he continues. As a percussion¬ 
ist, Currie nods her agreement while 

Bailey: ‘‘I’ll have a go at 
anything - the only instruments 
I can’t claim to have any facility 
with are the brasses. I wouldn’t 
really know what to do with 

a trombone.” 
Bailey illustrates. "You could never 
actually say, 'Okay, set up ten fire 
extinguishers and start playing a 
tune on them.'" 

Currie rejoins, "Yeah, it's extraor¬ 
dinary. It's really brilliant. You can 
actually make whole rhythm tracks 
out of fire extinguishers with, you 
know, the up beat of a circus carnival. 
Or do whole percussion rhythms with 
smashed bottles, or mix smashed 
bottles with a snare drum, and stuff 
like that." 

"1 think that attitude is pretty 
healthy," says Bailey to Currie, 
"because the technology that every¬ 
one said was going to kill the art of 
percussion has actually blown it wide 
open. So those that are hip to it and 
actually want to get on the case have 
even more fun than they had before." 



Suddenly Bailey remembers a trade 
secret that he'd been itching to divulge. 
"Hey, one thing 1 must tell you about, 
which is a fantastic discovery," he 
begins. "People who use drum 
machines sometimes put the drums 
through a speaker and then record 
the room to create a real ambience." 
He gets that knowing look in his eye. 
"Well, my theory is that it doesn't 
work, because what they think they're 
doing is using the sound of the room 
to tie their kit together. In other words, 
the sample of the bass drum, snare, 

Bailey: “I believe people don’t 
do enough synthesis these days. 
I mourn the death of synthesis 

on a popular level.” 

toms and hi-hats could even have 
come from different parts of the world 
and now you're trying to join them 
together to make a drum kit. They put 
the drum kit through the speaker and 
record the room, thinking that it's 
going to make it sound like the kit's in 
the room," says Bailey, explaining the 
practice. "But they're not doing that. 
What they are doing is using the 
speaker to join it all together, right?" 

Bailey offers dramatic pause. "I 
came up with this crazy idea that if you 
really want to use the ambience of the 
room to join the sounds together then 
you should put each individual drum 
to its own speaker." He huddles in as 
the plot thickens. "Then I thought, 
'Well maybe the size and position of 
the speakers should reflect the nature 
of the drums.' So we built this kit out 
of speakers - the biggest speaker for 
the bass drum, the twelve-inch speaker 
facing upwards for the snare - then 
record the room with a pair of stereo 
overheads. It's the most fantastic 
sound I have ever-" he shudders with 
delight, "- y'know, once in a while 
you discover a sound. Knockout. 
Absolutely amazing." 

WHILE BIG TRASH was 
the first Thompson Twins 
record produced by Bailey 
and Currie themselves, 
they had already put their 

talents as producers to work with 
several other artists, most notably 
on Deborah Harry's latest album, 
Def, Dumb and Blonde. (For elaborate 
details on their studio technique, 
check out the March '90 issue of Home 
& Studio Recording.) Their experience 

with Harry led to the creation of their 
Big Trash single, 'Queen of The USA,' 
and a humorous anecdote to boot. 

"You see, we wrote this song for 
Deborah called T Want That Man,' 
Bailey recounts. "One of the lines that 
Alannah had written in the song was, 
T want to be the queen of the USA.' 
And while we were recording with 
her, Debbie did this little imperson¬ 
ation of a bag lady, like a crazy woman 
saying, 'I'm the queen of the USA!'" 

"She's a very, very funny person," 
laughs Currie. "She used to do these 
little performances for us. Then that 
subsequently became 'The Queen of 
The USA.'" 

"So it wasn't written for her, but 
about her," Bailey explains. 

"It was about her," concedes Currie. 
"Debbie, the bag lady, and also the 
Virgin Mary." 

Without explaining the Holy 
Mother's contribution to the character, 
Bailey continues, "Eventually we said, 
'You know, when you come over to 
London next time, we'd like to do a 
little something on this track, because 
it's sort of about you.' But she wasn't 
planning to come over, so it had to be 
done by phone. And I thought, 'Well, 
that's great anyway, because that's the 

sort of crazy thing that the queen of 
the USA would do.'" 

Recording a telephone conversation 
in real time to tape also presented its 
own curious learning experience, as 
Bailey explains. "I feel it's a bit of 
recording history, because we were 
recording in a room in London and 
she was in New York. We actually had 
to shift it around a bit because of the 
delay." Reflecting on the significance 
of the event, he continues, "I think 
that we're probably looking at a time 
in the not-too-distant future when 
studios in different parts of the world 
will link up with video and audio 
tie-lines, and they'll be time corrected. 
So if the Stones are making an album 
in the Bahamas and they want Eric 
Clapton to do a guest appearance 
from the Palace.. 

The conversation continues as 
the various permutations of such a 
trans-global technology are expound¬ 
ed. Would this cosmic stage broaden 
our perspective as to the nature of 
reality? Or would it shatter our 
conceptions of music, warp our 
conceptions of real time, thrusting 
them into the realm of surreality? 
Currie ponders, "I don't know. I just 
think life's generally quite surreal." ♦ 
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Dr. T's 
Hitman 

A new companion program to 
help you better create a hit list. 
Review by Mihai Manoliu. 

HITMAN IS A collection of software 
tools designed to make life a lot easier 
for the composer writing music to 
film or video using SMPTE timecode. 
Although specifically developed to be 
used with Dr. T's KCS and a Phantom 
box within the Multi-Program Environ¬ 
ment (MPE), Hitman will work with 
any sequencer supporting the MIDI 
File standard. The program can be used 
in any of the four SMPTE formats, and 
will run on any Atari ST system. 
Although somewhat pricey (at $249), 
Hitman can be extremely helpful. 

Hitman is intended as an aid to effi¬ 
ciently structuring a hit list. By using 
various types of analyses and calcula¬ 
tions, as well as a great graphic display 
environment, a tempo map can be 
generated to provide accurate place¬ 
ment of hits and meter changes that 
coincide with musical flow. A sound 
effects option allows the user to define 
specific notes for triggering sound 
effects. Files are saved in MIDI File for¬ 
mat or the KCS TRK format, and then 
imported into a sequencer. The tempo 
map then controls the music flow, and 
sound effects are triggered at the 
appropriate points. All that remains to 
be done is the recording of musical 
sequences. 
There are three primary working 

areas within Hitman: the Main Edit¬ 
ing Screen, the Graph display, and the 
Sound Effects editor. Most of the criti¬ 
cal information is displayed in the 
Main Editing Screen, where a sequen¬ 
tial list of the hit points includes 
SMPTE time, action description, bar/ 
beat location, time signature, and musi¬ 
cal idea description (sound effect, KCS 
sequence name). At the bottom of the 
screen is the editing area. Click on a 
hit in the list and it appears here so 
you can edit the time or text - beats 
are calculated automatically. The list 
can contain up to 99 hit points. 

The Graph display is an excellent 
tool, useful for the creation of the 
tempo map. Hit points are represent-
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Hitman Main Editing Screen 

ed as arrows pointing to a position on 
a ruler-like graph dividing each beat 
into twenty-four ticks. Under the ruler 
are indications of the bar/beat number 
or the absolute beat number, depend¬ 
ing on your display choice. Below that 
is the elapsed time in minutes and 
seconds. 

Clicking on an arrow displays that 
point's complete information from the 
Main screen, and by right-clicking on a 
new position (to place a meter change 
at an even bar or beat location, for 
example) it is possible to "move" the 
event to that position. Hitman actual¬ 
ly recalculates the tempo map so the 
point occurs at the correct location 
without changing it's SMPTE time. 
This extremely powerful feature, when 
used in conjunction with several other 
tools, can greatly simplify the structur¬ 
ing of a complex hit list. 
The Sound Effects editor provides 

the ability to integrate sound effects 
into the musical score. Up to 99 events 
can be entered into one file that can be 
saved separately. A name, note, chan¬ 
nel, velocity, duration, and program 
change can be specified for each event. 
These events are triggered at the indi¬ 
cated time and edited on the Main 
screen. 

Among the other tools in Hitman is 
the Analyzer, which is used to "fine¬ 
tune" the tempo to within 1 /10th of a 
beat once a general tempo has been 
determined. The Calculator can find 
the number of beats between two tim¬ 
ings at a desired tempo or the tempo 
required for a specified number of beats 
between two timings. The Tempo Map 
is a list of tempo and meter changes 
used by Hitman to determine the beat 

locations of timings. The Global option 
can be used to make timing changes 
when a cue has been re-edited, or to 
reset the SMPTE offset. A desk acces¬ 
sory that calculates delay times for 
different tempos is also provided. 
Finally, the Print option can be used to 
print the hit list or the Graph (only an 
Epson-compatible printer works for 
the Graph). 
The program is especially powerful 

when used within MPE in tandem 
with a Phantom SMPTE box and KCS 
or Level II for sequencing. A hit list 
can be typed into Hitman and the note 
hits can be transferred directly into a 
KCS track or sequence. The tempo map 
can also be transferred into the KCS 
conductor track. In addition, you can 
play your hits into a KCS track and 
then import that as a Hitman list for 
further editing. By using the Phantom 
to sync to SMPTE, you can tap your 
hits right into the list. The Tap Tempo 
feature can be used to create a tempo 
map "on the fly." 

Hitman is fairly easy to learn, al¬ 
though some experimentation is called 
for due to small weaknesses in the 
manual. However, most of the manual 
is good, and includes a useful Glossary 
and an Index. If you are planning on 
writing music for a visual medium, 
Hitman can be a time-saver and an 
effective way to structure the creative 
process. * 

PRICE: $249 

MORE FROM: Dr. T's Music Software, Inc., 220 

Boylston St. #206, Chestnut Hill, MA 02161. 
Tel: (617) 244-6954. 



Cool Shoes Software 

Drummer 
A cool “Auto Fill” feature 
enhances this drum machine 
pattern editor for PCompatibles. 
Review by Robert Scott. 

DRUMMER IS A computer-based drum 
machine pattern editor for the IBM 
PC/XT/AT and compatibles from 
Cool Shoes Software. With it, you can 
create and edit drum machine pat¬ 
terns and combine those patterns into 
entire songs. 

The program runs on just about any 
configuration of PClone with at least 
512K of memory, but you must have a 
mouse in order to operate all of its 
functions. All graphics adaptors (except 
low-res CGA) are supported. An MPU-
401 or compatible MIDI interface is 
not required, except when you want 
to play your patterns and songs (or 
"scores" as they're called). Drummer 
also runs on the Yamaha Cl. 

Thankfully, the program is not copy¬ 
protected, so installation is a breeze. 
The program disk includes the pro¬ 
gram itself, a print screen utility, sev¬ 
eral preset tables, and a number of 
screen fonts, each of which are opti¬ 
mized for different display adaptors. 
The manual is quite clear about how 
to use these files to configure the pro¬ 
gram to your system. 

To evaluate the program, I used an 
AT-compatible computer with EGA 
graphics, a Microsoft serial mouse, and 
an MPU-401 in conjunction with an 
Alesis HR-16 drum machine. After an 
initial title screen, Drummer displays 
Menu Bar Pattern Hay Pattern 

Line Pattern Loudness_J Tempo 
Information Grid Selection Slider 

Drummer’s Pattern Page 

the Pattern Page, one of its two working 
screens. The pull-down menus across 
the top of the screen reminded me 
of the Macintosh user interface, which 
is consistent with the requirement for 
a mouse. 

The majority of the Pattern Page is 
occupied by a grid that represents one 
measure (called a "pattern"). The grid 
consists of 20 rows (or "lines") and a 
number of columns determined by the 
user-specified time signature and beat 
division. Drummer can handle up to 
eight beats in a measure and can divide 
each beat into as many as eight parts, 
so the maximum grid size is 20 lines 
by 64 columns. 

Each line represents a single instru¬ 
ment in your drum machine/sound 
generator, such as the bass drum or 
closed hi-hat. Entering notes into the 
pattern couldn't be easier: simply move 
the cursor to the intersection of the 
desired instrument's line and rhythmic 
position and click the mouse button. 
The volume of the note is determined 
by the loudness control on the right 
side of the screen and indicated by the 
"fill pattern" within the box that 
appears at that location in the grid. To 
remove a note, click on it again. 

Each line in tne grid is controlled by 
several parameters including a name 
for the line, the MIDI channel over 
which that line's notes will be trans¬ 
mitted, and the MIDI note number sent 
by that line's notes (allowing Drummer 
to control any MIDI sound module). 
There are also two "Auto Fill" param¬ 
eters that 1'11 get to in a moment 

This line information can be stored 
as a separate file (called a "Line 
Information Table") and loaded into 
Drummer, although it will apply only 
to the currently selected pattern (out 
of a possible 25). Several preset Line 
Information Tables are included on 
the disk for devices such as the HR-16 
and the Sequential Drumtraks in addi¬ 
tion to a table that plays a major scale. 
Having entered some notes into a 

pattern, I tried to play it by clicking on 
the Play button. But the HR-16 started 
to play its own internal pattern instead. 
I discovered that you must disable the 
drum machine's response to MIDI 
clocks, which are sent by Drummer. 
This is one of the few things I was 
unable to find any mention of in the 
manual. After making that small cor¬ 
rection, everything worked fine. 

One of the coolest features of this 
program is called Auto Fill. With it, 
you can tell Drummer to randomly 
insert notes into any line at any unused 

rhythmic position. The two Auto Fill 
line parameters are called Fill and 
Loudness. The Fill parameter lets you 
specify how likely it is that a note will 
be played at any unused rhythmic 
position. For example, a "5" indicates 
that a note will be played at any 
unused rhythmic position in that line 
5% of the time. The Loudness parame¬ 
ter lets you specify the volume of any 
notes played by Auto Fill. 

The purpose of Auto Fill is to simu¬ 
late human variation. A live drummer 
wouldn't play exactly the same pattern 
over and over, so this function provides 
that random element. I must admit that 
it does help make the pattern sound 
more interesting, although Fill values 
must be selected with some care. 

Once you have created several pat¬ 
terns, they can be chained together into 
a score on the Score Page. This page 
consists of a grid of 25 lines (each rep¬ 
resenting one of the 25 patterns) by up 
to 2000 measures. Placing patterns in 
the score is as easy as placing notes in 
a pattern - simply point and click. 

Drummer can save and load several 
types of files. In addition to Line Infor¬ 
mation Tables and files that include all 
information about the current state of 
the program (patterns, score, line infor¬ 
mation, MIDI settings, etc.), the score 
can be saved separately in Drummer 
format or as a Standard MIDI File. 
This allows you to export a score creat¬ 
ed in Drummer to another sequencer. 

Overall, I like Drummer a lot. It's 
easy to use, and the Auto Fill feature 
is particularly neat. If you use a 
PCompatible in your studio and you 
find it frustrating to program your 
drum machine, you should definitely 
check it out. ♦ 

PRICE: $79.95 

MORE FROM: Cool Shoes Software, P.O. Box 
391, Burlington, MA 01803. Tel: (617) 229-9942. 
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PROGRAMMING COMPLEAT 

Part 2: The Singles Scene 

The inner workings of the K4’s Single programs are revealed 
in this month’s installment. Don’t miss the party! 

Text by Lorenz Rychner. 

LAST MONTH, WE looked at the 
various ways by which you can 
select and edit drum sounds on 
the K4, and explored how each 
drum assignment can be a com¬ 

bination of two sound sources selected 
from the PCM Drum and Percussion 
Group (see Figure 1) or from any of the 
256 waveforms in the K4 memory. We 
also walked through the parameters 
that are used to edit Multi programs. 

In addition to the Drum Edit and 
Multi Edit modes discussed last month, 
there is a third Edit mode in which 
you can create "Single" programs. Here 
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you'll find that the traditional oscilla-
tor/filter/amplifier setup lets you pro¬ 
ceed as if you were dealing with a 
traditional analog instrument (except 
that the K4 is, of course, totally digi¬ 
tal). The pitch remains rock stable, the 
digital filter with its resonance param¬ 
eter is smooth and quick to respond to 
modulation, the sound quality is crisp 
and clean. 

Singles Get Together 
A Multi program can play up to eight 
Singles at once. Each of the eight 
Singles can be played separately by 

keyboard region, by velocity (hard/ 
soft attack), or by MIDI channel if 
played from an outside source rather 
than the K4 keys. They can also be 
layered together to create a new, com¬ 
posite sound. 

Here's a step-by-step example of 
how you might create a layered sound, 
with the following arbitrary scenario 
in mind. Let's say that you've decided 
that you're after a Multi program that 
sounds vaguely orchestral, perhaps for 
sinister or martial scenes in a movie. 
But you want to have some synthe¬ 
sized elements in it - you don't want 
to create yet another poor man's imi¬ 
tation of an orchestra. So you go shop¬ 
ping for sounds. Listen to a bunch of 
the factory Singles, and make a note 
about a few of them that you can 



imagine contributing part of the total 
sound you're after. After awhile, you 
select 'A-3 ArcoString,' 'A-7 Voices/ 
'A-10 Analog Syn/ 'A-l OceanWatch/ 
Take a listen to these Singles. Can you 
imagine what the total blend might 
sound like? 

Now you need to put these Singles 
together to create a new Multi. The K4 
doesn't have an "initialized" setting to 
use as a starting point to build new 
programs. You'll need to start by chang¬ 
ing an existing program, so it might as 
well be a Multi that's already similar 
to the one you're shooting for. Multi 
D-14 happens to use four Singles, so 
it's an ideal candidate. But what will 
happen to it when you're done build¬ 
ing the new Multi? 

If you want to keep the new Multi, 
then you'll have to sacrifice one of the 
current 64 Multis (it doesn't have to 
be D-14), unless you have a RAM card 
with partly unused memory, or a com¬ 
puter for external memory storage. 
How do you sacrifice an existing pro¬ 
gram in favor of a new program? Press 
the Write/Dump button repeatedly 
and check out the 13 different screens. 

Fortunately, there's a safeguard built 
into the K4 to help you avoid making 
silly and possibly costly mistakes. Press 
the Write/Dump button five times and 
you'll see the 'Internal Protect' screen. 
If it's value is ON, you can't write any¬ 
thing into the internal memory. Use the 
Value slider to turn it OFF just before 
you're ready to write, and turn it back 
ON soon afterwards. The K4's Memory 
Protect status is retained while the 
power is off (some other instruments 
reset it to ON automatically). 

Assigning Singles to Sections 
Once you've selected Multi D-14, press 
Edit and button 'A.' Use buttons 1-4 
to select the Sections (displayed as 
1234—) and use the Value slider and 
the -NO/+YES buttons to assign 
Singles A-3, A-7, A-10, and A-l. Now 
play the keyboard. If your K4 still has 
the factory setup, then you should 
only hear one sound, Section 1, which 
plays 'A-3 Arco Strings.' Press button 
'C twice to display the trigger response 
mode, and set all four Sections to 
Keyboard or Mix. Now you'll hear all 
four Sections respond to the keys. (If 
you don't make this change, Sections 
2-4 will respond only to incoming 
MIDI messages.) 

Now press button 'B' three times for 
each Section to verify that all four 
Sections are active across the entire 
range of keys, from C-2 to G8, and that 
the velocity response is set to ALL. 
And while you're at it, set the velocity 
response for Section 3 to LOUD. Now 
press button 'D' and set the four levels 
for Sections 1-4 to 60, 70,100, and 100 
respectively. Press button 'D' again 
and set the transposition for Section 3 
to -24 (down two octaves). Play hard, 
and you'll hear the synthesizer sweep 
from Section 3 sounding two octaves 
lower than the other Sections. Play 
softly, and you won't hear Section 3 at 
all. That's because its velocity response 
is now set to LOUD, while the other 
Sections are set to ALL (playable with 
loud or soft attacks). 

With this setup, you can play up to 
three notes at once before some voice 
stealing occurs. But even single-note 
melodies should be treated with cau-

Figure 1. Each drum sound consists of two Sources that could be different 

(although they're identical in this example). 

tion. The long fade times on the four 
singles make it impossible to play fast 
runs without nasty surprises like 
dropouts and clicking noises. That's 
because there's a limit to how many 
sounds the K4 can produce at once. 
With a four-way layer like our current 
Multi, we are really asking for more 
than four sounds. As you'll see in a 
minute, the Single programs played by 
the Sections in this Multi are already 
layered themselves. Let's abandon this 
Multi (if you want to keep it, name it 
with the EDIT button, then store it 
into memory with the WRITE button). 

Single Voice Structure 
Select Single 'A-l OceanWatch' and 
play it hard and soft, high and low, 
short and long. There's a lot going on 
in there, and it definitely consists of a 
layer of sounds, just like your Multi a 
moment ago. But isn't it supposed to 
be a Single program? Listen closely 
and see if you agree with the following 
analysis. 

When you play a key, the first thing 
you hear is a breathy bell sound play¬ 
ing the normal musical scale pitches 
from low to high, fading away at the 
same rate whether you hold down a 
key or not. You also hear a slightly 
delayed voice imitation (sort of an 
"ooh" vowel), pitched an octave lower 
than whatever key you play, with a fad¬ 
ing quality that ends up sustaining at a 
lower volume if you hold a key down. 

The third component you hear is a 
highly delayed low rumbling noise 
effect that comes on late and fairly 
strongly, fades, comes on again even 
stronger, and a little later fades to a low 
sustaining volume after which there is 
no change until you let go of the key. 
The fourth sound appears quickly and 
has a "cricket" or "rattlesnake" quality, 
not following the musical pitches of the 
keyboard, although it does get higher 
on higher keys. This timbre only 
appears in the two highest octaves, 
where it sustains for a few seconds, 
then fades away to nothing. 

Discovering The Sources 
Press EDIT and button 5 (COMMON). 
The screen tells you that there are four 
active sound sources, all 'P' (for PCM 
waves as opposed to 'C' for Cyclic 
waves). It also tells you that the four 
sources are arranged in a "Twin mode," 
as opposed to Normal or Double 
modes. Use buttons 9-12 to isolate one 
Source at a time and verify what you 
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► just heard a moment ago. To find out 
what each of the four waveforms are, 
press button 14 (DCO) and select the 
Sources with buttons 1-4 (you can 
select them even when they're muted 
with buttons 9-12, but then you can't 
hear them until you unmute them by 
pressing buttons 9-12 again). Check 
your K4 Wave List (it came as a separate 
booklet with your K4 owner's manual). 

Source 1 (the first of the four 'P's) is 
#211 'Pick Bass 2' (a one-shot sample). 
It sure doesn't sound anything like a 
picked bass. Press DCA once and raise 
the level from 28 to 100, press DCA 
again and change the Attack from 73 
to zero. Now that the attack is as fast 
as it can be, you'll hear the brief per¬ 
cussive pick sound on the lower three 
octaves, and a crazy loop on higher 
keys. Press EFFECT and change Type 
16 to 1 to get rid of the repeating echo, 
then press EFFECT again and change 
Pre. Delay from 7 to zero. Press DCO 
three times and change the Coarse 
tuning from +24 (up two octaves) to 
-12 (down one octave). Now you have 
a boring but musically "correct" picked 
bass sound. 

Wave #211 is not the only one-shot 
wave that has unexpected and looped 
craziness assigned to rarely used 
and unrealistically high transpositions. 
Reset the Coarse tuning to +24, then 
select wave #212 (or waves #214, 220, 
227) and play the top octave. Even 

“In the Twin and Double modes, 
the maximum polyphony is 
eight. In the Normal mode, 

the polyphony is 16.” 

the 'Reverse 5' wave (#238) becomes 
looped (and not reversed) when trans¬ 
posed to +24 and played from the 
highest keys. As far as I can tell, these 
loops are not documented. I suspect 
that this is a sneaky way of accessing 
the raw wavetable data in the K4 
ROM memory. Anyway, if you need 
the unexpected, there it is) 

Let's look at the other Sources. Press 
button 9 to mute Source 1 and press 
button 10 to unmute Source 2, then 
press button 2 to select it. It plays 
wave #179, a variation of the good ol' 
"blown bottle." If it's too percussive 
for you, press DCA twice and change 
the Attack to a higher number; I like 
70 for an ethnic feel. While you're at it, 
press DCA again and set Decay to 40, 
Sustain to 70, and Release to 20. This 
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Figure 2. The amplitude envelope of the delayed noise is highlighted in the OceanWatch' Single program. 

gives the sound a different loudness 
envelope, with a slight attack peak and 
a quick decay to a somewhat lower 
sustain level, with a quick fade when 
you let go of the keys. You may have 
recognized these parameters from other 
synthesizers. This is a very traditional 
arrangement to control the loudness 
contour of every note from attack to 
release. 

Moving on, mute Source 2, then un¬ 
mute and select Source 3. Be patient 
with this one, it's delayed and you 
have to hold the keys accordingly. The 
wave is one of the percussion sounds, 
#127 'Shaker VR' (varied). Why does it 
sound so different? (See Figure 2) First, 
let's do away with the delay. Press 
button 6 S-Common and set Delay to 
zero. Now press DCO and set the 
Coarse transposition to zero. Let's look 
at the loudness envelope. Press DCA 
and give it a straight or "square" enve¬ 
lope: Attack 0, Sustain 100, Release 0. 
With Sustain at maximum, you would 
expect the loudness to remain at that 
level for as long as you hold a key. But 
play and listen: the sound almost dies 
before it comes back up, and it doesn't 
come back up all the way. Therefore, 
the filter must be playing tricks. 
The K4 has programmable lowpass 

filters with resonance, just like the old 
analog synths. Press button 8 (DCF). 
The Cutoff is set to 100, meaning that 
the filter is wide open and all of the 
overtones are allowed through, at least 
at the beginning of every note. Press 
button 16 (DCF MOD) to see how the 
Cutoff changes as you hold the keys 
down. The Env Depth is set to -27, so 
we know that the Cutoff doesn't stay 

at the top value of 100. Change the 
Env Depth to zero and hold a key. The 
changes are gone, and the sound 
remains the same both in volume and 
in brightness. 
Now mute Source 3 and unmute 

and select Source 4. It plays DCO 
Wave #233 'Voice 2.' You already knew 
that this Source is delayed, but not by 
as much as the noise was. Press button 
6 (S-Common) and change the Delay 
from 48 to zero. You'll hear no changes 
in brightness, and pressing buttons 8 
(DCF) and 16 (DCF Mod) confirms 
that the Cutoff is at maximum (100) 
and stays there because the Env Depth 
is zero. But the loudness changes as 
you hold down a key. The volume 
comes on almost instantly, and then 
fades quickly to a lower level at which 
it sustains until you release the key. 
Press button 7 (DCA). Sure enough, 
the Attack is at 52 (soft but not slow), 
and Sustain is at 70. The relatively 
high value of 71 for Release causes the 
long fade time, helped by the reverb 
from the Effect section. 

Source Modes and Polyphony 
If the preceding exploration gave you 
the impression that each Source can 
have its own filter settings, I'm sorry 
to report that they can not. In Twin 
mode, there are two filter settings pos¬ 
sible: Sources 1 and 2 share one filter, 
while Sources 3 and 4 share the other. 
Press Single and button 1 to re-select 
'OceanWatch' from scratch. Now press 
Edit and button 16 (DCF Mod), then 
select Sources 1-4. You'll find that 
Sources 1 and 2 both have an Env 



Depth of 0, while Sources 3 and 4 both 
have an Env Depth of -27. Change the 
Env Depth for Source 4 and the same 
value will be applied to Source 3. 

This is where the name “Twin mode" 
comes from. It uses 4 Sources in a 
configuration of two pairs. Each pair 
has its own filter, while each Source 
has its own DCA loudness envelope. 
Double mode also uses four Sources, 
but in this mode they all share a com¬ 
mon filter setting, as if there were no 
second filter on board. Any change in 
the filter settings will affect the sound 
of all 4 Source Waves as long as their 
individual DCA loudness shapes are 
keeping them alive. 

In the Twin and Double modes, the 
maximum polyphony is eight. In the 
third mode, called "Normal," the 
polyphony is 16. Normal mode only 
allows for two active Sources, each 
with its own DCA loudness envelope, 
but both Sources share the settings of 
only one filter. 

Check out Single 'A-2 Rock Grand.' 
The DCF Cutoff is 53 for both Sources, 
with zero Env Depth. Under button 8, 
change the Cutoff to 100, the Reso¬ 
nance to 7, and the Vel Depth to -50, 
and you're back to the days of reso¬ 
nant filter sweeps. Or, if you want a 
brighter rock piano, reset the filter (or 
select Single A-2 again and press Edit), 
press button 14 (DCO), select Source 2 
and assign Cyclic Wave #75 'EP7' 
('Electric Piano 7') to it. Hit button 7 
and adjust the DCA Levels for Sources 
1 and 2 (I like them both at 100 for 
maximum bite). See if you like it with 
Source 2 transposed up to Coarse = 0. 
Or leave them both at Coarse = -12, 
but detune them -3 against +3 for a fat 
honky-tonk sound. 

Bye For Now... 
Now that we've learned how the 
Sources combine to form Normal, Twin, 
or Double mode Single programs, and 
how Single programs combine to make 
Multi programs, I hope that you'll 
have a lot of fun analyzing more of the 
excellent factory sounds that came with 
your K4. If space permitted me to go 
on, I could get into the finesse param¬ 
eters like the various velocity and key¬ 
board scaling screens. But 1 trust that 
you have the necessary curiosity to get 
there on your own. Keep the music 
coming! ♦ 

The illustrations are screen dumps from an 

Atari ST computer running Musicode's K4 

Voice Development System software. 
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In the Lesson of Life, we must all do our homework. 
For the musician, it’s easy. Just listen... 

DEBORAH HARRY 
Def, Dumb & Blonde 

Pick of the Month 

On one episode of Wiseguy a few 
months back, Deborah Harry played a 
washed-up singer trying to make a 
comeback. That's when I first heard 
'Brite Side/ one of the songs (unfortu¬ 
nately the weakest) on her new album, 
Def, Dumb & Blonde. But it was enough 
to tell me, and many others, that the 
"Queen of the USA" was back on track. 
And the strong material on Harry's 
third solo album may play an impor¬ 
tant role in her own life. 
The Thompson Twins' Big Trash 

tune, 'Queen Of The USA,' is written 
about Harry (see the cover story else¬ 
where in this issue), so it was no sur¬ 
prise to learn that the Twins co-wrote 
and co-produced a couple of Harry's 
tracks, which have already scored high 
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marks on the charts. Tom Bailey's cre¬ 
ative use of the Fairlight is very evi¬ 
dent on both 'Kiss It Better' and 'I 
Want That Man,' (which also includes 
the witty lyric, T want to be the queen 
of the USA'). 

There's something for everybody in 
Def, Dumb & Blonde - punk, rap, new 
wave - you name it. Cool synths, key¬ 
boards, and vibrant drums run ram¬ 
pant throughout. The punkish 'Comic 
Books,' along with 'He Is So,' 'Bike 
Boy,' and the very catchy 'Lovelight' 
(with backing vocals from The Cult's 
Ian Astbury), all sound very Blondie-
ish. But now it's a much more mature 
sound, one in which the influence 
of Mike Chapman (Harry's producer 
when she was with Blondie) is obvi¬ 
ous. Harry also downshifts a bit into 
sweetly melodic songs like 'Maybe For 
Sure' and 'Calamarie.' 

And so the Blonde One has made a 
comeback, but this one's in real life. I'm 
still not too sure about that tiara, though. 
Oh, by the way, Harry's singing is bet¬ 
ter than her acting! ♦ Debbie Greenberg 

JEFF BECK 
Guitar Shop 

Epic 

This is a modern update on the guitar 
power trio. The differences between 
this year's model and older versions 
is that this one has a keyboardist 
(Tony Hymas) instead of a bassist, and 
studio effects are a bigger part, where¬ 
as live energy was the main draw in 
previous efforts. 

Terry Bozzio supplies the drums, but 
instead of dazzling us with technique 
and odd sounds (his metals and dou-
bled-up cymbals only seem to peek 
through on the opener 'Guitar Shop' 
and the environmental dance tune 'Day 

in the House'), he has concentrated on 
supplying a full-featured but unorna¬ 
mented hydraulic beat. A trashy gated 
reverb (I swear it's a MIDIVerb II) fill 
out his sound on 'Guitar Shop' and 
'Stand On It' (Jeff Beck is a car nut, so 
the hot rod theme runs throughout). 
The pitch-transposed Ronco-like sales¬ 
man on 'Guitar Shop' is also rumored 
to actually be Bozzio's voice ('Day in 
the House' is the only other "vocal" 
number). 
The keyboards fill in the low-end 

(the tube-fuzz bass on 'Big Block' 
almost fooled me, but those tight bends 
could only come from a pitch wheel) 
and backing roles (only getting force¬ 
ful on the stadium-rock 'Stand On It'). 
Occasionally, they serve as a goad and 
foil for Beck's guitar. To Hymas' cred¬ 
it, playing a reggae rhythm guitar 
backbeat with a pan flute synth patch 
doesn't seem like it would work on 
paper, but it flies just fine on 'Savoy.' 
And to whoever came up with the gar¬ 
bled voices that seem to surge with the 
beat on 'Day in the House' - good job. 

Beck's playing is as gutsy and blues-
influenced as it is on Wired and Blow by 
Blow. However, I was surprised at the 
high number of processed sounds that 
aren't guitar-hero typical. The simulat¬ 
ed torque wrench sounds on 'Guitar 
Shop' are cute. The sax-like lead (is 
that an octave divider?) on the same 
cut catches the attention. The harmo-
nized/ring modulated lead on 'Savoy' 
will make some synthesists jealous, 
while the bagpipe and gurgling, Indian-
like tones on 'Stand On It' are some¬ 
where between baffling and genius. 
And for those who wondered what 
good were all those echo+ambience 
reverb patches, listen to the intro on 
'Where Were You.' 

There is such a thing as hi-tech guitar. 
It can also kick some ass. ♦ Chris Meyer 



DAVID ROSENBOOM 
Systems of Judgment 

Centaur 

David Rosenboom, in addition to being 
a true pioneer in music technology, is 
a formidable music theorist. Moreover 
he's an expert performer, improviser, 
and orchestrator. Systems of Judgment 
is rich with ideas, but it's less striking 
for its intellectuality than for the dense, 
lush beauty of its sound. Created using 
a battery of electronics (from home¬ 
made feedback circuits to a Kurzweil 
250), concrete sounds, and a smatter¬ 
ing of live instruments, this six-section, 
hour-long work is concerned with no 
less than the evolution of musical form, 
swerving among dozens of subtitles 
like 'Dreaming Pathways for Great 
Journeys,' 'Emerging Syntax,' 'Warping 
the Initial Field,' 'Counterpoint Module 
1A,' 'Jambuwal Returns Again,' and 
'The Chants of York.' 

The piece fuses elements as diverse 
as drones, ambient sounds, ethnic per¬ 
cussion, industrial noise, avant-garde 
classical, free jazz, and stuff from ter¬ 
ritories without names, but it never 
seems like a hybrid mix of influences. 
Instead, it suggests a kind of musical 
gene pool from which many diverse 
musics arise. 
In Rosenboom's hands, ideas are 

sensuous. For all of its technical and 
conceptual sophistication, Systems of 
Judgment has the force, immediacy, and 
excitement of a live performance. Like 
nature itself, this music is profligate 
and surprising, at times overwhelm¬ 
ing and chaotic, and of a remorseless 
beauty. ♦ Carter Scholz 

SHOOTING STAR 
The Best Of Shooting Star 

Enigma 

After a five-year hiatus from the rock 
scene, Shooting Star was persuaded 
by their fans to release The Best Of 
Shooting Star, since all of their albums 
are out of print. Their first album, 
Shooting Star, was released in 1981 and 
included such hits as 'Last Chance' 
and 'Bring It On.' It wasn't until Hang 
On For Your Life in 1982 that Shooting 
Star received the recognition and air¬ 
play they deserved. With their single 
'Hollywood,' the album hit the charts 
and continued upwards. In the follow¬ 
ing years they released 3 Wishes and 
Silent Scream before disbanding in 1985. 

The Best Of Shooting Star includes old 

hits like 'Flesh and Blood,' 'Breakout,' 
'Straight Ahead,' and 'Train Rolls On,' 
as well as two new songs, 'Touch Me 
Tonight' and 'Christmas Together.' 
Originally, Virgin Records released only 
10,000 copies of this compilation album 
in Kansas City, and those were sold out 
in five days. This sparked Enigma’s 
interest in committing the band to a 
multi-album contract, resulting in the 
re-pressing and re-release of this suc¬ 
cessful album. 

The most recent lineup includes old 
members Van McLain, Ron Verlin, and 
three new members: Rod Lincoln on 
drums, vocalist Keith Mitchell, and 
keyboardist Dennis Laffoon. Without 
the fiddle player, their sound has 
taken on a slightly heavier edge by 
placing more emphasis on keyboards 
and vocals. 

Originally recorded in '85, 'Christmas 
Together' begins with a counter-har¬ 
mony synth, enhancing the dynamics 
and giving support to the Unidos 
choir. 'Touch Me Tonight,' the only 
song utilizing all of the new members, 
opens with washes of synths, fol¬ 
lowed by a powerful drum backbeat. 
Without over-processing, the Roland 
D-50 and D-550 are used to comple¬ 
ment the duet of McLain and Mitchell. 

Having new material on a "best of..." 
album gives the listener the opportu¬ 
nity to compare the advances of tech¬ 
nology. From the straightforward piano 
sound of 'Last Chance' to the contem¬ 
porary synth sound of 'Touch Me 
Tonight,' Shooting Star has effectively 
demonstrated their continued evolu¬ 
tion. It will be interesting to see what 
their new album, due to be released in 
April, will bring. ♦ Stefanie Mann and 
Dave Ward 

COLDCUT 
What's That Noise? 

Big Life/Tommy Bog 

As much as 1 love House music, I have 
to admit that it's basically a single¬ 
oriented medium. I've personally come 
to grips with this fact, but it's real 
hard to find a few cornerstone House 
albums to recommend to newcomers 
who won't just end up turning them 
off due to their self-indulgence and 
inconsistency. Finally, producers Matt 
Black and Jonathan Moore of Coldcut 
have turned the quality control level 
up high enough and long enough to 
make a quintessential House album. 
The lead cut must grab you, and 

this one - 'People Hold On' - does. The 

style is closest to early House, when 
House was closer to Disco (when Disco 
was closer to its party-down dance 
origins than all that Bee Gees crap). 
Sounds include a 'Shaft'-like wah-wah 
rhythm guitar, strong female vocals 
(thanks to Lisa Stansfield) with wails 
sampled/transposed all over the place 
in the turnarounds, monophonic ana¬ 
log backing synths, obviously synthet¬ 
ic piano (including a reverse envelope 
on the turnarounds as well), high string 
synths, handclaps, lotsa percussion, and 
an occasional drum machine crush roll 
on the kick (interesting how the "weak¬ 
nesses" of instruments have become 
exploited as positive trademarks). 
The very next cut - 'Fat (Party & 

Bullshit)' - fast-forwards to the present 
while keeping some of the past, with a 
Tone Loc/'Wild Thing' intro, lo-fidelity 
hip-hop drums, and an Acid bass 
contrasting with shuffling percussion 
(heavy on the congas), sax hooks, and 
Detroit-party lyrics. And it works. 

Continuing to mix it up, '(I'm) In 
Deep' raises Acid House to a new 
level with a sci-fi intro as well as '21st 
Century Schizoid Man'/power elec¬ 
tronics fuzzed vocals over a typical 
Acid ultra-resonant analog bass, lots of 
echo, and a minimal beat. On the rest 
of the album, whenever the synths 
take a break on bass, we're treated to a 
rather retro constipated Fender bass 
sound (yes, a cross between the guitar 
and the piano) in place of the overused 
snap/pop funk bass guitar. 

My hands-down favorite track is 
'Telephone.' The hook here (aside from 
another strong female vocal) is a short 
sample of a telephone ringer in place of 
the usual hi-hat or agogo bell. A House 
beat combines with the best in Disco 
rave-up/drama tricks, and a break¬ 
down where the EQ gradually makes 
the entire track sound like its coming 
from a telephone (including a gradual 
return to normalcy) also works well. 

Oh yes, there are excesses as well, 
including two versions of the over-the-
top 'Stop This Crazy Thing,' complete 
with Tarzan yodeling, crickets in the 
rhythm section, Dixieland breaks, and 
a sampled title phrase stolen, I'm told, 
from a Jetsons cartoon. Also approach¬ 
ing excess are the numerous non 
sequiturs between songs (on the plus 
side, we get a great remix of the classic 
'Doctorin' the House'). Plus, my boss 
has said that this is the only CD I've 
played in the office that he can't stand 
(but hey, he's fifty-three). Ignore all 
that - this album is a House essential. 
♦ Chris Meyer 
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It’s not often that a sequel 
surpasses the original, but 

Roland’s sequel to their 
classic Jupiter 8 certainly 
lived up to its name - the 

Super Jupiter. Recollection 
by Steve Howell. 

WHAT MAKES A great synth? 
For that matter, what makes 
a great instrument? What 
actually makes a Fender 
Strat a professional instru¬ 

ment and a cheap copy merely a poor 
substitute? They're both planks of 
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wood with six strings, some electro¬ 
magnetic pickups, volume and tone 
controls, a switch for pickup selection 
and an output jack - so they should 
both sound the same, right? Obviously 
not: the copy will have a sound readi¬ 
ly identifiable as an electric guitar but 
it won't have that "quality" that makes 
the Strat a Strat. 
Does the same principle apply to 

synths? This depends on whether or not 
a synth can possess a quality that goes 
beyond its technical specifications -
and I believe the answer is "yes." 

Let's take an example: an analog 
synth with two voltage-controlled oscil¬ 
lators (VCOs), one high-pass filter, one 
voltage-controlled low-pass filter (VCF), 
two ADSR envelope generators (EGs), 

one voltage-controlled amplifier (VCA) 
and two low frequency oscillators 
(LFOs) in a 19” rack-mount module. 
The description fits many synths such 
as the Cheetah MS6, Bit One, and 
Oberheim Matrix 6 or Matrix 1000, but 
the sound of each is quite distinct. And, 
as you've deduced from the header at 
the top of the page, we're talking about 
the Roland MKS-80 Super Jupiter ana¬ 
log synth module here. 
The Super Jupiter doesn't have an 

amazing spec sheet when compared 
with, say, an Oberheim Matrix 12 or 
Ensoniq ESQ1, and you could be for¬ 
given for assuming that the aforemen¬ 
tioned MS6 or Bit One could produce 
identical sounds. And up to a point 
you'd be right, if it weren't for that 



intangible "quality" mentioned earlier. 
Like many of the classic synths exam¬ 

ined in past issues of MT, the MKS-80 
Super Jupiter has that certain "some¬ 
thing" that can't be easily put into 
words - although I'm about to try. 

The MKS-80, introduced around 1985, 
was intended to be the rackmount MIDI 
version of the Jupiter 8 with bits of 
Jupiter 6 thrown in for good measure. 
Many Jupiter 8 owners would agree 
that the MKS-80 succeeds as its replace¬ 
ment, although some JP8 diehards cer¬ 
tainly wouldn't. For my money, the 
Super Jupiter has all of the qualities I 
associate with the Jupiter series - it's 
warm, rich, fat, and all of the other 
usual analog clichés - but it's also 
detailed and has a clarity characteristic 
of old Roland synths that other design¬ 
ers failed to capture. 

The Super Jupiter has the fast, respon¬ 
sive envelopes Roland is noted for, and 
its filters are clear and transparent. The 
oscillators never seem to overload the 
filter unduly, creating a naturally clean 
sound, and any "filth" can be careful¬ 
ly controlled using cross modulation 
between the oscillators. The result is a 
synth that is full of character, as with 
the old Prophets and Moogs. But to me 
at least, the MKS-80 is more versatile. 

Being a rack-mount unit, the Super 
Jupiter doesn't have the same hernia 
factor as the Memorymoog, OB-Xa or 
even the JP8. And being rack-mounted, 
you might expect the expander to 
lack the control panel immediacy of a 
"complete" polyphonic synth. Again, 
up to a point, you'd be right: the 
MKS-80 does use single-parameter 
access. But it was also the first Roland 
synth module to have an optional pro¬ 
grammer available for it. This takes 
the form of the MPG-80 (which is also 
rack mounted) and gives you all of 
the knobs and sliders and switches 
you need for even the most laborious 
programming session. This gives you 
the best of both worlds. 

Getting Tech 
Let's get down to basics and examine 
what the MKS-80 offers in more detail. 
The two oscillators are almost identi¬ 
cal. Each offers sawtooth, triangle, 
square and pulse, with VCO2 offering 
white noise as well. Each or either 
VCO can be modulated by LFO1 and/ 
or EG1 in varying amounts, and these 
control signals can be inverted at the 
inputs of either oscillator if required. 
Pulse width modulation (PWM) is 
similarly flexible, with LFO1 and/or 

EG1 being routable to either or both 
oscillators' pulse wave circuitry. Again, 
these control signals can be inverted 
and the net result can provide very 
rich ensemble sounds indeed. 

Key Follow is switchable to affect 
VCO1 or VCO2, but not simultaneous¬ 
ly. Using this control, it is possible to set 
fractional scaling for the affected VCO. 
And, although this isn't a facility that 
you'll use every day, it can be very 
handy for creating interesting wave¬ 
shapes that depend on keyboard posi¬ 
tion when the two oscillators are sync'd 
together. PWM can also be controlled 
using keyboard position which, again, 
opens up many interesting possibilities. 

Cross modulation allows VCO2 to be 
used to modulate VCO1 for "pseudo-
FM" and other tonal possibilities. 
Furthermore, cross modulation amount 
can be controlled by EG1 for "shaped" 
FM effects. The oscillators can be sync'd 
either way (VCO1 to VCO2, or VCO2 
to VCO1) which is a curious facility 
but not without its uses. Both oscilla¬ 
tors can also be tuned and detuned in 
large or small amounts for intervals 
and chorus effects. All of these facilities 
add up to a tremendously large palette 
of textures, tones and waveshapes, 

and provide a synth that's significant¬ 
ly more advanced than just about any 
other analog synth you're likely to 
find these days. 

An oscillator mix control balances 
the two oscillator levels before they 
continue on to the high-pass filter. This 
is a static filter (it cannot be dynami¬ 
cally controlled from any modulation 
source) and its basic task is to remove 
excessive low frequencies from a patch. 
It's not something you're going to find 
yourself using too much when pro¬ 
gramming, but it can be indispensable 
when you're trying to separate sounds 
in a mix. 

The VCF offers manual control over 
cutoff frequency and resonance with 
modulation from LFO1, EG1 and the 
keyboard. The MKS-80 follows the 
Jupiter 8 tradition in that the filter does 
not oscillate at extreme resonance set¬ 
tings. This is a limitation in my view -
there are some things for which oscil¬ 
lating filters are essential, such as those 
long filter sweeps and acid house 
rhythm tracks, for example. Envelope 
modulation is invertable, allowing a 
far greater range of noises to be made 
and the filter can be controlled using 
either envelope. 

drummer 
Now you can have all the 
advantages of using your 
drum machine, with the 
flexibility and power that 
only a personal computer 
can provide. 

» Works with any MIDI drum 
machine or synthesizer. 

I Easier to use than hardware 
drum machine sequencers. 

I Advanced features for the 
serious musician like Auto 
Fill, Standard MIDI Files, 
MIDI Start/Stop, and more. 

» Only $79.95. 

Hardware Requirements 
IBM PC compatible computer with 

512K RAM and an MPU compatible 
MIDI Interface, or 

Yamaha Cl Music Computer 
Mouse 

Call for a free demo pack! 

COOL 
SHOES 
SOFTWARE 

Cool Shoes Software 
P. O. Box 391 

Burlington, MA 01803 
(617)229-9942 
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► In addition to the expected control 
from EG2, the VCA can be modulated 
using LFO1. This is not a facility found 
on any of the Super Jupiter's competi¬ 
tors, and it allows a wide range of 
tremolo effects as well as many special 
effects to be created. 
The two EGs are ADSR in format 

(attack, decay, sustain level and release) 
and also offer variable rate scaling and 
control of dynamics. Both envelopes 
have a switch for determining whether 
or not key velocity will affect them, 
and overall dynamic range (velocity 
amount) is governed by a non-pro-
grammable control in conjunction with 
a programmable control. In practice, 
it's best to leave the non-programmable 
control at full and program everything 
yourself. Dynamics can also be used 
to control attack time, and a program¬ 
mable control is provided to govern 
this effect exactly. The only limitation 
in the envelopes is that the Time and 
Level controls affect both EGs identi¬ 
cally. But then again, it's never pre¬ 
sented me with any problems. 

LFO1 offers the usual sine, sawtooth, 
square and random waveforms for 
modulation. You can control the rate and 
delay; depth is set at the input stages 
of the VCOs, VCF and VCA. There is 
another LFO but more on this later. 

The Tone 
All of the parameters described above 
constitute what Roland called a Tone. 
A Tone can be stored in any one of 64 
locations (eight banks of eight) and a 
further 128 can be stored in an optional 
RAM cartridge, the M64C. 

You'd think that all of these parame¬ 
ters would be enough for creating good 
sounds, but there's even more you can 
do with a Tone once it has been creat¬ 
ed. There are five play modes on the 
Super Jupiter: Poly 1, Poly 2, Unison 1, 
Unison 2 and Solo. Furthermore, you 
can set splits (with a freely assignable 
split point) and layers of two sounds 
on the same or separate MIDI chan¬ 
nels. Of the play modes, Unison 1 was 
designed to kill - all 8 voices are lay¬ 
ered on one key. Also associated with 
the Unison modes is the Unison 
Detune control, which sweeps from a 
slight phase shift to all-out nasty. Solo 
mode turns the MKS-80 into a stan¬ 
dard monophonic synth which is use¬ 
ful, as the name implies, for solo lines. 
Triggering for Unison 1 and Solo can 
be single or multiple depending on 
whether the Env Reset button is 
switched on or off in Tone Edit. 

There's also an octave shift from -2 
to +2, which is handy for transposing 
a sound without having to retune the 
oscillators. Next, there's a glide control 
for setting portamento. Glide, unlike 
some synths of this era, is available in 
all play modes. You also have control 
over pitch-bend amount on each oscil¬ 
lator and a second LFO can be called 
upon for vibrato. Unlike LFO1 with its 
multiple waveforms, LFO2 only out¬ 
puts a triangle wave which is intro¬ 
duced via the mod wheel or aftertouch. 
You have control over LFO2's rate and 
maximum modulation amount which 
goes to both VCOs simultaneously. 
The beauty of having two LFOs is 

that one can be used for vibrato while 

“To use the phrase, All you d 
ever want in an analog MIDI 

synth module ' sounds so passé 
that I won t use it - but it’s true. ” 

the other deals with PWM, filter sweeps, 
sync sweeps and so on. Roland's deci¬ 
sion to make LFO2 a simple one makes 
sense. A switch labeled VCF does not, 
as you'd assume, route LFO2 to the 
filter. Instead, it routes the mod wheel 
or aftertouch to the filter for real-time 
control of the cutoff frequency using 
these two controllers. This can be very 
effective for brass and other swell 
effects. 

These parameters constitute a Patch 
in Roland parlance. The beauty of this 
system is that one Tone can become 
several other sounds. One Tone could 
be in a Patch played polyphonically 
with glide. The same Tone could be 
used in another Patch, combined with 
another Tone in a layer or a split. There 
are lots of possibilities for the creation 
of sounds in Tone Edit, but even more 
things are possible in Patch Edit. 

Remote Control 
All of this programming power is 
available through the MKS-80's param¬ 
eter access, but getting around the 
synth with four buttons is not easy. 
Enter the MPG-80, which effectively 
endows the Super Jupiter with knobs 
and faders. To use the MPG, simply 
connect the MIDI Out of your master 
keyboard to the MIDI In of the MPG-
80 and then take the Programmer Out 
(using a special Roland cable) from 
the MPG to the Programmer In on the 
MKS-80, match up the two units' 
MIDI channels and away you go. 
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An interesting possibility is present¬ 
ed by this setup. The information com¬ 
ing from the MPG is echoed by the 
MKS-80's MIDI Out, and can there¬ 
fore be recorded as part of a sequence 
(through a MIDI merger into your 
sequencer). This allows sound parame¬ 
ters to be modified in real time during 
a sequence. However, beware of a few 
things. Watch for MIDI feedback loops 
and be careful that the amount of 
SysEx data coming out of the MKS 
doesn't clog up your sequencer. 

The net result? To use the phrase, 
"All you'd ever want in an analog 
MIDI synth module" sounds so passé 
that I won't use it. But it's true. Rich 
strings and pads, big brass sounds, 
killer basses and leads (especially in 
Unison 1), detailed metallic noises and 
a myriad of special effects are all part 
of the Super Jupiter's vocabulary. And 
all from one convenient 19” box. 

The optional but highly desirable 
programmer puts all of this at your 
fingertips. What's more, unlike many 
of the MKS-80's contemporaries, it's 
very reliable and requires only occa¬ 
sional pressing of the Autotune but¬ 
ton to keep it in tune. 

1 speak as a long time admirer of the 
MKS-80. I wanted one for years but 
couldn't afford one. Instead, I tried the 
Bit module, the Cheetah, the Oberheim 
and other synths, but have never been 
totally happy. After the instrument was 
discontinued, those who had them 
kept them. Recently, however, a chance 
glance through the classifieds found 
me penniless but happy. Now, my 
Super Jupiter has replaced nearly all 
of my analog synths because it is that 
versatile. And speaking of prices, you 
can expect to pay anywhere between 
$1000-$2000 for a used MKS-80 and 
an MPG-80, making it one of the few 
old instruments that has really retained 
its value. 
Despite my admiration for the 

Prophet 5, the Memorymoog, the 
Oberheims, and other classic analog 
synths, I have settled with the Super 
Jupiter and its programmer as the clas¬ 
sic analog instrument. Whether you 
play acid house or heavy rock, funk or 
cabaret, reggae or new age, there's a 
place for the MKS-80 in your music. 
It's a serious instrument, and one that 
will never be out of date in your rack, 
whatever musical trends come and go. 
Is it the ultimate analog synth? I can't 
account for your personal taste, but I'd 
say that if any synth is going to win 
such an accolade, the Super Jupiter 
does it for me. ♦ 
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Processing ART 

The Electronic Art Ensemble: (L-R) Russ Dorwart, Stephen Horelich, Gregory Kramer, and Clive Smith. 

As a performer, composer, producer, engineer, and product designer, Gregory Kramer 
provides a unique perspective on the future of electronic music. Interview by Steve Ellison. 

THE TECHNOLOGICAL 
revolution continues to affect 
the way we think about and 
produce music. At the forefront 
of this revolution is a group of 

individuals who bring creative ideas 
from the studio to the electronic 
workshop and vice versa. With these 
individuals, technological develop¬ 
ment goes hand in hand with music 
production in a symbiotic relation¬ 
ship. Among this dedicated group 
of innovators is Gregory Kramer. 

Kramer studied piano from an early 
age and began composing at sixteen. 
By nineteen, he had received a BFA 
in composition from the California 
Institute of the Arts, then composed 
modern dance scores and several 
award-winning film scores until his 
move to New York in 1974. At age 
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twenty-two, he became an Assistant 
Professor of Composition at New 
York University, establishing three 
electronic music studios there from 
1975-79, and received an MA in 
composition in 1977. 

During this time, the Electronic Art 
Ensemble, an all-electronic quartet 
that Kramer founded and directed, 
performed throughout North America. 
EAE released the album Inquietude 
on the Gramavision label in 1980, 
to critical acclaim. Kramer has also 
recorded on Erdenklang records. 
He founded PASS, the Public Access 
Synthesizer Studio in New York City 
in 1977, and remains Chairman of 
PASS'S Board of Directors. A National 
Endowment for the Arts Composition 
Fellowship was granted to Kramer 
in 1981 for his work on Veils of 

Transformation, which uses signal 
processor manipulation to produce 
seamless timbrai transformations. 

In addition to all of these activities, 
Kramer is the president of Clarity 
Inc., a research and development 
company involved in signal process¬ 
ing, automation, and human inter¬ 
face design. He is also working with 
Robert Moog on a keyboard with 
multi-dimensional touch control 
surfaces. So the résumé grows... 

Within the course of an hour's 
discussion, Kramer speaks from the 
point of view of composer, producer, 
engineer, and product developer 
because, in fact, he lives these roles 
from day to day. He brings musical 
ideas to life in the workshop and 
recording studio, both of which 
share the church-like space he built 
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in Garrison, New York in 1982. It is 
a beautiful, peaceful space, from 
which we take in breathtaking views 
of the Hudson River valley. 

Steve Ellison (MT): You have experi¬ 
ence as a composer and product developer. 
As a composer, what do you bring to the 
development of a product? 
Gregory Kramer (GK): "Composition 
plays the role in audio applications 
and research that pure math plays 
in physics. It brings you to the edges 
of what's being done, and takes you 
beyond those edges. It extends those 
edges so that what one discovers in 
leading edge composition will find 
an application in a recording studio, 
a performance environment, or maybe 
even some component of an ergonomic 
computer interface, such as a speech 
synthesizer. 

"This is not dissimilar to following 
an abstract mathematical formula to its 
conclusion, not knowing why you're 
doing it, and then finding that it can 
somehow magically describe a physical 
phenomenon that you weren't even 
investigating. To me, that is the most 
interesting, perhaps the most exotic 
element that composition brings to 
the work I do. The more creative your 
applications are for your own use, the 
more creative your design will be. 
And if you're in the real world, that 
can be useful to other people as well." 
MT: When you listen to a composition, 
what essential elements of that composition 
might intrigue you? What do you listen 
for in other people's work? 
GK: "What intrigues me the most is 
how they treat continuous changes 
of timbre - most people don't address 
that question at all. So if anyone 
addresses it even sideways, it interests 
me - even if it's just changing the 
frequency components of a reverb 
decay, or the way a saxophone or 
violin note is held and the timbre 
changes. There are a lot more possi¬ 
bilities with electronics where you 
can change timbres in very interesting 
ways, but most people don't exploit 
those changes. 

"This is reflected in some very 
conservative decisions being made 
in musical instrument design about 
what to provide access to and what 
not to provide access to for the user. 
I understand these decisions, and I 
think that most of them are prudent 
market decisions, but they're not the 
ones that are going to lead to the 
breakthroughs. 

"For example, there are a lot of 

components of the sound that you just 
can't control in real time with many 
commercial synthesizers; maybe you 
can't control them at all. I would like 
to be able to reach down into the guts 
of a sound the way you can with 
current signal processing. That's going 
towards more control in a very effec¬ 
tive way. But I'd like to see that in syn¬ 
thesis - being able to reach further into 
the middle of the sound in real time, 
not just play it from a key, and then 
let go of the key, and it goes away." 
MT: Given the state of audio technology 
today, where do you think the most flexi¬ 
bility lies for real-time control of timbre? 
GK: "Signal processors currently 
provide the most flexibility in real 
time. With samplers, once a waveform 
is written in silicon, it might as well be 
written in stone. With FM, it always 
mutes to recalculate, as it does with 
most digital additive systems. In one 
of the more powerful signal proces¬ 
sors, like a Lexicon 480L, you have 
all kinds of very exotic parameters -
shape, spread, and so on. In the 224XL, 
you have more understandable 
parameters - diffusion, definition 
predelay, and so on. Those are all 
available to manipulate in real time, 
which is very exciting. 

"You can also control signal pro¬ 
cessor parameters via MIDI in a lot of 
units now. Using the Clarity XLV with 
the PCM70 and the 224XL, you have 
unprecedented control over all of those 
parameters in real time. There are 
different needs in a mixdown situa¬ 
tion and a performance situation. The 
PCM70 is a bit more oriented towards 
performance. Until we designed the 
MRC, there was no real controller 
for the PCM70, so it basically had 
a performance orientation. The XLV, 
which was designed to work with the 
Lexicon LARC, was intended to 
control those parameters in real time, 
automating them right from the LARC, 
so that was really more mixdown-
oriented than performance-oriented." 
MT: The MRC is certainly a very 
ergonomic device. Sliders and buttons... 
GK: "Real hardware." 
MT: Real hardware. What was the 
motivation behind its development? 
GK: "Well, you're getting more and 
more devices with less and less of 
a user interface, and from several 
different perspectives I saw the need 
for a device that was a highly definable 
hardware front end for anything. 
Lexicon saw a need for it with the 
PCM70, because you've got this MIDI-
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► controlled signal processor, but there 
are no MIDI control sources other than 
mod wheels. So I saw a need for MIDI 
faders, and Lexicon saw the same 
need for the PCM70, but there was 
a lot more capability that could be 
included in a box of definable faders 
and switches. In this case, control over 
the PCM70, LXP1 and LXP5." 
MT: And real-time macro control over 
FM synths? 
GK: "Well, right, that's one of the 
ideas that I'm proudest of in the XLV 
because of two important concepts. 
One is the Kramer Synthesis Macro, 
which basically provides the ability to 
control many parameters simultane¬ 
ously to achieve a musically useful 
result. This is much more intuitive 
than making the user go to the lowest 
level and change the amplitude of an 
4« March 1990 

operator, or envelope rates and so on. 
Instead, you can just give someone a 
fader labeled 'Brightness,' and they 
can change something that's meaning¬ 
ful to them musically without becom¬ 
ing DX7 experts. That's a lot more than 
just 'FM Made Easy.' The things that 
you control at once can apply to signal 
processing, it can apply to different 
types of synthesis, it can apply to a 
whole studio environment. The con¬ 
cept of subgroups on a mixing console 
is not dissimilar, although somewhat 
more primitive. In this case, you're 
making a complex timbrai change 
with one fader movement because 
the software is like an expert system. 

"You could apply the same tech¬ 
nique to the D-50, or even to various 
phase vocoding processes if you could 
do it in real time. If there is an intelli¬ 

gence behind it, any kind of synthesis 
technique can use the synthesis macro 
concept. The extent to which it's use¬ 
ful will reflect the experience and 
intelligence of the designers. So the 
synthesis macros are one important 
concept. Another is bi-directional 
MIDI. In this case, you have a situa¬ 
tion in which not only is the MRC 
controlling the DX7, it knows what's 
happening inside the DX7. It sends a 
query, finds out the DX's algorithm 
and various values, and acts appro¬ 
priately, and the loop is closed. MIDI 
is no longer an open loop system, and 
I'm quite proud to have put the first 
product in the field that has closed-
loop MIDI capability. My prediction 
is that this will be immensely impor¬ 
tant in a lot of products within five 
years. If it's not, then many people 
are really missing the boat." 
MT: The XLV is a product that Clarity 
designed, manufactures, and now sells to 
automate signal processors. What was the 
motivation behind it? 
GK: "The XLV came from two places. 
One - and this was before any MIDI 
controlled effects devices were avail¬ 
able - the need for somewhere to send 
all of the control data that I was antic¬ 
ipating in the work I was doing with 
Bob Moog on a keyboard with multi¬ 
dimensional, touch-sensitive plates. 
I found that I had nowhere to send the 
huge amounts of control data that this 
would generate. Synthesizers offer too 
little in the way of real-time timbrai 
manipulation. So I was looking for 
processors to control, and my eyes fell 
on the 224XL. I spoke to Lexicon, and 
they said, 'Well, sure you could control 
this thing - let us know how it goes.' 

"About a year and a half after that, 
they came out with the PCM70, and by 
that time we had finished our research 
on the XLV. So it came from not only 
wanting somewhere to ship this 
control information, but it also came 
from the more basic aesthetic search 
for real-time control over as many 
aspects of the sound as possible. In a 
mixdown situation, the signal proces¬ 
sor is one of the most powerful boxes 
in a studio. To set it and leave it as 
many people do was, in my opinion, 
a waste. And if they were spending 
so much effort automating sends and 
returns and mutes and faders, well 
they certainly should be automating 
these powerful signal processors. 
As long as we were automating the 
224XL, we decided to use MIDI-to-
control voltage conversion to auto¬ 
mate digital delay lines as well. When 



I produce or work with others, I think 
I bring a real sensitivity to timbre, 
which I've gained from working 
with sound at the elementary level." 
MT: Back to music. You've just helped 
produce an album that has benefited from 
a whirlwind of signal processor automa¬ 
tion and real-time control. How does that 
make you feel? 
GK: "Great! It was so exciting to see 
the application of these ideas bring 
so many of the cuts to life. You can 
be at a trade show, showing people 
how this stuff works, and they can 
get excited, and you say, 'Yeah, isn't 
that great.' But it's still a little bit like 
salesmanship. You're there and you're 
showing your product; how creative 
can you get on the show floor? I guess 
that's what it comes down to. But 
there we were, making some music 
that didn't have those constraints and 
automating all kinds of signal pro¬ 
cessor environments. It wasn't just 
changing the reverb time on the snare 
track - which we did do - but it was 
also changing the predelay on the 
whole percussion track, or changing 
the chorusing or diffusion during a 
solo in real time or automated, the 
way we would automate the console. 
So it was really exciting." 
MT: It certainly provides another way for 
musicians to extend their vocabulary. 
GK: "Yes, exactly. It's a whole new 
area of production technique, and 
one in which we'll be seeing a lot of 
activity. I would expect that the more 
creative engineers and producers will 
take the time to infuse that kind of 
detail into their work. If you're just 
out to kick something out the door 
quickly, you're not going to bother 
to automate the reverb. You're just 
going to set it and leave it. But if 
you're putting your attention on 
detail, which is what really sets the 
better producers apart, I think that 
you'll find more and more of it." ♦ 
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Coda MusicProse 
Music Notation Software 

An excerpt from Hindemith's Mathis der Maler output from MusicProse to a LaserWriter IINT at 300dpi. 

Can Finale’s baby sibling live up to its claims and satisfy 
the need for a Macintosh notation program that’s powerful 

yet easy-to-use? Review by Lawrence Ullman. 

THE BOX SAYS it's friendly, yet 
powerful. It makes notating 
music fast, efficient, and easy, 
easy, EASY. Sound like a famil¬ 
iar refrain to you? It sure does 

to me. I've seen hype like this on just 
about every music notation package 
ever released. And I believe it about as 
much as I believe a politician's promis¬ 
es during an election campaign. "Read 
my lips - it's fast and easy." 

While I may have become a skeptic 
regarding the current state of music 
notation software, I remain ever hope¬ 
ful - sort of like Charlie Brown with 
Lucy holding the football. Maybe this 
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time, the claims will be true! Typeset¬ 
quality music notation without high 
blood pressure. 
Coda Music Software's new Music-

Prose Composition and Music Publish¬ 
ing program is the first offspring of 
Finale, surely the most hyped of all 
notation products. From day one, 
Finale astonished users with its raw 
power ("Come on and kick the ball, 
Charlie Brown"), while simultaneously 
enraging them with it's decidedly hos¬ 
tile user interface (Arrgh! THUMP!). 

Immediately and quite appropriate¬ 
ly dubbed "Baby Finale," MusicProse 
is based on the same ENIGMA (Envi¬ 

ronment for Notation Utilizing Intel¬ 
ligent Graphic Music Algorithms) core 
or "kernel" as Finale, but it lacks many 
of the latter's high-end music publish¬ 
ing, transcription and MIDI features. 
The program turned out to be sur¬ 

prisingly powerful for a "low-end" 
product, with a few truly wonderful 
features. However, its user interface 
falls far short of being "transparent 
and intuitive" as Coda claims, and sev¬ 
eral of the most important (and useful) 
features of the Macintosh user inter¬ 
face are mysteriously missing. 

Basic Training 
MusicProse is not copy protected, and 
it doesn't need to be. Without the 
manual, you're never going to figure it 
all out. While we're on the subject, the 
manual, like all Coda literature and 
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Figure 1. An innocent looking untitled window with the Staff Tool selected. 

packaging, looks great. It is well orga¬ 
nized and includes an index, but it's 
sometimes skimpy on details. To get 
started, 1 strongly recommend running 
through the three tutorial sections. 

MusicProse can transcribe and pro¬ 
duce Standard MIDI Files, so it can be 
used with any MIDI sequencer. Other 
file format options include ETF, a Coda 
proprietary format that allows files to 
be transported to other platforms (use¬ 
ful whenever Coda finishes the IBM-
PC version) and EPS (Encapsulated 
PostScript) files. EPS files are vital for 
anyone who wants to export music 
examples into a page layout program 
like PageMaker. Unfortunately, Music-
Prose only makes complete pages into 
EPS files, so if you want just a few 
measures, you will have to cut and 
paste them into a new document. [As 
of press time, we were unable to ¡(et 
MusicProse EPS files to print correctly 
from QuarkXpress 2.12 or Ready Set Go 
4.5, though they seem to print fine from 
PageMaker 3.01 — Ed.] 

Booting the program opens an unti¬ 
tled window containing a floating 
palette of eight tool icons and a single 
measure of 4/4 time (see Figure 1). 
Above the window is the Macintosh 
menu bar. At first, it all seems inno¬ 
cent enough, until you try to find a 
command. 

‘71s I used MusicProse, I was 
continually taken aback by 
Coda ’s seeming disregard 

for long-established 
Macintosh procedures. ” 

Right off the bat you run head on 
into the program's first major devia¬ 
tion from the Macintosh interface. 
Unlike other Mac programs, the tools 

rarely let you manipulate anything 
directly. Instead, they replace the right¬ 
most item on the Macintosh's menu 
bar with a new, corresponding menu. 
Coda calls these "Dynamic Menus." To 
me, they're hidden menus. For exam¬ 
ple, selecting the Measure tool replaces 
the Staff menu with the Measure 
menu. Can't remember which menu a 
particular command is on? Good luck 
finding it! You'll quickly become 
dependent on the "MusicProse Quick 
Reference Guide," a card that shows, 
among other things, all menus. 

Settling The Score 
As an early music performer and 
director of a Renaissance brass quintet, 
my notation needs are typical of the 
examples Coda recommends for Music¬ 
Prose. Music of this period rarely con¬ 
sists of more than six staves, so the 
program's eight-staff limit presents no 
problem. 

I selected a variety of different com¬ 
positions to test the program, each 
with its own unique characteristics: a 
five-part score and a Capriccio for solo 
bassoon to test the program's page lay¬ 
out capabilities, a complex orchestral 
excerpt to see how it handles expres¬ 
sions and tuplets, and a short madri¬ 
gal by Giovanni Gastoldi (Figure 2) to 
explore the program's lyric capabili¬ 
ties. The Gastoldi is a three part vocal 
score with keyboard accompaniment, 
so the first step was to add four addi¬ 
tional staves and properly group them 
together. 

Clicking on the Staff tool brings up 
the Staff menu. With the Staff tool 
selected (and only then), you can add 
and move staves, set a staff transposi¬ 
tion, and set "Staff Attributes" includ¬ 
ing a name, clef, and whether or not 

time signatures, rehearsal marks, mea¬ 
sure numbers, etc. will be displayed 
and printed. You can also group staves 
together, extending the bar line through 
each staff in the group. Grouped staves 
can then be bracketed. 

So I added the four staves, used 
Staff Attributes to set the bass clefs, 
and grouped and bracketed the five 
staves as you see in Figure 2. At this 
point, each staff was only one bar long, 
and no key signature was present. So 
far, so good. 
The Measure tool brings up the ► 

MusicProse Fonts 
MusicProse is shipped with two sets 
of screen fonts. Petrucci is a musical 
character and symbol set provided in 
three sizes: 24, 48. and 72 points. Seville 
is a comprehensive set of guitar chord 
symbols likewise provided in three sizes: 
36, 72, and 108 points. The normal sizes 
are 24 points for Petrucci and 36 points 
for Seville, but the larger sizes allow 
“better quality” printing on an Image-
Writer (which reduces the 48/72 point 
sizes by a factor of two to produce 144dpi 
resolution) and ImageWriter LQ (which 
reduces the 72/108 point sizes by a factor 
of three to produce 216dpi resolution). 
The larger sizes also improve the screen 
display quality at 200% and 300% 
magnification, but won’t help you 
much anywhere in between. 

“Downloadable” or printer versions 
of the Petrucci and Seville fonts, neces¬ 
sary for high resolution printing on a 
LaserWriter or other PostScript printer, 
are not included with the program. 
Registered users can buy them direct 
from Coda for $89 for the pair. 

And for you desktop publishers, 
note that “Petru” (as well as any other 
downloadable font) is not automatically 
downloaded to the printer when printing 
a MusicProse EPS file that has been 
imported into page layout software. 
They must be manually downloaded prior 
to printing using Apple’s “LaserWriter 
Font Utility” or a DA called “LaserStatus” 
(Abobe’s FontDownloader doesn’t work 
for Coda’s fonts). 
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Figure 2. LaserWriter output of a three-part madrigal by Gastoldi tests layout and lyrics capabilities. 

► Measure menu and allows you to 
manipulate (you guessed it) measures. 
MusicProse will create new measures 
automatically as you enter music, or 
you can specify them ahead of time. I 
knew that I needed a total of five mea¬ 
sures, so I added four more. I also 
needed to change the key signature to 
D minor, so I selected the first measure, 
and used the Change Key dialog box 
to set the key. With my score set up 
(and a setup like this can be saved as a 
template for later use), I was ready to 
enter some notation. 

Things get really difficult when you 
make a mistake, and mistakes are all 
too easy to make. The mouse pointer 
doesn't change shape, and it's easy to 
enter an 'A' when you wanted a 'G.' 
Your next impulse would probably be 
to drag the pointer across the wrong 
note to select it (after all, in most pro¬ 
grams, a cursor shaped like an arrow 
is used to select things). Wrong move! 
You can't select anything in MusicProse 
using traditional Macintosh object-
oriented techniques, but we'll get to 
that in a bit. Maybe you can "Undo" 
the entry? No dice, Undo is not imple¬ 

mented anywhere in MusicProse! 
Oh well, the Eraser tool should take 

care of those wrong notes. But clicking 
directly on a note with the eraser 
changes the note into a rest! You must 
click a second time to get rid of the 
rest. A quick check of the manual 
shows that the Eraser tool has no less 
than five different functions, depend¬ 
ing on where and on what you click. 
Oh, by the way, to add a rest directly 
to the page, you choose a note value, 
then shift-click with the mouse. 

Beaming is automatic, whether you 
want it to be or not. Notes are grouped 

This Is Simple? 
MusicProse offers three methods for 
entering notation: Simple Entry, Speedy 
Entry, and HyperScribe. A click on the 
Entry tool brings up the Entry menu, 
from which you select the method you 
desire. 

Simple Entry is a point and click 
method using a palette of musical 
symbols, and should be familiar to 
anyone who has used other notation 
software (Figure 3). Before moving on, 
look closely at the Simple Entry palette. 
Notice something missing? Where are 
the rests? 

Of all the features in MusicProse, 
Simple Entry caused me the most grief. 
I was constantly amazed by the bizarre 
implementation of even the simplest 
of musical tasks. Even entering notes 
is sometimes difficult due to the way 
in which they're spaced in the mea¬ 
sure during entry. 
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Figure 3. The Simple Entry tool palette - “Look ma, no rests!” 



according to the time signature. The 
manual describes a kludgy method to 
control this, but I suspect that you'll 
be using the Beam tool often. Once 
again, the implementation is not what 
you'd expect. My first impulse was to 
click on the first note to be beamed. 

pitch on your MIDI keyboard, then 
select a duration from the numeric key¬ 
pad. This quickly became my favorite 
entry method - it's fast and accurate -
and I used it for most of the other 
examples. However, it is not without 
some problems. 

then on the last. Wrong again! The 
Beam tool beams and unbeams back 
to the previous entry. The beam angle is 
not controllable. 
On the other hand, the Tie tool 

works like you'd expect it to (click on 
the first note to be tied), but the direc¬ 
tion of the tie is automatic and cannot 
be controlled. The Grace tool makes it 
possible to turn a normal note into a 
smaller grace note, but anyone who 
needs to do this often will need the 
patience of a saint (and a Valium 
wouldn't hurt). The Tuplet tool works, 
but its effect on the spacing of notes is 
somewhat unpredictable. Be sure to 
save your file before using it (remem¬ 
ber - nothing can be undone). 

Speeding Ticket 
The next entry method is Speedy Entry. 
After selecting it from the Entry Menu, 
clicking on a measure causes a box to 
appear around it, with a vertical cur¬ 
sor indicating the pitch (see Figure 4). 
Without MIDI, pitches are selected 
with your left hand on the QWERTY 
keys of the Mac keyboard. Durations 
and other symbols are selected with 
your right hand on the numeric key¬ 
pad. With MIDI, you play and hold a 

When entering notes high in pitch, 
the beams are often cut off by the top 
of the Speedy Entry box, so it becomes 
difficult to know if you entered the 
correct duration. You can set the entry 
box to automatically move to the next 
measure, but the measure you just 
finished is not redrawn on the screen, 
so you won't know if you made any 
mistakes until the next measure is 
completed. You can cause the screen to 
redraw manually each time, but this is 
a tedious process. 

Accidentals caused me all kinds of 
trouble throughout the program. They 
do not carry through the bar, as is 
musically correct. For example, after 
entering an El>, the next 'E' entered 
into the measure has a natural sign 
and must be manually lowered back 
to Ek, at which point its accidental dis¬ 
appears. Also, I found myself often 
adjusting the enharmonic equivalents 
when inputting pitches via MIDI. This 
situation can be managed with a func¬ 
tion that cycles through the enhar¬ 
monic equivalents of a note. 

Hyper Active 
HyperScribe is MusicProse's real-time 
transcription method. There are two 
ways to use it: with a "MIDI Click" or 

with a "MIDI Tap." MIDI Click lets you 
select a note number that MusicProse 
uses as a metronome pitch. You play 
to the metronome, and MusicProse 
quantizes your performance based on 
the value (only up to sixteenth notes) 
you set in the "HyperScribe Quantiza¬ 
tion" dialog box. 
The MIDI Tap method lets you to 

tap a sustain pedal to set the beat. This 
way, you can play in a rubato tempo 
to your heart's content, and as long as 
you hit that pedal on each beat, Music¬ 
Prose does an excellent job of convert¬ 
ing what you play into notes. The 
program can update the screen as you 
play, but the screen lags way behind 
even on my Mac II, so Plus and SE 
owners would be well advised to turn 
screen update off. 
The MIDI Tap option works better 

for me than any other real-time tran¬ 
scription process I have seen to date. 
However, no matter how accurately 
you play, you're still going to have to go 
in and edit with Simple and/or Speedy 
Entry (unless you're entering a piece 
with no beams, accidentals, ties, etc.). 

In my opinion, the time you spend 
editing the HyperScribe transcription 
would be better spent entering things 
correctly the first time using Speedy 
Entry. But to each his own, and for 
improvisers, real-time transcription is 
a must. 

Lyrics And Chords 
One of the program's real strengths is 
its ability to handle lyrics. Selecting the 
Lyric tool displays a positioning trian¬ 
gle, which can be dragged to position 
the lyrics above or below the staff. 
Lyrics are not typed directly into the 
score as you might expect. Instead, a 
dialog box called "Mass Create" is 
used like a mini word processor to 
enter all of the lyric syllables for each 
verse. You must handle the text under¬ 
lay yourself, breaking each word into 
syllables and separating them with a 
hyphen or space. Note that the Keycaps 
desk accessory cannot be accessed 
while in Mass Create, so you'd better 
memorize the Option Key sequences 
for accents and other foreign language 
symbols. 

Once the lyrics are entered into Mass 
Create, the Click Assignment window 
is used to add lyrics to the score by 
simply clicking on each note in turn. 
Once entered into the score, each syl¬ 
lable is attached to a note. This lets 
you change note spacing later on and ► 
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► the lyrics will follow. Other nice touch¬ 
es include "word extensions" (the hor¬ 
izontal line indicating that a syllable is 
to be held through a long note), and a 
feature that automatically adjusts mea¬ 
sure width to avoid overlapping lyrics. 
Overall, I found working with lyrics 
to be surprisingly easy, and 1 was quite 
pleased with the results. 

MusicProse can do some cool things 
with chords as well. The Chord tool 
pops up a pair of triangles that are used 
to position chord symbols and guitar 
tablature. "Chord Suffix Libraries" (sets 
of symbols), must be loaded into each 
document that is to include chords. 
You can edit the provided libraries or 
create your own, a rather time consum¬ 
ing but useful feature. Once the library 
is in place, chord symbols can be 
added to the score by clicking them 
from a "Computer Keyboard" window 
or by playing them on a MIDI instru¬ 
ment. The program will also analyze 
block chords that appear on one or two 
staves. These features, combined with 
the powerful lyric capabilities, make 
MusicProse particularly well suited for 
lead sheets. 

Express Yourself 
The Expressions tool is another area in 
which the program's Mac implemen¬ 
tation rubs like a badly fitted shoe. 
The Expressions menu controls four 
palettes of symbols: Articulations, 
Dynamics, Shapes, and Text. Adding 
these symbols is a time consuming 
process which is not made any easier 
by MusicProse. 

When first added to the score, ex¬ 
pressions appear with a little white 
selection box just to the left of their 
center. For small entries, such as stacca¬ 
to and tenuto marks, this box obscures 
the expression, making exact place¬ 
ment difficult. Also, each expression 
appears slightly offset to the right 
from the center of the cross-hair cur¬ 
sor. You must go back and readjust 
almost every entry. In the case of the 
Luftpause or "breath mark," you must 
first enter it directly above a note, 
which is musically incorrect (it should 
be placed between two notes), then 
move it. 

The Shape palette contains slurs, 
hairpins (crescendos), and octava mark¬ 
ings. Entering a slur is always a chal¬ 
lenge for any program, but MusicProse 
does an excellent job as long as the 
slur is relatively large. Small slurs, like 
those between two sixteenth notes, are 
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very hard to create. Hairpins are very 
well implemented, and can be con¬ 
trolled with considerable accuracy. 

Text Expressions can be created using 
any font, and can even incorporate 
additional symbols present in Petrucci. 
But this won't really help you if you 
need to use a lot of alternate note 
heads, so you percussionists out there 
are out of luck. 

Page Layout 
MusicProse has two main viewing 
modes: Scroll View and Page View. 
Scroll View displays the staff system 
from one end of the screen to the other 
with no wrap around. Editing is faster 
in this mode because the screen has 
much less territory to update (the dis¬ 
play does not scroll during playback). 
Page View displays as many staff sys¬ 
tems as will fit on the currently 
defined page. Pages are created and 
deleted automatically as needed by 
the program. 
The Page menu includes two of 

MusicProse's most useful contributions 
to the art of music notation software: 
the "Fit Music" command and the 
"Scale Page Contents" option in the 
Page Layout dialog box. When laying 
out a page of music, one of the big 
challenges is to assure that a certain 
number of measures fit across the page 
the way you want them to. With the Fit 
Music command, you can specify how 
many measures you want per system 
globally, or force a group of measures 
to fit into a single system. 
The Scale Page Contents option 

allows you to reduce or enlarge a sin¬ 
gle page or all of the pages in your 
score by a percentage from 5% to 500%. 
The key word here is "Contents." The 
margins and page size set in the Page 
Layout dialog box are retained, but the 
music is reduced (or enlarged), fitting 
more (or less) measures into each stave. 
These two functions are so useful, 
they will keep you using the program 
despite its problems. 

Deviant Behavior 
As I used MusicProse, I was continu¬ 
ally taken aback by Coda's seeming 
disregard for long-established Macin¬ 
tosh procedures. For example, there are 
simply too many ways to select objects 
for editing. Every object that you can 
manipulate in MusicProse has a selec¬ 
tion "handle" that looks like a little 
white box. The trick lies in figuring out 

how to make the handle appear so you 
can move or delete an object. 

A good example of this is deleting or 
moving a lyric. First, you must select 
the Lyric tool. Then you must Option¬ 
click a measure to make the handles 
on the lyrics attached to that measure 
appear. Then you select the handle 
you want by clicking in its box. Only 
now can you manipulate it. Expres¬ 
sions, measures, the position of beats 
within a measure, all have similarly 
convoluted procedures for selection. 
The manual has an entire section 
devoted just to selecting things. In any 
other program, you would simply drag 
over an object to highlight or select it, 
then edit with the usual Macintosh 
commands. 

And speaking of the usual Macin¬ 
tosh commands, you cannot cut and 
paste anything other than complete mea¬ 
sures'. You can't copy a complex gesture 
or shape (such as a slur) that repeats 
many times in a score and paste it in 
somewhere else, you must reenter it 
again and again. It seems unbelievable, 
but it's true. 

The Verdict 
For a so-called "low-end" program, I 
was pleasantly surprised to find that 
MusicProse was able to accomplish all 
of the notational tasks I attempted 
(something that cannot be said for 
many of the "high-end" products I 
have used in the past). Yes, 1 was able 
to produce good results, but the pro¬ 
gram sure didn't make anything easy! 
The convoluted Simple Entry and 
selection methods make basic editing 
chores much harder than they should 
be, and the inability to undo or cut-
and-paste individual objects is inexcus¬ 
able in a modern Macintosh program. 

Yet, despite its flaws, MusicProse 
does have some truly great features. If 
you write lead sheets, the powerful 
lyrics and chord capabilities will be 
invaluable. The page layout capabili¬ 
ties are likewise superb. And, once 
you get used to it, Speedy Entry can 
be just that. 

Perhaps one day, a notation program 
will come along that lives up to the 
hype on its box. It will actually be 
powerful enough to get the job done, 
yet will be a dream, not a nightmare, 
to use. And maybe next time, Lucy 
won't yank that football aside. In the 
meantime, all we can do is keep on 
hoping. ♦ 



more from 

Here’s a list of just about every piece of equipment mentioned in our 
magazine, so if you’re looking for more information, check it out. 

01 Digital Production Centre: Solid State Logic (SSL). Beg-

broke. Oxford. England 0X5 1RU Tel: (44-86) 584-2300. 

160X Compressor/Limiter: dbx, 71 Chapel St., Newton, 

MA 02195. Tel: (617)964-3210. 

2008. 200 Delta: JBL International (Soundcraft), 8500 Bal¬ 

boa Bl. Northridge. CA 91329. Tel: (818) 893-8411 Ex. 483 

224XL: Lexicon Inc., 100 Beaver St., Waltham. MA 02154. 

Tel: (617) 891-6790. 

414, 460: AKG Acoustics. Inc.. 77 Selleck St. Stamford, 

CT 06902 Tel: (203) 348-2121. 

421, 441: Sennheiser Electronic Corp., P.O. Box 987 6 

Vista Drive. Old Lyme. CT 06371. Tel: (203) 434-9190. 

480: Lexicon, see 224XL. 

A50. A80. RolandCorp, 7200 Dominion Circle. Los Angeles, 

CA 90040. Tel: (213)685-5141 

ADAP II: Hybrid Arts. Inc., 11920 West Olympic Blvd., Los 

Angeles. CA 90064. Tel: (213) 826-3777. 

ADD-one: Dynacord Electronics, 2697 Lavery Court #’6, 

Newbury Park. CA 91320. Tel: (805) 499-6863. 

Atari ST 520.1040. MEGA: Atari Corporation, 1196 Borre¬ 

gas Ave . Sunnyvale. CA 94086. Tel: (408) 745-2000. 

Avalon: Steinberg/Jones. 17700 Raymer St., Suite 1001, 

Northridge. CA 91325. Tel: (818) 993-4091. 

Cl: Yamaha Music Corp. USA. 6600 Orangethorpe Ave., 

Buena Park. CA 90620 Tel: (714) 522-9011. 

Cakewalk: Twelve Tone Systems, 11-A Main St., Water¬ 

town. MA 02172. Tel: (617) 924-7937. 

CMS404: Computer Music Supply. 382 N. Lemon, Walnut, 

CA 91789. Tel: (714) 594-5051 or (800) 322-MIDI. 

Composer: Mark of the Unicorn, Inc., 222 Third Street, 

Cambridge. MA 02142. Tel: (617) 576-2760. 

Creator: C-Lab Software (Digidesign, Inc.), 1360 Willow 

Rd #101. Menlo Park, CA 94025. Tel: (415) 327-8811. 

D10, D110, D20, D50, D550: Roland, see A50 

DEP-5: Roland, see A50. 

DPR100: Symetrix, 4211 24th Ave. West, Seattle, WA 

98199. Tel: (206) 282-2555. 

DSM1: Korg USA, Inc., 89 Frost Street, Westbury, NY 

11590 Tel: (516)333-9100. 

DSP128 Plus: DigiTech (DOO Electronics), 5639 South 

Riley Lane. Salt Lake City. UT 84107. Tel: (801) 268-8400. 

DTC1 DOOES: Sony Corp, of America. 9 West 57th St., New 

York. NY 10019. Tel: (212) 418-9427. 

DX1, DX5, DX7. DX7IIFD, DX9, DX11, DX21, DX27, DX100: 

Yamaha, see C1. 

El: Grey Matter Response. Inc., 15916 Haven Ave., Tinley 

Park, IL 60477. Tel: (312) 349-1889. 

EPS: Ensoniq Corp., 155 Great Valley Parkway, Malvern, 

PA 19355. Tel: (215) 647-3930. 

ESQ1/M: Ensoniq, see EPS. 

EVI, EWI: Akai Professional, 1316 E. Lancaster, Fort 

Worth, TX 76113. Tel: (817) 336-5114. 

FaderMaster: JL Cooper Electronics, 13478 Beach Ave., 

Manna del Rey, CA 90292. Tel: (213) 306-4131. 

Fairlight CMI III: Electric Sound and Picture, 30 Bay St., 

Broadway, NSW Australia, 20007. Tel: 011-61-2-212-6111. 

HR16: Alesis Corporation, 3630 Holdrege Avenue, Los 

Angeles. CA 90016. Tel: (213) 467-8000 

JP8: Roland, see A50 

Jupiter 6, Jupiter 8: Roland, see A50. 

JX3P, JX8P, JX10: Roland, see A50. 

KCS Level II: Dr. T's Music Software, Inc., 220 Boylston St. 

Suite 206, Chestnut Hill. MA 02167. Tel: (617) 244-6954 

Kurzweil 150FS, 250: Kurzweil Music Systems. Inc., 411 

Waverley Oaks Road. Waltham. MA 02154. Tel: (617) 893-

5900. 

KX8, KX76, KX88: Yamaha, see Cl 

LARC: Lexicon, see 224XL. 

LXP1, LXP5: Lexicon, see 224XL. 

M1, M1/R. M3R: Korg, see DSM1 

Macintosh Plus/SE/ll: Apple Computer, Inc.. 20525 Mari¬ 

ani Ave., Cupertino, CA 95014. Tel: (408) 996-1010. 

Matrix 6, Matrix 12, Matrix 1000: Oberheim-E.C.C., 2015 

Davie Ave., Commerce. CA 90040. Tel: (213) 725-7870. 

Memorymoog: formally made by Moog Instruments 

MIDIVerb II: Alesis, see HR16. 

MK76: Akai, see EVI. 

MKB-1000: Roland, see A50. 

MPC60: Akai, see EVI. 

MPG80: Roland, see A50 

MPU401: Roland, see A50 

MQX32: Music Quest, Inc., 1700 Alma Drive, Suite 260, 

Plano, TX 75075. Tel: (214) 881-7408. 

MRC: Lexicon, see 224XL. 

MusicProse: Coda Music Software. 1401 E. 79th Street, 

Bloomington, MN 55425. Tel: (612) 854-1288. 

OB-Xa: Oberheim-E.C.C., see Matrix 6. 

PCM70: Lexicon, see 224XL. 

Personal Composer: Personal Composer, P.O. Box 648, 

Painted Church Road, Honaunau, HI 96726. Tel: (808) 

328-9518. 

Phantom: Dr. T's, see KCS Level II. 

Pocket Pedal: Anatek Microcircuits. Inc.. 400 Brooksbank 

Ave . N. Vancouver BC V7J1G9 CN. Tel: (604) 980-6850. 

Prophet 5: formerly made by Sequential Circuits Inc. 

Quadraverb: Alesis, see HR16. 

S612, S700, S900, S950, S1000: Akai, see EVI. 

Sound Globs: Twelve Tone Systems, see Cakewalk. 

Stratocaster, Telecaster: Fender. 1130 Columbia Street 

Brea. CA 92621. Tel: (714) 990-0909. 

Super Jupiter: Roland, see A50 

TX81Z: Yamaha, see Cl 

UpBeat: Intelligent Music. P.O. Box 8748, Albany, NY 

12208. Tel: (518) 434-4110. 

Vision: Opcode Systems, 1024 Hamilton Court, Menlo 

Park, CA 94025. Tel: (415) 321-8977. 

WX7.WX11: Yamaha, see C1 

XLV: Clarity, Nelson Lane. Garrison, NY 10524 Tel: (914) 

424-4071. 

Xpander: Oberheim-E.C.C., see Matrix 6. 

PRIVATE 
LESSONS 

The SKE Course is a unique, 36 
hour, self study program packed 
with techniques, tips and recording 
skills. 
You learn virtually everything 
needed to handle sessions with 
confidence, from set up to polished 
mix, in the privacy of your own 
home or studio. This course is based 

Engineer," by Keene. 

Include, one time-only (#1-28.95) for 
the text, and (#2-$16.50) for the 
series workbook. 
Cassette Albums ($99.99) each. 

#101 Basic Study Album 
#102 Intermediate Study Album 
#103 Advanced Study Album 

Add $3. shipping per box/album. 
California residents add sales tax. 
Order by phone using Visa or 
Mastercard by calling: 

(818) 407-0744 

Order Yours Now From 

HOME & STUDIO RECORDING 
Music Maker Publications 

22024 Lassen St. Suite 118 
Chatsworth, CA 91311 
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“Apple does have lofty and noble goals like improving the productivity 
of its customers, but don’t think of it as a magic kingdom of young 

Marxists sitting around in bean-bag chairs wearing Birkenstocks and 
discussing the empowerment of the individual. This is a Fortune 500 
killing machine that exists to increase the wealth of its shareholders.” 

Wisdom by Guy Kawasaki (from the book The Macintosh Way). 
Reviews by Yung Dr agen. 

JUST A FEW weeks before Christmas, 
I received a letter from Henry C. Terry 
III, Attorney at Law, in Waban, Mas¬ 
sachusetts. It went something like this: 

"I read with interest your review in 
the August 1989 issue of MT of the 
album by David Bard, entitled Solitaire. 
Thus far, I have visited several record 
stores in the Boston area, and none of 
them has this album. Please provide 
me with the name and address of the 
record company which released this 
album. Thank you in advance for your 
help." 

If this was a perfect corporate world 
(or even semi-perfect - David Bard 
lives in Boston, and at least a local 
label' should have picked him up by 
now), a consumer would be able to go 
into a dispenser of his or her choice 
and acquire any concoction available. 
However, it ain't. If anything, inde¬ 
pendent labels seem to be having an 
even harder time staying afloat these 
days despite the promises of global 
villages, cottage industries, and the 
free exchange of information made by 
Alvin Toffler and his ilk. 

So, the question is: Can hi-tech fur¬ 
ther the cause of independent artists? 
Shouldn't the supposedly falling cost 
of duplication and distribution of infor¬ 
mation make their lives easier? We're 
starting to see these cassette machines 
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in record stores that allow the user 
to browse, select, and custom-compile 
a tape of his or her own choices. 
Shouldn't there be a way for indepen¬ 
dent musicians to get their material 
into these things? It would certainly 
make it easier to take a risk with a new 
artist - even after a glowing review in 
Option (or for that matter, MT). Still, 
it's asking a lot for a major record label 
to take a financial interest in a new 
group, and it's asking a lot of me to 
search out a rare recording and risk up 
to ten bucks on it. So...any ideas? 

- Dialogue/De^wite Purpose: Duo Scott 
Guenther-Lee and Robert Reed have 
crafted an excellent slab of FM (or, as 
they refer to it, "New Age") rock. The 
synths give a strong modern feel to 
the proceedings, with tasty guitar and 
solid drums (Akai MPC60, UpBeat 
software) framing the cool/aloof vocals. 
The only thing that doesn't jive with 
the end result is the list of musical 
influences: New Order, Ministry, Front 
242, Patrick O'Hearn, Elvis Costello, 
and Andrew Lloyd Webber. Anyone 
trying to produce commercial rock with 
a computer and rack of MIDI gear must 
check this out. 
- Michael E. Daniels/demo: A Pente¬ 
costal minister who stretches out on a 
MIDI rig before mass, at home, and in 

the music store (his part-time gig). The 
style is mostly relaxing instrumental 
music somewhere between good jazz 
lounge piano and New Age. The drums 
and recording quality need some work, 
but overall it's good (and the sermon 
on "The Rapture" he inadvertently left 
on side two isn't bad, either). 
- Devout Scream /Outcry: I'm a suck¬ 
er for an upfront bass that thrums on 
every beat (I missed it on the latest B52s 
release), mutated guitars, raw synths, 
and stylized, tortured vocals. This 
reminds me of my salad days roughly a 
decade ago when groups like Bauhaus 
prowled the clubs (Devout Scream is 
less violent, but more tuneful and 
psychedelic). Not bad for two buddies 
(Bill Dressier and John Greschak) that 
used to work out acoustic guitar duets. 
Recording is clean but a little sparse -
I bet their second release will slay me. 
- Lorenz Franzen /The Still Point Com¬ 
positions (1-6): "Thank you for your col¬ 
umn, giving us subversives a chance 
at stardom." Franzen's particular tastes 
in subversion are a stark/baroque cross 
between modern classical and New 
Age. Everything was played from a 
MIDI guitar into a sequencer and edit¬ 
ed there. The monophonic horn parts 

+cLorenz*Ffanzen 
seem to lack a bit of expressiveness, 
but the piano sounds convincing, and 
like Lorenz himself, I'm amazed that 
he can play drum parts on guitar at 
all. The upbeat first movement is the 
least convincing. The simpler, more 
Gothic pieces locked me into a cata¬ 
tonic trance. Yeah. 
- York Massengale/four-song demo: 
Symphonic synthesized New Age 
instrumentals. Although York claims 



his version of New Age "differs from 
the conventional view of the genre as 
meditative and tensionless," this is 
pretty relaxed, non-threatening stuff. 
Unlike the conventional implementa¬ 
tion of the genre, however, Massengale 
can actually write a rich melody and 
fill it out with a complete, meaningful 
orchestration. Closest references are 
Alan Parsons' instrumental sections. 

- The Ones That Got Away/five-song 
demo: I can't make up my mind on this 
one. It's a pretty good cross between 
"tuff" and "modern" rock with a lot of 
potential, but it comes across a bit stiff 
and hollow (and the drum machine 
programming - complete with those 
dreaded 16th note hi-hats - doesn't 
help). More practice and confidence 
(and a real drummer) should put them 
over the line. High note: Their cassette 
art is great. 
- Brian Gingrich/Travelog: This is sim¬ 
ply one of the best readers' tapes I've 
heard in the three years I've been 
reviewing them. Brian's first release, 
Prairie Safari, was real close to a home 
run, but perhaps leaned a little too 
much on percussion. Travelog features 
an excellent balance of instruments 
(synths, all sorts of percussion, bass, 
found samples and tapes), styles (New 
Age jazz, ambient, African), and space. 
The sampled voices on 'Sister Hayward' 
in particular are a highlight, along 
with just about everything on 'Road 
to Mombin.' 
- Times, Ltd./ Waiting for Midnight: 
Strong, upbeat, full rock with progres¬ 
sive strains in the music (Styx being a 
reference - the PPG-like timbres and 
voices on the leadoff track are to die 
for) and overt Christian content in the 
lyrics (sometimes too overt - hearing a 
female happily sing "Undercover -
are you covered by the blood of the 
lamb?" over and over again is a bit too 
strong an image for me while speed¬ 
ing around L.A. at night). "Our theory 
behind the use of technology is one of 
necessity. When you want to simply 
reach out to people through the mes¬ 

sage in your music while displaying 
some semblance of production quality 
without going bankrupt in the process, 
synthesized sounds and sequencing 
are the way to go." 
- Chuck van Zyl/Callisto: Chuck's 
earlier release, Nuclear Winter, showed 
that a strong imagination could over¬ 
come a lack of traditional recording and 
playing skills. That tone poem for the 

CALLISTO 
CHUCK VAN ZYL 

Oberheim Xpander chillingly painted 
exactly the picture its title suggested. 
This release shows Chuck trying to con¬ 
form too closely to Berlin Movement/ 
New Age "sensibilities," with the result 
being fairly weightless sequences and 
white noise washes. Get evil again, 
Chuck - your dark side was your 
strong point. 
- Lia -'s Club/ Where Sinners Meet: 
Weird flashes through my brain on this 

one. I hear Huey Lewis twenty years 
younger and street-hip. I hear rare New 
Wave bands like Fischer Z, Korgis and 
particularly The Tapes. Good, tight, 
ruffed-up clean-shaven pop with synth 
bass (OSCar), D-50, and sharp-edged 
guitar. 

Okay, I'll admit it - 1 wish the pop 
clock was turned back ten years. Mix 
in hip-hop, house, techno-ethnic (à la 

Gingrich), and some of the dark indus¬ 
trial works of Mark Wheaton and his 
kind, and you'd have a perfect musi¬ 
cal world for me. 

Actually, what would really make it 
perfect is if you could buy any of this 
stuff at the music store around the 
corner... ♦ 

Contact addresses: 

David Bard 150 Massachusetts Ave.. Box 925, Boston 

MA 02115. Tape costs $5 

Dialogue, c/o Robert Reed. 14501 Berkshire Drive 

Independence. MO 64055. Tape or LP costs $6 

Michael E. Daniels, 3237 Snead Court, Richmond. VA 

(no zip given). 

Devout Scream, c/o Red Shift Records. PO Box 694 

Brookfield. MA 01506. Tape costs $6 

Lorenz Franzen. 12240 Pacific Ave #10. Los Angeles. CA 

90066. Tape costs $5. 

York Massengale. 6255 Monita St. Long Beach. CA 90803 

The Ones That Got Away c/o Hunter Smith. 6267 Salem 

Circle #324. Fort Worth, TX 76132. 

Brian Gingrich. 5301 South Rockwell. Chicago. IL 60632 

Tape costs $7. 

Times, Ltd., c/o mark Cook. 2820 South Broadway. 

Englewood, CO 80110. Tape costs $7. 

Chuck van Zyl, c/o Synkronus Music, PO. Box 22. Upper 

Darby. PA 19082 Tape costs $7. 

Liar's Club, c/o Kevo X Thompson. 31 Broadway South 

#602. Tacoma, WA 98402. 

The purpose of Readers' Tapes is to expose the MT read¬ 

ership to the work and thoughts of their peers, so that 

they can compare notes and maybe further their own ad. 

Send your tape, price, equipment list, comments, aid 

a photo to: Readers' Tapes. Music Technology. 22024 

Lassen St, Suite 118. Chatsworth. CA 91311. No, your 

tapes will not be returned: Yung will either keep them 

for himself or feed them into his garbage disposal. 
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Raymond Kurzweil at a rehearsal for the world premier performance of the California Digital Philharmonic Orchestra. 

The prodigious inventor and 
founder of Kurzweil Music 

Systems talks about the 
present and future state of 
music technology, and the 
intricacies of inventing the 

unimaginable. Interview by 
Leigh Silverman. 

T THE TENDER age of 12, 
while his friends were 
exchanging baseball cards 
and Wacky Packs, Raymond 
Kurzweil was at home 

designing a software package that 
was quickly snapped up by IBM. 
At 16, he drew on his knowledge 
of artificial intelligence to write a 
software program that could create 
original music in the style of Mozart, 
Beethoven and Chopin. Several years 

later, at the Massachusetts Institute 
of Technology, Kurzweil developed 
a computerized college selection 
program for which he received 
$100,000 plus royalties from one of 
the largest educational publishers, 
Harcourt Brace World. 

Today, 41-year-old Kurzweil runs 
three companies - Kurzweil Music 
Systems, Kurzweil Applied Music 
and Kurzweil Computer Products -
each of which places heavy demands 
on his technical prowess and 
entrepreneurial savvy. He writes 
books about artificial intelligence, 
produces videos and gives lectures 
around the country. He's the father 
of the Kurzweil 250, an extremely 
successful sampler that has helped 
bridge the worlds of acoustic and 
digital music. 

In view of his accomplishments, 
Kurzweil may seem like a man sitting 
on top of the world. But the fact is, 
he's a contender in the constantly 
changing world of electronics where 
product lifespans are short and com¬ 
petition is strong. Instead of attempt¬ 
ing to keep up with the fast pace, 
Kurzweil designs machines that are 
ahead of their time and therefore less 
prone to competition. In the early 
'70s, he developed a reading device 
for the blind that relies on a process 
called pattern recognition to translate 
printed text into automated speech. 
The Kurzweil Reading Machine, 
despite its high cost, was a huge step 
forward for the visually-impaired. 
Nothing like it had ever come out on 
the market. In 1982, Kurzweil saw the 
necessity for a computer that could 
recognize human speech. The result 
was the Kurzweil Voice Report, a 
machine that could recognize up to 
20,000 spoken words and transcribe 
them into printed text. 

In the following interview, 
Raymond Kurzweil candidly shares 
his vision of the future of electronic 
instruments. He addresses the com¬ 
plexity of sampling, the future of 
MIDI and what we can expect to see 
in controllers over the next ten years. 

Leigh Silverman (MT): How do you 
come up with an original idea? 
Raymond Kurzweil (RK): "I'm an 
avid student of technology. I read a 
lot about technology and also about 
social issues, particularly as they 
intersect with technology. When I 
decide to pursue an idea, I try to pick 
one that hasn't already been done, and 
isn't such a minor step forward that 
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fifty other people or organizations 
are going to solve the same problem. 
On the other hand, if you pick an idea 
that's too difficult, you'll never get 
there before you run out of patience 
or venture capital. The projects we do 
tend to be interdisciplinary. In general, 
I think that inventions today are not 
a matter of someone disappearing in 
their basement and coming back three 
years later with some breakthrough. 
They tend to require expertise in a lot 
of different areas and are team efforts. 
So it's important to try to ascertain 
what I think I can accomplish in two 
or three years of development with the 
kind of people that I could attract and 
lead, and what society and the market 
will need several years from now." 
MT: The Kurzweil 250 is still yoiny 
strong after five years. How did Stevie 
Wonder influence your decision to build 
that keyboard? 
RK: "It was 1976 and we had just 
announced the Kurzweil Reading 
Machine. So he just showed up one 
day. We didn't have any working 
models so we had to sort of turn the 
factory upside down to get one that 
would work. He wrote out a check, 
signed it with his thumbprint and 
spent the day with us learning how to 
use it. Later we put him in a taxi with 
the Reading Machine and he went off 
into the night. That started the relation¬ 
ship and over the next few years, I 
had an opportunity to spend time 
with him in L.A. or he would stop 
by when he came to the Boston area. 

"Around 1982, the topic of music 
technology came up in some of the 
conversations I had with him. One 
day he was giving me a tour and 
showing off some of the instruments 
he had gotten and he was lamenting 
the state of the field at that time. 
On the one hand, there were these 
acoustic instruments and it was very 
hard as a musician to control those 
instruments. For example, he couldn't 
play most of them. Most musicians 
can't play most instruments. Even if 
you're very prolific in your technical 
skills and learn three or four instru¬ 
ments, which is unusual, you still 
can't play the vast majority of instru¬ 
ments. And if you could play them all, 
you still couldn't play them simulta¬ 
neously. But then there was this 
electronic world. At that time, there 
were things like sequencers and sound 
modification techniques. It seemed 
like you could do pretty much any¬ 
thing, except the sounds that you had 
to work with were these very thin, 

electronic sounds. Although they were 
an important class of sounds, they did 
not include the sounds of choice, 
which were the acoustic sounds. 

"So he said, 'Wouldn't it be great if 
we could apply these control methods 
to the acoustic sounds and then all 
these limitations would be overcome.' 
I thought about that and it seemed 
like a very exciting prospect. It really 
seemed revolutionary. It would change 
the way music could be created. We did 
some market research and it seemed 
that the market really was poised over 
the next four or five years for radical 
transformation from acoustic and 

“M/e will see a fairly slow 
evolution of controllers that don 't 
resemble acoustic instruments.’' 

analog techniques to digital. So that 
spawned the genesis of Kurzweil 
Music Systems." 
MT: Your father was a conductor during 
the ’60s. Did he lament similar problems? 
RK: "Sure. When he would compose 
a multi-instrumental orchestration, he 
would have to get a whole orchestra 
together and that meant arguments 
about funding, contracting with all 
the musicians and handwriting all the 
notation, not to mention copying it, 
which in those days was a big deal. 
He would then finally hear his 
composition for the first time. Prior to 
that he could only sort of imagine it by 
playing individual parts on the piano. 
Beyond very limited changes, he 
would have to dismiss the musicians, 
write out all the music again, endure 
more arguments about funding, and 
maybe if he was lucky he'd get to hear 
it a second time. Now, a student in his 
dorm room can hear an orchestration 
on a synthesizer within minutes. So 
the acoustic world is very limited." 
MT: How closely do you think sampling 
approaches acoustic sounds? 
RK: "There are a number of significant 
limitations if you just use 'brute force' 
sampling. For example, even a high-
end sampler only has a limited number 
of seconds of memory. A piano tone 
lasts twenty or thirty seconds. There 
are hundreds of different sounds a 
piano can make aside from eighty¬ 
eight keys. For example, hitting middle 
C hard is not the same timbre as hitting 
middle C soft. It's not simply louder, 
it's a whole different time-varying 
timbre. And you can't easily create 
Ct from C without some distortion 
because each semitone will initiate 

different overtones in the instrument. 
"So a number of compromises are 

made. First of all, looping: a sampler 
will capture the attack and then loop 
the last waveform allowing it to decay 
to silence. When you loop a waveform, 
the frequencies of all the overtones 
become perfect multiples of the 
fundamental. In a real piano, the 
frequencies of the overtones are not 
perfect multiples. They're slightly off. 
These are called inharmonic partials. 
And that's one of the things that gives 
a piano its very distinct, exciting 
character. If you make all the over¬ 
tones perfect multiples of the funda¬ 
mentals then it starts sounding like 
an organ tone because you lose the 
inharmonicity of the partials. In our 
technique we don't use conventional 
looping and we don't lose the inhar¬ 
monicity of the partials. They keep 
their inharmonic character throughout 
the whole duration of the note. 

"Another annoying characteristic 
of samplers is that the sound decays 
into a noise floor even if they're 16-bit. 
As the sound decays, the samples 
get smaller and smaller. And as the 
samples get smaller, the signal-to-
noise ratio gets smaller. The psychoa¬ 
coustic phenomenon you hear is a 
growing hiss in the background. 
That doesn't happen on our instru¬ 
ments because we use a floating-point 
system, our signal-to-noise ratio stays 
very high even as the note decays to 
silence so you never hear any back¬ 
ground noise. We were also able to 
change the characteristic of the timbre 
at different loudness levels, and we 
have a much more convincing way 
of transposing the pitch of samples 
so that they sound appropriate at each 
fundamental frequency. There are four 
or five other technical problems with 
samplers that prevent them from real¬ 
istically capturing something with the 
complexity of the piano. 

"So I think one thing that people 
have realized is that they don't nec¬ 
essarily want to do all that much 
sampling themselves because it's a 
tremendously difficult thing to do 
correctly. It's one thing to sample a 
sound and then play it back. But an 
instrument isn't just a sound. It's a 
whole class of sounds and the interac¬ 
tion between them. And just captur¬ 
ing the samples themselves and then 
massaging them and setting all the 
parameters correctly is very difficult. 
When we capture an instrument, we 
first record the instrument doing all 
of the things it can do - in the case 
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► of the piano this means recording at 
different loudness levels and at many 
different pitches. It's a massive 
amount of information." 
MT: Do you feel that a musician with 
some keyboard expertise can simulate 
other instruments in a way that is 
idiomatically correct? 
RK: "That is a skill. And some people 
can do it very well. If you have ordi¬ 
nary keyboard skills, you can play 
music using a wide range of sounds 
without much practice. If you're really 
trying to make it sound like a violin 
played by a violinist, that does take a 
certain type of skill which requires 
more than a few minutes to pick up. 
However, being able to create music, 
not necessarily sounding like a real 
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violinist, but creating something 
that's musically relevant, using a wide 
range of tone colors from the synth or 
sampler, you can be fairly successful 
without lots of practice." 
MT: Do you think that the ability to 
reproduce many acoustic instruments 
simultaneously on a single controller has 
reduced job opportunities for musicians? 
RK: "There are far more opportunities 
for musicians today than there were, 
say, ten years ago before a lot of the 
technology happened. I mean, if you 
insist that you're only going to play a 
trumpet in a TV commercial the same 
way it was done fifteen years ago, and 
that's the only kind ol job you're 
going to take, you may find that 
employment opportunities are fewer. 

But if you stay up to date on the new 
technology, and are able and willing 
to adapt to new ways that music is 
created, then your job opportunities 
will increase. 

"I'll give you an example. About 
ten billion dollars a year is spent on 
making music for industry and gov¬ 
ernment training films. Ten or fifteen 
years ago, all of these films used 
previously recorded material for their 
background music, because their 
budgets were not sufficient to hire an 
orchestra for each film. But today they 
will routinely hire a musician with the 
appropriate synthesizer. The result is 
better background music because the 
music on these films all used to sound 
the same." 
MT: What direction will electronic 
instruments take over the next ten years? 
RK: "Well, a lot of products have a 
tremendous number of capabilities. 
They can do lots of things, but the 
capabilities are really presented in a 
computer-oriented fashion. You have 
to be quite proficient in computer 
technology to use them. Thore's a lot 
of terminology, a lot of complicated 
interfaces, confusing users manuals, 
menus that are difficult to operate. 
Musicians really want products that 
are musical instruments and not 

| computers. A major challenge - and 
g if there's a breakthrough in the early 
« '90s, it will be in this area - is to make 

• 1 • 1 • 1 o musical instruments that are musical 
g instruments and not computers, while 
” still retaining the tremendous depth 
g of power that they currently have, 
g They've really become much too 
“ complex, too intimidating. 
g MT: Will MIDI be around in ten years? 
g RK: "There's so much commitment to 
g that standard, so many people know 

it and there's so much equipment that 
uses it, it has a great deal of momen¬ 
tum. I personally believe that the 
problems with MIDI can be overcome 
while still retaining the essence of 
MIDI, and building around it. 

"There are really two problems 
with MIDI. First, MIDI was primarily 
designed to talk from A to B. And 
now we have people putting together 
systems in which there are fifteen 
different components. So they connect 
A to B and B to C and B to D and D to 
E and it gets very complex. What we 
really need is a concept that supports 
many things talking among each other 
and a protocol for that. Computers 
have had that for some time in the 
form of a local area network. You can 
still use the MIDI protocol within a 



local area network. 
"The other drawback is the slow 

speed of MIDI. It's just barely good 
enough to talk from A to B. If you 
have a sequence with more than seven 
or eight tracks, it can begin to get too 
slow. You can't keep up with the event 
rate. When you add things like contin¬ 
uous controllers, the delays of MIDI 
can become quite noticeable. When you 
have complex sequences and expect 
eight notes to occur at the same time 
and the MIDI delay spreads them out 
slightly, that can be very objectionable. 
And when you hook up more than 
just a few pieces of equipment, all 
talking to each other via MIDI, you 
get accumulated MIDI delays. So you 
add all of that up, and the slow speed 
of MIDI is really a problem. 

"But despite these things, MIDI has 
been phenomenally successful. 1 mean, 
it took off very quickly within a year 
or two and became the absolute, 
universal standard almost overnight. 
And it's been of benefit to the whole 
industry. If the industry didn't have a 
standard, people just wouldn't buy as 
much equipment. It would be similar 
to the video industry before we 
idopted the VHS standard. When 
there were several competing stan¬ 
dards, people were confused and so 
they waited for it to get sorted out 
before they bought anything. So we're 
fortunate that there was a standard 
that everybody adopted. And that has 
certainly encouraged the explosive 
growth that has occurred in electronic 
instruments." 
MT: What will controllers look like ten 
years from now? 
RK: "We'll see a fairly slow evolution 
of controllers that don't resemble 
acoustic instruments. On the other 
hand, the acoustic controllers that 
we're used to evolved with the 
physical limitations of creating acoustic 
sounds. 1 mean, a violin had to be 
organized in a certain way in order to 
create those sounds. It wasn't neces¬ 
sarily set up that way because that's 
the optimal way to control it. In the 
area of electronic controllers, we don't 
have any such limitations. We're not 
inhibited by the physics of creating a 
sound because sound is being created 
by a synthesizer. 

"One thing you will see over the 
next ten years are better controllers 
that emulate acoustic instruments. 
We still don't have a completely suc¬ 
cessful guitar controller. There are 
more guitar players than there are 
keyboardists, and yet there's no guitar 

controller yet that's one hundred 
percent satisfactory. And we clearly 
have a long way to go in terms of 
emulating wind instruments. It's a 
fairly new area. So I think you'll see 
the perfection of electronic counter¬ 
parts to a much wider range of 
acoustic instruments over the next 
five years. 

"It's difficult, however, for a manu¬ 
facturer to introduce a whole new 
controller because it becomes a very 
pioneering effort. If you consider the 
QWERTY keyboard, it's not an optimal 
keyboard. Placement of those keys 
was optimized for the function of the 
mechanical typewriter of the late 
nineteenth century. But everybody 
knows how to type that way. So 
introducing a system that's demon¬ 
strably more efficient doesn't go 
anywhere because people have 
invested all of this time learning a 
particular technique. Whenever you 
try to change the way people do things 
it takes a lot of time, whereas tapping 
into the way people already do things 
provides a greater functionality which 
is what synthesizers have been doing." 
MT: What do you dream of inventing? 
RK: "I have in mind a little cyberneti¬ 
cal system that you can talk to and 
that understands human speech. It 
can interact with you, it knows where 
all the knowledge in the world is, and 
can access it. You can ask it to solve 
research problems for you, some of 
which may involve information in 
your own organization. This little sys¬ 
tem will be able to call up databases 
by way of telephone and cellular com¬ 
munication around the world. It will 
be able to call up people and talk to 
them. It will be able to act as sort of a 
personal assistant in solving problems. 

"One of the paradoxes of automa¬ 
tion is that, as we create systems that 
appear to do the work of people, the 
opportunity for employment goes up, 
not down. Most of the automation that 
we've had in human history has been 
developed over the past hundred 
years. Yet a hundred years ago, sav 
in 1870, we had only twelve million 
jobs in the United States and that only 
employed about thirty percent of the 
population. Todav we have ten times as 
many jobs - 120 million jobs employ¬ 
ing about fifty percent of the popu¬ 
lation. And the jobs tend to be at a 
higher level. Technology has been 
automating the bottom of the skill level 
and the whole population has been 
moving up in skill. The same thing 
has been happening in music." ♦ 

Enter Free! 

Poetry 
Contest 

SACRAMENTO — A $1,000 grand prize 

is being offered in World of Poetry’s New 

Poetry Contest, open to everyone. Some 

200 prizes are being offered, totaling 

over $15,0001 

The deadline for entering Is April 14, 

1990. Winners will be notified by May 2. 

Says Editor & Publisher John Camp¬ 

bell: “Even if you have written only one 

poem, or have never entered a poetry 

contest before, this is your big chance. I 

want this contest to help me discover 

new poets!” 

To enter, send poem 21 lines or less: 

WORLD OF POETRY 
2431 Stockton Blvd., Dept. MT 
Sacramento, California 95817. 

Poem Title_ 

Name_ 

Address_ 

City_ 

State/ZIP_ 

Keep copies as no poems can be returned. 

Kawai 
KI Sounds ! 

128 new Kawai KI sounds by 
synth guru/Music Technology 

author Chris Meyer 
Volume 1 
64 pads, lead synths, layers, organs, 
claviers... 

Volume 2 
64 strings, vocals, horns, bells, 
percussion... 

$15 each / $25 for both (ppd) 
On disk with Atari DA or Mac HyperCard 
librarian (specify), or fill your RAM cartridge. 

All sounds respond to velocity, 
aftertouch, mod wheel, and keyboard 
position; many exploit the Ki's AM 
possibilities in ways you've never 
heard before. Complete documentation 
supplied (printed and on disk). 

Send check or money order to: 
STEELWIND, 9920 Jordan Ave., #14, 

Chatsworth, CA 91311 

STEELR 
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Extend your range and smooth 
out the octave break on your 
Yamaha wind controller. WX7/WX11 
YAMAHA'S WX-SERIES wind controllers offer MIDI to sax¬ 
ophonists (and other woodwind players) with little adapta¬ 
tion in embouchure or fingering. The two sets of fingerings 
shown here serve two functions: when used with the fifth 
octave key, they extend the range of the WX upward by just 
short of one octave, giving you a total range of seven 
octaves. When used in lower octaves, they can make many 
passages much easier, reducing the dreaded "glitching" that 

can occur when moving over the octave break. Figure 1 
provides a set of fingerings that incorporate the WX's right¬ 
hand whole-step trill key. The set shown in Figure 2 contains 
some additional alternates, and incorporates the right-hand 
half-step key. Use the set that feels more comfortable to 
you, or combine them. There are even more alternates than 
those shown here - check the chart in the WX manual and 
don't be afraid to experiment. 

Fingers by 
Dan Lange 
and 
Lawrence 
Ullman. 

D#/E> FS/Gk 

Figure 1. Extended-range 

fingerings using the right¬ 

hand whole-step key. 
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Alternate Fingerings 
J =60-120 

D#/Et E F R/G^ 

ABOVE: These exercises 

will help you build facile 

technique with these fin¬ 

gerings. As you increase 

speed, keep your fingers 

relaxed. Before you know 

it, you'll be blazin' and 

screamin'! 

Figure 2. Additional 

alternates and extended-

range fingerings using the 

right-hand half-step key. 
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Twelve Tone Systems 

Cakewalk Professional 3.0 
IBM/Compatible Sequencing Software 
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This popular sequencing program has recently been updated. Among other things, 
you can now customize the program to fit your needs. Review by Carter Scholz. 

CAKEWALK IS A top-of-the-line 
IBM sequencer noteworthy for 
its excellent user interface, rea¬ 
sonable price, and lack of copy 
protection (see the review in 

the January '89 issue of MT). Version 
3.0 incorporates some significant new 
features, including the ability to create 
your own editing commands. 

Overview 
The program comes in two versions: 
regular Cakewalk and Cakewalk Pro-
64 March 1990 

fessional. The Pro version has many 
enhancements that the other lacks, in¬ 
cluding direct SMPTE support, key¬ 
board macros, multiple MIDI ports, 
variable timebase, and the new Cake¬ 
walk Application Language. If any of 
these are important to you, you'll want 
the Pro version. There are two flavors 
of Cakewalk Professional: Pro/MQX 
runs on any MPU-401 compatible inter¬ 
face, but to take advantage of SMPTE 
and multiple MIDI ports you'll need the 
Music Quest MQX-32 interface (with 
two MIDI Outs). Pro/Cl is the func¬ 

tional equivalent for the Yamaha Cl 
computer (utilizing eight MIDI Outs). 

Cakewalk's main strength has always 
been a clean, intuitive user interface 
that responds as well to a mouse as it 
does to the keyboard. Pull-down menus 
(and the commands within them) can 
be activated by typing their initial let¬ 
ter, or by grabbing them with the 
mouse, Macintosh-style. Music can be 
viewed graphically by tracks (up to 
256), measures (up to 9999), notes (in 
player-piano-roll format), or events (a 
text list of all MIDI events). The note 



view is "zoomable/' allowing you to 
change the horizontal resolution, but 
not the vertical, which is fixed at an 
octave and a third (tight, but usable). 
Pro supports VGA and EGA screens, 
which provides a considerably larger 
working area. Individual note insertion 
and deletion is straightforward in note 
view, although the mouse can't be used 
to select regions. A simple control-click 
(or control-enter) on any note displays 
its parameters for pinpoint editing. To 
edit other MIDI events, you have to 
use the event list. 

Other amenities include a set of edit¬ 
ing functions much too long to list, and 
a comprehensive "event filter" that lets 
you determine in great detail just what 
events will or will not be affected by 
the edit. Any tracks can be grouped 
together for editing. Playback func¬ 
tions include real-time key, velocity, 
and timing offset per track. System 
exclusive data can be sent out at any 
time in a sequence, but the messages 
must be stored ahead of time in a 
buffer, of which there are only 64 -
adequate for sending patch data, but 

“New in both versions is 
a command called fit 

improvisation.’ This lets 
you record tracks without 

a metronome. ” 

not for continuous parameter changes. 
Cakewalk Pro supports variable tim¬ 

ing resolution, up to the limit of your 
MIDI interface (192 ppq for the MPU-
401). Regular Cakewalk supports only 
120 ppq. 

What’s New 
New in both versions is a command 
called "fit improvisation" (called "tap 
tempo" in some other programs). This 
lets you record tracks without a 
metronome. After recording the initial 
tracks, you record another track made 
up of quarter-notes tapped in time with 
the recorded material. Cakewalk will 
then adjust the timing of the recorded 
parts, aligning them to the tapped 
quarter-notes, while adding tempo 
changes so that they sound the same. 
You can even edit the tap track nor¬ 
mally before using it as a guide. The 
only limitation is that all tracks will be 
scaled equally to line up with the tap, 
because the tempo changes are written 
into Cakewalk's global tempo track. 
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Graphic Editor 

Also new in both versions is a 
"multi-take" mode that automatically 
restarts recording and puts each take 
onto its own track. This is very handy 
if you always seem to need to warm 
up before getting it right and manual 
stop/restart breaks the flow. 

In step-record there's a new "pattern" 
option that accommodates repeating 
rhythms. Each of sixteen positions in a 
small strip chart can be set to a rest or 
a note of constant duration. This is a 
nice idea, but I'd suggest expanding 
it to let each rest or note take on any 
of the common durations Cakewalk 
already supports in step-record. 

What else is new? In playback, you 
can now loop a track any number of 
times from 1-9998, or infinitely (as 
before). You can optionally send a patch 
change at the start of a track, MIDI Files 
are fully supported by both programs, 
and Cakewalk Pro now supports 30-
frame drop format SMPTE. There are 
numerous small improvements to the 
user interface in both programs, and 
the ugly-as-sin welcome screen from 
earlier versions is now history. 
The previous Cakewalk manual was 

adequate, but the format left a lot to 
be desired. The new manual is a vast 
improvement: 230 clearly written and 
laid-out pages in a ring binder, with 
good tutorials and an exhaustive refer¬ 
ence section, intelligently indexed. 

CAL 
For me, the biggest news in this 
release is the Cakewalk Application 
Language (CAL). CAL permits you to 
add your own features to Cakewalk 
Professional. This is an exciting first 
step towards providing you with cus¬ 
tom tools. It's not quite a first - two 
other IBM sequencers provide some¬ 
thing like this. Personal Composer 2.0 

includes a dialect of the LISP program¬ 
ming language for accessing many of 
the program's functions, and GFmusic 
gives user-written programs access to 
its data structures. But so far, CAL is 
the most immediately usable way of 
adding functions to a sequencer. It's 
built into Cakewalk, complete with 
program editor and debugger. And 
while the language is undoubtedly lim¬ 
ited, it's easy enough and solid enough 
to be used without pain. 
You invoke a CAL command like 

any Cakewalk editing command: select 
the region over which the command is 
to work, call up the menu of CAL files, 
select the file you want, and you're off. 
It works smoothly, and a dozen exam¬ 
ple files are included for use and study. 
One of them randomizes the start 

“CAL permits you to add your 
own features to Cakewalk 

Professional. This is an exciting 
first step towards providing 
you with custom tools. ” 

times of notes - it took me less than a 
minute to modify this routine to ran¬ 
domize velocities. A more elaborate 
routine, for scaling a range of veloci¬ 
ties by a varying percentage, took me 
half an hour to write and debug from 
scratch (see sidebar, A CAL Application). 

With CAL, you can insert, delete, or 
alter events - change their start time, 
duration, type, and value. The lan¬ 
guage includes standard commands to 
accept input from the user, and to dis¬ 
play messages. Basic math, relational, 
and assignment functions are available, 
as are control flow functions. The lan¬ 
guage is minimal, which makes learn¬ 
ing it a snap. True, a little familiarity 
Music Technology 65 
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A CAL Application 
;;; SHAPEVEL.CAL 

;;; This is a sample CAL program that scales 
;;; note velocities by a percentage ramp. 

;;; Prolog 
(do 

(int startPct 100) 
(int endPct 100) 
(int percent 100) 
(dword deltaTime) 
(dword totalTime) 
(int deltaPct 0) 
(getlnt startPct ''Starting percentage?" 1 1000) 
(getlnt startPct "Ending percentage?" 1 1000) 
(= totalTime (-Thru From)) 
(= deltaPct (- endPct startPct)) 

) 
;;; Body 
(if (== Event.Kind NOTE) 

(do 
(= deltaTime (- Event.Time From)) 
(*= deltaTime 100) 
(= percent (/ deltaTime totalTime)) 
(*= percent deltaPct) 
(/= percent 100) 
(+= percent startPct) 
(*= Note.Vel percent) 
(/= Note.Vel 100) 

) 
NIL 

) 
;;; Epilog 
NIL 

►with programming helps. But 1 expect 
to see CAL files written by Cakewalk 
users showing up on MIDI bulletin 
boards, so even those who don't want 
to write their own functions should 
benefit from CAL. 

In the future it would be nice if you 
could add named commands to a sep¬ 
arate CAL menu - DOS filenames are 
notoriously uninformative. Also, CAL 
programs tend to run slowly. A typical 
Cakewalk command processes 1,000 
notes in a little over a second, but it 
takes a CAL program over a minute to 
do the same work. Editing with CAL 
would be enhanced if you could invoke 
Cakewalk's standard "event filter" dia¬ 
log with a user routine. 
You should note that CAL is for 

editing only; it has no real-time com¬ 
mands. Something that permitted pro¬ 
grammable interaction with a user 
while the sequencer played would be 
very interesting indeed. Twelve Tone's 
Sound Globs program has a perfor¬ 
mance language built into it - why 
not Cakewalk? 

Conclusions 
The new features in both versions of 
Cakewalk are significant enhance¬ 
ments to a solid foundation. The pro¬ 
grams keep their place on my short list 
of preferred IBM sequencer software, 
not just for their wealth of features and 
reliable performance, but for Twelve 
Tone's ongoing respect and support for 
their users. 

If you purchased Cakewalk 2.0 or 
Cakewalk Pro 2.0 after September 15, 
1989, you can upgrade to version 3.0 
for $5 shipping (with a dated sales 
receipt). Otherwise, the upgrade cost 
is $29 for regular Cakewalk, $39 for 
Pro. You can upgrade from regular 
Cakewalk to Cakewalk Pro (same ver¬ 
sion number) for the difference between 
the programs' list prices plus $25. ♦ 

PRICES: Cakewalk 3.0, SI 50; Cakewalk Pro-
fessional/MQX 3.0, $249; Cakewalk Profes-
sional/Cl 3.0, $349. 

MORE FROM: Twelve Tone Systems, PO Box 
760, Watertown, MA 02272. Tel: (617) 273-4437. 
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SELL IT FOR 
Nothing 

MUSIC TECHNOLOGY'S free classified section is designed to help private sellers find buyers and bands 
find other musicians. If you buy and sell musical equipment or sounds as part of a small business, 

please contact the Advertising Department to place a regular classified ad. 

KEYBOARDS 
CZ101 never used. $200. Poly 800 w/flight 

case $250 ARP 2600 with ARP sequencer. 

$500. EML101. $300. Ken Page. Tel: (407) 

784-3752. 

ESO-M $550 Emax SE. $1000. Matrix 

1000 $350 D-50 w/case. $1000. REV-7, 

$650 SDE-3000. $450 Korg DRV-2000, 

$300 SRV-2000. $400. Kevin. Tel: (313) 

373-9511. 

JUPITER 8 vintage synth. w/MIDI retrofit, 

exc. cond.. with custom Calzone road case, 

$1800 Tel (508) 487-0674. evenings. 

KORG DW-8000 w/hard-shell case and 

data cassette w/over 500 sounds, latest 

software revision, excellent. $650, w/ship-

pmg USA. Tom. Tel: (718)951-7971. 

MINIM00G mint condition, $1200 Free¬ 

man String Symphonizer. $500. Tel: (904) 

944-3556 

ROLAND SUPER JX-10. 76 keys, great 

master board, used only in church, 2 RAM 

cards S1300. Jeff. Tel: (504) 275-3382. 

ROLAND U-110 $550 Oberheim Matrix 

6R S475. Digital Music Corp. MX-8, $225. 

Akai MB-76. $225. mint cond. Mike, Tel: 

(201)305-1761 

ROLAND U-110 sample player, brand new. 

must sell, $70 or best offer. Matt, Tel: (615) 

820-0648 

YAMAHA DX7IID keyboard, excellent con¬ 

dition. with 256K sound cartridge, $995. 

Joe Tel (415)790-2882 

SAMPLING 
AKAI $900 professional MIDI digital sam¬ 

pler w/library of disks, perfect condition. 

$1450/0b0. Tel: (716) 634-9185 

DYNACORD ADD one with sampler, disk 

drive, excellent condition, $2000/obo. Tel: 

(404)636-8401. 

EMAX SE keyboard, excellent condition, 

hard case. 180 disk library. Sound Designer 

(Macintosh) for Emax, $1750/obo Tel: 

(518)482-6773. 

FAIRLIGHT IIX with MIDI/SMPTE. anvil 

cases and up-to-date library of sounds. 

S7000/obo. David. Tel: (818) 883-2924 

PROPHET 3000 8 megabytes sound 

library $2000 Studio 440. complete facto¬ 

ry library plus 2000 sounds, $1000 Both 

perfect! Tel: (415) 594-0275. 

ROLAND S-550 w/complete 164 disk 

library, used only at home, excellent cond . 

must sell. $2995/obo. Tel: (813) 853-1932 

TWO 16-BIT stereo samplers w/memory 

expansion: Akai S-1000 8Meg, $4750. 

Dynacord ADS 20-bit DACs, $4350. Ken. 

Tel: (813) 856-3578 

SEQUENCERS 
JAMBOX 4 Macintosh MIDI/SMPTE inter¬ 

face with DA's. MIDIPaint and one-step 

sequencers, all documentation and manu¬ 

als. $250. Tim, Tel: (801) 565-2782, days. 

SONUS MASTERPIECE sequencer for Atari 

ST. original disks, dongle & warranty card, 

full documentation, $50 Joe. Tel: (513) 

841-1404. 

DRUMS 
ROLAND TR-626 drum machine, excellent 

condition, eight months old, power supply 

and manual included, $250/obo. Tel: (615) 

698-7988. 

SEQUENTIAL DRUMTRAKS programmable 

tunings/volumes. individual outs, original 

manual, exc. cond., $160. Stephen, Tel: 

(801)399-3541. 

COMPUTING 
APPLE II & He software sequencers, S.S. 

128 Sonus. Syntech Studio II. Yamaha DX 

Pro editor/librarian, full documents, $15 

each. Joe, Tel: (513)841-1404. 

PASSPORT 0X7/DX7II edilor/lib for Mac¬ 

intosh, $25 Tel: (716) 634-9185. 

PASSPORT MTPro 3.4, Atari, $225/obo. 

MIDI Transport SMPTE box, $275/obo 

Free software included. Call Robert George, 

Tel: (813) 263-3802,9am-5pm EST 

RECORDING 
CROWN 822 Vz-track 3-speed recorder, 

Dolby outboard. $300/obo Polymoog 

w/pedals and anvil case. $250. Jon, Tel: 

(408) 335-5973. 

FOSTEX 8-TRACK recorder Model 80 with 

16x4x2 mixing console (remote included), 

excellent condition. $2300. Tel: (215) 926-

1620, leave message. 

FOSTEX 4050 MIDI Remote Autolocator, 

exc condition, original documentation, 

video instructions. E-series cable, new Jan 

'89. $600 Tel: (313)649-0211 

TASCAM 38 8-track w/two DX4D dbx noise 

reduction units, recorder 2 years. NR units 

6 mos . $2050 Dave, Tel: (302) 762-3052 

PERSONNEL 
AUDIO VISUAL engineer. Atlanta. Georgia 

2’/? years experience, MIDI studio record¬ 

ing live sound (concert) video production. 

Steve, Tel: (404) 997-3347, messages. 

INTELLIGENT observant lyricist needs col¬ 

laborator. Also, forming Gulf Coast alterna¬ 

tive rock band. Reply: P.O Box 913, Gulf 

Shores, AL 36542. 

MANAGEMENT company rooking for young 

Rap and R&B funk acts, record deals avail¬ 

able. Contact Rich, Tel: (818) 998-2643. 

PRODUCER NEEDS fresh, new groups to 

record/promote. Promo to DNP, 639 Garden 

Walk Blvd. #1634, College Park, GA 30349. 

PUBLISHER ASCAP/BMI looking for origi¬ 

nals to publish. Write: Bottom Line Advertise 

and Publishing, P.O. Box 71742, Ml 48071. 

TECHNO SHEET music $3.50 per sheet. 

Write Anthony Russ. 1324 Burdsal Pky., 

Indpls., IN 46208. Tel: (317) 925-2087. 

MISC. 
D'AQUISTO CUSTOM electric hollow body 

guitar, ebony fingerboard, gold hardware, 

humbuckers collectors tern, $3000 Mark, 

Tel: (516) 938-8657. 

DR. T DX100/27/21 librarian, CZ Librarian. 

CZ Rider, Commodore. $35 each, Korg EX-

800. $195 Opcode Timecode Machine, 

$160. Matt. Tel: (216) 221-8887 

KORG DW-8000 patches on cassette tapes 

from NY studio, $50 takes all. Tel: (716) 

634-9185 

1929 MARTIN classic gutar, serial 39491, 

spruce top, Mahogany back and sides, style 

00-18, $1500/obo Tel: (615) 690-2552. 

OBERHEIM MATRIX 6R $400 D-50 ROMs, 

used, $25 each. Used sampling cassettes, 

$8 each. Yamaha KM802 mixer, $275 Call 

Jay, Tel: (212) 876-0396, evenings 

OMI CD-ROM system with Universe of 

Sound Discs. Emulator II format, make 

offer. DPX-1 compatible Bruce Pelley. Tel: 

(508)485-2090. 

PPG WAVETERM-A sampler, sequencer 

plus for the PPG Wave synths Samples, 

latest software updates, carpeted rack. 

$3000. Tel: (818)891-8998 

SANO JAZZ model accordion, 120 bass 

with full size keyboard and stereo pickup, 

just tuned. $895 Tel: (619) 427-4344 

SOUTHWORTH Jambox 4+ and MIDI inter¬ 

face for Mac. SMPTE. tape sync. 4 In 4 Out 

w/software and complete docs, works 

great. $250/obo. Tel: (716) 634-9185 

WANTED 
CRUSTY/broken older tube amps wanted by 

tweaker, L.A. area preferred, but may ship. 

Wayne. Tel: (213) 622-7076, week days 

DAN ARMSTRONG Green Ringer" to buy. 

or schematic, or correspondence with 

designer. Musitronics circuit 4GR0607B 

Greg, Tel: (503) 644-1765, leave message 

HYPED RHYMES and bumpin body beats 

for compilation Rap album, send demo 

Cold Smash'n Records. 3020 Edgehill. 

Cleveland. OH 44118. 

Note: Music Maker Publications takes 
no responsibility and cannot be held 
liable for sales, purchases, trades, or 

any other transactions conducted 
through our Free Advertising Dept. 

MT FREE CLASSIFIED ORDER FORM 
Fill in the form to a maximum of 21 words (one per box), and mail to: 

MUSIC TECHNOLOGY, 22024 Lassen St., Suite 118, Chatsworth, CA 91311. 

Please write clearly, and include your name and tel. number. Your ad 

will be printed in tie next available issue. 
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Kawai KB Editor/Librarian 
for IBM/PC 

Overtone is the software for the 
K5 and PC. Mouse driven graphic 
interface. Draw the spectrum you 
want, use standard spectra or 
extract spectra from sample files. 
Multi patches automatically adjust 
cd when rearranging card layouts. 
Complete Kawai patch library (over 
750 patches) included. $99.95 from: 

Syntonyx 
7 Loudoun St., SE, Leesburg, VA 22075. 

« (703)777-1933. 

SOUND ENGINEER 
Responsible for developing exciting quality 
sound effects and music synthesis for the 
entertainment industry. Experience should 
include strong analog design background, 
familiarity with DSP techniques and “C" 

language skills. Contact Charles Grempler 
at (301) 771-6700 or send resume to: 

MicroProse Games 
180 Lakefront Drive 

Hunt Valley, MD 21030 
Attn: C. Grempler 

DISCOUNT PRICES!!! 
Microphone, Guitar, Keyboard & 
Studio Cables. Complete line of 

cords and parts for your studio or 
stage rig. Write for free catalog: 
The Connection, 5104 Audrey Dr., 

N. Syr., NY 13212. 
315-699-3841 

BE A RECORDING ENGINEER 
Train at home for High Paying -

Exciting Careers. FREE Information. 

AIDIO WSTITITE OF AMERICA 
2174 Union St., Suite 22X, 
San Francisco. CA 94123. 

PHOTON MIDI 
CONVERTOR SYSTEMS 

Guitar, bass, nylon string applications: 
infra-red optical pick-up; fast, accurate 

tracking; open architecture; unparalleled 
MIDI implementation; sequencer; arpeg 

giator; foot controller; used by top artists. 

Call 1 (800) 346-3744 

CUSTOM SOUNDS FOR 
THE CLASSIC DX-7 

Order 32 patches that you choose 
for only $30.00. Send a wish list 
and your RAM or write for details: 

Triple Gem Music. P.O. Box 838. 
Trumansburg. NY 14886. 

(607) 387-9270. 

UNIQUE ’ 
KAWAI KI ' 
SOUNDS ( 

Vol. 1: pods, synths, daviers, «te. I 

Vol. 2: horns, vocals, percussion, etc. 

S15»«b/S2S Ur betb (ppd) 

Available 'm Atari ST (w/DA) or Mac 

(on HyperCard stock) format; will also 

fill your KAM cart. Send check or MO to: 

STTELW1ND, 9920 Jordon Ave, #14, 

Chatsworth, CA 91311. 

CUSTOM 
COVERS... 

CALLNOWl 

1-8O&2M-DÜ1T 

HOME-STUDY SERIES 
3 Levels of study, based on 2 College 
texts, back up 36 hours of cassettes, 
providing all the procedures you need 
to handle sessions with confidence. 
Call or Write: SKE Audio Pub. 

(800) 284-1258 
P.O. Box 2519 * Sedona, AZ 86336 

Musicians National Referral. Professional 
musicians seeking bands. Bands seeking 

professional musicians. Bands register free. 
Call now for information (800) 366-4447. 

Reach today’s modern 
musicians through Music 
Technology’s Classifieds. 

Only $55.00 per column inch 
(typesetting included). 

To book your ad, call 

Patty 
(818) 407-0744 

> i 
, SONGWRITERS! MUSICIANS!, 
, Cb you need . 

► SHORT BLANK TAPES? < 
> i 

CIO, C-20, 

1 1 

► - '—.J j À? i 
Clear Shells 

* Classic Cassettes' 
► of California * 

6716 N KNOLL AVE • FRESNO, CA 93711 (

I 1-800-678-1127 ’ 

Custom Acoustic Custom Studio 
Cases Foam Stands Furniture 

Request catalogue 800 343-1433, 516-563-0633 

Island Cases 1121-20 Lincoln Ave, Holbrook NY 11741 

ROCK STREET MUSIC 
Music & Pro Sound 

Drums, Guitars, Amps, 
Sound & Recording Gear 

Call or write for more information: 

148 South Main St., Dept H, 
Pittston, PA 18640. (717) 655-6076 

L.A. RECORDING 
WORKSHOP 
Recording Engineering Program. 
Send for Brochure & Sound Sheet: 

12268-MT Ventura Blvd., 
Studio City, CA 91604 
(818) 763-7400 

The 

LOW 
PROFILE 

1/8' 
BLACK 
AN00IS0 SYSTEM 

RUBBER 
FEET 

Organizer 

BASt —22-MODEL $29.95 — 

1125 Eleventh St. 
Ramona, CA 92065 

619.789-6558/800-753.6558 

MIDI SEQUENCES 
Hundreds of top quality Top 40 songs 
that sound just like the records. Ideal 

for duos & trios. Most popular formats. 

>// TRAN TRACKS 
133 W 72 St #601 

NY NY 10023 (212) 595-5956 

MIDI CABLES 
FACTORY DIRECT 

Finest Quality - Best Prices 

bull five-point wiring, 
double shielded cable 

(800)446-3146 ■ T L Industries, Inc. 

Roland MT32/D5/D10/D110/D20 
and Kawai KI Software 

Librarians for IBM with 256 sounds, $25. 
256 Sounds on Autoload Disk for C64, 

$25. Amiga Generic Dump Utility with 256 
Sounds. $25. Editor/Librarians for 
C64/128 with 256 Sounds. $79. 

MT-32 Mods: 128 New Sounds in EPROM 
& 30 Reverb Modes. $60. Battery 
Backup Kit. $79. Both EPROMs and 
Battery Kit for $99. Add $3 p/h. 

Blue Ridge Music. 3571 Sandstone Road. 
#MT. Charlottesville. VA 22901. 

(804) 978-7415_ 

Dealer of Used Musical 
Equipment 

251 West 30th St., Suite 10 fe, 
NYC, NY 10001-2801 

(212) 629-3708 
Fax (212) 947-0027 

SERIOUS ABOUT MUSIC? 
CHECK US OUT. 

THE 

RECORDING INDUSTRY 
SOURCE BOOK 

IS 
■ 7,000 contacts in 60 categories 

both southern California and 
National listings 

■ Timely, Accurate 
■ Full-Color, Spiral-Bound, Over 
400 pages 

■ Available on floppy disk for IBM 
and Macintosh, includes 
complete operating software 

■ Priced for the working musician 
BOOK $34.95 ■ DISC SET $295.00 

For more info call 1-800-969-RISE 
or send check or money order to: 
THE SOURCEBOOK 
953 N. Highland Ave. 
Los Angeles, CA 90038 
(make checks payable Io RISB) 

FREE sounds or sequences when you join 
M.U.G. (International MIDI Users Group) 
KORG M1, MIRAGE. Yamaha DX7, Roland 
MC500 and much, much more. Over 1000 
current members. $20 (1 year membership) 
or $65 (Lifetime membership). Send to: 

M.U.G., P.O. Box 615 MT, Yonkers, 
N.Y. 10703. Specify instrument(s). 
For more info, call (212) 465-3430. 

lOWWnSÏÏ».“ Wi 
LOÕTnO FURTHER! NEW & USED GUITARS, 

KEYBOARDS, MIDI, PA, RECORDING. 

Hard Io find items - incredible selection - best service. 

MORRISON BROTHERS MUSIC 

Call George or Delia (601) 352-0135 

DO YOURSELF 
AFAVOR 

CALL NOW! 
800/673-0565 

4416 Johnson St., 
Lafayette, LA 70503 



OUR SERVICE, SALES, & SELECTION ARE 

rolls 
^musi© 
if/center. 

1-800-336-0199 
1065 Wert Broad Street Fal ls Church VA 22046 In VA 703-533-9500 

GUITARS AMPLIFIERS KEYBOARDS DRUMS PERCUSSION 
SOUND SYSTEMS DJ SYSTEMS SIGNAL PROCESSORS 

MULTITRACK RECORDING LIGHTING SYSTEMS 

This Irresistible Poster (20x30” ) can be Yours for 39.95 plus 31.50 shipping, VISA or MC. 1-800-336-0199 



Export Distributors: 

I HE NE IHFRLANDS/Audiosr opt B.V./S0est/O2155-2O44'FINlAND/MS-A»dio»ron/Helsinki/9O-5b64644/SWEDEN/Muskjntor & 

Co Molnd.il/Ot l-H7«0«()/FRANCE/High Fidelity Services SA-P.lns-il: 42.HT>.00.40/CANADA/Yorkville Sound LTD.’S« .irborougb 

416-75I -8481/ITALY/ltal C.I.DA SPA/Parmj/0521 691158/WEST GERMANY/PME Audio/Hauffweg/07136-6029. 

SWITZERLANß/Musikengros P. Gutter/Sissach/06F -981757/HONG KONG/Audio Consultants LTD./Kowloon/3-7 25251/ 

lAPAN/Nihon Electro Harmonix/Tokyo 103)252-7601 CIHAILAND/Beh Ngiep Seng Musical lnstruments/Bangkok/222-5281/ 

INDONESIA/PT Kirana Yudha Teknik/lakart.V i806222/SINGAP()R£/Lingtec PTE. LTD./74719S1/SPAIN/Aplicaciones Electrónicas 

Quasar SA/Madrid/6861 KXI/TURKEY/Kadri Cadmak/ls;arbuHD 1661672/AUSTRALIA/Hi-Phon Distrib. Pty. LTD./Chatswood 

NSW/O24177O88/DENMARK/M.I. Musik/Kobenhavn/1-8-54800/U.K./Harmon U.K.' Slough/07537691I/NEW ZEAiAND/Masei 

Digitek/Aukland/444-3583/4/ISRAEL/More Produc tions/Tel Aviv/03-45400B-442697/ARGENTINA/Lagos Sarmientn/Buenos Aires/ 

40-6455/NORWAY/AUDIOTRON/OSLO/2 35 20 96 

THE MULTIVERB LT 
The Multiverb LT gives you the power of the Multiverb with the simplicity 
of 1-touch control. The LT has 192 of the finest studo multi-effect 
combinations ever created! For those who don’t have time for the 
complexity of programming, the LT gives you all the power you can 
use at a great price! Midi addressable. 

THE MULTIVERB 111 
A new age of technology and 400% more processing offers digital 
reverb and spatial enhancement that defies description! The 
Multiverb III has over 53 effects to choose from (up to four 
simultaneously) including sampling, stereo chorus and flanging, 
21 delay types (2 full seconds), stereo panning, pitch transposing, 
24 reverbs, 200 memory locations, full programmability and 
Performance Midi'“. 

THESGE MACH II 
The stunning new Wonder-processor offering 
12 effects simultanously! The Mach 11 has over 
70 different effects including an exciter, equalizer 
compressor, limiter, noise gate, expander, sampler, 
env. filter, pitch transposer, line EQ. stereo panner, 
stereo chorus and flange, 12 killer distortions, 
21 delay types (2 full seconds) and 24 different reverb 
algorithms! Real time midi, 200 memories and 
bandwidth to 20 kHz. 

THE DR-X 
The all new Studio Digital Reverberalor/Dynamics 
Processor/Pitch Transposer/Sampler offering 160K bytes of 
audio ram, bandwidth to 20 kHz, sampling, 10 simultaneous 
audio functions, an exciter, equalizer, compressor, limiter, 
expander, noise gate, stereo panner, stereo chorus and 
flange, 21 different delays (2 full seconds). 24 reverb 
algorithms, 200 memories, amazingly comprehensive real 
time midi control. 

A.R.T INTRODUCES THE FIRST 
SIGNAL PROCESSORS OF 
THE 21 ST CENTURY 

APPLIED RESEARCH & TECHNOLOGY INC., 215 Tremont Street, Rochester, New York 14608, (716) 436-2720, TELEX: 4949793 ARTROC. FAX (716) 436-39^ 


